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An illustration by Vesna Pesic in a folk art style. Vesna is one of many creatives interviewed in this book, and her interview appears here.




I am not a big genius can be taught person. I believe it can be encouraged, nurtured and even squeezed out of the recalcitrant, but the genius gene has to be there all along. I resist being told that you and I can be geniuses if only we put our minds together. As my father sarcastically said about intelligence: “it’s mind over matter, if you don’t have a mind it doesn’t matter.”

Yet perhaps genius is in everyone, lying dormant waiting for the right moment to either awaken or never awaken at all. It takes a certain amount of creativity to wake the sleeping brain. We are told that to maintain healthy grey matter, we should do something new on a regular basis – something we’ve never done or conceived of doing before, which in my case amounts to a lot. Challenge is the key. It keeps our brains from settling into dormancy or worse.

Design is a challenging art and craft. One can simply learn a program and press the same computer keys every day or alter the look and feel of things, changing the way we perceive the ordinary and behold the extraordinary. To arrive at the challenges which are right for each individual demands clever thinking and arduous doing. Designers are well equipped by their role as problem solvers to keep the brain cells in motion.

Designers are creative thinkers. Creativity is triggered by internal and external stimuli. Design Genius provides the external spark that accelerates the internal motor, which in turn, stimulates the machinery that results in exciting, unique and original outcomes. Join Ambrose and Harris as they ingeniously try to make design geniuses of us all.

Steven Heller
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Joan Miró Foundation
 Los Angeles-based artist Brian Rea working on a mural installation at the Joan Miró Foundation, Barcelona, Spain. Brian is interviewed here where we discuss the links between art and design.




INTRODUCTION

There is a myth that creativity is purely the result of inspiration, that creative ideas come to designers and other creative thinkers out of the blue. This book seeks to argue that this is not the case, that creative thinking within design is a pragmatic process with certain steps, stages and tools that are used throughout the design process to generate and explore ideas, and develop them into creative and inspirational work.

We are not claiming that inspiration does not exist; it does, but inspiration is a tool that needs to be facilitated and supported by others as part of an overall design process, rather than being the only element that produces results.

Through a series of interviews with design professionals and creative thinkers, we look at various tools that designers use to facilitate the creative process and to unlock the imagination. The discipline of design incorporates systems and processes that provide a framework for solving design problems, and we will bring them together to provide a blueprint for how designers can learn to think creatively.

In showing the variety of creative-thinking tools and methods used in the design process, we will examine a wide range of works from various sectors of design, including packaging, graphic design, signage and advertising, to unlock the thought processes behind them. In doing so, we will see that design is a pragmatic and dynamic process, as well as a creative process. This volume brings together creative thinking theories and tools, both visual and written, and demonstrates how they can facilitate imaginative design, discussing where these design tools originated and to what extent they can be used in contemporary design.

Design is not a talent that a person is born with; it can be learnt and improved through experience. Design is something that you do, and like any activity, one that you need to practice in order to improve and develop.

A key element of developing a creative mind is exposing yourself to new ways of thinking and new stimuli.


WHERE DO WE GO FROM HERE?

“Before computers, the production of printed matter was in the hands of designers and printers. Most clients had only the vaguest idea of how it was produced, and they were prepared to pay well for their logos, newsletters, annual reports, brochures and other business paper. But that’s not the way it is now. Now, for a pittance, it’s possible to buy a program that allows anyone who can type and has a computer, a printer and a scanner to produce most of the material for the average business.” Bob Gill

The quote from designer and writer Bob Gill is poignant as it sets out the problem of how technology has changed the field of design, and broadened it such that it is no longer the enclave of a select, trained few. What was once the realm of the printed trades is now mass market, where terms such as font, typesize and layout are common parlance. People now use design tools without even realizing it. For example, modern digital cameras have settings that display the ‘rule of thirds’ on the screen so that people can position and frame their photos better. To a certain extent, the ‘de-skilling’ of design that technological change has produced allows people to take care of their own design needs. It could be argued that massification has lowered design standards through the inexpert use of tools and concepts. Within this context, design thinking is more important than ever.
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A poster by Bob Gill, which provides a commentary on the hypocritical and insincere world of design. It features two art directors who are outwardly friendly but ready to strike the other down.
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This page, is a creation by illustrator and designer Jean Jullien, who is interviewed here. The world of graphic design changes – but does it change as much as we think?



Ken Garland on how things haven’t changed as much as we might think

Gavin Ambrose: Can people can be taught design?

Ken Garland: I’d rather say that people can learn how to design. It’s an instinct. There is also a different sort of learning that comes from being thrown in at the deep end. There are all sorts of things we discover that we didn’t know, and equally there are all sorts of things we didn’t know we didn’t know. These skills, often unfamiliar skills, have to be acquired.

Technological change, it has been argued, has allowed the layperson to execute graphic design. I gave a lecture recently in Australia, called The Squeeze is On, meaning the influx of amateurs is squeezing the professional industry. Where do we go when squeezed? This is a huge concern. Students have friends, not from graphic design backgrounds, who are now executing graphic design, and they see that some of what they do is quite effective. It may be amateur, but no less effective for being so. I’m from an older generation, and if there is to be an answer it must be from the younger generation. I am asking questions, but I can’t give you answers.

One can’t see until later what this time will look like when we look back on it. If I may ask myself a questions: what should we think about the educational system now? Are we right to teach in the same way that we have taught for the last 50 years? Should we be moderating our teaching methods? What students become is up to them, but we have the responsibility of our teaching methods.

I say yes: the principles don’t change. My choice of typeface, for example, is mine, my choice of layout is mine, but the principles behind them are the same principles, you or any other designer will use to do something different. They are the constants. It’s an act of faith when people question, Are you sure about that? You have to think, yes I’m sure, because they are based on these principles. At the moment, I’ve been asking about the limits of graphic design as it is constantly expanding. With moving image for example, the cinema and online has had a drastic effect on us. We have to expand our notion of how we use letterforms for instance. But do these principles hold true? These principles we acquired from what I call ‘free-art’ that we turn into applied art? We have to keep making the case, we have to go back to basics. Basics, meaning the fundamental things that form our principles. What lies behind them. I am talking about the principles of form, colour, tone, geometry, structure. Everything that goes towards putting up a building, creating a piece of furniture, or indeed creating a piece of fine art or graphic design. These principles underpin them all.

I would like to believe that if you can teach someone to learn to think, then they can tackle any question, be it graphic, film, industrial, written etc. These principles are deeper than the practice we do.

Indeed. I have another reason for believing in the universality of these principles as I’ve been lucky enough to work in different areas, particularly photography. This has always been part of my work. I see the principles in the way I take photographs or the way I design furniture or the way I design games. This expands the scope of the immediate and what we initially think is graphic design, and it gives an insight into the universality of these principles. I The same goes with writing. I think a knowledge of the structures of narrative are essential to graphic design. The same principles apply to how you structure an article or the way you shape a page.

I don’t believe in graphic design. You can study it, but the actual profession of graphic design, whatever it may be – I’m not sure that we are distinguished by this notion of profession. I’m not sure it is valid. I’ve had to accept it. I believe we have learned skills, we have some craft skills. Typography, for example, is a craft skill, and it used to relate very closely to the handling of type. Typographers originally were people who arranged metal, ready to be inked and printed. When you acquired a craft, it was a mystery; the mystery of that was the typographers skill. It gave an aura of mystique. These skills over time become obsolete. The skills of the typesetter, the skills of the typographer and so on. These are being overtaken by computer applications, an automation almost, put in a, b or c, or 1, 2,3 etc. You could say there is no point in teaching these crafts anymore as they are obsolete, but what about the newer crafts? Don’t worry about them, they’ll be obsolete too. It is the acquisition of skills that is important. I am totally convinced that the acquisition of skills is a fundamental part of the training in design. Even if these skills are obsolete, it is still the ability to acquire them that distinguishes us from laypersons. We have learned the ability to learn skills during our period in formal education. This is the master skill. The skill to learn other skills. Sometimes it takes a lot of convincing to get students to learn skills that they suspect will shortly be obsolete. But I would argue that none of these skills become obsolete, they
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