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Work
requires awareness of how imagery is used and

‘appropriated. The tea packaging design for the
UK's East India Company, which employs
pattems derived from raditional Indian textiles,
exemplifies careless cultural appropriation. Given
the company's historical role in exploiting India’s
resources, the continued use of such imagery
perpetuates a legacy of extraction and domination
rather than acknowledgment or accountabilty.
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And under the influence,;” ' changing context,
iilaiis. needs for diﬁeréé&g

ﬁ'i'ay to diversity. The
designer took another, ~ ég’ersonal approach to
the content. The conteni:_-!\'o ld come to

E, through the

— ]
expression in the form. And sc
individualization of the persd

el ,fa social styleas
to make way for a multiﬁlicitfy/of individual voices
with expressions to match.
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“ﬁao[;ni@gﬂ Cﬁ&gﬂn -
Clizabeth Tanstall Chapter 2
BHECOLONSTING
DESIGN HECANS
Dismantling the Tech Bias in the
e e MRt Het

| laugh as the wind pushes back my
attempted progress of walking when
caught between two high-rise
condos. | am thrilled to ride the L into
the city center and around the Loop
to my job downtown in a

warehouse-converted loft building. |

read novels and watch the changing
ethnic neighborhoods as customers
get on and off their stops on the Red
Line. As user experience strategist, |
make six figures and design the
future of technology in people's lives.
The city is shiny and gritty, yet
cleaner than New York City.

Emily 19/01/ 2026, 11:31 2m 15s
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AS INFATUATED: THE SPECTS OF

THE'CITY THAT I FIRST 'NOTICED
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| can admit now how much o*a fool | was. The
city o the ew Bauhaus, Chicag ,

invi eTinfatua ion with its
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mode=nity and the role of technol®gy in

designing it. cven The ArcGtectural Review in
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n celebration of
hich has had the
Im@&ct on American

1) popular and ,high*

, @‘tainment, at the
rﬂf. cmas a continuation
‘ wuig coifersgi®h which has not been

" ‘) ' rh l;?rema they were

L - ions offth me; n influencers.

refl
The messages of consumption (as well as the

many goods introduced at the Fair), the rise of a ~ *s

)
business elite to national power, and the ' ,'. LN
valorization of technélogy as positive progress l" L U '.lc-" -

YOO LR S
have had the most significant and lasting effects 1} ."ll | " p B
on American society. In the great World's ' ' .

Columbian Exposition of 1893, we find the

blueprint for modern America.

But this ,blueprint for modern America“ was based

on the blueprint of the modernist project in Eurole.

Archi val documentation of the Eurolean world's fairs

Nori 19/01/2026 21:35 5m 46s

that preceded the Chicago one are explicit in their

JraisE of both the techNo[Iogi{al advances and the colonial endeavor on

display. Published in the book The Griat
Exhibition of the World's industry, //eld in

London in 1851, the letters of M. Blanqui
describe the Austria exhibition:

22




ustria has

tak e n the Exhibition in
earnest. She has appea red
armed at all points, and every
day the interest excited by her
various products, whic h

b etoken an industrial progress
worthy of the attention of
manufacturing nations, is

incr easing . C mnmma’m wit//; t& most ua[/ nvu/ u/ mdu‘ 77/ =

p;uzmz/ = mf“m x/[dz{ to .mz/, t/yat the mzpmm[

numygﬂ

w[ﬂ ction 0

Only ten y ears before the Great Exhibition of
the Wor Id's In dustry, Austria had ended the
Second E gy p tian-Ottoman War and in 18 51

was geari

Nori 19/01/2026, 21:29 11m 16s
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WHEN | JOINED. THUS, THERE ARE ASPECTS
OF THE BAUHAUS APPROACH VIA DOBLIN
THAT WERE EMBEDDED IN MY INFORMAL
ON-THE-JOB DESIGN EDUCATION AT
E-LAB/SAPIENT, INCLUDING THE WORKSHOP
MODEL OF PEDAGOGY, INTERDISCIPLINARITY,
AND, ESPECIALLY WITH SAPIENT, THE
EMPHASIS ON TECHNOLOGY AS THE WAY TO

MAKE PEOPLE'S LIVES BETTER.
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As Leah Dickerﬂ

man \"ﬁrites, Moholy-Nagy ,pushed

aside for good the persons of art

ist as shaman nurtured by Itt%:l.“ In the final years

ras d'{ﬁg rin 719 |

of the Bauhaus, ocus onimass pr|

oduction was complete. With the appointment of
Marxi s t Hannes Meye

replaced bv Zies va¥ der Rot®, who had to%»sut

down the s {

8, the decorative Zas seen as classist luxury, and
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the sch ool signed ma3y licensin

g agreeme s for Bauhaus designs. In 1930,
Meye* bas

<
hoolip 3 ¢ o e to
pre ssu r e oW the 4 %iPLres3ent.
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In the discussion of licens ents, the
stories of the women of the aus become
equally significant. Gunta Stolzl served as the
workshop master for the weaving studio in 1926
and then as the technical and artistic director of
the weaving workshop from 1927 to 1931. In their
book Bauhaus Women, Elizabeth Otto and Patrick
Rdssler explain, ,Under her direction, the fabrics
and prototypes made by the workshop became
one of the school‘s largest sources of income.”
Yet, they point out, her salary and benefits were
less than those of her male colle
Brandt was the only woman to
from the metal workshop, w
iconic Tea Extract Pot ap
Przyrembel, the ME 78b
light. In 1927, Brandt bcadfe
for Moholy- Nagy in the | workshOp. When he
left in 1928, she became the acting dlrebgtr of-the
workshop, respon3|ble for ,,contract negotiations
with f|rms such as Schwinzer & Graff in Berim and
wsen to produce
randt left 020, in part dug
Jeali her male 4

The many licensing agreements and the
the Bauhaus diaspora are responsible
movement‘s popularity. In 1938, Hg
and the Museum of Modern Art inNews
on a massive Bauhaus exhibit ﬁ -
popularized its streamlined desickugm
»form follows function,“ ,less is more,” a
out the chintz.“ With the provenance gained by
the MoMA exhibition, the licensing agreements
guaranteed that you can still purchase a Mies van
der Rohe Barcelona chair for about $8,000 by
Knoll at Design Within Reach. You can buy a
Bauhaus table lamp from Carl J. Jucker and
Wilhelm Wagenfeld at the MoMA store for about

$1,000.
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Betterliving throtigh technology is the propaganda of the modeknist projectin
design. This story that we tell ourselves, whether in Fast Company or through
annual design awards, is harmful because technological advances in design,
whether of the 1800s or row, only make some lives better. European
industrialization in the 1800s went hand in hand with colonization. The better
lives through technology were exclusively for European elites and, much later,
for Lurepean colonial settlers. The vastimprovements in lives for European
workers and the poor were mostly due to their leaving Eurepe in mass
MIgrations and the hard-won reforms of the labor movemeRtsin placeswhere
they settled. The post-World War IT white workers of Eurg-North America and
fure-Australia experienced—and still experience—the benefits of technology
at thedirect expense of the land and Indigencus, Black, endotherracialized
peoples. For the rest 6fuss, better living through technology is a bad romance.

Tech as a Bad
Romance for White
European Workers

36

%)
2
=

£
©
N
*
N
N
©
N
o
q
g
=
o
=~
)
=
2

=)
4




The response of the Suropean poor and “worfing
class to their negative Q@ conditions was to
leave Gurope. @ According to Statistics
Canada, there were three waves of Surgpean
immigration to Canada.

Emma 19/01/2026 23:00 16m 45s




Tech as a Bad Romance for Indigenous, Black,
and POC Communities

Under colonial empires, the lives of Indigenous
Peoples, enslaved Africans and their
descendants, and people of color were
devastated b% modern technologies, which
accelerated the theft and pillaging of Indigenous
lands, the exploitation of enslaved Indigenous and
African bodies, and the exploitation of Asian,
Middle Eastern, Latinx, and other indentured
bodies. As Alexander Anievas and Kerem
Nisancioglu, authors of How the West Came to
Rule: The Geopolitical Origins of Capitalism,
argue in an interview: Capitalism should be
conceived as having provided the conditions of
possibility for Northwestern European states to
eventually overcome and dominate their Asian
rivals. Nonetheless, it was only once capitalist
Britain transformed itself into an
industrial-capitalist power that it was capable of
dominating other highly developed Asian societies
such as China. Moreover, Britain‘s
industrialization was greatly facilitated by both the
New World ,discoveries” and, perhaps even more
importantly, the colonization of the Indian
landmass, which was only made possible through
a confluence of internal and external pressures
that severely destabilized the Mughal Empire by
the early eighteenth century.

Julian 20/01/2026 12:25 32m 33s
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When |
warked as a
high-tech
consultant at
soaces like

aplent and
WorIdW|de |n
Chicago, t
user
ex enence
strategy
teams on
which |
worked
sought to
bring more
inc uswe
desi
perspec |v
into our
strategies.
the height
the dot-co
boom, m
few Biach
and Latin
colleague
and | shard
an optimis
that we
could makl
a differeng
We believsg
that by bei
in.tech an
brlnglng%
communiti
Te ch asaB ad with us, wi
could mMak¥
technolo
work for gs
because it
was at least
influenced
S. the
nadir of the
dot-com
bust, we
realized that
M ast e r- Sla v e we were in a
bad
romance
. . with tech,
R e 1 a tio n s hip just as our
ancestors
had been.

Franzi 20/01/2026 23:52 7m 53s
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We were not t(uly there with the critical mas

angel investment, or the seat at the power table t

avoid the racial biases in artificial intelligence the

keep ur comrunities from getting jobs !WI :

mortgages or to stop facial recognition so
from ignering us or eRiminalizing us. Tbe, A

technologies )’th! Inc[i]sé‘cal Revolutlon

i
descem '

thel‘r hgrm to the Iand
“cloud itis in sgrveAfak ‘on stole

landS Mlth g - .op'ten, é’ges SBrver da\ N

Q N

1Y

on ns

to ee

Jana 20/01/2026 17:07 6m 12s




In 2019, | had the opportunity to irteReikw
Bina48, the humanoid robot developed by
Hanson Technologies, at the AfroChic
Cultural Arts Festival in Toronto. Bina48's
artificial intelligence is based on a real
Black woman, Bina Aspen. In the interview,
| saw a glimpse of how an abolitionist

To dismantle the modernist project in
design and its harmful stories of be ter

Iiving tmrough technology, we need to

dismantle the master-slave relationship

built into mod@rn technology itself. And a )
roach to technology might

therein lies the
I during slavery. a new set of techno|ogy relationships.

490 0

manifest. Bina48 has autonomy. There
were questions that she refused to answer.
Bina48 had her own ambitions. She wanted
to be the first humanoid robot to get a
university degree. She believed technology
needed to be liberatory and feared humans
would keep it dumb to keep it enslaved,
drawing a direct comparison to the
prohibition against educating Black people
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&P colonizing design, Bina becomes a model fo

what technology could be if infused with the
lived experiences of Black and Indigenous
DPeoples. Right now, artificial intelligence is
infused with the consciousness of mostly white,
patriarchal, cisgender men. What if we designed
technologies not to serve us but to partner with
us as equals? What if our technologies were
fueled by renewable energies, made of hiod

X

designed with J,

Indigen

avsery

fe2r

Fortunately,
communities are
actively
working to
realign
technology's
underlying
consciousness.
One is the
Indigenous
Protocol and
Artificial
Intelligence
Working Groug
Another is
design just]
movement
described b
Sasha
Costanza-Ch|
in Design
dJustice:
Community-L
Practice to
Build the
Worlds We N|
As she defi]

it, design
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justice
examines ho
design
distributes
benefits and
burdens,
challenges
systems of
domination, and
centers
community-based
and Indigenous
knowledge.
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high-tech consulting, and how

In this chapter, I started with my excitement
about living in the ,modern” city of Chicage
need to:
both have implicated me in the moder
nist project of design, especial
Iy the theme of better living through

technology. To disman Understadld that the ulderlying
tle the tech bias of the European m relationship between us and many of
odernist project, yei our high tec nologies is that of
, its relationship to starting a new job in el

hides the real
continuous
arm den
= to Europtan workers, Indigenous
an peeople, enslaved Black ﬂfrg’ca{
l2RdNG and their descendants, and
le who were di
alf %ﬁgﬁ by colenization threu
gh mass-produced technol

ogies.

master and slaves. gea-}éze hatthis B

Alex 19/01/2026 10:51 21m 56s



that what you have been told gbo
UT THE M\ODERNIST DR({

(e
1

ject imprOving the lives of the

masees thrat & tec

O|&ical progr

Steffie 18/01/2026 23:43 7m 43s



T,Art exists today in a state of pluralism: no

OWA DS CRITICAL AUTONOMY OR style or even mode of art is dominant and
no critical position is orthodox. Yet this state

cAn craPHIC D IGN SAVE 1T v? is also a position, aN this position is an

alibi. P2 general condition pluralism tends

to absorb argument—which is not to say

that it does not prO ote antagonism

of all SOrts. One can only begin out of a

discontent &/th this status quo: for in a

Hluralist state art and criticis
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otent. Minor deviation is allowed only in

QO ( tO resist radical change.” Hal
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It would be an understatement to say that the 1990s were an important decade for graphic
design. Not only were the technological transformations of the desktop publishing and v
personal computing revolution of the 1980s fully absorbed, but so, too, were the lessons of I

formal experimentation that had developed in the academies and the marketplace.

Today, we can reflect fondly on those impassioned debates in the nineties about the merits of
computer-aided design and the limits of readability and legibility, or the naiveté of whether we
needed only ten typefaces, or the unbridled enthusiasm of the Internet. These issues and many
others formed the basis for much design discourse in the first half of the nineties, producing a new

generation of voices debating the merits of these changes—many of them in the pages of Emigre,

myself included.

Ella 20/01/2026 11:43 11m 59s
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Flome gown Escope gown Peasont disguise Pre Sencbe gown Sencte gown Post sencte gown
Neboo Noboo Tobooine Coruscant: Coruscont Coruscant:

EPISODE 1l : ATTACK. OF THE CLONES

R 2 5 £

= >
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| |
[ e
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£
Nightgown Pocking gown Refugee disguise Return home gown Villa gown Meodow dress
Coruscont Coruscont Coruscant Naboo Noboo Naboo

deleted scene)

EPISODE Il : REVENGE OF THE
\ ~

Leni 20/01/2026 17:43 15m 46s

o buns clook  Ver nonda rdghbgoun Re \bongwﬂ Blue linen dres:
* Cortiecont Coruscont Corus: Corusc: ant Coruscant. Coruscant. Coruscant.

7'ec¢:c£c[Q fgam f/?& recenf eriments were mmwa[oan fgg notion f
mvmfzgﬂ new — sz\r Z;Lfgouﬁvwfoma[a m:ezgnf or 69 70
re Jamrenfzgﬂ waanm [g‘r mnc[‘) moti; J‘ as cfaa&fuie

(ﬁjnga‘icaﬁm mucs o fé’é fgwreﬁcd/a Zé3course (’KM mec[) fﬁ:
A

usis of these experiment's espoused " phlasophy tht dispensed Jufﬁ;fia Today, we have become 5o invested b
and zﬁmi‘wm[z% in the &y{‘ r new Cj@rma[a (Y

Ju[}zzuenf um[z.rm t d,f Lt Ezu' wrou ngf oes e
unc alle; e[)
67

a W AN



ullsm pulgllshed N ]
1k IS, nqﬁcmsﬁ*uc’ré@i (o105 hrs’for‘? gecounts

- §ulu:re Sross-generariong i .
WEE fhe mrk%nﬂd‘ers e role of idBGHem

~ear1y modermsr ufoplun promcis Thro
g@dsmg rationalizatioh.of desidn jh He 1960s and
ils) : mov:é pecen’r d géj'omen‘rs that contest the

' : heﬁuufhurs expl_ore a-concept

' mg‘of deSTgMer's. Such:gn approdcigggéts
Tt ‘$he-viarious period styl@s:and- forngg

&% cfahon&yesplendenf in Dufth desugn $0 explore o~

BE taived fendenwrhm thef@Eactice In d varied -

way from 1rhe pstorical 'ro.;be theoretical-to tha

Moy

[%2]
N
™

=
<
-
N~
©
[ap]
—
©
(o]
(@]
N
~
—
o
~~
»
=
N

C

[0]

—
[T




By autonomy, | do not mean a wholesale withdrawal from
the social or the kind of freedoms the fine arts claim]
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The point is not to invent a neo-modernist
avant-garde and all of its inherent problems. |
Rather, the purpose is to stake a claim for
autonomy, which, like an avant-garde, is already
ration from the social demands that limit
st marketable features.
herency to graphic design

a sepa
graphic design to its mo

Autonomy also gives co
in order to resist the dispersal it currently suffers

by defining the conditions and terms under which
it seeks to operate. Most importantly, a space of
autonomy for graphic design affords an

opportunity to engage in a more critical
nation of its practice, assuming that it does
lism or cannot

“S* 20/01/2026 12:05 6m 35s
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not lapse into a convenient forma

escape the ideology of expressionism.
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COUPLED V
WAR INSECUAI
AGAINST THE B/

OF THE VIETNAJ WAR,
PUBLICATIONS JUCH AS
THE LIMITS TO GROWTH

FED INTO A GROWING

-UNDERSTANDING OF THE
WORLD AND ITS
PERCEIVED PROBLEMS AS

A SET OF GLOBALLY
CONNECTED PHENOMENA

THAT ELUDE RELIABLE

® SOLUTION STRATEGIES.
THIS SIGNIFICANT SHIFT
IN WESTERN
CONSCIOUSNESS WAS
UNDERGIRDED BY THE
REALIZATION THAT
TECHNOLOGICAL

PROGRESS HAD NOT

NECESSARILY IMPROVED
LIFE OR SOCIETAL
TOGETHERNESS, THAT
THE PLANET WAS
POLLUTED, THAT

RESOURCES WERE NOT
ENDLESS, AND THAT THE

GLOBAL COMMUNITY
WAS CHARACTERIZED BY

EXTREME SOCIAL
DISPARITIES.
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This period heralded a major paradigm shift for
what Dezeen calls “good design,” emerging as a
discipline with aspirations for managing world
problems to make it a better place. The discipline
moved away from addressing structural,
aesthetic, and client-specific concerns. Instead, it
began to tackle broader issues of social policy,
striving to consider global systems and redefining
the client as either an individual recipient of

benevolence or as “humanity” as a whole. |
aftermath of World War

and environme,
developing we¢
from NGOs, de
were included frt
leveraged as expe
matter the size o

QuestioMe &1 human settlement and the
construction and enforcement of societal norms

and values through material configurations of the

&

environme 'of course, been fundamental

design discourse long before
. However, aid work had not
nsidered prestigious within
ecture and design. That

gn expanded its jurisdiction to
social policy. In the following,
ence of two defining design
paradigms—humanitarianism and the idea of the
planetary—to historically situate and interrogate 88
ome of the assumptions encoded in framing
obal crises in terms of institutionalized design

ctices.
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The Hum anitariac Raradigm The 2017 Refugee Challenge in particular
provides an opportunity+o revisit the 1976 United

Natio»s Conference on Human Settlements

(Habitat), which was h®o-in Vancouver and
thematically focused on t5e problem of hu3 an
settlements. It ran parallel to an exhibition titled
Hitat: Towa rds Shelter at the

y “’* ncouve~ Art Gallery that sh owcased “shelter
> dRsigns for the developing wor |d” submitted as
it of @, international design competition. IV a
6 article promoting the exhibition, urban
Wenner and architect Frede r ick

.
; u%eim proclaims that “[...] the competition
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problem to which design could contrlbte
solutions and that would give a new meaning
to architecture” (Gutheim, 1976, 3).
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n the 1960s, American countercultural movements 1

adopted design as a small-scale) grassroots, aI'Chlt v CtS
low-teC tool to self-organize outside
established societdl fram@uworks. Disseminated |

explicitly employed
science-fictional or
speculative modes to
sketch future habitats.
- Although the adoption of a
Bra@Nd’'s uhole ar‘th Catalog fulleresque
(L%&-]H?E), Lloyd Kahn'S Domebook (1971) and techno—oriented, and

Shelter (1973), or Ant Farm'S Inflatocookbook . . . .
(2971), shelter tec no’_l.o§ies such as : lmperlal understandln Of
Buckmins%gr_‘ Fuller's geo ebslic don&e r‘epr'es_elnte d ) d d
PSS 5ing Cioitnsy Sustainable, and versatile o esign appeared at odds
B EaneR"2 manusls fon Romadie Purnstlne 1S with emanci atory.
(published with James Hennessy in 1973) echo@y movements an grOW].ng
skepticism toward
technology as a mechanis
of capitalist control
technocratic designs by
Fuller and his
contemporaries were
nevertheless embraced by
countercultural groups as
models for utopian,

. rough publicatiOns such as Stewart

the infl table,

recyclable, experimental, and modular shelter
designs of the_time, as well as their material
symbolism and Do-It-Yourself aesthetic.

99 100

decentralized communities.
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ions of dome cities and liberated communitieS,
| do Not argu€ that the shelter technolOgies,of

t€chrfutfsirakfixes beCame both a political and
the 1970s directly function as predecessOr
models for the AGRIshelter, | contend that they
represent a specimanding of “what

adesigticcpﬁid;ﬂigw artici taQqananwd
declarations of the “problem-solving power of

design” (What Design Can Do, 2021) in

addressing gIObaI crises alld producing more

shift towal_ a Mor democratic and

pdrticipatory Society.

Design practice increasingly emerged under the

tive, just, and rational

models fo er global futures.

Propelled
just and sustainabl
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In 2016, desi%\r; scholar Ruben Pater published a
critique of the WDCD Refugee Challenge, arguing
that framing humanitarian crises as design

. challenges reproduces neoliberal ideology
implying that “the free market is much better at
solving the world’s crises than governments are
(Pater, 2016). The notion that global challenges
are “too big for governments and NGOs alone”
aligns with the privatization of public services,
exemplified by developments such as the
outsourcing of border control to agencies like
Frontex. The competition format fUrther shifts
. attention from those for whom the design is
intended to those who produce it. The q)l,J,estlon
Who can build the best shelter?” takes
precedence, while racialized biopolitics and
systemic dependencies shaping refugee
settlements recede into the background.

This reoriintatioN if Reflectzd in a jury Statement oN ThE
winning shelter design; “There is a liftle utopian thinkizg
rclex(ealed in this péwon-:%ct," thtey Not]g,d—pﬂtism” rgberteinupg its
aim to prevent thé formatio os—"bu sa
Mﬁml’g fot%e.tter tlhan aQI)Ystopg’Q (REJ?QItsthte_r, 285‘% ).
Such framing suggests that evaluation criteria extend
beyond relevzﬂpfce or feasibility to include the
construction of favoraBle narratives. /e again, the
Refugee Challengi relclirs ambiguous whose agency is
being foregrounded. Jre hashtaG #Refuseehal enﬁe,.
which partiCipants were encourasd to uSe when sharing
designs on social melia, jllustratés how design rzsfonses
te crises are emBedded in corporate structures that
caR}tallze on catastrophe. Unlike #MeToo, which enabled
survivors to afticulate their own experiences,
#Refu%eeChallengE ceNtels an externally imposed
narrative that minillis trauma and sidelines refugees’

lived realities.

Tim 21/01/2026 12:05 5m 15s
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SOIves Crises and more as an epistemology tnat
narrates and conditions response-abilities.

Shelter-making is always world-making insofar as
it encapsulates geopolitical narratives and shapes

Design practices that enhance
ex worlds beyond the

that do not compel
but instead engage

60s

and—0s to illuminate the assumptions

em bedded in contemporary deSign
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The worK d»~gners p©duce is shaped by taste,

/) d taste is Often derived fro € what we are
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studen tand resea rcher

Design thigkiag rhetoric is similarly exclusive.
ile iR Besion tinkflgeR & Brodedanad in

narrative of global salvation ignores alternative

ways of knowing. Such distinctions and divisions
can “other” both designers and design outcomes.

such terminology,

’

i v
that it nevert

h cless
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. For edu and des
D%CO nl ng Abdu a, amemb r ar
roup Decolo D gn
DeSI Va u “decolon bou shattering the
g ila ”Sheag estha contemporary
design does not d srupt the status uo
ord rtheesab s ed sys
Re zing capi a sm as an
st umen o colonizat on, Abd Il
suggests that ful y decoloniz ng design
with n Weste n soc ety may be
mposs ble at p es nt. Ins ea
decoonali nvolves magining
oss b lities nd he systerns
currently inhabt. Ab u and h
co-founders have wri en ex ensively o
he colonial s uctu es u derpinni
contemporary des gn prac ce
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In everyday design work,
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GﬁKCO [D RM[D

is not only about knowmg
refuse a brief; it can also be 1ntegrated
into everyday practice. Working with
minority-owned printers, for example,
is one way of decolonizing design
labor. Educator Silas Munro has
highlighted a number of US-based
J;Z} printers run by minorities, and a
resource compiled by Amelie Lamont
and Timothy Goodman helps identify
designers of color for collaboration or
hiring. Decolonization is not only about
who you work with, but also about
how you collaborate. Studios and
agencies should ensure that freelancers
are paid fairly and that workplace
cultures are genuinely welcoming.
Hiring a person of color also entails
ensuring they are not subjected to daily
microaggressions. Here, decolonization
overlaps with diversity and inclusion:

it is not enough to invite people
to the table:; it matters what
kind of seat they are offered.

Renée 20/01/2026 23:17 68m 20s
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Not only that, but my “honest“ description of the
process is an idealized one. Sometimes | have
one great idea but can't convince the client it's
great and have to do more ideas. Sometimes this
leads to a better idea. Sometimes it leads to a
worse idea. Sometimes after | go back and
explore other ideas we all come back to the
original idea. Sometimes the client accepts an
idea and then produces other people who haven't
been involved up to that point who end up having
opinions of their own. One way or another, it
always seems to get done, but never as originally
promised.

Now, an intelligent client might ask a number of
reasonable questions: How can a bunch of
random conversations yield the information you
need to do your work? Shouldn't the strategic

justification be in place before the design work
begins? If you show me one solution, how will |
know it's the only one that will work? On the other
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hand, if you show me a bunch of solutions, how
will I know which one is best? What will happen if

| don't like any of them? Finally, can you explain
that magic part to me again?
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Although I've managed to enjoy a relatively
successful career as a designer, |'ve always had
the vague sense that | was doing something
wrong. A better designer would be able to
manage the process properly, moving everyone
along cheerfully from Phase One to Phase Two,
right on schedule and right on budget. What was
wrong with me? You may have had the same
feeling; it seems to be pretty common among the
designers | know. Then, this past summer, | was
lucky enough to participate in AIGA's Business
Perspectives for Creative Leaders program at
Harvard Business School (which | highly
recommend, by the way). Part of the assigned
reading was a book that one of the instructors,
Rob Austin, wrote with Lee Devin called Artful
Making: What Managers Need to Know about
How Artists Work. Artful Making has an
interesting message: vlve may have been right all
along.
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was still feeling a little superior a few weeks

later, attending one of Rob Austi “gessions at

the AIGA HBS program. He was talking about his
hook and showing a in@ompared two
processes. On the left was a diagram of the ’
iterative, cyclical process used to develop
software at a company that Austin admires,
Trilogy. On the right was a sequential process,
with arrows leading in turn from “Concept
Generation® to “Product Planning“ to “Product
Engineering® to “Process Engineering® to
“Production Process.“ This diagram was labeled
“Clark and Fujimoto's Description of the
Automaking Process.“ I'll be damned if I've ever
heard of Clark or Fujimoto, but the thing on the
right looked eerily familiar. For good reason: I've i D
used a version of it in hundreds of proposals over
the years. | never really believed it was an =g
accurate way to describ the process I atmplf‘
never had the confldbq ib&the process —
in any other way. Like a of designers, Ive
considered my real pRass ttle cre
their work, Ro euin pr
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