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INTRODUCTION

Conferenceoverviewand publicationof proceedings

The 18 DEFSA Conference was hosted\®/son Mandela University in cooperation with AFDA in
Gqgeberhafrom 18 to 19 September 2025. This was the second hybrid conference hosted by DEFSA.

The theme of the conferenc®esign+ Disruptions, Realities, Futures, encoutaygloration ofthe

dynamic intersections of design, education, technology, culture, social change and realities. It
challenge researchers and educatots reflect on the tensions and aligned objectives between the

physical and digital realmand supports a reimagining of the phygital muitodal reality. Grounded

in contextually relevant discourse, the papeesonate withAfrikancentred and global perspectives,
SY@AraAr2yAy3a RSaA3aIyQa GNIyaF2NN¥IGAGS NRES Ay aklL

The initial call for abstracts published on the DEFSA website and circulated to member institutions
resulted in the submission df26 abstracts.100 abstracts were accepted for full papeasid 11
conceptual research papera final total of 72 full papers were received for the second review.
Subsequent to the doublblind peer review process, 62 papers were accepted, 9 rejected, and 1 of
the accepted papers was withdrawQver the two days othe conference the 6Jpapers were
presented representingseventen public and private Higher Educatimstitutionsthat offer design
education in South Africa, Botswana and the United Kingdidme Hybrid format of the conference
resulted in over 160 conference registrations over the course of the two days of the conference.
Additionally, to the proceedings, a welcoming cocktail event was held on the evening of the first day
of the conference, ftblowed by a gala dinner on the evening of the last day of the conference. The
conference programme included insights and eregagnts from the Department of Sports and Arts

and Culture (DSAC), which worked closely with DEFSA between 2024 and 2025 on varieus DSAC
funded initiatives facilitated by DEFSA. The DfsA@ed initiatives and conference engagement
highlighted the importane of DEFSA and the future visions for the organisation and key stakeholders.

All abstracts andull papers for the conference and subsequent publication were selected using a
double-blind peer review processwhich ensured that both authors and reviewers remained
anonymous during the processhe doubleblind peer review of the full paper was completedqp

to the conference by a group of academics drawn fi@Binstitutions representing the disciplines of
Architecture, Communication Design, Education, Fashion Design, Fine Art, Graphic Design, Jewellery
Design, Interior Design, Plography and Visual Studies. A list of the peer reviewers is included in the
Conference Proceedings. Authors received feedback in the form of peer review reports
Improvements andcorrections to papers could be implementgdior to the conference but were
necessaryor acceptance ithe Conference Proceedingsuthors were asked to reflect and report on

0KS NBOGASHESNERQ O2YYSyia o0& KAIKEAIKIGAYy3a (GKS OKI
Ultimately, 59 papers have been published in th8xIDEFSA @éerence Proceedings.
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This 18th national DEFSA conference takes @aud polarising times where humanity still aims to
thrive amidst technological advancements and uncertainty, societal strain and displacement of
communities impacted by political, economic and environmental effaotsdisruptions. Withthis in

mind, the conference theme aimed to present a channel for discussion of these social realities and
their intersection with design education, research and practice. Through speculative provocations,
authors were invitedo propose their researcthat may disrupt and, more importantly, expand our
thinking of our position as people, community members, designers, educators and researchers.

This was thesecondconference thatwas ina hybrid format, which allowed for physical and digital
engagementOver the two days, the papers and discussions celebrated design as a powerful tool for
innovation, cultural preservation, and societal transformation. Téwnference cultivated an
atmospherewhere ideas convergko critically examine the presesind imagined possible futured

design education and practicEhrough a dialogical and participatory approach and by posing-open
ended questions, the 2025 DEFSA conference aimed to highlight transformative collaboration and
multidisciplinary perspectives while integrating Afrikeentred and global insights into dgs
education and practice for societal impact.

The 2025 DEFSA conference theme, Design+ Disruptions, Realities, Futures, was open to
interpretation and further guided by the following three subthemes.

Designt DigitalDisruptionsand Technologyntegration

The first sutheme encouraged the exploration of opportunities for innovation that emerge from a
deeper understanding of artificial intelligence (Al) and its impact on design processes. It considers how
the gap between industry and design education canbiielged in a technologgriven era and
examines ways in which emerging technologies can enhance design education, practice, and creative
development.

Designt+ SocietaRealitiesJmpactand CulturalPreservation

The second sutheme celebrates Afrikanentred design and visual arts as vital expressions of
identity, heritage and cultural continuity. It acknowledges the importance of critical design
approaches that interrogate and reveal the complexities of socmtatest and disruption, while also
addressing the importance of cultural pride and the preservation and practice of indigenous
knowledge that coexists in an increasingly globalised world.

Design+ Sustainabilityand Future-Focusedesign

The third subtheme aimed to foster dialogue omow sustainale principlescan be meaningfully
AYGS3aANI G§SR Ayid2 RSaAday SRdOFIGA2Y |yR LINRPFTSaarzy
responding to evolving global challenges and shaping impactful, hoswined futures. The theme

also emphasises designing for engagemgmough collaborative, dialogical, and multidisciplinary
approaches that strengthen design education, practice, and community building.

In setting the stage fothe conference interactionghe keynote speakersvere an integral part in
upholding the forwarethinking Afrikancentred dialogue that echoes throughout the conference
discourseCultural heritage, aBrofessor Lilac Osanjo emphasised on the first ayot confined to
artefacts we can see and toudbut it is equally found in the traditions, oral histories, performing arts,
social practices, craftsmanship, and rituals that are passed down thrpogihgergenerations. To
frame heitage in this way is to recognise it as living, dynamic, and deeply intertwined with our
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identities. It is alsamportant to acknowledge that engaging with heritage is not a passive act of
preservation, but a disruptive ornthat challengesus to rethink how we teach, practice, and embody
design in ways that honour diversity and affirm cultural continuity.

Our second keynote speaker challedges to imagine progressive policy not as distant theory but as
radical change in the very fabric of our citidgsroughchange that reclaims public space, makes it fun
and safe, and shifts mindsets so that communities become active citizens in shaping their
environments. Through the Young Urbanists platform, RoRo&tmaemphasisethat open dialogue

and action are essential in confronting the apartheid legacies that continue to shape our urban
landscapes. Their callf@conomic, social, environmental, and spatial justice speaks directly to the
heart of this conference, positioning design as a catalyst not only for transformation in classrooms and
studios, but in the lived realities of our streets, neighbourhoods, dvadexl spaces.

KeynoteSpeakerProfessoLLilacOsanjo

A specialistin designresearch,designmanagement,and entrepreneurship,ProfessorLilacOsanjo
beganher careerin advertisingbefore transitioningto academia.Shehastaught at the Technical
Universityof Kenya(TUK),KenyaTechnicalTeachersCollege(KTTC)and is currently Deanof the

Facultyof the Built Environmentand Designat the University of Nairobi. Prof. Osanjohas been
instrumentalin promoting designin Afrika, earningrecognitionasa SimbaClubmemberat the Pan
AfricanDesigrinstitute (PADI)patron of DesigrKenyaSociety DKS)andboardmemberat TheKenya
FashionCoundi. Shehasalsoreceivedthe Womenin RealEstate(WIRE).egendsind LeadersAward
(2024)andthe Africalnterior DesignNVeekLeadershiplnnovativeSpirit,andDedicatiorAward(2023).
Herexpertiseextendsto designcompetitions,havingservedasajurist for the GermanDesignrAwards
(GDA),TurkeyDesignWeek, and the Kshs100 million for Artists in Nairobi. Sheis also a visiting
Professomat the Universityof JohannesburgUJ)and an adjunctfaculty memberat WuhanUniversity
of TechnologyChina.Holdng a PhDin Design,MScin Entrepreneurshipand BAin Design,Prof.

Osanjobringsa wealth of knowledgeand experienceto the conference.

KeynoteSpeakerRolandPostma

Roland holds a firstlass honours degree in Urban and Regional Planning from RMIT University. He is
the Managing Director at Young Urbanists South Africa, where he plays multiple roles in shaping urban
South Africa into a more inclusive, peoffilest socety. Through his work, he empowers civil society
especially young professionals in the built environmietd actively engage with urban policy and
planning. A strong advocate for youled urban development, Roland works at the intersection of
urban plannig, architecture, and design, fostering collaboration between communities and local
governments to build cities that serve everyone. At Young Urbanists, he contributes to the Active
Mobility Forum, which promotes the reallocation of road space from privatécles to active mobility

and public transport users. He also-fomnded the Safe Passage Programme, a pyibiiate
partnership dedicated to connecting informal and formal urban areas by transforming spaces to be
greener, safer, and more affordable. |Rod also serves on the committee of Friends of Liesbeek,
where he advocates for green infrastructure, including Sustainable Urban Drainage Systems (SUDS)
and the rehabilitation of urban waterways. Beyond Young Urbanists, he is a founding curator of Design
Week South Africa, and believes in the power of design to democratise public space and confront
pressing societal challenges, from inequality to climate change. His contributions to the field have
earned him recognition in the SCAPE Top 100 (2025) aralthd £ 3 Ddzr NRAF y Q& ¢ 2 LJ
Africans.
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PEER REVIEWERS

DESIGN+Disruptions, Realities, Futures
18" DEFSAConference 18119 September 2025

The 2025 DEFSA Conference peer review group havethar& 00 years of combinegkperience in

Higher Education. The peer review process for the 18th DEFSA conference and publication of the
conference proceedings followed two phases. In the first phase abstracts were submitted and peer
reviewed in a rigorous doublielind peer review pocess. The peer reviews and reports were verified

by the peer review committee and based on the outcomes approved abstracts were accepted into the

conference and authors recaid feedback.

In the second phase, full papers were submitted by authors and again went through a -thtindle

peer review process before the conference. Reviewers received a review guideline and review reports
were completed online to a secure location on the DEFSAeeThe papers selected and approved
through this process, and which were presented at the conference, are then published in this
conference proceedings.

The doubleblind peer review process ensures that each abstract and paper is reviewed by two people,

and that authors and reviewers who are experts in their field remain anonymous.
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Interactive narratives for social impa&new approach to
media intervention

YumnaMotala, Universityof Johannesburg

Abstract

Mass intervention is crucial when tackling pressing social issues, such as-gaséérviolence. One

method in approaching this is the use of the public service announce(R&#). Traditional PSAs, such as

posters and short films, are linear media forms. They rely on passive viewership and an assumption of

I dZRASY OS 06SKIF@A2dzNI € OKIFIy3ISs F2ft2Ay3a Sy3alr3aSyYSyi
inspire longterm, sustained, societal change as the effectiveness is highly dependent on thigiveogn
engagement of the viewer with the contently research suggests that media employing the use of
decisionbased fictional narratives, such as interactive film, is more effective in enacting change. This
GeLIsS 2F WAYGSNIOGAOBSQ YSRAIF SyO2dz2N} 3Sa (GKS @ASs
2dzi02YS 2F | aG2NER o0& lFaaiadayAiAyd GKSY GKS NBaLRya
The intended outcome of this engagement is to foster ideological and behavioural change at a societal

level by eliciting an empathetic response in the participdiiis paper proposes the development of

a novel production method for interactive media designed to address social issues by combining
narrative engagement and social impact. It centres around justifying the use of interactive film as an
intervention methodthrough an extensive literature review, that includes two case studies of existing
interactive narrative mediaThe Boat(written by Nam Le adapted by Matt Huyr2015) and
BandersnatcliBrooke 2018).This study highlights the limitations of traditional PSAs in fostering long

term societal change and proposes interactive narrative media as a more effective alternative.
Ultimately, this research evaluates the transformative power of interactive stoirygeih generating

meaningful social intervention and opens avenues for further exploration of media for change.

Keywords: Interactive narrative media, gendebased violence, social change, public service
announcemen{PSA)

Introduction

As a tool for mass intervention, public service announcem@®As) are commonly used as a means

of addressing issues at a societal, national, and global scale. The-C@pé@iemic serves as a recent
example as to why intervention on this level can be necessary, particularly in relaying critical
information about health and safeBchofield & Fowle, 2013 addressing this genre of issue, PSAs
can play a key role in the channel of communication between a governing body, be it a corporation or
political system, and its constituen{Schofield & Fowle, 2013 his form of medi& at least in its
traditional formatg while effective in facilitating the spread of information, may not be as effective in
enacting longterm change due to its passive nature. For example, during the CTBndemic,

many practices were adopted as a means of a general health and safety protocol, supported by a
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plethora of posters and videos, but how many of these practices have we retaineghg@odémic?

PSAs are only effective as long as they are in circulation, as they are most useful in enacting short
term behavioural changé€Bigsbyetal. 2013). As such, approaching the design of PSAs from an
alternate perspective, one that considers sustained behavioural change as a core objective, may
improve the efficacy of the medium and expand its potential for use in addressing not just practical
issues, bt larger, moe complex social issues. In this paper, | aim to propose the use of a human
centred desigr(HCD) approach in the creation of interactive PSAs that serve as discursive artefacts
intended to address social issues, such as gebhdsed violence in South Africa.

Research context and literature review

Designindor the FourthIndustrialRevolution(4IR

The termFourth Industrial RevolutiofdIR) refers to the ongoing rapid evolution of technology that has
accelerated over the past three decad®dfayer & Oosthuize2020. The 4IR is centred around the concept
2F | & aYd Bhire aitordate@ sydiems and computational machines are seamlessly integrated
into human activities at various leve[Retrillo et al. 2018). This revolution blurs the lines between the
physical and digital worlds, leaning into the theory of transhumanism; in which human capabilities are
enhanced, or even redefined thugh technological processd®stberg2024). In essence, it is the
amalgamation of the human and the machine, aiming to optimise human behaviour, detialang and
productivity.

One of the most significant impacts of the 4IR has been the transformation of communication
practices through the rise of new medf@amalluklenet al. 2020). Emerging digital platforms and tools

have reshaped how we communicate, especially in three core areas: channels of communication,
language use, and preferred methods of interaction. This shift in behaviour is particularly pronounced

in Generation Z,th@ 2 dzy 3Sad | RdzZ 0 RSY23INI LKA O (Snallikeye NB F S N,
et al. 2020). During their lifetime, this demographic has witnessed, and adapted to, the 4R movement,

which has shaped their digital litera¢gmalluklenest al. 2020).

Studies have shown that these traits vary between generations, each exhibiting particular patterns of
behaviour and preferences when it comes to interpersonal communication and their use of
technology. Between the last three generations, there are sigmificifferences in how individuals
consume media and communicate within a digital spéé&s 2022). Figure 1, as an overview,
demonstrates that although all three generations use the same technology, their preferred styles of
interaction differ, reflecting broader changes in human behaviour alongside technological
development(Wu 2022).
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.............. Least Used
Most Used

Preferred Devices Preferred Method of Communication

Smartphone  |——a e Phone Call

In-person Conversation

Gen X
Age Range: 44 - 59

Texting or Instant Messaging

) \ Email

Gen Y - Millennials

Age Range: 28 - 43 i Video Call

GenZ

Age Range: 13-27

Preferred Social Media Platform

Figurel: Comparison of communication styléguthor 2025)

The rising dominance of shefidrm content, especially among younger users, has led to a decrease in
attention span amongst users and audien¢@s02023). Content that is concise and visually stimulating
tends to perform better and remain relevant for longer than ldogm media that is not tailored to current
audiences, hence the popularity of platforms such as TiKGalo2023). As a result, there has been a
decline in average attention span, and a growing preference for media that-gdastl, entertaining, and
easily consumablé5ao02023).

In addition to varying use of devices and platforms, language between each generation changes to
reflect new or revived colloquialisms, many of which emerge from trends in social media c(B&ent
2023). Generation X, for example, tends to use more formal language when communicating, opting
for complete sentences that can be literally understood with minimal use of slang termin&ligin

etal. 2021). Millennials and Generation Z, however, tend to use more casual language, characterised
by a heavy use foslang, abbreviated shorthand, and frequent references to trending memes or
popular media(Ukhtin et al. 2021). This linguistic evolution is reflective of the digital world, where
language is dynamic and context dependent

Ultimately, the 4IR is not just a technological phenomenon, but a cultural and behavioural shift that
continues to redefine how humans interact and communicate in a digital w&raallukleneet al.

2020. Designing for an audience during the 4IR requires an intentional focus on how media maintains
viewer engagement to ensure that any artefact or product remains relevant and useful. In designing
a contemporary PSA, the viewer, as the primary user, streab@in at the centre of all design choices,

with a pimary objective being to retain their interest in the content as a means of facilitating
understandingBigsbyet al. 2013).
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PSA asaninterventionmethodfor socialchange

Historically, PSAs have been used to discuss a multitude of topics, particularly those related to public
health and safety(Lippert 2020. Through accessible formats such as print posters and television
adverts, PSAs raise awareness about social issues that affect specific groups within broader
populations. Although this practice dates back to the B century, it still remains relevant today,
especially when social issues are exacerbated during times of societal unrest, such as wars or
pandemics(Lippert 2020. These issues, though framed as matters of public health and safety, are
often deeply rooted in ideological or hegemonic systems of discrimination and oppression
(Abramowitsch 2018). This sociopolitical context significantly shapes the production of all
communication media, influencing visual design choices, the intent behind messaging, and audience
perceptions of artefacts such as posters.

Figure2: "Don't die of ignorance'(NHS, 1986)

The AIDS pandemic, for example, was not only a public health issue, but also a catalyst for widespread
ostraciation and discrimination against the que@GBTQI+) communityWatney1987). This intensified

the spread of homophobic rhetoric, and subsequently, the mobilisation of ally support. Although other
demographics were affected, the heavy influence of mass media, and its portrayal of the disease led to an
increase in discriminatich | & A G @1 & 0 NI y BBRIR1997xA Eally®SABiGuReR) &eliedt | 3 dzS ¢
heavily on fearmongering and shaming tactics that discouraged homosexuality and promiscuity, rather

than providing accurate information about viable health precauti¢88lts 1987). These campaigns
perpetuated the stigma around HIV, with the support of governmental institutions andrhigting

political figures. This, in turn, contributed to widespread hesitancy around getting tested and disclosing
health status to sexual partmg(Shilts1987).

Later PSAs, however, sought to change public opinions by moving away freaniézded messaging

as a means of reducing stigma around both the disease and the groups that were most gf@ised

Family Foundatiori997). These campaigns had two main goals: to combat misinformation and to
address the stigma around HIV as an intersectional issue, thereby reducing discrim{Katioer

Family Foundatiorl997). The work of Callen and Berkowitz, for example, focused on providing
information about safe sex pctices through the inclusion of positive representations of saewe
couples, encouraging individuals to get testBarkowitz & Called983). Similarly, the activist group,

ACT UP employed forms of passive activism, such as street art and poster campaigns, to spread
awareness and increase solidarfi@imp & Rolstor1990). This use of visual media directly influenced
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public opinion by reducing shame for those affected and promoting support for marginalised
communities.

a! Y y Rntiapbitheidresistanceart asa form of PSA

Anti-segregation movements, such as the amtiartheid resistance in South Africa, also utilised
resistance art as a tool for activigiwilliamson1989). Resistance art can be seen as a form of PSA,
sharing similar intentions, strategies, and impacts. During the height of thepattheid movement,

artists and collectives, such as the Medu Art Ensemble used their work to advocate for the oppressed
and disenfranchisedWilliamson1989). Their works explored themes central to the experience of
subjugated groups, encouraging resistance to the system and fostering solidarity amongst allies.
Printmaking (Figure 3), due to its affordability and capacity fonass reproduction, became a
particularly powerful medium. Its bold visual style allowed for the creation of irtBiyen content

that encouraged action by resonating with audiences emotion@iliamson1989). While these
LI2aGSNR 2FGSy TSI (dzZNBR LI NJE @& amphasfsRvasion 2ompelling> a
AYF3ISNE GKIFIGEZ Ay LINRPGARAY3I AYyaAIKE Ayid2z2 KdzYly
(Kellner & Gonzale2009). This representation fostered a sense of collective identity armdesh
purpose, reinforcing the notion that those affected were not alone, nor forgotten. In providing a visual
voice for those who were oppressed, resistance art acted as a valuable tool for recruiting people to
the cause, both nationally and internationa(Kellner & Gonzale2009).

dzO
S

Figure3: Untitled piece by Thami Mnyel@inyele, ¢.1980)

The work of Fatima Meer exemplifies this approach. Depicting women in intimate, mundane settings, her
work resisted the dehumanisation that the apartheid regime sought to perpetuate. These women had been
labelled as terrorists and criminals, but througlegenting an alternative narrative of everyday life, Meer
humanised then{Jaffer2010). In providing this additional perspective, the illustrations not only challenged
the dominant systemic narrative but also serve as a historical record, affirming that all those affected by
apartheid were individualg human beings, worthy of dignity drrespect.

Resistance art has been employed for centuries as a tool for rallying communities and disseminating
critical information (Williamson 1989). In viewing resistance art as a form of PSA, the medium
transforms into a malleable tool for exploring visual communication methods and practices.

EffectivePSAmessagingechniques

For visual messaging to be truly effective, it must be intentionally designed with a clear understanding
of the audiencgFishbeinet al. 2002). A diverse range of communication styles and channels should

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 6


http://www.defsa.org.za/

be employed to maintain interest and engagement, while avoiding the risk of an information overload.
This approach is often referred to as mydtatform messaging a strategy that uses various forms of
media within the same campaign to ensure that infation remains accessible to as wide an audience
as possibléFishbeinet al. 2002).

An example of this is the LoveLife campaign in South Afvitieh seeks to address sexual education

and AIDS awareneg¢blatlhape2002). Running since the ea®p00s, the campaign has consistently
adapted its intervention methods to suit a population that spans from bustling city centres to remote
rural locales. With a primary audience of teenagers and young adults, it is imperative that the
campaign continues toreate content that is not just informative, but relevant and appealing
(Matlhape 2002). Lovelfe incorporates a range of channels in their method of communication, such

as billboards, television broadcasts, and a regularly released magazine called UNCUT. Their media is
intentionally youthled and tailored to different communities through the usélocal languages,

cultural references, and outreach programmes, demonstrating how strategic communication can
increase both reach and impa@023).

However, a variety of media alone is not enough. Effective messaging relies on highly developed,
intentional storytelling(Bigsbyet al. 2013). By incorporating narrative strategies, such as suspense,
practitioners can create engaging content around topics that might otherwise seem complex,
sensitive, or uninteresting. The purpose with this is to facilitate an emotional connection between the
audience and the subject matter to ensure the success of the megEaieiret al. 2002).

In her analysis of British and German PSAs, Tsyli2@@0 highlights that effective communication
A0NF 6S3IASE KAYy3IS 2y aStSO0A@Ste aO02yOSwylurgky 3¢ |y
(2020 identifies three key principles:
1 CommunicativendirectnessMetaphorandsymbolicstorytelling
1 Secondaryneaningof signs:Usingcontextuallyand culturally specificsymbols
1 Conceptuaintegration:Usingsimplelanguageandcolloquialismgo makecomplexor unfamiliarideas
more accessible.
When applied effectively, these principles allow for a PSA that unfolds like a story, including the viewer
in the narrative by encouraging them to decode subliminal messaging and draw personal conclusions
(Tsyliuryk2020).

Fictional narrative, as an intermediary, can act as a vehicle for subliminal messaging, as seen in
folktales, such as Tales of Anafs®y T 0 2 NJ | S J1284)Q Bhes€ stavids Sidpict fictional
scenarios as allegories for reabrld values. The use of an imagined world, heavily saturated with
metaphor, enables the audience to understand the message while maintaining a degree of separation
between the story wdd and their own lived experiend®akeret al. 2019). This emotional distance
allows for refletion without direct confrontation. As the audience interprets the story, the values
proposed by the fictional narrative are translated into readrld behaviourgBakeret al. 2019).

Highly persuasive PSAs prove more effective in facilitating sustained behavioural ¢hsingeiret al.
2002) by integrating the following elements:

1 Clear,ntentionalmessaging

1 Emotionalresonanceandempathy

f Relatabilityto the I dzR A Sliye@ekge@ence
1 Adirectcallto action.
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By merging narrative technique with strategic design and audience insight, PSAs can effectively move
beyond temporary awareness to foster lotgym behavioural and ideological shifts.

Theoretical approach

Fourthwavehumancomputerinteractionanddiscursivedesign

¢ KS (S NN SayKidkNE: RIHED$rafdrsto/as approach that places the user at the core of the design
procesqgCoulton & Galen Lindle8019). HCD deliberately considers how individuals interact with artefacts,
taking into account contextual factogssuch as environment, and cultugghat may influence behaviour
and capabilitiegCoulton & Galen Lindle3019). This approach involves-itepth user research, whereby
behaviours and subjective biases are identified to ensure that the final outcome alegign process is
effective and usable.

HCD is grounded in an understanding of huraamputer interactionHCI); an interdisciplinary field

that explores the evolving relationship between humans and technglBggeceet al. 2015). Badker

omp 0 2dzif AySa F2dzNJ RAalGAYyOUG agl @Saé¢ 2F 1/ LT SIO
designers, and users engage with technology and digital products:

1. FirstWave:Efficiencyand Ergonomics

2. SecondWave:Collaborationand SocialContext

3. ThirdWave:Emotion,Experienceand EverydayLife

4. FourthWave:ParticipatoryDesigrand PoliticalActivism

(Badker2015)

My research is closely aligned with the fourth wave of HCI, which critically examines sociopolitical
impact of technology through critical design. This wave moves beyond pure function and usability to
explore how critical and participatory design can bedito address broader societal issu8wadker

& Kyng2018). It argues that technology should serve collective social ngeadicularly those related

to power, ethics and social justicgather than solely individualistic purposes.

Within this context, | position discursive design as an approach to hwmatmed design that aligns

with fourth wave HCI. As defined by Tharp and THa@€49), discursive design strays from traditional
HCD by seeing design as a tool to provoke thought and dialogue, rather than artefacts that are solely
functional solutions. It views design outputs as tools for critical engagement and reflection,
encouraging usrs to consider social, cultural, and political iss(idsarp & Thar@2019). The primary

aim of dscursive design is not to resolve a practical problem, but to create meaning through emotional
and intellectual engagement.

Interactive storytelling

Interactive storytelling refers to narrative design that deliberately involves the audience in the
unfolding of the story(Mateas & Sterr2005). This approach views the audience, not as a passive
observer, but as an active participant, with the potential to influence the direction and outcome of
the narrative arc based on their choices. An early example of this can be found in pantgmime
theatrical performances where the audience is encouraged to participate by influencing character
decisions and interaains (Alraek & Baerhein2005). This demonstrates how even simple forms of
participation can heighten engagement, creating a deeper connection between the viewer, the
narrative, and the underlying message.
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In a digital context, rolplaying gameg¢RPGs) and massively multiplayer online 4ukying games
(MMORPGs) can be seen as a form of interactive story, where the audtbrgalayer) takes on the

role of the protagonist to shape the trajectory of the narrative @Peterson2012). Although the
overarching plot is predefined, these games often feature multiple pathways and branching storylines,
allowing players to experience the consequences of the decisions in real time. This sense of agency
provides a sense of control, enhangithe immersive quality of the story wor(Beterson2012). As

the player interacts, the narrative evolves around them, creating the illusion of a living environment.

In addition to narrative control, players can create and customise their avatars which act as a digital
representation of their own identitfJuul2005). The avatar acts as an extension of thesealmanner

of selfidentification that can either present an accurate portrayal, or an entirely fictional persona.
MMORPGs, in particular, encourage interaction among players, enabling shared experienices tha
mirror realworld social dynamic§uul2005). This ongoing inclusion of the player as &mator of

the story increases their emotional investment in the narrative, aligning closely with the principles of
humancentred desigr{Salen & Zimmerma004).

As a tool for mass communication, particularly in the development of PSAs, the use of interactive role
playing elements within a compelling narrative arc offers the potential for active engagement and
therefore more effective messaging. Agency, as a keedasof participation, can facilitate an
empathetic connection between the viewer and the subject matter, especially when addressing social
issues rooted in personal or collective experience. By encouraging users to engage not just
intellectually, but emabnally, interactive storytelling has the potential to turn awareness into action.

Critical analyses

Immersiveempathyin TheBoat(Huynh2015)

The Boai(2015) is an interactive webased graphic novel based on a short story of the same name

by Viethameséorn Australian author, Nam Le. The original anthology is a collection of narratives
OSYiNBR 2y (KS SELSNASYyOS 27F gKindividuflsSdisghated BYNR 6 S &
conflict or trauma, in search of stability that their homeland can no longer offlee. Boatells the

story of 16yearold Mai, who flees war torn Saigon on a crowded refugee vessel. In adapting the story

for interactive viewership, Matt Huynh transforms the experience into an immersive digital artefact,
blending sequential illustration, animation and sound design. Through this, the reader becomes an
active participant within the narrative, immersed in the experiencénwihich they are engaging.

Figure4: Tilting frames(Huynh2015)

| dz2 Yy KQa RS&aA3AYy | LIINBFOK AYyO2N1LRNIGSa G2 OSYydNIf
functions. Visually, the artefact draws from traditional comic book language, with-lasttated
frames presented sequentially. Rather than existing &ics frames, scenes occasionally shift
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dynamically with subtle animation that communicates the physical motion within the story. In the

opening scene, there is a small boat rocking through a violent storm, dipping and rising with the waves.

As the viewer scrolls downward, the first set of fresragppear overlaid on the scene of the boat. The

frames depict the crowded, claustrophobic interior of the vessel, where passengers are nearly
indistinguishable in the chaos. These panels sway erratically from one side of the screen to the other,
accompanid by sound design that reflects the crashing waves and creaking wood. The effect of this

jarring motion is unsettling and disorienting, as the viewer has no control over the moving elements.
CKAA Fff2ga GKS @GASHESNI (2 A YerBaNsitbe phykicaMnstébilitdSa al
and a deep sense of danger.

CKS YNNI GAGBS adGNUzOGdzNBE 23aO0AfflGSa 0SGeSSy (KS L
current reality, with each timeline characterised through visual design. Flashbacks are defined by
decorative flowers, warmer tones, and the use of colounjlevscenes in the present are rendered in

darker monochromatic shades. Despite the shifts in visual style, certain motion is constant, with
objects swaying rhythmically to follow the motion of the boat. This grounds the viewer in the present

tense, even Wen Mai is mentally elsewhere, reflecting her inescapable reality.

Huynh also employs an intentional balance between highly abstract and firmly literal imagery. The
purpose of this is to emphasise the unpredictable atmosphere of the story which moves between
chaotic and calm, in both an emotional and physical sense. €athdscene of a young child, for
SEFYLX ST SyOlF LJadzA S8 GKS LINRGIFI2yAadoa LISNELISOL
transition from sick, to deceased, and finally, buried at sea. In the sequence, drawn out over three

FNI YSazZ I k&anclavlyRiSdegratedluhtil he is no longer recognisable as human. By
extending the scene, the viewer is forced to linger on this painful scene, bearing witness, as the
protagonist does, to this loss of life.

Figureb: Abstract figure(Huynh2015)

TfAIYAYT 6AGK GKS LINAYOALX S& 2F | /53 1 d@yK O2yaa
I NI ST Ol Qa The Boht3e@tdsia Bedayh@ersiveenvironment that uses interaction, visual
storytelling, and realistic sound design to encourage an empathetic response. It treats the viewer not

as an external observer, but a participant in the story as a means of creating meahia also aligns

with aforementioned principles of fourth wave HCI, as well as discursive design, by encouraging the
viewer to consider the experience presented. While not necessarily aTP®@MAoaitilises similar

messaging techniquesparticularly, conceptual integration. The artefact acts as a mediated form of

lived experience where the use of illustration and animation offers a degree of separation that makes
traumatic content more approachahlés suchThe Boafunctions as a convincing example of how
interactive storytelling can be influential in addressing complex social issues.
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Breakinghe fourth wallin BlackMirror: BandersnatcliBrooker,2018)

Black Mirror: Bandersnatc{2018) is an interactive film formerly featured on the Netflix streaming
platform. It forms part of the Black Mirror anthology series which reflects on the future of technology
through speculative fiction. As an interactive experierBandersnatchis a compelling example of

how intentional design can position the viewer as an active participant. The story follows Stefan, a
game developer in980s Britain, as he tries to adapt a chogsmir-own adventure novel into a video
game. froughout the film, viewers are encouraged to make a variety of choices for Stefan, resulting
in a branching narrative with multiple possible outcomes. Through its narrative structure,
Bandersnatcmot only presents an interesting approach to storytelling, but reflects key principles
within HCD, fourth wave HCI, and interactive narrative design.

Bandersnatcth & Ay GSyudAz2ylffte RSaA3IYSR 6AGK GKS dzaSNDa
decisionY {1 Ay3 Y2YSyida SIENIeée 2y (GKNRdZAK (KS OK2AO0S
seemingly inconsequential, this decision sets the rhythm of interactiothie remainder of the film,

with each choice becoming more intense and morally complex. As the story unfolds, the choices that

0KS @GASHSNI YIH{1Sa 06S3IAy (2 akKlILS {dSFlIryQa NBfI GA:
reality. The @sign of these interactions is based on familiar processes where the viewer selects one

out of two options provided. This allows users to engage with the film intuitively and experience the
outcome of their choices in rediime.

Figure6: Choices irBandersnatchBrooker2018)

la {GSTryQa OKFNFOGSNI I NDO LINPINBaasSax KS ljdzSaida:
GKS @GASHGSNI G2 O2yFTNRBY (G (KSANI NEéssentially, thd weldr 8zSy OA y -
SyO02dzN} 3SR (2 |j dzS & (A 204 HiiokeSsceYie2 Stdfain heGadneswaredolbeinge A y 3
O2yGNRffSR YR Faladax a2K2Qa GKSNBKé LF GKS GASo¢
an overly dramatic fight scene, breaking the fourth wall entirely. While this scene serves as comic

relief, it also highlights the relationship between control and autonomy, a concern incesgred

design where technology mediates our choices.

The film directly confronts issues of free will, surveillance, and psychological manipulation. In one of

the many pathways, viewers can choose for Stefan to pursue a conspiracy theory involving a sinister
2NHBIF yAal GA ke fiddb that He Ras Gieerl under constant surveillance and manipulated by

a larger power. This reflects reabrld concerns about algorithmic influence and user manipulation

in contemporary digital systems. The viewer, as the individual in control, is ghadnade to feel

respora A0t S F2NJ {GSTFIyQa LI NI y 2 ithdegatdkoth@ nokioh thatg & F 2 N.
technology is not neutral, but deeply entangled with sociopolitical issues, such as ethics, power, and
agency.
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Bandersnatclbuilds on the classic choog®ur-own-adventure models by reimagining it as a digital,
OAYSYIFGAO YSRAdzY® ¢KSNB Aa | AAIYAFAOFIY(d SYLKI &i
define the plot, but are constantly reflected back at them through Btk y Q& 3INJ Rdzr f RS &
madness. Choices are also limited, implying to the viewer that they, themselves, are not in control.

The film repeatedly loops back, forcing the viewer to make a different choice. This reinforces the

notion that contol is an illusion, as the system itself is rigged. This, again, mirrorssogldl concerns

over algorithmic media, where usei€hoices are directed. In addressing tlBsndersnatclacts as a

commentary on the interactive form itself, aligning closely with discursive design as it encourages the
viewer to reflect on the role of technology within society.

Conclusion

Both case studies demonstrate how interactive media can move beyond passive engagement to foster
emotional connection and ideological reflection. While entirely different in tone, content, and
G§SOKYAljdzSE 020K | NIGSTFOGa OpbtedtingBhe audiBnde/aR activk S dza S
participants. Aligning closely with the principles of HCD, they intentionally consider empathy and
psychological impact as core outcomes of the experience. They demonstrate how interactive narrative
artefacts can create siges for critical engagement to address broader sociopolitical issues. These
artefacts use storytelling as an experience, where meaning is discovered through interaction. This
illustrates the potential of interactive media to act as tools for discoursdmmgformation, especially
during the development of innovative PSAs. As a tool for education, this medium offers far more than
passive observatichased learning by increasing the depth of an experience through the direct
involvement of the viewer as adisionmaker in the narrative itself. This approach reframes the PSA
as more than a delivery mechanism for factual information, and rather as a dynamicamesd tool

for emotional connection and ideological change.
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Abstract

Game design education is often framed around theoretical frameworks or technical skill development,
frequently separating academic knowledge from industry practice. This paper challenges that separation
by exploring the cyclical knowledge exchange thatuceavhen a practitioner actively engages in both
teaching and game developmenthrough a ceuthored autoethnographic reflection, the paper
SEFYAYySa K2g (KS 2y3a2iAy3a RSOSt2LISyid 2F Iy AyRSI
teaching approach, wite classroom experiences have simultaneously refined his professional design
practice. This reciprocal procassinderstood as a dynamic feedback lagolustrates how
practitionereducators can integrate lived experience into curriculum design, creatiray@adlaptive

and relevant pedagogical model. Revising the Al module, for example, freed space to introduce
Procedural Generatianan area with far greater industry utilityDrawing on a background in
Ydzft GAYSRALF NIY GKSNJ GKIy T 2dudoprientlirnépseres dsk goywerfuli KS S
learning tool, extending beyond technical proficiency to include prokdeiding, user experience, and
broader production challenges. Teaching did not occur in isolation; instead, classroom discussions,
student fealback, and the act of explaining complex concepts became critical catalysts-for re
evaluating and strengthening design decisioKgy reflections highlight the value of reflective
practice, iterative learning, and mutual inquiry in design education. Thelyshighlights the
importance of aligning curricula with realorld relevance, prompting a reassessment of which skills
and knowledge are truly essential. For example, lived experience exposed misalignments in module
contentt such as an overemphasis on aeadcally popular Al techniques and informed more
common game development practiceshis paper argues for a design pedagogy that embraces
ongoing professional practice as a central educational tool. Rather than viewing industry and
academia as separate spites, the model presented here positions practitioted teaching as a site

of active knowledge generation. It demonstrates how design education can stay responsive and
relevant as digital practice evolves.

Keywords:Game design education, pedagogy and professional practice, practimesed learning,
practitionereducator, cyclical learning

Introduction

Game design and development education occupies a space of continual tefsitancing the conceptual
rigour of academia with the fagiaced demands of industry. This ongoing negotiation is especially
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pronounced in game development degrees, where curricula often emphasise technical proficiency over
critical reflection(Keogh & Hardwicl2023). In an industry defined by iteration, experimentation, and
constant reinventior(Fullerton2014; Salen & Zimmerme2004), a curriculum focused solely on theory or
tools may leave graduates-dhuipped for the realities of professional game development.

Practitionereducators who are actively embedded in both academic and industry contexts are
uniquely positioned to bridge this divide. Their dual engagement enables a form of pedagogy that is
iterative, reflective, and grounded in lived experiencgualities essential not only for teaching game
design and development but for modelling how to navigate its complex;evwaring landscape.

This paper explores one such example: a practitisgthrcator concurrently engaged in the
development of an independent game and in-tthe teaching within a tertiary Bachelor of Computer

and Information SciencegBCIS) programme. Drawing on a-auhored autoethnographic
methodology, the paper traces the reciprocal influence between practice and pedagogy, showing how
development work reshapes teaching approachesd vice versa.

Autoethnography, as a methodology, places the self at the centre of the inquiry, offering a lens
through which personal experience can interrogate cultural norms, disciplinary expectations, and
institutional frameworks(Adams & Herrmani2020 Cohen, Manion & Morriso2018). Within the
context of design educatianwhere subjectivity, experimentation, and reflection are coithis
approach offers a particularly resonant framewdfindeli2001; Shreeve, Sims & Trowl2010).
Autoethnography enables insights thare both introspective and theoretically generative, allowing
0KS NBaSFkNOKSNI (2 af 224EIS2P04)K 2dziaA RS Ay YR Ayaa
The paper responds to the curricular blind spots identified by Keogh and Har@@23), who argue

that game education must navigate the tensions between creative ambition, technical constraints,
and entrepreneurial expectations. Through iterative reflection on teaching and professional
development, this paper proposes a model of cyckoawledge exchangewhere teaching becomes

a site of critical insight, and practice becomes a pedagogical catalyst.

Methodology

This paper adopts a eauthored autoethnographic methodologAdams, Jones & EIRO15; Ellis &
Bochner2016), which situates personal experience as a site for scholarly insight and meaatkiny.
Autoethnography is particularly suited to design and game education, where subjectivity, practice,
and reflection are often central to knowledge producti@findeli2001; Shreeve, Sims & Trowler
2010). In focusing on lived experience, it allows researchers to explore the dynamic interplay between
personal practice and broader educational paradigms.

In this context, the two c@uthors bring complementary perspectives to the research. One author
reflects on his dual role as both lecturer and independent game developer, providingdirdtinsight

into the intersection of teaching and practice. The et author extends and interrogates these
reflections through a pedagogical and reseaitformed lens, ensuring that the narrative remains
critically situated within broader discoursa game design and development and practi@sed
learning (Pace 2012; Adams & Herrmanr2020. This dual authorship approach is maintained
throughout the paper, with each voice shaping the analysis and contributing to a-laydtied
understanding of the cyclical relationship between practice and pedagogy.

The reflective material was developed collaboratively through a set of structured prompts and open
ended interview questions, designed to explore how professional game development practice and
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classroom teaching intersect, overlap, and inform one another from both practitioner and pedagogical
perspectives The questions prompted responses on themes such as cyclical knowledge exchange,
reflective practice, iterative design, and the influence of teaching on development deaisikimg.

¢tKSaS NBFfESOGA2ya 6SNB GKSYI (A OFd raréativé sfricfurd,da SR |y
connecting individual experience to shared challenges in game design education. Themes were refined
collaboratively thraigh joint coding sessions.

Given that the programme in question is a Bachelor of Computer and Information Sc{B@1&3 in

Game Design and Development, the autoethnographic lens is valuable in surfacing tensions between
the technical emphasis of a computiagjigned curriculum and the reflective, creative practices often
central to gamemaking. The methodology thus s®is not only to generate insight into the lived
experience of a practitioneeducator but also to contribute to ongoing conversations about the
structure, purpose, antesponsiveness of game development education in higher education contexts.

Findings and reflection

Frompracticeto pedagogyDevelopmentasa teachingcatalyst

For practitionereducators actively engaged in game development, professional practice becomes a
vital source of pedagogical insig{8hreeve, Sims & Trowl@010; Keogh & HardwicR023). The
process of developing an independent digital game alongside teaching has shaped not only the
examples used in the classroom but also the broader structure and emphasis of entire modules. This
reflective recalibration enables a more nuanced undansting of which skills, tools, and workflows
matter most in realworld production contexts.

As one ceauthor observed:

| think the main thing about developing games and teaching game development is that | get a
good sense of which skills/processes/tqatc., are important to know to make a game. It
made it possible for me to focus more intently on the important aspects of a module while
reducing time spentwless essential topics, without compromising on the curriculum.

Such insights reinforce the value of practitioded teaching in game design education: rather than

adhering to fixed syllabi, the classroom becomes a dynamic space where lived experience feeds
directly into pedagogical choices. This echoes what KeoghHamdwick (2023) describe as the
OKFffSy3aS 2F yI@AIFGAYy3I GaF2N¥I GADetwées gieathviyy 3¢ A Y
technical fluency, and entrepreneurial realities.

These insights also informed a detailed review of the curriculum. Through the lens of ongoing practice,
misalignments between academic content and industry needs become more apparent. For instance,
Artificial Intelligence and Graphics Programming moduleseweassessed considering practical
development experience. While the use of Al in game development is undeniable, the curricular
emphasis had leaned heavily on machine learning techniques such as Neural Networks and
Reinforcement Learningmethods rarey applied in most game development workflows. In contrast,
more commonly used techniques such as Finite State Machines and Behaviour Trees were only briefly
addressed.

Even though Al plays a significant role in game development, the module we presented only
briefly covered practical systems like Finite State Machines and Behaviour Trees [...] Instead,
most of the focus was placed on Neural Networks, Genetic Algorithmos R@inforcement
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Learning. While those techniques are definitely relevant within the broader field of Al, they
tend to be quite niche in actual game development practice.

This curricular revision not only addressed the mismatch with common industry practice, but also
created space for the inclusion of more practically valuable comtembst notably, Procedural
Generation(PCG). Widely used across genres such as roguéilgesSpelunky Hade$, sandbox
gamesle.g.Minecraftb 2 a | y),ad in{integnal level design tools, PCG plays a significant role in
contemporary game development. Its applications extend beyond content creation to enhancing
replayability, scalabilityand team efficiency.

Integrating PCG into the curriculum proved especially impactful given its relevance tolthdzibK 2 NI &
own development project, where it served as a core design and technical feature. In this sense,
practice directly informed pedagogical contenot only by highlighting what was less useful, but by
creating the opportunity to focus on techniques with immediate industry value and creative potential.

This realisation prompted revisions that better aligned the module with practical needs, supporting
Cdzt t S@0IXPcdliai iterative, feedbaetiriven design processesnot just in game creation, but
in teaching it as well.

Over time, this cyclical engagement with both code and curriculum led to an increasingly
experimental, adaptive approach to teaching itself:
LQBS 6SSy GSFHOKAYy3I 3IIYS RSOSt2LIVSyid F2NJ aAE &St
experiment with new ways of teaching the same content and seeing what approaches work
better than others.

This framing of teaching as an iterative design practice parallels models of reflective pedagogy as
suggested by Shreeve, Sims and Trod610), highlighting the synergies between development and
education. In this context, the educator is not simply transferring knowledge but activgiyodocing

itt navigating an evolving relationship between personal practice, student needs, and insafution
requirements

Frompedagogyto practice:Teachingasa reflectivemirror

While professional practice enhances teaching, the inverse is equally true: the act of teaching can
profoundly reshape how creative practitioners approach their work. In this case, repeated exposure
to student questions, peer learning, and the demandswficulum delivery have introduced fresh
ways of thinking about game development itself.

As one ceauthor reflects:
{GdzRSyGa 2FGSy 1y2é GKAy3Ia L R2yQGI 2NJ GKS& &addz

0STF2NBd ''a |y SRdAzOFG2NE L GKAY]l A0Qa AYLERNIIYG i
The moment you believe you do, you stop learning, and that mindsetealy hold you back.

This openness to mutual learning reflects what Shreeve, Simsand T(@hen 0 RSAONR OGS | &
aLlk 0S¢ 2F I OF RSYAO LINI Ot wher8 edicytord shdiltarieqtsly n&vigateh 3y S|
roles as practitioners, researchers, and facilitators of learning. Within this dynamic, the classroom
becomes more than a teaching\wronment: it serves as a site for reflection, testing, anevaluating

one's own creative methodologies.

Explaining complex concepts to students often reveals underlying gaps or unquestioned habits in the
educator's own development workflow. As the-aathor notes:
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Teaching has definitely helped clarify a lot for me. Explaining concepts to students often makes

YS NBFtSOG 2y K2g L | Oddzrftfte dzalS GKSYX 2N az2vySi
G2 NBIFItAaAS LQOS 6SSy R2Ay 3 awRay Wibid thghpusBedzi 2 F KI 0
me to improve it.

A particularly revealing example arose during a {fixsar Game Design lecture one of several
undergraduate cohorts taught by the practitioneducator. Most of the classroom reflections

presented in this paper originate from this figear group, offeing valuable insights into how novice

designers engage with practit'sed learning. Future research might extend this reflection to upper

year classes, where more advanced skills and expectations could yield different kinds of feedback
During the discussion, one student casually remarked that the Sh@tN)Y LINR 2SO0 ¢l a ao6S
more complex game the lecturer had spent a year developing. While initially jarring, the comment
prompted the lecturer to initiate a deeper conversatigith the class about what makes a game
enjoyabla inviting students to reflect on playability, scope, and user experience. As the lecturer later
recalled:

It was a bit of a gut punch to hear, but instead of brushing it off, | asked the student why they
felt that way. Their response led to a surprisingly rich discussion about fun, clarity, and the
core gameplay loop. It also forced me to reflect on how lueatal success in my own projects.

This moment went beyond pedagogical reflection; it reignited interest in the gbom project and
raised questions about its future potenti&ne student suggested a strategic release of the game on

a widely used platform, using an existing profile with prior exposure to strengthen credibility as a game
developer What began as a passing comment evolved into a catalyst for creative reassessment
highlighting the powerful role students can play in reshaping not only curriculum, but also the creative
trajectories of practitionereducators.

These reflective moments function as productive disruptionseating space for reconsidering best
practices, improving workflows, and enhancing overall design quality. In many respects, the iterative
reflexivity of teaching mirrors the design process itsgyclical, responsive, and deeply u$ecused.

| SNB> &aGdzRSy i a¢ anf e pedagodidalencaudedr Sdiskas the interfaoae that

facilitates feedback, learning, and change on both sides.

9y 3IFIAYy3I HAGK &0dzZRSYGaQ RAOSNEKSR alkdSNiEduidgesi A 39S a
experimentation in professional practice. This reciprocal influence aligns with broader calls for
integrating realworld agility and creative adaptability into curricul@specially in rapidly evolving

fields like game developmefiDiaset al. 2024).

The classroom emerges not as a unidirectional space of knowledge transmission, but as a dynamic
arena for professional and creative development. In this way, teaching reinforces the legitimacy of
lived experience as both a pedagogical resource and a desigtegyt blurring the boundaries
between making and teaching

Iteration and confidence:Growthin dual practice

Both game development and teaching are fundamentally iterative pracatieesh demanding
repeated cycles of experimentation, reflection, and revision. For the practittedacator in this
study, iteration became a unifying principle across both roles.yBwew development project offered

an opportunity to refine coding practices, while each teaching cycle revealed more effective ways of
communicating technical and creative concepts.
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As the ceauthor reflects:

I'mAconstantIy tr)iing to improve the way | approach the architecture of my code [...] With each
ySg 3IALYS L GNB (2 NBFESOO 2y 6KIFdG 62NJ SR 6Stf Iy
what | teach in class.
This dynamic process mirrors what Fuller{@014) describes as the iterative core of game design: a
continuous loop of prototyping, testing, analysing, and refining. The logic of iteration expands beyond
design work into pedagogy itselivhere each student cohort functions as a new context for refining
delivery, emphasis, and approach. The classroom becomes both a testing ground and a feedback
mechanism for professional development.

Practiceled reflection supports more than technical improvemerit cultivates a deepened sense of
confidence. The ongoing development of both teaching and design capabilities has not only sharpened
skills but also contributed to a stronger professionalitity. As the ceauthor observes:

| can see an improvement in both my ability as a lecturer and as a game developer, and it gives
me a sense of confidence in my ability as both.

This confidence is not rooted in finality or expertise, but in a growing comfort with ambiguity and
change. It is a form of assurance that emerges through active iteration: a mindset of responsiveness,
adaptability, and resilience. Rather than signallingstery, it reflects an evolving relationship with

2y SQa tumeresiictedsSs measured by growth.

CKAA FNFYAYy3I NBaz2yl (Sa(2083) dokervatiéh2ratKgane y&veloprhieMR g A O
education is shaped by ongoing negotiation between creative vision, technical precision, and shifting
realworld conditions. In this context, confidence is not about having all the answers, but about
cultivating the rdlective and adaptive capacities to discover better anes

Navigatingnisconceptionsndrealworld complexity

One of the unexpected affordances of straddling both industry and academia is the ability to
recognise, interrogate, and recalibrate common misconceptions held by students. These
misconceptions often shaped by popular media, idealised workflows, or redectarratives around
creativityt can obscure the realities of professional practice. For the practitiedeicator in this
study, reflective development work provided a lens through which to challenge and reframe these
assumptions.

As they reflect:

When you're developing a game in a small team or as a solo developer, it's rare to have the

entire idea fully fleshed out before you start [...] Some of the best ideas emerge through the

FOG 2F YIF{Ay3ad ¢KS&QNB &Kl LISRulp@annékiem thiNk OSaa Al
start.

This observation directly challenges a prevailing belief among students that a game must begin with a
fully formed visiom particularly in terms of narrative structure. Instead, it emphasises the value of
emergent design and iterative experimentation.

A lot of students seem to think that narrative is the foundation of a game. Personally, | think
AlQa GKS 3ILYSLitlre t22L) GKIG NBFfft@ YIGGSNR® ¢KI
FIrAyod ¢KS aid2NRBI | NIX |y Rvrapdndzyidkthd stiiBturd Y LI2 NI | vy (i X

These reflections echo broader principles in the game design literature, where the primacy of
mechanics, player agency, and iterative prototyping are frequently foregroun@aen &
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Zimmerman2004; Fullerton2014). By translating personal development insights into classroom
dialogue, the practitioneeducator invites students to move beyond cinematic or literary models of
game creation toward a more interactive, systeorgented mindset.

This reframing work extends beyond game mechanics. It includes a broader pedagogical task: helping
students rethink failure, uncertainty, and revision not as setbacks, but as integral components of the
creative process. One of the central tensions in gadeeelopment education is the negotiation
between creative ambition and the practical constraints of produciigerogh & HardwicR023).
Educators embedded in both spheres are uniquely positioned to model this balancingatcdby
diminishing aspiration, iy contextualising it within the iterative realities of design practice.

In this way, addressing misconceptions is not simply a correctiva ias& a generative one. It
empowers students with more realistic expectations, builds resilience, and positions reflective
iteration as a core creative strategy. This approach strermghine pedagogical contribution of
practitioners who teach not just from theory, but from lived and evolving experience

Classroontontentasa catalystfor creativeexploration

Another key influence of teaching on professional practice emerged through thedzll K2 NR & f 2 y':
term engagement with the concept of Cellular Automg@ia). Initially reencountered while preparing

lectures in the early years of their academic career, the topic sparked ongoing curiosity. With each

return to the subject in class, new questions emerggeaompting further exploration into its

potential appliations in procedural content generation. As theauathor reflected:

Each time | revisited the topic for class, it reignited my curiosity.

CA systems operate as rdbased models, where each cell in a grid changes state according to the

states of its neighbourévodka & Shapovalov2023). Often introduced via 2D simulations such as

/| 2yg6l 8Qa DIFEYS 2F [ATSI (i KS&ndikedingnsior@lfomsoyiBldif§E i Sy R ¢
complex emergent behaviours from relatively simple initial parameters. These models have been used

in game devalpment to simulate a range of phenomena, from natural terrain generation to fluid
dynamics and foliage.

The ceauthor began experimenting with @kiven visual outputs in Unity, eventually building a vexel
based engine capable of generating rdale 3D CA simulations. These technical explorations became
the visual foundation for an independently developeane project, informing the aesthetic and
structural approach to environment design. The process demonstrates how teaching content can
reignite creative experimentation, and how this, in turn, can béntegrated into the classroom

where CA was no longergsented as a theoretical construct alone, but as a hasmddesign tool with

direct industry relevance

Discussion

The reflections presented in this paper discuss the value of a cyclical, priméticeed approach to

teaching game design. In art and design education, the interplay between practice, pedagogy, and
NEFEtSOGA2Yy Aa 2F0GSy tR3IvDM NS BhRre these domaiadiimtekshidRin & LI O S
mutually generative wayShreeve, Sim& Trowler2010). The account presented here illustrates how
professional development and classroom teaching can actively shape one another within this space,
forming a responsive feedback loop grounded in lived experience.
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The things | learned from applying new concepts in my game development often made their
way back into the classroom. At the same time, conversations with students would sometimes
spark curiosity in me, pushing me to explore ideas outside of class. It bhattksvays: | might
discover something during development and bring it into a lecture, or a classroom discussion
might lead me to try something new in my own projects.

At the centre of this cycle is iteration. Whether developing games or delivering curriculum, iteration
emerges as a process of learning, refinement, and responsiveness. Fu(@01er) frames iteration

not merely as a tool but as a mindsebne that supports curricular evolution. Game development
projects surface technical insights and readrld constraints, while successive cohorts of students
introduce new challenges, questions, daropportunities for pedagogical growth. This ongoing
engagement supportsdaptability, allowing teaching to become more grounded in both industry
relevance and lived experience

A second theme to emerge is reflective clarity: the process by which teaching sharpens understanding

of creative decisions made in practice. Attempting to articulate principles, explain techniques, or
respond to student inquiries often reveals previouslyenamined assumptions or habitual

F LILINR F OKS& Ay RS@Sft 2 LIVYSy (200D dbhcEptich of dptojesyriiuhded Y A NNE N
researcld Where design itself becomes the site of knowledge producticsther than being held at

a distance or abstractefilom practice.

This cyclical relationship nurtures confidence by normalising uncertainty as part of the learning
process. Rather than assuming expertise across both domains, the practiiduneator embraces

the fluid movement between making and teaching. Confidencthigncontext, does not stem from a
sense of mastery but from the capacity to navigate complexity. This disposition is particularly valuable
in a field as dynamic and rapidly evolving as game development.

One contribution of this dual engagement is the capacity to address persistent misconceptions in
game education such as the belief that narrative is central, or that a complete design must precede
development. Firshand professional experience enables edtors to challenge these assumptions
and promote a more iterative, systeamsed understanding of design. This helps reconcile the
tension between creative ambition and production realitiesomething practitioneieducators are
uniquely positioned to navage (Keogh& Hardwick2023).

These findings also carry implications for game education situated within comghdased degrees.
While such programmes may prioritise technical rigour, the lived experience of those who teach and
create simultaneously points to the equal importance okidae thinking, reflective practice, and
creative adaptability. This perspective aligns with [Btzed Q @024) argument for cultivating industry
relevant competencies that extend beyond tool proficiency into domains such as entrepreneurship,
problemsohing, and innovation.

This discussion proposes a model of cyclical, reflective knowledge exchatgee teaching and
making are not discrete activities but-dependent, iterative processes. This model enriches student
learning, strengthens curriculum relevance, and deepen$egsional development, highlighting the
dual role of practitioneteducators as contributors to both curriculum and creative innovation in the
evolving discourse of design education.
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Figure 1: Cyclical knowledge exchange model for practitieeducators in game design

This model(Figurel1) visualises the dynamic interplay between professional game development
practice and teaching. Anchored by reflective pedagogy, the cycle moves through fourtstages
Professional Practice, Pedagogical Reflection, Curriculum Iteration, and EnhancedePractic
highlighting the continuous feedback loop through which each role informs and enriches the other.

While the reflections presented here capture the immediate impacts of integrating professional
practice with pedagogy, a further layer of insight could emerge over time. Applying these
methodologies longitudinally across multiple cohorts or successiva@demic years may reveal
deeper shifts in classroom dynamics, student agency, and curricular adaptation. Such a longitudinal
perspective would also allow practitioneducators to track how their own reflective practices evolve,
offering a richer understading of cyclical knowledge exchange as an ongoing process rather than a
single snapshot.

Limitationsandfuture research

This study is based on the autoethnographic reflections of a single educator whose primary teaching
focus lies in game development, with secondary responsibilities in game design. Most classroom
observations discussed originate from figgtar cohorts, offring valuable insights into earbtage
learner experiences but limiting the scope of findings in relation to more advanced classes. As such,
the insights presented are most relevant to curricula with a strong technical or sysiasesi
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emphasis While the cyclical knowledge exchange between teaching and practice is a potentially
transferable model, the specific nature of this exchange may differ across disciplines within game
educatiort such as art, narrative design, or audio development.

Future research could explore how similar practitiofent feedback loops operate in other areas of
game education, or within interdisciplinary teams. Comparative studies involving multiple
practitionereducators, or longitudinal studies incorporating sémd perspectives, could further
extend the framework presented herehighlighting how different pedagogical identities shape
curriculum design, reflective practice, and professional development.

Conclusion

This paper has explored the reciprocal relationship between game development practice and
pedagogy through a eauthored autoethnographic reflection. By examining the lived experience of a
practitionereducator actively engaged in both making and teaclgames, it becomes evident that
these two domains are not parallel or opposing pursuits, but rather part of a continuous, cyclical
process of learning and refinement. Professional practice informs pedagogical decisions, while
classroom engagement and teaohiexperience feed back into development, resulting in a mutually
enriching dynamic.

The study highlights how realorld development experience enhances teaching by exploring which
tools, processes, and mindsets are most relevant for emerging game designers. This allows for more
authentic classroom examples, more strategically alignedaua, and a deeper sensitivity to what
students genuinely need in order to succeed in the industry. Conversely, the act of teaching exposes
blind spots in one's own workflow, as explaining concepts to others, responding to student inquiries,
and observingnovice approaches to problesolving all contribute to ongoing reflection and
innovation in practice.

One of the most significant outcomes of this cyclical exchange is the development of confiderice
through mastery or certainty, but a growing confidence that comes from working iteratively with
complex problems. As practition@ducators move between daroom and codebase, they normalise
failure, adapt to change, and embrace the ambiguity inherent in both teaching and designing games.
This adaptability is a critical trait in a rapidly evolving industry and serves to model for students the
kind of resiliece they will need in their own careers.

The findings also point to the important role that practitioreuiucators can play in challenging
common misconceptions about game design. Ideas such as the centrality of narrative, the expectation
of polished final products from the outset, or the notitimat successful design is a linear process are
frequently held by students entering the field. Drawing on practical experience, edutavetopers

are able to reframe these assumptions, offering students a more realistic and sustainable
understanding ofhie design processone grounded in play, iteration, and ongoing discovery.

The cyclical model proposedspanning professional practice, pedagogical adaptation, classroom
engagement, and reflective iterationcontributes to broader discussions in game design education.

It offers a framework for bridging the gap between theory andustry, echoing what Keogh and
Hardwick(0H o 0 ARSY (A Te +a GKS aF2NXNIGAGS GSyarazyaté
computingbased qualification such as the BCIS in Game Design and Development, this model
reinforces the value of retaining creuaitly, reflection, and iterative design alongside technical rigour.

While much of the literature on experiential learning in game education focuses on student benefit
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(e.g., Diasetal. 2024), this paper explores the oftewverlooked learning and development of
educators themselves, positioning the classroom as a site of professional inquiry.

While this study is based on a single educator's experience within a South African private higher
education context, its implications are broaddfuture research could extend this model by
incorporating student feedback, examining its relevance across different programme types and
institutional contexts, or exploring how it adapts in response to evolving industry and educational
technologies. Buildig on the dual perspectives presented here, longitudinal studies could also trace
how practitionereducatorsand their students cevolve over time, providing richer insight into the
sustained impact of cyclical knowledge excharfgecognising the cyclical,-pooductive relationship
between teaching and practice allows institutions to better support both student development and
the ongoing professional growth of their stafénsuring that design education remains not only
current, but deeply connected to the lived realities of the field.
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Abstract

In2006, author Howard Gardner published a book titled Five Minds for the Future. The book considers how

global trends in contemporary society, such as the increasing power of and reliance on technology, will

affect the future of education and the developmerfttmuman intelligence. The book goes on to outline a

theoretical model of five different types of intelligences and the pertinent role each will play in the future.

While the book was written and publishewarlyi 6 2 RS OF RSa | 323 os|fofecasd, ¥ DI NR
and analyses have proven useful over the progression of time, and continue to increase in global influence.

l'a 4dz0KXZ KAA& O23yAGAQDBS aCAGS aAyRaé¢ Y2RSE 41 NN yGa
landscape marked by rapigchnological innovation and disruption, as well as in light of the rapid and
widespread adoption of artificial intelligenc&hrough qualitative desktop research and literature

review, this article aims to describe and evaluate the current technologfieaibcter of design practice

and education in relation to the five various intelligences outlined by Gardner. The aim of this work is

to provide a practical example of a framework through which we can begin to assess and even
interpret some of the effect®of artificial intelligence(Al) on education, and in particular, on the

discipline of design. The effect of which will allow for a less alarmist and more structured approach to

0KS FdzidzNB RAaA02dzNES 2y !'L Ay RS&HhaARurg§RIBGE G A2y ®
' FNFYSG2N] X GKAA LI LISNI O2yiUNAROdziSa G2 GKS RA&C
education through a lens that is not strictly technical in nature, nor sentimental in its perspective.
DFNRYSNR& FNI YSg2N] | ftdcBngein therRsei@s with theyehds thaRriadted dza & A 2
most: the type of minds that the enterprise seeks to develop, as these are ultimately the minds that

will occupy and shape socieffjhis paper concludes by cautioning that through the lens of Gardner's
framework the widespread adoption of Al in design education, as well as in practice, runs counter to

the educational journeys necessary for the development of the intelligences identified.

Keywords:Desigreducation, artificial intelligence, design futures

Introduction

In 2006, author Howard Gardner published a book titled Five Minds for the Future. The book considers

how global trends in contemporary society, such as the increasing power of and reliance on
technology, will affect the future of education and the developmenhwian intelligence. The book

goes on to outline a theoretical model of five different types of intelligences and the pertinent role

each will play in the future. While the book was written and published two decades ago, many of

DI NRY S NI a asi$ Aidf snRlysds havé pboved even more useful over the progression of time,

Fa GKS GNBYyRa KS ARSYUGAFTASR O2yiAydzS (2 3INRG AY
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model warrants revisiting, particularly in the current design education landscape marked by rapid
technological innovation and disruption, as well as in light of the rapid widespread adoption of
artificial intelligence.

LI AOFGA2ya 2F DFENRYSNRA CAGS aiAyRa FTNIYSg2N]
aimed at building critical thinking in piservice mathematics teache(dhmed & AMagqtari 2023),

using the framework to examine and understand the effectiveness of strength and conditioning
coaching practices in order to refine literature and practice in coaching eduddtffierys2014), and

as a theory for shaping educational thought and practice across multiple disciplines by focusing on

mind developmentmoreK | y Wl 3aSaayYSyd KNaraja®R®IPAYy IQ LI NF RAIY

Methodology

Through qualitative desktop research and literature review, this article aims to describe and evaluate
the current technological character of design practice and education in relation to the five various
intelligences outlined by Gardner. The aim of thierkvis to provide a practical example of a
framework that we can begin to assess and even interpret some of the effects of artificial intelligence
(Al from hereon) on education and in particular on the discipline of design. The effect of which will
allow for a less alarmist and more structured approach to the future discourse on Al in design
education. Similar to other studies using a secondary/desktop appro@dtrti etal. 2023), the
literature in this research was sourced from international pemriewed journals. The research will
also highlight challenges and opportunities in implementing artificial intelligence in design education,
which may be helpful for curriculum develens and industry stakeholders.

Backgroundand context

In order to discuss Al in design education, it is important to frame and define what we mean by Al.
Built In(2024) provides a threepart categorisatiorof Al capability types that is helpful in providing
understanding of the broad categories of Al, as well as providing a view on which types directly and
indirectly impact design practice. The categories are as follows:

NarrowAl

The first category of that Built I(2024) provides is Narrow Al. This form of Al is closer to the root
intention that lies at the heart of Al technological development, which is the automation of simple,
repetitive tasks that are important in the execution of larger processes.

Narrow Al, also known as artificial narrow intelliger{@él) orweak A) describes Al tools
designed to carry out very specific actions or commands. They are built to serve and excel in
one cognitive capability, and cannot independently learn skills beyond their design. All Al
systems used today fall under the category ofroar Al. Narrow Al often utilisesiachine
learning natural language processirand neural networkalgorithms to complete specified
tasks. Some examples of narrow Al inclgdé-driving carsand Al virtual assistant(Built In

2024).

Narrow Al will primarily be referenced and discussed in this paper. While the definition and name
WhtNNRg !'LQ OFy 3IAGS GKS AYLINBaarAzy 2F fAYAGSR 2
series of ANI actions arranged in a systematic patian result in powerful applications or fully

W dzi2y2Y2dzaQ 62N] Ay Idrivingéai SYas &adzOK +Fa GKS asSt¥
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Artificialgeneralintelligence(AG)

The second category of Al provideditficial general intelligencélhis form of Al, sometimes referred
to as Generative Al or GenAl, is a further development from the origins of automating tasks and
processes.

Artificial general intelligencéAGl) also called general Al or strong Al, refers to a theoretical
form of Al that can learn, think and perform a wide range of tasks at a human level. The
ultimate goal of AGI is to create machines that are capable of versatile, hlikean
intelligence, fundoning as highly adaptable assistants in everyday life. Though still a work in
progress, the groundwork of artificial general intelligence could be built from technologies
such asupercomputersquantum hardwarendgenerative Aproducts likeChatGP{Built In

2024).

While this form of Al will not be the primary focus of this paper, reference will be made to some of
the products within its paradigm, in particular, ChatGPT and its impact on design practice and
education. AGI is also relevant to the discussion aroundgde®ecause the development of this
specific form has called into question whether or not Al could replace knowledge and creative
jobs/functions in the workplacéHernandezRamirez & Ferreira024).

Artificial superintelligence

The final category of Al provided is Artificial Superintelligence. This form of Al, not yet developed, is
speculative and seen as the final form or the final destination of artificial intelligence development.
LiQa dKS2NRAaAaSR GKIFId 2y0S 'L KIFa NBFOKSR (KS 3ISy!:
a fast rate that its knowledge and capabilities will become stronger than dhagven
humankind. [Artificial superintelligence] ASI would act as the backbone technology of

completely seHaware Al and other individualistic robots. Its concept is also what fuels the
LJ2 LJdzf F NJ YSRALF (NRHIS P& & KAspacldBol(Bul Bip0R4e Qa | f f

This category of Al will not be discussed in this paper, as it is still speculative and theorised in its nature,
but it is helpful to have in a horizon view as a predetermined path of Al development.

With the various forms of Al defined for engagement, it is also worth noting that as the development
of these technologies are ongoing, and that the direction of the development is poised to assist and
then take over certain human tasks and functions. Thwndational understanding of Al has been
grounded in its ability to automate repetitive tasks, which over time has developed into gradually
automating entire processes. As we will briefly explore, such has been the case in the shifting role of
Al in the asign process.

Alin designpractice

Looking at the effect of Al systems @@raphic) Design, as a discipline within the broader design
practice, Bahaa Mustafé2023) notes not only the positive effects of the technology, but also the
drawbacks, challenges, and some ethical concerns. In a broad investigation of the positive sides of the
impact, the emergent finding was that-Based design tools making use of Naow Al¢ have freed

up designers to focus on the more creative and stratddgyven elements of design work, while

expediting the pocess of interpreting data in order to make design decisions. Such tools included but

were not limited to:The Gridand Logojoywhich are Al tools used for developing websites and logos
respectively, as well addobe Senseand L . a Qa ,2whidhdehlyance and streamline the
LINEFSaaAaz2ylttQa 2N} Ft2g¢ GKNRAzZEAK ldzi2YFdAz2y 2F OI
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adza il Fl Qa 20aSNVIFdA2ya KAIKEAIKEG GKS NRES 2F I L
expedites certain aspects of the process to create opportunities for the designer to focus on other
aspects of the process. But as suggested earlier, thedi@y of Al development has led to Al taking

up more of an active role in processes; where it initially served as an aid, to now occupying the role
entirely. This shift will be explored briefly below.

The shift in the position of Al in the design process, from being a tool which enables efficient creation
of output, to a tool that is directly employed and involved in the solving of problems, brings into
guestion the nature of design work as we contemgdlly understand it. In traditional schools of
thought, design as a broad discipline is often understood as a process of creating ideas and solving
problems. However, with the application of Al and algorithmic probsatving loops, the problem
solving preess has been handed over to machines to execute. Verganti, Vendraminelli and lansiti
(2020 p.225 make the following statements regarding the role of humans haidéd design
processes:

Problemsolving is now increasingly embedded into the automated learning loops of Al
factories. If problensolving is performed by machines, what kind of thinking is left to humans
in innovation? The role of humans in Al factories becomes to understand pvbblems
should be addressed and to drive the continuous evolution of algorithms toward a meaningful
direction. The core of this activity is not problesalving, but problerfinding.

In this shift, we see the ideology of managerialism at work. HernaRdeairez & Ferreir§2024)

RSFAYS YIyFraSNAIfAAY Fa aly ARS2f23& GKI G LINR2NJ
intrinsic value of work &s highlighted in the quote above, efficiency is one of the highest values of
managerialism, and in the pursuit of this efficiency, desigffarmans) are removed from the position

of problemsolving and creation and are instead repositioned as managers of processes.

[221AY3 FdzZNIKEB@NIobHY @2 Nh dza i KBF Qalzi K2NJ +f a2 y2G0SR
based on data and user preferences] has increased the personalisation of and relevance of designs,
which has improved user engagement and increased customer léy@ys is the quantifiable

outcome of managerialism at work, reviewing the efficacy of Al applied to design output and process,
where the metrics are user engagement and customer loyalty. Vergaali (2020 give an example

of this applicationn the case of Netflix, where Ajenerated designs for movie/show titles and clips

are created for each individual Netflix user through a series of explorations and decisions based on

user data; with both the decisiemaking and the design execution beiranducted through problem

solving loops made up of Narrow Al systems. The authors make the role of and positioning of Al at
bSGFEtAE Of SINJ 6KSy G(GKSe KAIKEAIK(G (Klisavingthat SGFt AE
is in the definition of dediled design choices: which interface to show to a specific user, which content

to create, how to position a product compared to competitb(¥egantiet al, 2020 p.221) In the

example, Vegantet al. (2020 highlights not only the ability of Al to create a solution, but also its

ability to create variations of the solution across different users, which results in a large number of
iterations and applications that a human designer would not be able to reddgoutput at the speed

of the technology.

Suppose we accept this propositigof the main design activity for humans moving from problem
solving to problerdinding) and use the example of leading Digital Service Provip&Bs) such as
Netflix and Airbnb as a benchmark for where the industry and application of design will be headed as
a norm. In that case, the question then becomes: what would a design education look like for designers
who are meant to exist and thrive in these professional situations?
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Alin designeducation

With the increasing adoption of Artificial intelligence in the workplace, higher education has also seen
the adoption of the technology into both the classroom and the institution. This broad application of
the technology in educational contexts has beeferred to in literature as AlE@irtificial Intelligence

in Education)Hutson, Jeevanjee, Vander Graaf, Lively & WEB2ap).

In unpacking the role of AIED in higher education, Hutson, Jeevanjee, Vander Graaf, Lively and Weber
(2022), begin by highlight that 4@6 800 million jobs will be displaced through broadscale Al adoption

and automation in industries 3030; and conversely point our that a further 585890 million jobs

will be created because of the same movement in industry. In light of these impending shifts, the
authors provide an overview of what AIED is and is not, in order to allow for the consideration and
factoring of Al into pedagogy in higher educati{gtutsonet al. 2022). Beyond the future, professional,

value of integrating Al into pedagogy, the main assertion is that the integration of AIED into
institutions will create flexible, inclusive, persosati and engaged learning for both students and
teachers through tools that improve not only how learners learn but also how they feel about the
educational experienceg$lutsonet al. 2022).

The six main areas of activity and current implementation of AIED in higher education were outlined
by Hutsonet al. (2022):

Chatbots

Expertsystems

Intelligenttutors or agents

Machinelearning

Personabed learningsystemsor environments(PLS/E)
Visualgation.

= =4 a4 a4 - -2

The areas highlighted above mainly focus on the administrative as well as the engagement aspect of
education, and these are mostly automated and enhanced through the implementation of Narrow Al

(AND. In looking at the trends, opportunities, challenges andg@ctive paths of AIEd within Africa,

Ahmed, King, Hiran, Dadhich and MalcgR025) found that one of the key advancements in the
application of AIEd in Africa was in the integration of adaptive testing. Adaptive testing adjusts the
difficulty ofthe i S&a i o+ &SR 2y SEIFIYAYySSQa NBaLkRyasSa (G2 2°7FF
through this method allows each test to be appropriately difficult for each examinee and reflect truer
proficiency(Ahmedet al. 2025).

Lo(2023) conducted a rapid review of the literature regarding the effect of ChatGPT on education to
further bring the discussion of Al in design education into specific focus. ChatGPT is an important tool
to consider in the discussion, as it is one of the mprevalently engaged Al tools by usdveho

prompt directly into the interface).

According to Lj20H o 0 X / KF GDt ¢ AGRSY2yaidN) G§SR 2 dziaidérr yRA y 3
GKAY1AYy3¢ YR y20SR GKIG addzRSyida 0O02dzAZ R dzaS / KI i
tool for drafting written assignments, brainstorming and even introductory redealdowever, the

NEGASg taz2 y2G0dSR GKId aaddzRSyda ¢K2 dzaSR / Kl GDt
K2 RAR y20 dzaS Ado / KIGDt¢Qa FoAftAlGe (G2 TFIlOAfA
also defeatsthe@zN1J32 &S 2F | 4aSaavYSyidz 6KAOK (LA2023,p.218S DI f dzt (
In response to these challenges, (2023) recommends updating academic policies to structurally

address the incorporation of Al tools into education, as well as an update in assessment methods that

focus on the contextual and-person elements of student learning.
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However, a cautionary note on large language modeldvis) such as ChatGPT has been left out by
researchers regarding the tendency aftificial general intelligencgsometimes referred to as
DSYSNI GAGS 'L 2NIDSy!LO LXFOGF2N¥Ya G2 OQNMBRIS FI11S
HernandezRamirez & Ferreir2024). This is important since students often defer to ChatGPT as a
F2NY 2F NBaSINOK 2NJ AyaAadakKdz yR GKS 3ISySNIdGAzy
2 dzli Lddzd G SR yIS2 dzE Yy 6 dz6 NXOR y @A ¥y O A (HefhandedRantireiza8AFarieita NB a LJ2
2024, p.416), is taken to be legitimate information from an authoritative source.

CKAA WAYLIANNSYOGIQ 2F tSFENYyAYy3I A& GKS alYS GKNBI
existing design practice: the replacement of entire processes in achieving previously critical
outcomes/solutions. Paralleling the effect of Al in profesal design practice as well as in education,

it is necessary to expose the need for a radical rethinking regarding how design is understood, taught,

and practised from a foundational level.

Theoretical foundationD I NR yive® hhifds

In his book, and subsequent papers on the same tdfiiee Minds for the FuturdHoward Gardner

(2006;2011) portrays the minds that will be essential to the flourishing of human society in the future.

Ly KAa FNIYAYy3I 2F (GKS Fdzidz2NB:X KS RSTAySa Ald O2yO0
widely acknowledged, such as the increasing power of riiance on science and technology, the
AYGSND2yySOGSRySaa 2F GKS g2NIL R Ay S02y2YA0x OdA
This definition is both grounding and helpful in the discussion of this paper as we look to the widely
acknowledged, adopted, and studied trend of the incorporation of Al into design practice and its
associated educational fields.

Application/discussion

''aAy 3 DFWRIydS fXide Futuras a framework, we will look at the effect of Al adoption
into design practice and education, and whether it supports or detracts from the formation of the
minds as outlined by Gardner. As such, a brief introduction of the respective mind will be giden, a
then discuss applications in-@itiven design education and practice to assess the effect of adoption.

The five mindgor intelligences) that GardngR011) highlights are as follows: the disciplined mind,
the synthesising mind, the creating mind, the respectful mind, and the ethical mind.

Disciplinedmind

The disciplined mind is explained by Gardner as a mind that has mastered a discipline, and not only to
the extent of knowing how to produce the artefacts of the discipline, but also that the mind utilises
the discipline as a way of thinking about all tréng

Gardner(2011, p. 3) provides the following example to bring clarity:

An individual who has acquired the discipline of history can think like a historian: that is, the
student of history appreciates that she must work with textual, graphic, and other kinds of
records; those records must be reconstructed and interpreted;kenBcience, historical
events occur only once and cannot be replicated exactly or interpreted unambiguously;
historians must impute motives to personages from the past; each generation will necessarily
rewrite history; and yet historians are bound to respéhe facts and to strive for as accurate

and comprehensive a record as possible. The other major disciplines exhibit analogous
regularities and constraints.
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In examining the disciplined mind, we are given the first indications of what a design education that is
compatible and competitive in the age of Al could look like: an education that is less focused on the
output, but rather one that is chiefly focused dhe process of thinking through and identifying
problems. That is to say, design thinking should take the foreground so that design disciplines can be
further unified through their shared process of mind, as opposed to being overtly separated by the
artefacts that their design processes produeay. graphic design, interior design, experience design,
etc.). The implementation of design thinking is helpful in allowing design students to be immersed in
humancentred experience and insights that identify and solve -vealld problens with and for
stakeholders in their contexi®odunrin2021).

However, this foreground of design thinking and the tendency to want to separate thinking from craft,

is not without contention. HernandeRamirezand Ferreira(2024) argue that crafting is an intrinsic

part of the problemfinding and problensolving procesgs KA OK ¢S dzy RSNEGF YR | a
therefore be viewed as advocating for crafting as crucial to the development of a mind disciplined by
design. On traditional craft skills, such as prototyping and drawing as an irreplaceable part of the
design procss, Sennet2009) makes the following statement:

Every good craftsman conducts a dialogue between concrete practices and thinking; this
dialogue evolves into sustaining habits, and these habits establish a rhythm between problem
solving and problenfinding.

The above therefore illustrates the importance of both design thinking and crafting within the
development of the mind that is disciplined by design, i.e. adept at the process of both problem
solving, as well as problefinding. This is a particularly imgant observation as it directly shapes

our perspective on the role that Al has begun to occupy within education and the practice of design.
la &aSSy LINB@GAz2dzater 'L y2g 200dzLlASa GKS NBRES 27
the role of poblem finder. The above observation can be understood as a cause to remove the
separation between the two poles of the design procdissling and solving), and allow us to be more
cautious in the aspects that we allow Al to be involved in. From the literature above, we can
understand that to relegate the work of the hands to the machines, is to deter the development and
undermine the wok of the mind.

Synthesisingnind

The synthesising mind is explained by Gardner as the mind that has the ability to survey and assess
information from a multitude of sources and synthesise said information in a manner and format that
can be effectively communicated to the self and othe@ardner (2011, p.4) emphasises the
importance of such a mind for the flourishing of our future societies when he writes:

In the twentyfirst century, the most valued mind will be the synthesising nfijdhose who
can synthesise well for themselves will rise to the top of their pack; and those whose syntheses
make sense to others will be invaluable teachers, communicators and leaders.

Gardner also describes the process of synthesis as consisting of 5 steps: 1) deciding on an area of focus;
2) Finding an existing syntheses in the area of fgarsd reaching out to experts if no syntheses exist;

3) Using this initial information to assedhe area of focux, which information is adequately
understood and which information is missing; 4) Decide on the final format of the synthesiswill

it be accessed by those interest/impacted) and; 5) Acquire, probe, evaluate, fofiawr sideline Bw
information until the deadline for the synthesis arrives.
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It is this highlighted process of synthesising that Gard2@d5;2011) advocates as one that needs to
be learned, understood and nurtured in future minds with urgency, since the facility is likely to remain
at a premium and be crucial in leadership positions as a form or function of sensemaking.

t SNKILJEA Y2NB (GKIYy lye 20KSNJ YAYR 6SQftf SELX 2NB=Z
Y23l GdrdeS2RI4,p.4)in the20th century because of its leadership capacity through the
practice of sensemaking, is the mind most at risk through the introduction of AGI and Generative Al in
design education. As previously discussed, LLMs are particularly valued for their abilitthesse

large quantities of information and communicate their findings/recommendations through natural
language esponses. In looking at the process of synthesising, as outlined by Gardner, we can see that
LLMs are executing four out of the five steps. The only excluded step is the probing and evaluation of
new information which is, for the most part, the synthesgsinind in action.

However, as pointed out previously, two significant issues exist with the syntheses of(L). ke
lack of diverse data sources and worldviews which shape the reading and interpretation of available
resources, an@2) the generation of convincingly written fake informatigrallucinations).

The first issue is critical in design practice and education, and synthesis in general, because it highlights

that LLMs are often grounded in singdeurce epistemological and ontological approaches, which are
2FGSYy y20 LINBGI At A yrapreieyitedicontext$SaNdyn2on & O ¢ ¢ KNIA dzyPR $ yI3
view of information can detract from the diversity of knowledge that can be uncovered through the
syntheses of diverse minds, contexts and peoples.

The second issue is particularly concerning for design education and the practice of synthesis, as Al
has the potential to create a false foundation of understanding through hallucinations and false
information. As L¢2023) noted and suggested, students can, should, and do use ChatGPT as a starting
point for drafting assignments as well as gathering information. However, this practice is undermined
by the quality of information LLMs provide. Currently LLMs are unableatspghe meaning of the

data they pocess and also cannot review their own output criticéigrnandezRamire22024), which
explains their propensity to hallucinate.

Issues considered, the delegation of synthesising to Al tools and systems hinders the development of
this mind altogether. Synthesis as a practice is difficult: requiring patience and discernment. However,
to not engage in this practice is to stifle thevddopment of this mind altogether.

Creatingmind

The creating mind is ultimately the mind that springs forth from having mastered or integrated the
previous two minds explored, as Garderf2011,p.p 0 SELJX I Ay&dY a¢KS OKLItft Sy3
discipline and sufficient synthesis early in life so that one can take the confident lgageyond

what is known, and tweak it in new and unexpected directons

Here, Gardner highlights the creative mind as a necessary agent for the future, as it is able to move
society forward in significant and meaningful ways. Gard@éil, p.6) also briefly outlines the

SRdzO A2y GKIFI(G g2dzdZ R Odzf GAGFIGS &ddzOK | YAYR @KSy
pedagogy that is orientated toward the cultivation of the creative person and the discovery and
exploration of the creative idea ®

2 KFGQa LI NIGAOdzZ F NI &8 AyiSNBadAy3d o2dzi GKS ONBIGA
that it requires, and therefore forms, a particular character in those who possess it. That character can
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be recognised as one of grit, courage, as well as perseverance. G&0h&yp. 6)explains this as
follows:

More than willing, the creator must be eager to take chances, to venture into the unknown,
to fall flat on her face, and then, smiling, pick herself up and once more throw herself into the
fray.

The above aspects of character formation, as seen in the creating mind, call into question the adoption
of Al in design education and practice. Put differently: the work of crea(witthis case, the design
process across thinking and crafting) requires and creates a form of character that allows for the
effective execution of the work. Therefore, we can also consider to what extent the formation of this
character is compromised thrgh relinquishing the complete work of creativity to Al tools and
systens. The commodification of design work into procedural tasks that can be surrendered to Al will
see design reduced to a narrow set of skills that are focused on the operation of Al tools, with creatives
being moulded into technicians and/or promptdidernandezRamirez & Fererria024).

Respectfumind

In contextualising the respectful mind, Gardner frames a world that is interconnected and therefore
enables the meeting and exposure to diverse peoples and cultGasiner(2011, p. 7) describes the
respectful mind and the individual who has one as responding in the following ways to this world:

A person possessed of a respectful mind welcomes this exposure to diverse persons and
groups. Such a person wants to meet, get to know, and come to like individuals from remote
quarters[X] the respectful mind starts with an assumption that diversity is positive, and that
the world would be a better place if individuals seek to respect to one another

The digitisation of our world has been instrumental to the development of the interconnected world

that Gardner describes, however in a twist of algorithmic fate;, @d in the case of social medjhas

ironically been a conduit in emphasising pointsddference, promoting disconnection from others

and siloing individuals into worlds of their own opinions and tastes. Much has been written about this
LINB@A2dza LRAYyG O2yOSNYyAy3a az20Alf YSRAIF FyR &AY.
normalisdion within the educational context, Selwyf@022,p.c Hn 0 LR Ay Ga 2dzi GKI 0 ¢
well-intended use of Al perpetuates broader logics of monitoring, categorising, standardisation,
synchronisation and social sorting that tend to enable oppression and exacerbate power imbalances

Looking specifically at the Si8aharan context, which is characterised by paradoxes personified by
increasing digital, educational and access inequaldjamini and Ndizinisg2025) argue that
technological rationality guiding the implementation of Al could worsen existing social disparities
instead of fostering inclusivity. Their paper acknowledges the potential of AIEd but caution that the

digital divide in SwSaharan Africadél Aya | A O] SR LINROfSYdP ¢KS WRAIJ
& &l y at ¥dntfdd e inequality of information and communication technology accebs

(Dlamini & Ndizinis@025, p. 46) As a result of this context, the individualised learning offered by Al

as an advantage will likely advance the atteged and disadvantaged those already on the lacking

side of the digital divide. The authors also connect this impending reality to the history of the continent
whentheyemphasS G KIF G0 AGRAALI NRGASA ASahatan AfricaFage aJGakis for | Y R«
concern given th&S Y RdzNA y 3 f S3AF O0e 2F O2f2yAltAayYy (GKFG YLy,
(Dlamini & Ndizinis2025, p. 45). Even with this critique however, the scholars do in fact agree that

Al does have the potential to revolutionise education systems in Africa in ways that can benefit the

vast majority of the people. Howevgfor this to be the case responsible implementation through
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distribution of resources, technological access and congpdcific data inputs needo remain at the
forefront of implementation as opposed to techysmlutionism(Dlamini & Ndizinis2025).

The consequences of having Al drive the way designers and design students understand the world
around themare that the narrow, informatiorprocessing model of mind that tends to drive Al
development is, more often than not, opposed to diversity, anomaly and social context. The
information-processing and moddduilding focus of these technologiés directly opposed to the
values of the respectful mind that positively frames values of diversity and individuality.

Ethicalmind
Lastly, Gardnef2011, p. 9) describes the ethical mind in the following way:

A person possessed of an ethical mind is able to think of himself abstractly: she is able to ask
What kind of a person do | want to be? What kind of worker do | want to be? What kind of
citizen do | want to be?

In his discursive paper on the future of Al and education, Neil Se{2@22) outlines areas of

contention when it comes to the broastale adoption of Al in educational contexts, one of them being

the unspoken ideological nature of how the discussion around Al adoption is structured. His work

brings to light the ofterinvisible value set that underpins the discussion, and one of thepomts

that holds particularly populat Y R LINBO6f SYF GAO0 @I fdzSa Aa OGKIFG 2-
manifestation of the viewpoints of corporate, muiftational, Big Tech companieSelwyn (2022,

p. 625)describes the problematic nature of this wipoint in the following way:

Within these professional technicist circles, Al projects tend to be driven primarily by a narrow

set of values and concerns over improving technical performance, efficiency and/or
generalisability of systems2 F 1 Sy & KI LJISR 06& NI & Sunderstnfings, Q LINS OA 2d
or else the perceived novelty of the application.

It is this narrow set of values that he describes as bgungified as enabling sound scientific practice

alongside the pragmatic desire to develop useable and useful techriplaggl he further points out

GKFG GKAAa LRaAdAz2zy (GSyRa (2 0SS 200dzLJA SR, @ahdy R RNXA ¢
that dalk of Al and education rarely originates from the people and groups who are most
disadvantaged by the implementation of Al in educafi¢2022, p. 628). These assertions bring into

focus what isoften ignored about technological advancements, both in the professional and
educational space, which is the advantaging of the already advantaged and the further disadvantaging

of those who were previously disadvantaged.

Kiemdeand Kor@OH HUO 2 AY GKSANI LI LISNJ Wwe¢2g4l NRa Iy SGKAOa
similar stance as Selwyn but grounded in the African corgetich has often been at the receiving

end of Westerntechnologies, education and ethics. Their paper calls for African scholarship and
literature to take up increasing space in guiding the ethics of Al, andgmihthat currently the field

is characterised by a majority occidental contribution. The importance of African voices in thed ethic
guidance of Al is that they increase the prospect of the technological innovation of Al leading to
ySOSaalNE &a20AFf AYLINROGSYSyld 2y GKS ! TNAOILYy O2y
NRE2GSR Ay (KS ySSRa | yR (KigmileSNKBraod2ip. 32)FwhidhKs®ritica? O t O
to contest for in a digital infrastructure that is controlled amdnagedoy Westernmonopoly powers

such as Facebook and Google, as well as Chinese giants such as(Kigsms & Kor2022).

Discussions around Al in education are not straightforward matters of technical efficiency or
bringing corporate knovhow to bear on classrooms. Instead, the topic of Al in education
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needs to be approached in contestable tergas a site of struggle and politics, rather than a
neutral, benign addition to classroonSelwyn2022, p. 626)

In advocating for the topic of adoption of Al to be approached in contestable terms, what is ultimately
being called for is a broader view of the impact of these technologies beyond work, education and
measurable outputs; but in the context of the peopleat we become and the societies we build, as
we embrace these technologies. What this could look like practically is looking at the impact of Al
through an ethnographic lens, which contemporary design and design education is grounged in
contextualising lhe individual beyond the digital space, but also in the sociocultural and embodied
environment that they are situated in. The adoption of multiple lenses through which to see the
complex problems, as well as opportunities, presented by widespread Al adpjxi necessary in
navigating an equitable way forward for those impacted by it.

Conclusion

. @ dzaAy3a DINRYSNRA CA@GS aAyRa F2N 0KS CdzidzNB | &
RAaOdzaaAz2zya INRdzyR ! LQa STFSOG 2y RSaA3ay LINF OGA
technical in nature nor sentimental in its perspecive DI NRY SNDa FNIF YSg2N] | f
discussions to concern themselves with the ends that matter most: the type of minds that the
enterprise seeks to develop, as these are ultimately the minds that will occupy and shape society. It is
importantto noteK 2 § SOSNE GKF G 6KAETS DIFENRYSNDRDa FNI YSG2N]
applicable and further discussions on Al in education may benefit from more contextually relevant
educational frameworks to assess the impact of Al through a more contexstodl cultural
understanding of education.

DFNRYSNRA& FTNIYSE2N] ARSYGATASE T ihdSisciglihed Riad, § KI G ¢
the synthegsingmind, the creating mind, the respectful mind and the ethical mind) and this paper has

sought to understand the effect of Al in design education through this lens, to understand if adopting

Al in design educatioand practice) promotes or detracts from the development of these particular

minds.

If we look at the development of these minds as various journeys, from undisciplined to disciplined,
isolated to synthesised, stagnant to creating, ignorant to respectful and apathetic to ethical, we can
consider that the role of design education is to nbthese minds through the learning and practice

of the design process. The adoption of Al, as explored through the literature, threatens to shorten this
process by delivering solutions without the human process by framing design as a technical process of
steps, as opposed to a descriptive process of arriving at a creative softfsnandezRamirez &
Ferreira2024). This disembodied approach to design that is not concerned with the crafting of the
design object/solution, is a result of ideologies such as managerialism and technicism that view the
value of creativity through the lens of quantifiable outconges the case of UX design, this is typically
quantified through clicks and user engagement.

Furthermore, in the pursuit of efficient outcomes, Al ultimately robs students and professionals of the
opportunities of mastery that result from developing character through creativity and doing the
knowledge work of synthesising information into narreswith meaning. This happens mainly in two
ways. Firstly Al creates solutions from problems defined by humans, which sees design occupying the
role of operators more than creators. Secondly, Al creates synthesised information, such as in the case
of Chat®T ¢ from which humans are able to make deductions and assessments. However, the
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information provided by Al has regularly been found to be incorrect, and in some instances, even
perpetuates biases based on the training data on it was developed.

The widespread adoption of Al in design education, as well as practice, through the lens of Gardner's
framework, runs counter to the educational journeys necessary for the development of the
intelligences identified.

Ultimately, what this paper argues is for the consideration of a different perspective. First, on design
epistemology and ontology, second, on the nature of educational outcomes, and finally, on viewing Al
outside of a technicist or productivigriven lers.
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Humanising online creative educatidaxploringstudent
engagement in a short course in copywriting
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Abstract

Online synchronous learning presents unique challenges when teaching creative fields such as design and
copywriting. Creative education characteristically involvieslividual expression, informal group
collaboration, and praxidriven experiential learning. However, the online environment dehumanises the
experience, reducing opportunities fassentialsocial interaction and communitgevelopment which
impacts on engagement and the learning experience. This paper aims to build on previous research in the
humanising of online education, by examining strategies for enhancing social presence in the classroom,
specifically in fields of creative edumm. Observations on student engagement were made by the
author of this paper, as one of the instructors delivering an online short course in copywriting at a
private institute of higher education in South Afridareflection of the course experience revealed

that students were remarkably eager to share ideas, opinions and answers during online synchronous
sessions. Despite the class numbers exceeding 300 students per session, a high level of engagement
was experienced throughout the course. A quality assessnggiestionnaire reported positive
feedback from the tsidents who found the course to be rewarding and engaging, with notable value
found in the practical examples sharéthsed on the theoretical framework of communityirduiry,

a positive social presence was created that established a sense of belonging and trust. This
environment effectively encouraged collaboration between participants to actively construct
individual meaning. This paper reflects on the approach utillse the instructors tdelp humanise

the virtuallearning environmentThis case studcritically reflects on the success of this copywriting
course byobservinghe dimensionf social presence in the online learning space, specificeiiglds

of creative study such as design and copywriting. The paper contributes to thedmyroanising
pedagogyand confirms the pivotal rolef the online instructor in enhancingngagement, by
acknowledging thetudent as a whole human, with considerationenfiotional dimensionsand lived
experiences.The humanising role of the instructavhen teachng throughtechnology makes a
significantcontribution to the student learning experience.

Keywords:Creative education; online learning; social presence; humanising pedagsigylent
engagement

Introduction

The nature of the online learning environment is characterised by limitations in social connection and
student engagemenfRoddyet al. 2017; Al Oklat al. 2023). More specific challenges are presented when
teaching creative fields such as design and copywriting o(Bineke2020. The experience of the creative
student is further compromised in this space considering the unique demands of creative ed(Batien
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etal. 2016), such as increased ritdking and a focus on praximsed learning through doin@Patterson
2010). The essential informal social interaction typically experienced in atddfeee creative studio is
limited in the online classroom, resulting in feelings of isolation and disengagd@arsor2022).

However, the online instructor can play a critical role in humanising the virtual learning environment
to develop social presence in the online classrddoischenlet al. 2020, Strijdom & De KlerR021).

When students experience a sense of belonging and community, they are more willing to engage and
become more connected to the learning experien@®oddy 2017). Considering the increasing
relevance of online education, this research contributes to the development of optimum online
teaching approaches withspecific focus on creative education.

Literature review

Challengesf onlineteaching

A classroom is by nature a social environment where people communicate and build relationships.
However, teaching through technology alters the way in which instructors and students interact
(Roddyetal. 2017). There is a level of dehumanisation in the online classroom that impacts the
learning experiencéStrijdom & De KlerR021; Balkansk&023). A significant feature of the fate-

face classroom is the natural rapport experienced between students and instructorsddoal social

cues such as facial expressions and body language are restricted in synchronous online sessions
(Volschenlet al. 2021). It becomes more difficult to establish a dynamic class community as students
experience feelings of alieriah and isolatior(Greenar021). Considering the basic human need for
interaction, the online teaching environmetiterefore presents significant challenges for instructors

to maintain engagemen(iCarlsor2022; Al Oklat al. 2023).

Challenge®f teachingcreativityonline

The challenges of student engagement in the online classroom are exacerbated when teaching
creative fields of study, demanding additional imagination in the instructor appr¢Bigtke 2020).

Some educators believe that teaching creative courses online involves elements of compromise as
there is dissonance between the online learning environment and the core essence of t(idades

etal. 2016). The fundamental humanity associated with fields of art, design, and writing relies on
interpersonal interaction that are difficult to replicate in virtuaettings.The informal collaboration
GKFEG dF1Sa LIXIFOS gAGKAY | ONBFGAGS WalidzRA2Q Aa
participation, discussion, and constructive feedbé@eatterson2010; Asklandt al. 2011). An integral
aspect of these discussions involves an understanditigegirocessess well as the resolved output

to develop fundamental skilis creative problem solvin@Esner2008; Burke, Baker & Hobd&023).

It is argued this is of particular importance when teaching the field of copywriting, as compelling
audiencecentred conceptual communication is achieved by following stages in the disiting
process.The role of prototyping and practical application is essential to this process, which is
challenging to achieve in the online learning environmghitcher & CooR016). Creative learning is
characterised by a firdtand experience where conceptual understanding and megfoi learning is

A

centred on praxis and achieved through doitgk SNB A& | aSyasS 27F WSELISNA

fundamental to the somatic experience in creative education, which involves an embodied awareness
within the communication betweemole playergBurke2020, p. 5).
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Therole of engagement

The correlation between student engagement and educational outcomes has been extensively
SELX 2NBR FYyR A& O2y&aARSNBR I ONRGAOIE FIFOG2NI Ay
2 Tt S(SiNdffdetyal32015,p. 1). But what is learner engagement? Despite extensive research in

the field of student engagement, there Isnited consistency in the definitions of engagement,
particularly in technologynediated learninRoddyet al. 2017). However, there is general consensus

that active student participation in the learning experience increases levels of academic achievement.
When higher levels of emotional and cognitive energy are given to accomplishing a task, the student
also experiaces increased satisfaction with the learning outcofHalverson & Graharg019). The

emotional dimension of engagement therefore plays an essential role in creating a sense of belonging
within the confines of an online learning environmégAt Oklaet al. 2023).

Strategies to boost student engagement are typically categorised through three levels of interaction

¢ studentto-content, studentto-instructor, and studento-student (DeVito2016, Martin & Bolliger

2018). In the context of online learninggnother important form of engagement is found in the
relationship betweenK dzY I yAG& FyR GSOKy2f238x gAGK WRAFTFSNS
AYUSNI OlA2yQ AYKSNBY (G A VA OWastal.22g8, p D). ThE Leddf A y3 S
Management System@MS)utilised in distance learning hold potential to extend beyond a tool for
managing informationBoyd 2016) and become a virtualhultifaceted ecosystefithat reshapes

identities and structureselationshipgStrydomet al. 2021, p. 140).

Roleof the instructorin humanisinghe onlineclassroom

A core role player in the creative virtual classroom is the online instructor, who aithence of face

to-face contactd SO2YSa I ONAGAOIf WAYINBRASY ((RodWAWL7F I OAf A {
p. 30). The online instructor is therefore expected to possess a wider range of competencies to fulfil
0KAa&a Ydzf ( Arespohsbiity (Balwang 18 fSpecte009). The barriers to online human

connection could be migiated if the instructor is able testablish a sense of social presence in the

classoom (Garrison, Anderson & Arch@000). As the only personalised point of contact in the

learning experience, thenline instructorbecomes more than a deliverer of content, but an essential

emotional facilitator(Richardsoret al. 2015). This supportshe theory of humanising pedagogin

which the role of the instructor extends beyond transmitting information to promoting the overall

wellko SAYy3 FyR AYRAGARdZ f RSOSt2LIYSyld 2F &aildzRSyidax
pedagogy recognises studerds whole humans, influenced by théidividualidentities and lived
experiencegDel Carmen Salaz&013). The background experiences of studeatrg of particular

relevance in the context of online learning in South Africa. In addition to the challenges of unreliable

digital connection, many novice students with lower levels of digital literacy experience increased
anxiety in an online classroom, exabating feelings of social divisigQueiros & de Villier2018).

Theinstructor-d G dzZRSy 4G NBf F A2y AKAL) GKSNBEF2NB LXlea | O2
the connective tissue between students, engagement, andulifi®acanskyBrocket al. 2020 p. 2).

By fostering a sense of community and presertbe, instructor facilitates connection on r@ore
relatable,human levelUnderstandablythere are limitations in unveiling individual stories for every

student, when faced with greater levels of anonymity and fewer opportunities for personalised
connection Howeve, the online instructor hasLJ2 G Sy G4 A+t G2 o6S02YS | Wt S
encouraging interaction, asking questions, and allowing students to discover their own patterns of
learning(Volery & Lord2000, p. 223).
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This approach is of particular relevance in fields of creative education, considering the individuality of
expression and unique ideation methods adopted by designers and wriersanising theonline
learning experience is therefore a valuable teaching strategy, which impacts student satisfaction and
academic outcomegst & a4 G dzRSY (i aONBS 02 KE P GRalkanskaz023SIRA)S Q
Encouragingpen dialogue is an essential componentieativelearning but it cannot be assumed

that studentswill engage in discussions or interact voluntarily. The instructor is therefore critical in
conscioushstructuringinteraction opportunities into the delivery of contef€oomey & Stephenson
2018; Martin & Bolliger2018). Constructive collaboration and group work that is fundamental to
effective creative learning also requires more deliberate facilitation by the instr@¢tischenlet al.

2020.

Thecommunityof inquiry (CO)

The Community of Inquiry provides a valuable theoreticamework for examining the dynamics
involved in humanising the online teaching environméftie sense offommunityin this context
extends beyond a group of individuals in a specific social unit and focuses on how students participate,
collaborate and explore meaning through purposeful communicai@arrison2009). The essence of

the YhquiryCoccurs in the overlap between three dimensionsocial presence, cognitive presence,

and teaching presase. Cognitive presence allows for the critical thinking associatgd the
construction of meaning and understanding of content. Teaching presence plays a crucial role in
providing the appropriate facilitation of content and technology to realise the outcomes of the study
(Garrison, Anderson & Arch&g99).In the online classroonan example of teaching presence can be
F2dzy R Ay GKS OKF{ F2Ndzraz ¢gKSNBE (GKS AyadNHzG2NDR
discussion remains focused and leamstay engagefGarrison2009).

Sociapresence

The third element of social presence from thel @mdel is of most significance in this discussion on
humanising the online learning experience for creative education. The concept is rooted in social
psychology and explores homommunication facilitates emotional connection and interpersonal
relationshipg(Sherblom2010). Social presence examines how different individuals in a gropiess

their personal characteristics and make purposeful connections in a trusted environment, or
WommunityQ If students éel safe and socially recognised, they are more likely to engage in critical
thinking and achieve deepelearning (Greenan 2021). In the context of computemediated
communication where typical neverbal social cues are limited, it becomes even more important for
d0dzRSyGa FyR AyadNHzOG2NE G 2Garkiddd AnBeyson &iAKckawoR, St gSa |
p. 4).

The three indicators of social presenaee all of particular relevance in fields of creative education
emotional expression, open communicatijcand group cohesianin this context the collaborative
Wtudiaenvironment plays a critical role in collaboration, ideation, and experimentation. The quality
of discourse and engagement is enhanced when students feel as part of a group rather than an
individual, and authentic communication then extends beyond in@rac2 y Ay 2 'y Wl O
creation and discodd N&&hragel 995, p. 4; Garrison, Anderson & Arch&©99). The openness and
approachability of the instructor help to compensate for the reduced social cue®iartlinespace
(Ghamdi, Samarji & Waft016; Song, Kim & Park019). Beyond the delivery of academic material,
instructorsmightenhance engagement by utilising elementsomediacybehaviour in their teaching
approach, such as salisclosure, emotional expressipand humour(Garrison, Anderson & Archer
1999; Pa&anskiBrocket al. 2020
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Indicators contributing to social presence

Selfdisclosure

Seltdisclosure represents a sharing of feelings, attitudes, and personal information outside of the
classroom context, such as private interests and experiences. This communication approach helps to
build familiarity and intimacy and encourages reciprimatfrom other participant§Greenan2021).

In the online classroom, students have limited cues or information about the instructor, particularly if
cameras are not turned on, which impacts the development of meaningful relationships in the
classroom. Thimstructor might apply simple behaviours to compensate, such as using first names and
discussing common interestSong, Kim & Pa2019; Ghamdi, Samarji & Wa#016).

In the context ofcreativeeducation this becomes of particular importance, as developing skills in
creative ideation often takes place through constructive dialogue and interpretation of feedback. By
establishing a trusted community, students feel more open tortgkisks and propdag innovative

ideas without fear of negativeidgment Students feel more connected to instructors who disclose
some personal information and facilitate open dialog8eng, Kim & Pa2019). The humanity of the
interaction is vital for creative students as they experience the person behind the instructor, allowing
for more open ideatiorfDupin-Bryant2004).If online students are granted a safe space to chat openly,
their experience of social isolation in the online environment is remd@aarison, Anderson & Archer
2019).

Emotionalexpressiorg humour

Humour is a significant element of immediacy behaviour and plays a critical role in online learning
(Wanzer, Frymier & IrwiR010). By creating a relaxed and namtimidating classroom environment
through lighthearted banter, and even the use of emoticons, the instrudsoable to reduce the
psychological distance prevalent in the online sp@garrison, Anderson & Arch2019; Song, Kim &
Park20190 @ | dzY2dzNJ A& |y STFFSOGADS WSRdAzOF GA2Yy Il f f dzo N
creating a positig, open relationship between the instructor and student, and amongst p&ratz

& Coil2008, p. 106, McCabe, Sprute & Underdowg017). Therole of humour in teaching creative
fields is even more pertinent considering the nature of the learning content. For example, copywriters
are learning how to create communication for brands that entertains audiences, and humour is a
powerful tool in estalishing captivating and memorable consumer connection. When students are
taught these skills with a relatable andjeyable approach, they become more willing to participate

in activities and develop a deeper understanding of the principles through enthusiastic engagement
O NR2ERdz 9204) { PNR € dz

Methodology

The core focus of this reflective case study is based on observations of student engagement made by

the author of this paper, who was also one of the instructors on an online short course in copywriting.

The course was offered at a private institute oftiégeducation in South Africa as a coempentary

upskilling opportunity across the institution. The course received an extremely positive response with

602 enrolments and class numbers averaging approximately 250 students in two separate
synchronous sessis over six weeks.

¢KS addzRSyidaQ RSY23ANI LKAO Bofpldiekteiastudied MIEnghsizand A RSy i
demonstratedfirst-language levels ofompetencyand nuance.The class comprised students in

different stages in their academic journey, from higher certificiter Cp 0 (i 2 K NQR7zND A S
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The students were completing a wide range of different qualifications, including communication and

SELISNASYOS RSaAdIys aGNFYGS3IAO ONFYYyR O2YYdzyA Ol (A2

commerce. The level of proficiency in creative education waseflore varied and most students were
unfamiliar with the principles or skills associated with the field of copywriting. Beyond the more typical
barriers of online teaching, the class was therefore presented with additlapatsof uncertainty as
students were expected to engage in a field outside their area of specialisation.

The observation methodology was based on the degree of engagement in the chat facility on
Blackboard, the chosen learn management system for the course. The students were all familiar with
this platform and had access émappropriate digital connection to attend the synchronous sessions.
The students were invited to use the chat facility to comment on the content, share opinions, answer
and ask questions. Du® the large numbers in each sessj@tudentswere not able to use the
microphone or speak badk the instructor, restricting twewvay conversation typically experienced in
faceto-face settings. Additional data was gathered through analysis of an anonymous questionnaire
submitted for the purposes of quality assessment after completion of the colitse questionnaire
featured 10 questions relating to different aspects of the course content, delivery approach, and
general impressions of their learning experience. The survey questionnaire received 112 responses,
which represent approximately 35% of thertificated students and 18% of the enrolments.

Discussion

A critical analysis of learner engagement in this copywriting course suggests a positive classroom
culture was achieved by effectively humanising the online teaching experi@espite the large
number of students and diversity of knowledge, a notably high level of student engagement was
experienced. Throughout the twibour synchronous classes, students maintained a constant flow of
comments to each other and to the instructons ithe chat forum on Blackboard. The students
demonstrated an openness to shardiscovery in a creative field outside of their comfort zone. They
were willing to share opinions, respond to points made by the instructors, and ask questions by typing
in the chat. Examples ofammentssupport this analysisjYoumade us feel very comfortable and it

felt like a judge free and safe learning environngedL G TSt G 2 1 I & CoBsRléringitHeA y 3 &
large class numbers, it was not possible to assess the number of students whoatergaged or

might haveresponded negatively to thénstructor approach However, the positive tone of the
comments and consistency of attendance in the sessions over theegik course suggest broader
appreciation and enjoyment.

Selfdisclosure

The instructors enhanced social presence in the online sessions by instinctivelgipgaeigments of
seltdisclosure and immediacy behaviour. They chose to keep their cameras on for the entire session
and introduced themselves with first names to personalise the instrucAonenthusiastic exchange

2F 02YYSyia 200dzZNNBR ¢gKSy GKS AyadNdHzi2NRa Ol d
the session and became a topic of conversation at the start of each seBsmimstructors also shared

their personal passion and enthusiasm for the field of copywriting, which was appreciated by the
students and mentioned in the course feedback.

Humour

The sessions were characterised by a Hgdrted tone and humorous exchanges. When one
instructor joked in a selfieprecating manner about being a mild hoarder, students responded eagerly
with a flow of comments about their own personal hoarding tendeacilt is important to note,
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however, that the use of humour did not involve jetadling but ratherthe sharing of relatable
anecdotes to create a sense of community in the learning experience. The use of emoticons in the
chat forum also facilitated easy and entertaining engagement. The adverts that were presented as
examples during the sessions also triggethumorous responses and lightened the tone of the
classroom.

Practicalexamples

The instructors shared numerous examples of inspiring and entertaining amardng brand
campaigns to explain specific points. The use of examples provides an invaluable tangible illustration
of abstract concepts in teaching creative thinking. This aggnoutilises elements of praximsed
learning to bring the theory to life. The examples also offered a form of entertainment and shifted the
one-way flow of communication from the tutor to alternative sources of stimulation.

Creativeeducation

To compensate for the challenges of the online environment, the instructors on this course provided
students with positive and supportive feedback to any comments or views in the chat. This approach
plays a vital role in teaching creative thinking and bketpremove any fear of inadequacy in the
context of learning unfamiliar concepts. A flipped classroom teaching style was also used with open
ended questions integrated throughout the delivery of content to encourage students to think
critically and shar@ersonal opinions on relevant topics.

Feedback

A quality assessment questionnaire reportadpositive tone offeedback from the studentsvith

consistent comments on th@afeCulture of the online sessions. . / 2Y a0 dzRSyQur O2YYSy
facilitators made the classes very enjoyable and comfortable to participate®dinstrategic

O2YYdzy A Ol GA2y & (ThisR8uysé wablBpichdry te iR &ve@&O0 at night as the

facilitators did not force us to engage which created a safe space where we could openly engage and
collaborate with them, making the learning process even more valéa@®edents also appreciated

the high level of interaction, and the learning they gained from their paers.f (i K 2 dEpKwasi K S
2ytAYS | fFNBS FY2dzyd 2F dz& AYy(dSNI OGSR 6KAOK gl
interpretations and ideas¢ Communications certificate student.

Conclusion and future research

There is an increasing need to support online teackingtegiesas student numbers in the distance

campus of this privateducationinstitution continue to growExtensive research has been conducted

on the challenges of online teaching, characterised by the lack oftéaface communication and

social connection. However, there remains further opportunity to expteeehingcreativefieldsin

the online environment. Future research could examine the unique challenges of different creative
specialisatios, such as design, creative writing, and copywritidgtential strategies to replicate
AYF2NXYEE ESENYAY3I Ay (GKS ONBFGAGS O2tftlF02NF G0AODS
further discussion.

Limitations in the Community of Inquiry framework couldimeestigated questioning the expectation
that all engagement is socially constructed, and cognitive presence is develbprd)h social
presence.This theory makean assumption that deep and meaningful learning can only take place
with the practice of sustained twway communicationfAnnand 2019). However, the associated
collaborative constructive worldview might underestimate potentiatiividual factors that also
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impact the learning experience, including personal prefererares circumstances that limit social
interaction in online learningCooper & ScriveB017). These factors might be of particular relevance
in the context of South African education, considering the diversity in digital competency.

Ironically, the use of technology in humanising teaching leads to fascinating future exploration within
the computermediated teaching environment. With advances in learn management systems,
instructional design, and artificial intelligence, a plethor@xdgiting tools and technologies are being
designed to enhance the levels of student engagement, which inspires further exploration.

Considering the core objective of this paper i©itomanisethe online teaching environment, it would
also, of course, always be wise to reconsider the fundamental aspects of successful personal
connection in any context: a smile, a laugh, empathy, kindness, and basic mutual respect.

References

Al Okla, N, Rababa, E A, Belbase, S & Al Murstioy @ = infleicd of collaboration,
participation, and experience on undergraduate learner engagement in the online teaching
learning environrs y" (Dkize Learningvol. 27, no. 3pp. 155¢187.

Annand, 20195 W[ AYA G O@NYYA AZ € @KS A yniedetiond Jofirhal ofS 6 2 NJ Q
Learning & Distance Educatiorol. 34, no. 2

Askland, H H, Williams, A & Ostwald2di M~ h QG206 SNE W¢ S OKAy3 ONBIlI GA DS
T A SPfroke@dings of the Second Conference on Creativity and Innovation in, Peslg
156.

Baker, W, Hunter, M A & Thoma2@1 ¢ = SIRdM@ilad A 2y | Ol R 8heélle@ring & LIS NO S LG 7
teachingh y ! dzZA G NJF £ ALy 91 NX & / KAAusr&lign2eurnal ¢f Readhedh Y I NB
Educationpp. 31¢43.

Balkanska, 804 0 = W¢ K S  N&aff SartrierBhipaarid dziiebofaiive learning in interior design
SRdzO | Iérdc@egﬁri@§of DEFSA Conferehge October, Johannesburg, South Africa

Bawane, J & Spector, J20n X Wt NAZNRGAT FdA2y 2F 2yfAyS AyaidNI
O2YLISiSyOenol &SR US| Oktabdd ESuRalzivbl (30, Ao/ 3p. B8R I NI Ya Q3
397.

Bolliger,DR20Onn X WYSe& FI OG2NER F2NJ RSGSN)NAY kitgraatiodal dzZRSy (i 2
Journal on E.earning vol. 3, no. 1pp. 61¢67, Association for the Advancement of Computing
in EducatiofAACE)

Boyd,2OMc X W2 Kl (G g2dzf R tldzf 2 CNBANB GKAYy]1l 2F . & Ofc¢
f S NIatenfaBdda Journal of Critical Pedagogyl. 7, no. 1

Burke, RO2® Wa l géjAg)I- y uKS ONEB I ['])\®$ I NI & Li2aarot éA(:)SV
2T 2yt AYS SRdzOl 02 NBR A HsiaPatdfcduindl of TeAchdt EdddatomNI S R dzO
vol. 49, no. 3pp. 347¢361,https://doi.org/10.1080/1359866x20201777531

Burke, K, Baker, W & Hobdell2Gi 0 = W DAS ﬁ-dqﬁl?VaElﬁoé(;kegl’&séessment to enhance
2ZYTAYS | NI & ODBdiamck Bddidatiorirotd 23| no. 2pp. 213229,
https://doi.org/10.1080/0158799.2023.2198486

Carlson, ROH H = W5 S @&itive tukuye h thie online classryaQ >Pedagbgypresence, and
motivation in online educatigriGIl Globalpp. 55¢72.

Coomey, M & Stephenson0my = Whyt AyS € SENYyAy3IY LG Aa ff o2
controt I OO2 NRA Y 3 ( 2 TaadhiBg &NBainiBd OWPRoQtEdgdpy. 37¢52.

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 47


http://www.defsa.org.za/
https://doi.org/10.1080/1359866x.2020.1777531
https://doi.org/10.1080/01587919.2023.2198486

Cooper, T&Scriven®MT £ W/ 2YYdzyAGASa 2F AyljdzZAiNE Ay OdzNNR Oc
{ NBy3GKa | yR f KAdskalnsian doBryakiof BEdycatiGnal yectshalapns,
no. 4

Cutcher,L& Cook,mc X WhyS Ydzad Itfta2 oS F+ty IINIAadGyY hytAiy.
International Journal of Education and the Axtsl. 17, no. 13pp. 1¢19.

del Carmen Salazar,®M o0 ¥ W! KdzYl yAT Ay 3 LISRIF3I238Y wSAYy @Sy ia,
SRdzOF A2y | & | 22 dbMe8 & Resennah ilBRucdfidob I Mb. 4,A 2 y Q3
pp.121¢148.

DeVito, M2016, Factors influencing student engagemgbnpublished Certificate of Advanced Study
Thesis, Sacred Heart University, Fairfield, CT, viewed 208&¢
https://digitalcommons.sacredheart.edu/cgi/viewcontent.cgi?article=1010&context=ed|

DupinBryant, P 20n n = W{ { NdachiBgdrodliae Isaming environments: utilizing instructor
immediacy beha? NAordal of Applied Research for Business Instryct@n2, no. 2

Eisner, ROny = W/ 2YYSy il NBY 2 KI (i SRdEARNINgAandsCabesl. X S| Ny F
no. 1,pp. 23¢30.

9 NR 2 € Rdzz C 200 M2 14P¢N&§:j QUFdz&IF GA2yFE LIR26SNI 2F Kdzy 2 NJ
f SFNYyAyYy3a S ReddamlBayidyPagtidedan&chnology Enhanced Leavoing6, no.

1,p.9

Garrison, D R, Anderson, T & Archerl®h S W/ NX G A O kbhsedieyivijoimheNtE Ay G SE
/ 2 YLIzi SN O2 y FSNEBy OATYiedntekngt arfd MighkérEdLicafdotZ) holigh 2 y Q =
3, pp.87¢105,

Garrison, DROn pX W/ 2YYdzy AUAS& 27F JEycichgadil of Digtangey t AyS f S|
Learning 2nd edn, IGI Globgp. 352¢355.

Greenan, KRH MY W¢KS Ay Ff dzSyOS 2F @A NFEragtietsinSRdzOF GAz2y 2
Communicationvol. 6, article 641214

Halverson, L R & Graham, @9 W[ S+ NY SNJ Sy 31 3SYSyid Ay ot SYyRSR f
02y OS LI dzt f Orfiel edrBinig2oNIA3,ME 2pp. 1450178

Martin, F & Bolliger, DROMy ¥ W9y 3+ ISYSyd YIGGSNAY {ddzRSyd LISNX
Sy3ar3asSySyid adNrGS3IASE Ay OhlkSLeanhfvdl. 2Snof1ST Ny Ay 3
pp.205¢222

McCabe, C, Sprute, K & Underdow20i T = W[ | dzZ3KGSNJ G2 € SENYAYy3Y |25
NBtFGA2ZYAaKALIA | yR AyONBLI alBurnal $flinstifictiohal Researchi K S 2y
vol. 6,pp. 4¢7.

PacanskyBrock, M, Smedshammer, M & Vincdrtyton, k026 W1 dzY I yAT Ay 3 2yt Ay S
SldzZA GAT S KA BirSnNBsGeR idzBdudatio®ly20, Fo. ZSpecial Issue)

Patterson, 2Om n = W ¢cﬁela£i(DaF¢A:dn§éEt online: comparing and contrasting online techniques
with faceto-face app2 | O K SEDOLEARNYO Proceedimgs 21532159, IATED

Queiros, DR & de Villiers, MBvc = Whyt A yS tSI NYAy3 Ay {2 dzq K ' ¥
5SGSNXYAYAY3T GKS NAIKII In@raafiofid Relidwof/Resedrch MIOpeK S a { dz
and Distributed Learningol. 17, no. 5pp. 165¢185.

Richardson, J C, Koehler, A A, Besser, E D, Caskurlu, S, Lim, J & Mu@berpcCM W/ 2 y OS LJG dzt £ A
FYR Ay@SauA3dal oAy I AyaidNHzOU 2 NJ IniNBadichayf Regiewiofy 2y A
Research in Open and Distributed Learnuad. 16, no. 3pp. 256¢297.

Roddy, C, Amiet, D L, Chung, J, Holt, C, Shaw, L, McKenzie, S, Garivaldis, F, Lodge, J M & Mundy, M
20MT X b2UOSYOSNE W! LIJ éAy3a 0Sau LINF OuAOS 2yt A
2yt AYS SY@ANRYYSy i Fontiers/in BEdycatiGndINZpiba, @réntiekss GA S 6 Q
Media SA

E)\
v S
s

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 48


http://www.defsa.org.za/
https://digitalcommons.sacredheart.edu/cgi/viewcontent.cgi?article=1010&context=edl

Schrage, M995,Nomore Teams! Mastering the dynamics of creative collaborat@urrency
Doubleday, New York

Shatz, M&Coil,®ny > WwS3IA2ylrf OFYLza GSFEOKAYy3 FAYyQl | 2
Association for University Regional Campuses of,®biol14 pp. 105¢117.

Sherblom, J@0m n = W ¢ K SmeGigted lcaominNatioCMC) classroom: A challenge of
YSRAdzYZ LINB&ASY OS> AyiSNI Ginmanigafion EduGagioidl 692 = | Yy R
no. 4,pp.497¢523.

Sinatra, G M, Heddy, BC & Lombard®0R p = W¢ KS OKI ff SyaSa 2F RSFAYAY:
Sy 31 3SYSy i EdusatioaalPsy8h6IGuistol>50, no. 1pp. 1¢13,
https://doi.org/10.1080/0046120.2014.1002924

Song, H, Kim, J & Park20l9z WL 1y26 Y& LIN@stldureiroNlre etuSatiad &8N & St 3
' YSRAIF OAY 3 NER{ I8ter@ationad JdunalloffHunhdSdrip ey XS detbon
vol. 35, no. 6pp. 448¢455.

Strydom, S, Herman, N, Adendorff, H & De Klerked8)2021, Responding to the necessity for
change: Higher education voices from the south during the CD3&sis Stellenbosch
University, viewedttp://www.sun.ac.za/english/learning
teaching/ctl/Documents/6Nov.Respondin@@o%20the¥®20necessity%0for¥20change. pdf

Volery, T&Lord,ROn n = W/ NRGAOI £ &dzOOS alaterratioaiilgunal of Ay 2y f Ay S
Educational Managemenvol. 14, no. 5pp. 216¢223.

Volschenk, H, Rootmdre Grange, | & Adendorff,2020, Successful online learning and teaching is
not about technologgit is about humanising: Responding to the necessity for changeed
1 June2025, https://www.sun.ac.za/english/learning
teaching/ctl/Documents/6Nov.Respondin@@o%20the¥®20necessity%0for¥20change. pdf

Wanzer, M B, Frymier, AB&Irwian = W!'y SELX FylFdA2y 2F (GKS NBf I
KdzY2NJ ' yR &aiGdzRSyG € SINYyAYy3IAY [CogmmirmchHiont A 2y £ KdzY
Educationvol. 59, no. 1pp. 1¢18.

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 49


http://www.defsa.org.za/
https://doi.org/10.1080/00461520.2014.1002924
http://www.sun.ac.za/english/learning-teaching/ctl/Documents/6Nov.Responding%20to%20the%20necessity%20for%20change.pdf
http://www.sun.ac.za/english/learning-teaching/ctl/Documents/6Nov.Responding%20to%20the%20necessity%20for%20change.pdf
https://www.sun.ac.za/english/learning-teaching/ctl/Documents/6Nov.Responding%20to%20the%20necessity%20for%20change.pdf
https://www.sun.ac.za/english/learning-teaching/ctl/Documents/6Nov.Responding%20to%20the%20necessity%20for%20change.pdf

Yde 't 5,08

Design Education Forum of Southern Africa

DESIGN+Disruptions, Realities, Futures
18" DEFSAConference 18119 September 2025

Reimagining design education for a new generation of
designers

BiancalLeCornu,Universityof Johannesburgnd Universityof Pretoria
Prof.GeoffreyLautenbachUniversityof Johannesburg

Abstract

It is inevitable that with the rapid advancement of digital technologies, design education is being
influenced greatly, particularly through the expansion of online learning and the integration of
artificial intelligencgAl). Within a relatively short timefran{@hich included the COVADB pandemic)

there has been an accelerated transition to digital learning environments, exposing both opportunities
and challenges in online graphic design education. While we are constantly shown that online tools
offer patential for enhancing collaboration, participation, and feedback, it is important to remember
that their effectiveness is dependent on accessibility, digital literacy, and educator preparethisss.
NBEaSINOKX INRdzyRSR AYy ljdzr €t AdFGABS yIFNNIGABS Aylid
with online learning tools during emergency remote teach{&RT). It examines key factors that
influenced student success, including the pedagogical affordances of technology, psychosocial
challenges, commuoation barriers, and disparities in digital access. While existing literature often
highlights the potential benefits of technology in design education, the findings from this study
emphasise that student experiences are deeply shaped by cot@dpecially in regions facing
economic and infrastructural limitationsThis research contributes to the discourse on digital
disruptions in design education by examining how online learning tools influence contemporary
pedagogy. It highlights the need for intenti@l, contextsensitive integration of digital technologies.
Furthermore, it is imperative that while we explore strategies to effectively integrate these
technologies, we should strive to preserve core design principles. A key question doding, g Ol Yy
educational institutions reimagine design education to balance technological advancements with
F2dzy RIFGA2y Il f R $iial BhgdingsSpradidel idsigHsyimtc the evolving relationship
between digital learning tools and design education, as we emphdhbiseneed for strategic
implementation that will enhance learning without diminishing the essential human elements of
creativity. By addressing some of these challenges, this study aims to inform future curriculum
development and instructional design thalign with industry advancements while nurturing
creativity and critical thinking in the next generation of designers.

Keywords: Design process, graphic design education, technology integration, technological
affordance, creative education, digital pedagogy

Introduction

The global COVIDO pandemic(2020;2022) set the stage for what would be considered a major shift
in higher education, forcing academic institutions to adopt emergency remote teadBR®@) with
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little time for pedagogical redesign. While many fields of learning were thrown off course, graphic
design education was one of the most affected due to it being traditionally grounded in diadeul
learning, requiring opportunities for fade-face coldboration, and iterative critique. While
educational technologies provided opportunities for continuity, they also exposed deep challenges
related to student engagement, technological access, and the quality of the learning experience.

This paper emerges from research conducted in the aftermath of the pandemic, which investigates
the lived experiences of graphic design students navigating online legtréngorni2023). The aim

of this research is to examine how online tools were perceived and used for feedback, collaboration,
and participation; three imperative constituents of creative education. Using qualitative narrative
inquiry, this study highlights how techmglical affordances intersect with psychosocial and
infrastructural realies, particularly within the South African context.

As institutions continue to reimagine education in a ppahdemic world, there is an urgent need to

rethink how technology is integrated into online learning, never mind the role it plays within design
pedagogy. We cannot think oflearning as a tempora substitute for inperson learning, but as a
0K2dzZ3K{GFdzAf = adzadlAylroftS FyR WNBIFfQ LI OS 6KSNB
important when looking at Nomepresentational theory(Thrift 2008) which states thaét § KS {1 Ay R 2 -
graphicdesigner an individual student becomes is not just the consequence of the teachers, ideas and
GKS (G22fa KS 2N aKS fSIFENya G2 YFyALdzZFGST AdG A
(Nottingham2017, p. 47).

This paper contributes to the ongoing discourse on design and digital disruption by exploring how
online tools both support and constrain the development of design education in relation to creative
thinking and collaboratior{Li et al. 2025). It also raises critical questions about what it means to
preserve core design values in a digitally mediated environment, and how we might develop learning
experiences that are accessible, immersive, equitable, and most importantly, human centred.

Background and literature

Traditionalgraphicdesigneducation

While graphic design education is fairly new, it is historically grounded irtdafeee, studiebased
learning, where the mastesipprentice model developed within a guil(Bouleles2013). This
mentorship model placed emphasis on hasuis experience and immersive learning through
communities of practice. While design education and its humble beginnings can be traced back to
medieval guilds, it was formalised further through institutidile Yale in thel950s (Kelly 2001).
Graphic design was now seen asddficial profession, and aspects such as collaborative learning,
FSSRolIO1=2 YR GKS dza8 2F WONRUGQ 6SNBE SYOSRRSR A
guild-based mentommentee relationship was in developing creatives.

As noted by Crowthg2013) and Owerand Smith(2019), this model remained largely unchanged for
decades, highlighting its effectivengbsit also its vulnerability when disrupted by ERT). Furthermore,
Souleleg2013) highlights that despite the evolution of design tools, the educational approach lagged,
especially in adapting to digital pedagogy.

Graphicdesigneducationin a SouthAfricancontext

{2dzi K ! FNAOI Q&4 RSaA3dy SRdzOF A2y &akKlFINBa Ylye aaiy
with unique socieeconomic disparities as well as infrastructural limitations. While formal design
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gualifications are relatively new compared to fields such as law or medicine, recent decades have seen
a rapid growth in programme offerings across public and private institu{idass Perspective Design
2022).

However, it should be noted that historically, formal degrees and-gostiuate pursuits have been
grounded in facdo-face teaching settings, whereas shtwairning courses could be offered through
distance opportunitie§New Perspective Desi@22).

Impactof COVIBL9 on designlearningenvironments

The COVI29pandemic set the stage for a difficult move online, exposing the limitations of traditional
pedagogies and revealing deep inequalities in digital access. Globally, educators were faced with
unfamiliar platforms and limited preparation time. US designet aducator, Davi§2020 described

this shift as a forced disruption, noting the inadequacy of temporary solutions to meet the needs of
creative disciplinegDavis2020).

In South Africa, DEF@821 conference papers written by Meygi2021) and Nanand Roos(2021)
highlighted the severe challenges facing design students, with a specific focus on the lack of access to
devices, high data costs, and unreliable connectivity. Stbdsed learning, reliant on practical
engagement and peer critique, was particularhpacted. Without an end in sight, many institutions
attempted to mitigate these issues through curriculum restructuring and asynchronous delivery, but
issues of eqity and skill development persisted. Additionally, psychosocial aspects and living
conditions further compromised online learning experienfdstala & Menon2020).

Ly NBGNRALISOUZ {202L)RrgudLikat deskgmdducatidnynust ribtfodlyAré&over from
this disruption but be reimagined, starting with digital pedagogy and educator readiness, with a clear
goal of inclusive access at the centre of future strate(fidgie2021).

Onlinelearningmodelsand pedagogicashifts
In order to reimagine design education, we need to understand the spaces for development.

Online learning encompasses multiple spaces such as synchronous, asynchronous, blended, and
hybrid. Each of these modalities comes with their distinct pedagogical implications. While
synchronous learning mirrors the concept of live classroom experiertcisshighly dependent on

stable connectivity which can be affected by data constraints and-$badding(Kosie2022) as well

as engagement of the learners and educators within that online space, at that given time.
Asynchronous learning offers flexibilibyit may lack immediacy and social presence, where blended
and hybrid models aim to combine the best of both, with blended learning standardising dual modes
(Edward=2016) and hybrid learning allowing for more equal participation and edRitiychard2024).

While these concepts are indicative of the modes of learning, there are pedagogical approaches that
can enhance these modes. FleischmdB020 found that a flippeeclassroom approach within a
design studio enhanced learner autonomy and maintained creative output. However, the success of
these models hinges on deliberate planning, as accentuated by 2d29. If Emergency Remote
Teaching(ERT) taught us anything, it was that this type of learning was reinforcing passive
consumption rather than fosteringritical design thinking which is imperative as part of the design
thinking process in creative education.

As a way to alleviate this type of passive learning;1gglilated learnindSRL), as discussed by Nicol
and Milligan(2006), can be utilised effectively. Thoughtfully developing learning opportunities within
a blended environment using SRL becomes vital in online environments where feedback loops are
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slower, and peer interaction reduced. SRL empowers students to monitor their progress and engage
meaningfully with feedback, particularly when supported by responsiteoks and reflective
practices(Nicol & Milligan2006).

Technologicahffordancesn designeducation

As mentioned previously, professional and thoughtful implementationtoiods can be beneficial due

to the implied benefits that technology provides users within a given context. This is known as a
technological affordance. Croskyal. (2019) propose three layers of affordance, namely: functional,
perceptual, and adaptive. Design students must master these to engage creatively and critically with
digital tools(Crosbyet al. 2019). It is interesting to note that while many design students are proficient

in specific software such as Adobe Creative Suite, they often lack the deeper perceptual awareness
YySSRSR (2 YI 1S adGNIGS3IA0 (22t OKemadyDawhighdméra A RS
hard to acquire during ERT.

As could be expected, the rapid shift to online learning during CQ¥tdagnified gaps in digital
literacy, and South African students, in particular, faced challenges in acquiring the hardware and
software necessary for higlevel design work.

That being said, it would be shesighted to not realise the new possibilities for collaboration,
feedback, and participation that technology offers if implemented equitably and strategically.

DesignpedagogyFeedbackcollaboration,and participation

Design education thrives on dynamic interaction. Feedback, provided orally, and/or written is
instrumental in helping to develop designers through informal and formal crit sessions. During these
opportunities, pee-based feedback is also central in developing reflective practitioners. While some
studies such as the one by McCormamid Taylor (2005), suggest oral feedbactsuch as those
provided in voice notes) offers an improved feedback experience due to the intimate nature of the
mode, other researchergdoshiet al. 2021) argue that written feedback provides clarity and minimises
ambiguity. While both provide relevant reasons, it is imperative to note that immediacy and
contextual sensitivity are key.

While feedback allows for personal development within group settings, these same opportunities can
allow for the development of collaboration. Collaboration, as highlighted by Ojo & N{20d&), is

not just a skill but a mindset, and an important one at thdteing highlighted as alstcentury skill
(OECI2019). Not only are students able to tackle complex design problems together, but they are
also able to prepare for reaborld interdisciplinary practicéOjo & Ntshoe2017). Sadly, during the
pandemic, many students became "solo desigadising vital opportunities for shared critique and
peer learning.

Additionally, participation and engagement were similarly disrupted. As Schgt@2®R) notes, active
participation fosters critical thinking and innovation but requires interpersonal trust and open
communication. These were aspects strained by online platfaymst only in design education but
having a direct impact on the development of skills within design academia.
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Methodology

Approach

This study adopted an inductive qualitative approach within a constructivistpretivist paradigm.

It sought to understand how graphic design students in South Africa experienced online learning
during the first two years of the COVID pandemic, with particular focus on the use of digital tools

for feedback, participation, and collaboration. In line with constructiverpretivist practices, the
research prioritised individual and contextual realities, or as Car@hManion (2006) state,& (i K S
subjech @S 62 NX R 2T HtdgYpoftanSté nd® tat Engwhefige is socially constructed
and shaped by experience. No prior theory was imposed; instead, patterns and themes were drawn
RANBOGE @ FTNRY LICHHed&Mahih2g0B)a Q y I NNIF G A BSa

Datacollection

¢CKS yINN}YGADBS AYyljdzZANE YSGK2R2ft23& ¢l a dzaSR G2 O
collected through two serrtructured focus groups and three oma-one interviews. This allowed

for inRSLIIK RA&OdzaaAzya 27F &0 dR Pyrticipadts aekelpurpoSiveld Sa |y
selected from public and private higher education institutions to ensure diverse representation in

terms of age, gender, background, qualification level, and learning context. In total, six students
participated in focus mpups, and three in onen-one interviewsconducted as part of a formal
maidSNRAE YAYA RAAASNIUIGAZ2Y D ¢l ofSa M YR H LINBGJA
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Table 1: Details of the respondents in the sestructured focus groupglLe Corni2023)

- Year(s) of Public/ Highest
ge : - X . .
Pseudonym R Study During Private Quali- Gender | Nationality
ange 5 ol s
Covid institute | fication
2020 — first year
2021 - d
Respondent 1 22-25 _— secon Private Highschool Female Swazi
2022 — third year
2020 —first year
2021 - d
Respondent 2 18-21 oSt secon Private Highschool Female Zimbabwean
2022 —third year
2020 — second
Respondent 3 1801 |YeoF Private BA Degree Female South African
2021 — third year
2020 — second
year
Respondent 4 22-25 | 2021 —-second and | Private Highschool Female South African
third year
2022 — third year
BA degree .
2021 and 2022 — . currently Zlmba.b.wean
: Public and . now living and
Respondent 5 30-34 online honours . studying Male -
Private 5 working in
course towards his ot AES
BA honours
2020 - second Zimbabwean
Respondent 6 22-25 YEak Private BA Degree Male oW I.lvm.g and
working in
2021 —third year South Africa
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Table 2: Details of the respondents in the sestructured interviews(Le Corni2023)

2019 and 2020 -

Respondent 7 26-30 Public BA Honours | Male Zimbabwean
honours
2020 — third year BA degree
currently
Respondent 8 26-30 | 2021and 2022 | Private studying Male South African
online honours towards his
course BA honours

2020 and 2021 -
Respondent 9 35+ = Public BA Honours | Female South African
Honours

Recruitment was facilitated via social media and academic networking channels. Interviews and focus
groups were conducted via Microsoft Teams, recorded with consent, and transcribed for analysis.

Analysis

5FdF ¢SNB Iyl feéaSR (2E6hthyematic aNdlysiz/method,Ruppoitdd Ry ASaQ.t

This method is iterative and requires you to work through the following processes: familiarisation of
data, initial coding, theme development, evaluation, and a final synthesis. This inductive approach

af t 2SR NBOdZNNAY3I LI GGSNya G2 SYSNHS yIF GdzNIffex
voice and contextual interpretation. Themes were mapped directly to the core areas of graphic design
educatbn as highlighted previously, namely: feedback, collaboration, and participapanticularly

as they were experienced within the digital learning space.

Findings

Overview

Having walked through the background and methodology, this section explores how graphic design
students in a South African higher education context experienced online learning during the-COVID
19 pandemic. The research focused specifically on their perceptions of feedback, collaboration, and
participation, as well as the tools and technologies used to support these processes. Through narrative
inquiry and thematic analysis, six overarching categgremerged: Graphic Design Pedagogy,
Affordances of Technolfy, Psychosocial Issues, Support, Communication, and Equality in Educational
Opportunity as can be noted in Figure 1.
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Figure 1. Categories broken down via data analyis Corni2023)

These are unpacked below with direct insights from participant narratives, thematic mind maps, and
gualitative coding outputs

Graphicdesignpedagogyin online spaces

1 Studentsreported that the collaborativeand iterative nature of designeducationwas severely
disruptedonline.

1 Collaborationbecamea thing of the past. Onestudentreflected, & 2 K $oyi'reisolated,you're
literally in yourown headspaceTheonlyoptionyoumight haveisto goonlineto lookat the online
mood boardsor thingslike that, but then that's a different experiencealtogether.You'rein your
ownheac Hustratingthe lossof peer-basedenergyandcritique loops.

1 Participationwasinconsistentparticularlyin cameraoff classesSomecommentsshoweda sense
of disengagemenin this new fully online environment,& Wwastaking advantageof the sensethat
lecturerscan't seeme onlinew Xb@it then it would hold me backwhen| needto understandw Xl 8
had to makea plan and just do whateverl think is making sense hencemy gradeswere not so
good, | ¢ | & ¥ B4l student, but it was just becauseof that [no longer participating in a
synchronousmannerf &nd, & (i K&y | was assimilatingthe learning was | was not really
practicing, | was just watching what the lecturer was doingg ®@ne comment in particular
summarisedhis perfectly,& ¢ K SaNiBtiicidifferencebetweenbeingpresentandbeingpresent.
It's the nuancein that wordé @

1 Feedbaclsufferedboth in timing and quality. Onerespondentshared,d 6 S Fy@uN&e getting
feedbackalmost on a continuousbasisbecauseyou were all in the samespaceand you were
learningfrom eachotheré anhdexpandedg LdétRy feedbackon my LMSandit will bein written
form, andwhenl readit, sometimed wouldn't comprehendt the way | wassupposedo, and at
the end of the day, my designsor my work is still not gooc€ Many of the studentslamentedon
missingthe immediateandvisualfeedbackwhichthey felt were integralto studiopractice.

1 Engagementleclinedwithout physicaklassroonstructures.Thelossof socialpresencémpacted
focusand output acrossmultiple respondentswith one stating, dit's a bit difficult becausewne as
graphicdesignersare visualpeople,we learn by engagingwith things, we learn by touching,we
learn by making, destroying,we learn with experimentation,and that's very difficult if you are
workingon a screenor if you're getting all yourinformation on the screenyather than you being

physicallyin a placeand havingto walk, havingto mix, havingto work with vector2 6 2 SOl a ¢

Affordancesand limitationsof onlinetools

1 Students'experiencewith technologyvaried significantly,influencedby accessfamiliarity, and
taskcomplexity.
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1 Graphicdesigntools were critical yet demanding Onerespondentnoted, dwhenyou'reat a level
whereyou don't know how to uselllustrator, Photoshopall theseprogramsonlinebecomevery,
verychallenging &

1 Platformslike Microsoft Teams,GoogleDocs,Milanote and LMSswere usedextensivelyduring
this time period and studentsfound more positive connectionsto thesetools than those used
specificallyby designersiThosekinds of tools [l think] would allow for onlineto be a bit more
participatoryand encouragemorepeopleto participatein the onlinespac& ®

Furthermore, a word clou@Figure 2) analysis fromtlastiNE @S| f SR (K322 @WWSE a Tl O
GFSSROFO1E FY2y3d 20KSNE &4 R2YAYIYyd GSNYAS NBAYT
the embodied nature of design learning.

attended

medium wanna hour

e addition  modules looks I resentations Searest
available pri nta
rithiee appreciate understood _ 't $hdal
though mean together end especially
blender sittin . problem
P ded €njoy 9 positive self made care 4 tool
diiie neede times photoshop : ! definitely ;
it i working P¢ links collaborate t d show
it look giVe jnspiration ask need paxm questions OWards gstrated additional
assumption  f; biased qyick i getting a programs advantages
eature q learn Miss design well kind 0 took seeing
quickly |5okina T . ca ation  perspective fall
called campus time p, feedback sy thinking used
i K latform § realm )
blessing Plac® check age maybe fit certain graphic re = « think take P click .
dot Immediately side R o— O n I n e . idea google right behance run:'ling‘
meant e . Py st peoDIe physically money
" add  difficult tools L el :
attractive 'MOBE ¢lear . f ) communication specificall echo
individually TR pinterest - students ace ClaSS ideas |:(.k il
: make blended - oad
interesting Mixture web sDa_ce adobe classes . . away beneficial gomeone
" breakout Meet youtube remember sure using lack(iveE designers quite @
cakot ) "
bunk best illustrator teams attendance g9ave e programmes
code Sense lesson  digital watch effects creative information shower
opt )= option asynchronous N€eds

movi Facit
least COUrSes environment oVINg session
man paced line  perhaps

reasons
understanding planned point

team

Figure 2: Word cloud based on the information captured under affordances of technology
analysis(Le Corni2023)

Psychosociathallenges

1 Theemotionaltoll of isolationand prolongedscreentime wasone of the strongestfindingswith
manystudentsreferringto the conceptof W S y SabkRv@y describethis: & & Baivetunderstand
each other, when the energyis not the same& ®urthermore,it was also noted that ¢ K| @A y 3
somebodywho'sthere,who hasthe energyto pushyou,doeshelpto motivateé 2 @adthat this
& (i dtdgchangef energyand positivitywithin a group[happenswhenyouare workingfaceto
Tl OS¢

1 Lackof confidencewasat anall-time high,especiallywhen studentsfelt academicallpnprepared
or unsupported.Onestudentnoted fear that they were & | F MisadytRe wrongthing or to give
thewrongansweg W&hile anotherstated,& { 2 Y S ligkt¥oSidlyanxiousonanonlineplatform
w X &asafraid of askingquestiong @

1 Empathyandtrust declinedbetweenstudentsand lecturers.Delayedor unclearcommunication
from lecturerscreateddoubtwith one studentsaying it wasveryimportant,andyouhadto trust
that feedbackwould comeby whenthey saidit would O 2 Y &éanothernoting,& ¢ Khagppens
when you have load-shedding,or you don't have network during those times and then your
lecturersjustdon't want to speak to youagain. Theydon't trust youto start anothermeetingwith
youagaire @
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In addition, the word cloud for this datiCA 3dzNBE o0 OF LJi dZNB R & 8 8lRHEza & dzOK

7

GSYSHEF®R aLIS2LX S¢ aK2gAiy3a GKIG GKS& NS NBf SOOIyl

misinterpret stress

collaboration s sense seen
centre
i ¢ between  seeing
responsible ~ department opposed definitely prefer
become Pplaces
developers crossed Place . easy first
attended find saying attendance however
note eaction lecturers €veryone confidence giving away develop era ;
participation take . us check regar
o classes
excuses able evedneeds much naad we know offline Ml

data

lecturer speak anxiety happens

. space - right
look afraid hink !
; . kind important anxious

looking deal l 1 : mi I ;
grad person O n | ne covid joke deggned students yourself 9ives
experience someone energy difficult watching learn
mail answer different full used feeding
s Thiks: done different P people time feel better speaking make
presenting easier now trust o trol wrong thinking COUTSE graphic
T . control
long feeling fact working do class about give S expressions
send v £ top barriers StUdent s goes : little
shy exactly allowed till sometimes 7" facing
. want never problems
guess gestures present iscthings D
nuances asking  help feed undergrad missi/ng expression
il e —_ Baliave example fear general

. element express
sitting  reason Mmaking

Figure 3: Word cloud based on the psychosocial facites Corni2023)

Communicatiorand support

1 Communicatiorwas disrupted by the shift to asynchronousools, laggingfeedbackloops, and
platform limitations with one respondenttalking on behalf of a friend, & 2 Y6f3he things that
actuallyplayeda role in one of the studentsdroppingout was becauseof the miscommunication
betweenherandthe lecturer.Shewould sendemailsandthen not get anyfeedbackandthenthe
lecturerswouldactuallysendemailsaswell andnot getanyfeedbacko Xtéeywouldsaythat she's
not communicatingand when | talk to her, she'll also say that they are not communicating ®
Students,usingsimilarscenariosdescribeda breakdownin immediacyand transparencynoting
that this would neverhavehappenedin faceto-facesettings.

1 Supportstructuresvaried widely dependingon institutional capacity,home environment,and
personalresiliencewith one studentnoting that it felt asif &  KeNeBayswhereit kind of felt
like the tutorials were teachingus more than our lecturersbecausesverythingwasjust referring
to reference2 Yyt Ay Sé @

1 Infrastructuresupportchallengesvere alsocommonwith one studentexplainingthe issuewith
SouthAfricanrealities,dYouhaveto rely on whatevermode of communicatiorthat's comingin.
Communicatiorsignallossespbecauseawith load sheddingyou can't useor chargeyourcomputer
oryourphong ®

17 Emotionalsupportwashardto accessvith somestudentsfocusingon aneedfor & Imentalhealth
professionato speakto wheneveithey needii 2aswell asd Iresourcethat anyonecanaccessat
any time or when they needto, to help them with copingwith how to deal with the stressful
situationthat youcan'tcontrolhowto dealg A (i K ¢ @

Moreover, the word cloud forthisda€ A 3dzNBE no AK2gOF 4Sa GKS &EAMIAYATFAC
GLSZBFSSRAIOOVELIIER G GAYSeé d ¢KSaS g2NRA NS AYyRAO
presence remained central to the learning experieqaadly, the data showed that much of this was

missing or lacked effective planning to engage with students effectively/ timeously.
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Figure 4: Word cloud of words associated with the support and communication analysis
(Le Corni2023)

Inequalityin access

Existing inequalities, including living conditions and home environments, were amplified by the rapid
shift to online learning.

Device and data access varied dramatically. Some respondents relied on smartphones for design
classes, which compromised participation and feedback. One student stated that lecturersaismuld
GaF1S F2NJ AN YGISR (KS LKeaAOFf d22ta (GKFG @2dz
everyone at home has a printer, for instance, but there's a printer at campus, light boxes, and things
likethat EKAT S |y 2 ( KrdtNevelybotyfisiable t& BRIF an éCore seven with a 16 gigabyte
RAM, preessing power ®

Implications and recommendations

Implications

This study highlights the complexities of teaching and learning graphic design in an online context,
especially within a developing country like South Africa. The findings reveal that while digital tools
offer impressive opportunities, the emergency implentation of technology during the COVID
pandemic often resulted in fragmented learning experiences. Feedback, collaboration, and
participation, were significantly disrupted, leading to a loss of studio culture and a diminished sense
of community amongtsidents.

Importantly, the research also brought to light, deeper psychosocial effects. Students experienced
reduced confidence and a lack of emotional connection. This was problematic as all of these aspects
are crucial to effective creative development. Withoutnhan presence and the dynamic energy of a
studio environment, many struggled to stay motivated or inspired. This points to the urgent need for
more humancentred, empathetic design strategies when integrating technology in the design
education space.

Furthermore, South African students faced heightened challenges due to inequality, with stark
differences in access to devices, electricity, quiet workspaces, and data. While curriculum changes and
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pedagogical developmentill not directly tackle this, these structural barriers must be addressed if
digital transformation is to be fully inclusive and equitable.

Recommendations

Drawing from these findings, several recommendations emerge for institutions and curriculum
developers working within creative fields:

While ER™id notgive us the greatest foundation for implementation, we should strive to plan for
intentional digital integration, not emergency adaptation. Design education requires a tailored
approach to online learning with an understanding that generic LMS platfontiscammunication
tools fall short of the experiential needs of design students.

Time is more important than most other commodities and, in this instance, we need to invest in
upskilling educators in both pedagogy and technology. Lecturer uncertainty and lack of digital fluency
negatively impacted student trust and engagement during@.BERen now, five years from the start of

the pandemic, there is still a need for training that should include strategies for online feedback, studio
simulation, and digital mentoring.

Psychosocial support should be actively embedded into online curricula. Emotional energy, trust, and
0St2y3IAy3a INB y20 GaSEGNI&a¢ FyR aK2dZ R 6S F OOSLIIS
Despite there being a legitimate space for fully online learning in creative education, adopting flexible,
hybrid learning models are key. This prioritises the value of physical studio interaction while leveraging

the benefits of digital tools as studen&ppreciated asynchronous access and autonomy, but not at
the expense of redime critique or collaboration.

Future multiinstitutional local studies could help document challenges and innovations more
comprehensively, ensuring culturally relevant solutions.

Wicked problems exist, and we will have to find ways to address digital inequality structurally.
Equitable access to tools, platforms, and reliable internet should be a prerequisite for any digital
transformation strategy. Institutions can consider supporechanisms such as device loans and
alternate content for differing contexts.

Conclusion

While this research amplifies the voices of South African graphic design students navigating an
unexpected shift into online learning, it showcases the importance of continuing the development of
digital offerings within a structured, nuanced environmemh the world of design, such an
environment is one that balances creative freedom with intentional scaffolding; where learning spaces
are designed to support iterative experimentation, critical reflection, and collaboration within clearly
defined framework. It involves providing stability through wellirated digital infrastructures,
mentorship channels, and feedback loops, while still allowing for the organic and exploratory nature
of creative practice to unfold. A structured, nuanced design learningamwient, therefore, does not
constrain creativity but gives it a supportive architecture within which it can fully develop.

Furthermore, it reinforces that while technology is a powerful enabler, it cannot substitute for
connection, community, and human interaction, especially in a field as socially embedded and
engaging as design.
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The challenge is not whether to use digital tools, but how to use them with consideration. Future

facing design education must balance innovation with empathy, infrastructure with imagination, and
take a step back to apply contextual relevance within tiesign phase. With thoughtful integration

and a commitment to inclusion, South African design education can emerge from this disruption not
only more resilient, but more relevant to the complex needs of a new generation of designers.

Building on this foundation, the next phase of this research will take the form of a longitudinal study
following these former students into their professional lives. This continuation will explore how their

online learning experiences have shaped theieative identities, professional practices, and
FRFLIWGFOATAGE a SYSNHAY3I RSaA3IYySNB FyR ONBIFGAD
landscape.
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development of an interdisciplinatMaster of [2sign
History inSouth Africa

RichardJohnHainesNelsonMandelaUniversity

Abstract

This paper examines the relative paucity of curriculum offerings in design history and design education
programmes at undergraduate and postgraduate levels in South Africa. The neglect of design history
suggests a wholesale undappreciation of the role bhistory and design development in industrial

and economic production within the country in recent decades, as well as a disconnect between the
relevant policy makers and the tertiary institutions in the country. The inexplicable lack chtieali

of ard response by business, state and society to the closure of the National Design Institute of South
Africa in the earl)2020s is an example of this disjunctidhshows that this relative neglect is at odds

with the nature, scope and thrust of national design promotion policies in advanced and higher
performing economies globally and the accompanying integration of education programmes and
institutions in the enlanced integration of design with industrial and economic strategies in such
settings/contexts.This study is a literaturased review and draws widely on publicly available
reports, contemporary popular reports and formal academic articles. The study draws
methodologically from development and economic history, design history, curriculum reseadch an
development perspectives, and practitioner theofyhis paper explores the growing emphasis on
history, place and culture in industrial and economic policy formulation internationally. It argues
Higher Education Institutions should provide an explicit anbstantive role for design education, the
design disciplines, design thinking and the history of the applied arts in industrial and economic
development policy in South Africa. The paper is also informed by the recommendation in a recent
DSAC report oa National Design Council for South Afi(8&C025 forthcoming) of the need for

an historically grounded approach to national design promotion and associated institution building.
Taking heed of new international developments in cultural policy; cultana creative leadership;

and the increased emphasis on irdestitutional partnerships, the rationale and model for a
prestigious interdisciplinary coursework Mast@f Design History is outlined. The curriculum would
reflect international trends in terms of the composition of such degrees; inculcating a historical and
contemporary understanding of the mufiiceted nature of design and the design disciplines, and
their role in national industrial, economic and social politiye paper is a contributioto the field of

design education. It responds to a need to develop and offer design history courses and curricula in
South African universities and to reinforce linkages with national design policy work and comparative
international developments.

Keywords:Designhistory, design educationMaster of Historyof Design national design promotion
broker assembly model.
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Introduction

Some years agd)eirdre Pretorius (2016) commented on the paucity of historical writings and
analyses design in southern and South Africa. She pomittthat while there is a range of southern
African higher education institutions offering qualifications in various design disciplines, there is a
notable gap in the formal recognition and historical studySofithern African design, as well as a
scarcity of academics identifying as design historians.

The situation has not improved in the interim, with design history remaining an wemdghasied
subject and focusvithin South African design education both at undergraduate and postgraduate
levels (SACCR025a). Advanced and higherforming economies generally understand that design
education, a historical sensibility, and the inculcation of cultural and creative leadership, contributes
to innovation and industrial competitiveness improvem¢BACQ025b).

This researclpaperargues for the establishment of a prestigious intisciplinary Masteof Design
History that combines international excellence with South African solutions. The mooted programme
would forge university and inteagency partnerships between institutions and an innovative delivery
system. The resulting programme and its work waen@dble a integratednational design policy and
industrial and economic strategy more generally

This study is a literaturbased review drawing from publicly available material, contemporary popular
reports and formal academic texts. Methodologically, the study is informed by development and
economic history, design history, curriculum research, @eeklopment theory.

An incorporative and international notion of design is invoked in the foregoing discussion. This is in
line with theposition of the International Council of Desig@OD) which identifies a wide variety of
200dzLIr GA2ya | aQORM&R Saiefdas incutieiViddal CorhryuBication; Industrial Design;
Fashion Design; Interior Design; Service Design; Ul / UX Design. ICOD also includes architects, urban
planners, and landscape architects. The common factor is that the act of designimgréd tethe

practice of the disciplinglCOD2024). In addition, the field of design thinking has also gained
acceptance as a design discipline, with its methodology derived from the practices of designers,
although it does borrow from a variety of disciplines such as psychology, systems thinkingiand$us
strategy, and is applied in areas beyond traditional de6BfCQ025a).

For the purposes of this paper, policy is defined in the broad sense of public (diain2018),

which encompasses for our purposes key aspects such as industrial, economic, cultural, and national
design promotion. These categories are fluid and usually overlap. Indeed, given the increasing
emphasis on the creative economy in recent years, aedripact of the digitasiation of national and

global economic activity, cultural policy is increasingly drawn into the ambit of industrial (@ASO
2025b). Historically and increasingly nowadays, national design promotion is increasingly integrated
with industrial and economic policies to propel innovation, competitiveness, and economic growth
(BIS2010). And with a variety of developing industrial economies actively incorporating design into
key aspects of their economic development strategies, design can also be linked with development
policy. This field of policy encapsulates the range of poligzainomic and social measures deployed

to enhance livinganditions in developing countrig¥Voolcock, Szreter & R&®10).

Given the assumed role of the design sector in driving competitiveness, innovation and economic
growth, design education at tertiary levels should ensure that students are aware of the question and
dynamics of policy and policymaking and the articulatibthe design economy with such processes.
The question of policy is int@lisciplinary in nature as can be evidenced inter alia by the growth of the
field of Policy Studies in th#980s and1990s, and which amalgamated knowledge from diverse
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disciplines like political science, sociology, economics and law to address complex societal problems
and the dynamics of the policy process and policy mafhag & Mandal2020).

Culturalanddesignpolicyand nationaldesignpromotion

Historical foundations and policy shifts siri@94

Underpinned by thel996 White Paper on Arts and Cultu(®ACSTL996) the then national
Department of Arts, Culture, Science and Technol@&CST.996) formally begn the process of
democratsing and integrating arts and culture into national growth initiatives. Overlapping with the
1996 GEAR strategy which aimed at camitig fiscal responsibility with marketriented reforms

while decreasing state funding and more emphasis on partnerships with the private sector. South
Africa was also quick tfollow suit inthe promotion of the cultural and creative economy by the
United Kingdonand certain developed countrigACST98a) In 1997 a Cultural Industries Growth
Strategy wasnitiated, and an interdepartmental Cultural Industry Development Agen@IDA)
recommended.However, mnterventions in the emerging sectoemained aswere via an informal
relationship between the national Department of Trade and Industied) and DACST

The focus of the national Department of Trade and Indus{®dd) and DCAST was mostly music, film,
publishing and crafts but without much direct focus on degIQACST98b). The lack of recognition

of design in industrial policy and strategic development continued througl2@@€s. For example,

the 2006 MAPPSETA report identified design skill deficiencies in contract management, technology
and marketingyet failed to create necessary training or suppprogrammes (SACQ025a).During

this time the design economgenerallyreceived sporadic interventions with no apparent unified
investment or strategic executigfsACQ025a).

Evolving policy frameworks and missed opportunities

The2010s ushered in the Mzanzi Golden EcondM@E) programme which was intended to provide
more coordinated promotion of the creative economy by the Department of Arts and Culture and the
realisation of the economic growth and employment targets of the National Growth @2#hl) and

the National Development Plaj2012). In addition, the Revised White Paper on Arts, Culture, and
Heritage(RWP) emerged from a long consultation anedrafting process ir2018 to serve asmn
updated national cultural policframework. However, the RWP did not sufficiently delineate the
design economy and its contribution to the CCI sector or grasp the nettle with respect to industrial
competitiveness(SACQR025a). The joint production of the Creative and Cultural Industr{€ClI)
Masterplan was produced 2022 by the Departments of Sport, Arts and Cult(DSAC) and Trade,
Industry, and CompetitioflDTIC2022; SACQQ025a).

LG ol a 2yS 2F (KS Sy 2009 Reiindghadtindystial Strategyd WIS INY Y Sy (i
includedDesign andQreative Services as one of six specified sectors by the UNESCO Framework for
Cultural Statistics it does not come to terms with the complexities of the sector. In international terms

the CCI masterplan does not highlight design as an industrial priority as im dasigy countries such

as Finland, Denmark and South Kof8ACQ025a Choi & Hyur2025; Danish Design Cent&024).

In South Africa, the continued absence of dedicated national design institutions and policy
discontinuities would seem to have contributed to undevestment in the relevant sectors, the
overlooking of industrial opportunities, and a hesitatoyselocal talent(SACQ025a).
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Towards a coherent national design strategy

DAC began work on a National Design Strategy framework in theZ284ig, with the starting point

that design could enhance manufacturing and service sector competitiveness by driving national
objectives including job creation and inclusive growth promo{idAC2015). An interin2015 Design
Strategy Report identified barriers to the growth of the design sector. The key recommendation was
for the establishment of a national design council to push for design excellence, coordiption
relevant educational programmes, and strengthening desigmeustry relationshipgDAC2015;
SACQQ025a). It was also emphasd that design in South Africa should be integral to business strategy
and industrial competitiveness rather than a luxury or aesthetic add{iip®C2015).

The process was continued bytady commissionedn 2018 of select value chains in the secidre

study pointed out that successful countries which lidesign achieve policy coherence through
departmental collaboration, and embedding design as a core component of economic and industrial
planning rather than a separate cultural activityetsema2019, p. SACQ025a). This exercise was
followed by the efforts during2023-24 of a working group of academics, practitioners and
stakeholders to provide a fragvork for a national design promotion strategy. Although provisional
work was donethe group proposed the appointment of consultants to complete the strategy
document.

The foregoing discussiamvealsa significant divide between the South African policy institutions
concerned with national design promotion and industrial production realities. The failure to
systematically use design as a factor in pursuing industrial competitiveness stands in dontinest

East Asian economies which have attained manufacturing growth and innovation by deploying
integrated design and industrial policies. There has been a disinclinatiolevelop an historical
understanding of the desigsector and the CCl more generallyirttorm better design policies.

It is roted, too, that the design sector is somewhat tangentially aligned to the CClI sector. The fact that
the management of the CCls falls uneasily between the DTIC on the one hand, and DSAC on the other
is not productive The unheralded demise of the South African Design Institute betv2€2at-22 also
hindersefforts at associational consolidation of the sector.

There are some signs of an institutional recoupling of the design séctduding the design
educational field) with national design promotion which includes the mooted establishment of a
NationalDesignCouncil(SACQ025a).0f interestis the trend in certain advanced and high performing
economies to incorporate the CCIls more directly into the ambit of industrial policy and associated
incentives(Creative UR024).

The mooted National Design CourfBIRCQ025) is a promising step. The Council must play a catalytic
role in developing the design sectdris would includéacilitating the creation of innovative industry
education platforms and programmes of a wdrised nature and fostering crosector and
international partnerships. South African design needs a unified approach which combines domestic
design heritage wittglobal best practice to link educational and practical design initiatives with a
collaborative frategy that integrates design promotion within industrial and economic policy
frameworks through defined institutional frameworks.

History in policyTrends andlevelopment

Catherine Schenf2021) observes that since the onset of the Great Financial Cri&60¥7 there has
been renewed interest in using the past as a basis for policy responses in the presentUhitdte
Kingdom there are examples of formal use of history in the policymaking process. Firstly, the Foreign,
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Commonwealth and Development OffiECDQO) contracts a team of professional historians who

advise Ministers, publish poligglevant papers, and coordinate select historical research on FDCO
strategic themes. The second method of using historical advice is via established academic units which

are linked with state agencies. One such academic body widely used biniteel KingdonCabinet
hFFAOS YR 20KSNJ RSLI NI Y $H&B)anetwork of ibweS500¥dcddanic2 NB |
historians, established 2002, by academics from Cambridge University and the University of London
(H&P20Hp O ® | 3t WAA AYALANBR o6& (G(KS o06StAST GKIFIG KAaA
KStLAY3 (2 | @2AR NBAY@GSYGAy3IHERP5)S$KSSE yR NBLISI

Notwithstanding these developments there has been a decline of institutional memory ldrtited

Kingdomcivil service, due in part to faster turnovers of governments and ministerial (st@ffocess

GKAOK KlFa 02YS G2 0S 1y26y +Fa WOKdAZNYyQULI | yR YL N
(Sheldon2022). Kumar notes the lack of appreciation of history in India in public policy compared to

the United Kingdont Yy R 20 AaSNIWSa (KIFG WSTF2NI&a G2 Sy3alr3asS KA:
arenotasinByasS | a (K@uwnard0R3pdzf R 6SQ

In the United Statesin the academigovernment nexus, there are signs of an increased recourse to
history. For example, an increased interest in a new raigttiplinary approach in which history plays
a more central role, has been observed since the 2s(h Q b S0A7). €

Sheldon(2022) argues that good policymaking requires an array of evidence: including statistics, social
studies, modelling and economics. It is crucial that history be part of this list. State institutions must

have a sense of where they have come from, otherwisdh | NB WI RNAFGIQd 2 A (K2 dzi
policy capacity, government will tend to reinvent the wheel and may embark on the duplication of
previous projectgSheldon2022).

The incorporation of new perspectives and methodologies has extended the epistemological
boundaries of history as well as its potential appeal. For example, Cliometrics, a variant of historical
research based on quantitative data and econometric technigeesbles policymakers to more
systematically analyze historical information and evaluate past policy implementgfnebolt &
Haupert2021). Also, the refinement in analyses of historical institutions has helped in the ongoing
revival of conventional emomic history(Calafat & MonneR017). Of relevance, too, are efforts to
reset historical research through a-emgagement with the social sciences using methodologies and
insights from economics, sociology, political science and psych{Nbgiz 2024).

Huppatz and Leellaffei (2012) view he history of design a# is a catholic and interdisciplinary area

2F SYldZANERQ GAGK | LI NOAOdzE I NJ F20dza 2y WOKS & dzF
the discourses surrounding these, in order to understand the past, carést the present, and map
Ll2aaArofsS NI 2SO0G2NASAa FT2N) GKS TFdzidzZNBEQo Ld Ffaz
design,andasBradléggOmn 0 LR Ay (da 2dzis GKS WKA&A(G2NEBEdmH SOSNEI
LX FAY AAIKIQO®

Teasley(2014) argues that design history is an important means for thinking about public policy, with
its exponents seeking to understamdaterial and visual evidence. Design historians are critically
attuned to the politics and processes of making and manufacturing. Indeed, design history is closely
linked to the development of industrial productiq®AC025a). Teasley cites an evideAsased

study of hers regarding the decline of the Japanese traditional furniture industry which provides for a
more granular explation of government policy regarding what worked, and the lessons learned
(Teasley2025).
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Towards eaMaster ofDesignHistory

This paper has considered the partial disconnect between CCI policy and the active promotion of the
design economy in South Africa. It notes the divergence over time in the South African economy
between the industrial and manufacturing sectors, and theigiesector. This is in stark contrast to
international good practice examples such as the East Asian high performing economies whose
economic and industrial success has dovetailed by extensive arcbssifious embedding of design

into the production fabic of the economies in questidiPesign Councid010).

Creative economy specialist, Sir George Cox, stressed the importance of new interdisciplinary
programmes in the development of internationally competitive national CClI sectors:

Giving every student likely to work in, or with, business a wider understanding would be a great step
forward. However, | believe that there is an opportunity for some universities to go further, running
Y I a i progkad@mes that bring together the different elements of creativity, technology and

0 dza A yf ®eéreioke recommend that centres of excellence be created that specialise in such multi
disciplinary programmes encompassing both postgraduate teaching and re¢€ax2005).

These issues suggest the need for developing stronger linkages between the HEIs and the relevant
government departments linked to the design economy; building a history and policy capacity in the
public sector; and looking to remedy the current ungeovision of design history education in
universities and related institutions.

A broader but related issue concerns the need for HEIs in South Africa to focus more directly on
education that benefits the national economy. A recent OECD report highlights the relatively low
percentages of graduates in South Africa, and significanteimpaaicies in technical, vocational and

training programmegJacob20H p 0 ® ¢ KA & Aa LI NI 2F | RSSLISNI LINE
education sector, the failure to align its programmes with the knowledge and skills required by the

labour market. Thissicompounded by a high proportion of graduates failing to find jobs in the
economy. Among its policy suggestions, the OECD called for more teachers and university lecturers

with realworld experience as well as the need for an increased recourse to ithiiprttsbetter equip

and prepare students for the demands of the job maf@EC2025).

With these concerns in mind, a relevant, ceffiective and engaged interdisciplinary programme is
suggested for the design sector and economy, namely a Masfesign History or a variant thereof.
Such a programme it is argued will provide skills and job opportunities which will mutually reinforce
the design economy and relevant state and private sector institutions at both national and sub
national levels. Such programme would draw on international best practice and supplemented
accordingly to suit Sah African circumstances and requirements. Over time, it could be reinforced
by further programmes such as one in Cultural and Creative Leadership.

Selectinternationalbestpracticeexamplesn mastei® programmesn DesignHistory

In recent decades a variety of interdisciplinanaster@ programmes encompassing the subject of
design history have emerged. These are primarily centered inUthited Kingdomand Northern
America although a few variants have emerged in other advanced countries.

The leadingJnited Kingdonprogrammes includei) V&A/RCA MA History of Design which is offered

by the Royal College of Art in partnership with the V&A Muse(iilnMSt in the History of Design
2FTTSNBR 08 hEFT2NR ! YAOSNEAGE Q& ADS LIYNIOSNNER (BT 2/F2 y
in History of Design and Material Culture. Kingston Unive(gryater London) presents thenited

KingdonRad 2yfté& O2YO0AYSR a! Ay I NI FyR 5Sairay | Aaidz2!
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5dzotft Ay Kla | ySgfte SaitlofAaKSR a! Ay 5SaAaday | Aal
course that examines the history of design and material culture from the eighteenth century through

G2 GKS LINEADROZH). THeile & @ particular emphasis on historical and applied historical
YSGK2R2t 238 gA0GK GKS O2dz2NAES 2FFSNAyYy3a WRSSLI Sy3l
including object analysis, archival research, ethnographic method, oral history andqgphiloal

Sy |j dgNOWERQORS).

D2 f R & Whiieisig & London) prestigious College of the Arts and Applied Arts, while not formally
including an MA in Design History in their suite of desiganted programmes, do offer a Design

Pathway in their interdisciplinary MA Creative and Cultural Engne@urship. And Loughborough

' YAGSNEAGE a!ka{O 5Saidy Lyy20FiA2y 6KAOK &SS{a
positive change in and acrossonigdl A 2y aQ (2 | RRNB & a -cQtyrd ahhlenges Sy (0 |- €
(Lboro2025). FNII KSNY 2 NBE=X (GKS LINBPINI YYS 22714 G2 OF G§SNJ T
ONBIGAGS I'yR &a0GNIGS3IAO0 RSAIY YAYRDER®R5)O2YO0AYSR ¢

The programmes in th&nited Statesdealing with Design History have seemingly more focused

aspects given the expanded range of curatorial opportunities in museums, art galleries, and related
institutions in the country. NewScho@lew York), for example, offers an MA programme in History

of Design and Curatorial Studies. The Pratt School of Liberal Arts listsragaetled MA in Art and
58aA3dy | A402NE 6KAOK F20dzaSa 2y (KS waiwmRe 27F |
LISNELISOGAGSQ YR t221aK82NREVSE 2 LY ¥V RREIRE®Y S NMWOINK (
There is also an MA in Decorative Arts, Design History and Material Culture offered by the Bard
Graduate Centre, New YofRe Zeer2024).

Il F NDFNR | yAOSNEAGEeQa {OKz22f 2F 5Saidy Kz2ada |y A
55aA3y YR aSRAIZ LINBGARAY3I W LIXFGF2NY F2N Ayld
landscape architecture, and their aligned aestheficc OKy 2t 2 3A OF | (BARM2RDI G A £ |
This emphasis on the built environment allows subsequent sliggiin in doctoral research

pathways in the relevant fields. Outside thmited Statesin Canada, the University of Alberta has a
reputableMA of Art, Design and Visual Culture on its prospe¢tD®2025). Australia does not offer

a specific Masteof Design History, but the University of Technology in Sydney has established a
W5SaAdybl Aali2NE DNRdzZL) ' yR wSaSINOK b2RSQ gKAOK S
research degrees at master and doctoral levels.

The courseworkmaster@ programmes discussed above are essentially interdisciplinary, and
candidates are selected from a variety of backgrounds with formal training in design. Academic
requirements are generally high with some variance according to the international rating estie

of the HEI institution in question. The Brighton University programme has a form of RPL option for
OFyYRARIFGSa RSY2yadNI GAYy 3 YWnsksiylod Bri§htoi2D®. FS8raed A 2 v | f
programmes such as the Oxfddshiversity programme are offered only on a twear parttime basis.

Some universities offer theimastei®@ programmes on both a fulland parttime basis. The
development of a suite of interdisciplinary and interpretative skills central to understanding the
history of design, and the historical process, is a central aim of the programmes. There is also a
subgantive grounding in the techniques and materials used in creating objects.

Future career paths include a diversity of options within and outside of the formal design sector and
encompassing the public, private and third sectors. For instance, the Oxford University programmes

OF NBSNJ 2LJiA2ya WAYyOf dzRS inBudtdes, anNdedm ciNBaxsBip, M &E (1 K S
YEN] SGZ 4GSt OKA Y FCohtgdR25). INZeverallabitie takes, Suctyti Mlational College
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of Arts and Desig(Dublin), provision has been made for students to gain relevant work experience
(NCAD2OH pO ® LYy Y2ad OFrasSa (GKS 19LQa 2FFSNAy3a (KS L
with external partners including renowned museums, art galleries and other agencies in the applied

arts and design field@.g. NCARO025; Oxford2025).

Several of the leading overseamstel@ programmes in Design History offer a core module on the

history of desigrand material culture. Certain of thenastei@ programmes in question include the

GSNY WYl GSNARFE Odzf §dzNBQ FyR WRSaA3Iy KA&AU2NEBQ Ay
covering the history of design usually have an international rather than a national focus, although

there are differences ithe period covered- with the starting dates varying from the %4entury

through to the mid19" century. Although policy issues and processes are dealt with by most
programmes, such as the RCA/V&A programme module on History as Public PRECA@5), there

is scope for a formal systematic treatment of this aspect. This aspect could be dealt with through an
offering on the policy dimension in the relevant South African curriculum development of a Méster

Design History.

The relevantUnited Kingdonmaster@ programmes in Design History, and variants thereof, provide
the most useful reference point for the development of a South African version of such a programme.
Historically United Kingdomcoursework mastei@ programmes appear to have been the most
influential regarding disciplinary and interdisciplinary postgraduate programme construction in the
arts, humanities and social sciences in South Africa, particularly those focusing on Development
Studies(Haines2003).

Developinga bespokeDesignHistorymastei®@ programmein SouthAfrica

The foregoing analysis has noted the scarcity of design history courses in South African HEIls. This is
accompanied by a loss of institutional memory and underuse of policy history in the public
management of the CCI sector in the country. Of particularceon is the seemingly tangential
relationship and partial disconnect in policy productions and articulation between the design sector
and economy and the CCls. There is also a disjunction between the design sector and its incorporation
into the thinking anl practice of industrial policg in real contrast to international best practice as
exemplified in the East Asian economies.

The relative lack of recourse to policy history in functional industrial and economic policy in South
Africa is proving problematic and does not align sufficiently with international best practice. Pilot
projects which provide developmental reflexivity arecessary, including or especially in the design
sector. Our recommendation, borne out by new poliejevant research, is for the establishment of

a bespoke Mastenf Design History which acknowledges and contributes to a histodypolicy
vacuum in theSouth African design sector and in the industrial and national economy more generally.

There is scope and precedent for a cost effective, innovative and collaborative programme which
would draw on national practice and take cognizance of new trends in gséttor funding of
interventions in the creative economy. Such a suggested initiaise draws from acknowledged
good practice in postgraduate programme development in the arts and social and economic sciences
in recent decades at Nelson Mandela Univergjiyeviously the University of Port Elizabeth). In
addition, from a formal externguinding angle, the establishment of the PlatthefSdhool at UCT is

also of relevance here.

During the late1990s and earl\2000s a set of innovative postgraduate programme and associated
institutional development were implemented at the then UPE. These were motived in part by the
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y20A2y 2F WONB{SN FaaSvyofteQ 4KAOK gl & (Hanas2 OAl (S|

2003). In more recent years there has been a discursive shift with the broker management of networks
(Obstfeld2017).

Applied to higher education the approach entailed a small core team supplemented withanuta
inter-university colleagues and other sector partners. For larger and more ambitious programmes the
small core tean(the broker) also drew in highly rated external and skerim contractual lecturers

and expertqincluding a range of international academics). The programmes ranged from an Honours
in Journalism and Media Studies which was formedl988 as a postgraduate offering of the
Department of SociologyfdJPE and the Port Elizabeth Technikon. There were also a range of
interdisciplinary programmes established in the |1&890s including Masteof Development Studies

and Conflict Management. In addition to academics drawn from select departments of the university,
academics from select national and international universities were appointed to present certain
modules or parts thereofHaines2003). In addition, several business and political experts and
practitioners were also involved in presenting on thhegrammes. All coursework programmes were
run on a block release basis which allowed a wider field from which to select the candidatess
2003).

It is recommended that a universitgd consortium using an inteagency and broker assembly
approach be deployed in developing and implementing a mastei@ programme on Design History.
Such a consortium would involve the national departments of Sports, Arts and Culture, and Trade and
Industries. As part of the process, partnering with one or more of the internationally oriented
universities offering such programme would make good sense. Such an initiative would be likely be
supported by the appropri& cultural diplomacy institution, such as the British Council. With new
public sector models of funding the creative economy stressing new and expanded private and public
partnerships with internal and external agencies and actors and more recourse tessioal
funding (SACQ025b) the development costs of the venture should be covered. There would also be
possible DSAC and DTIC funding, and options for SETA support, in addition tedondermal DHET
subsidies.

The establishment of an MA Programme in Design History would add real value to the design sector
and its relationships with national state bodies and the private sector. For onklAaprogramme

would help build a history+policy capacity in the design sector and contribute to such understanding
in relevant government departments and divisions. Secondly, a historical understanding of the design
economy in South Africa would help in thgth and development of the sector and its international
standing. Thily, the programme will add value to the design economy, strengthening the relationship
between the HEI design education structures and other key national stakeholders.

Conclusion

This paper underlines the need for substantive courses in design history in design education syllabi at
both undergraduate and postgraduate levels in South Africaclihentsituation indicates a seeming
failure to appreciate the contribution of history and historical analysis in policymaking in the country,
which impacts on the management of industrial and economic production. Theredanaerning
disconnect between policy makers and tertiary institutions in the country in fields such as design. Such
an undervaluing of history and its uses has also impoverished the design sector and its institutional
memory.
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This relative neglect in South Africa of the historical and policy aspects of design, national design
promotion and industrial competitiveness, runs counter to the polices and uses of design in advanced
and higher performing economies globally. Furthermoiteis shown that such countries have
integrated their design education and training institutions and interventions more wholehdgrted
with design promotion and the associated industrial and economic developprenesses. The study
highlighted certain ppmising trends in the invocation and institutidisation of history in policy
circles and policymaking in certain countri€sereafter strategic examples of the growing number of

Y I & (06 NX25dzNA S ¢ 2 NJpredoini@amljidthe Yhiedl Kingdonand theUnited Stateshave

been considered and select lessons noted.

Taking due cognizance of the aims, objectives and content of the oveseaa (i Sdtdedork
History of Design programme, the approach to the development of a bespoke South African
programme is outlined taking heed of relevant recommendations in a recent DSAC report on the
mooted establishment of a National Design Council in SoutbaAffine curriculum should incorporate
international trends in terms of the composition of such degrees; inculcate a historical and
contemporary understanding of the muficeted nature of design and the design disciplines but also
allow for the students to work directly with the relevant state departments and experience select
work placements allowing more rewlorld history+policy interaction.

Institutionally, the recommendations are that programme is offered on a hybrid andiimsétutional
university partnership, using a broker assembly model for smart andeffesitive utlisation of
national and international academics, and specialists. Furthermore, to widen the range of-beould
candidates that programme should be run on a garte basis. Potential funding models on a PPP
basis, and the invocation of smart partnerships of d@aral and international nature are also raised
in the study.
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Abstract

This paper explores how the principles of Cosmopolitan Locadigecifically the Small, Local, Open, and
Connected (SLOC) frameworkcan be operationalised within sustainabilftycused fashion design
education. Drawing on a practidmsed, qualitative research study conducted within an undergraduate
fashion design programme at a South African university, the paper analyses a pedaigbgicantion
alignedwith the global Fashion Revolution movement. The intervention included a-thesk experiential
learning module, the Fashion Revolution Designathon, and a camiglesclothing swap event to embed
ethical awareness, material circuilyr and critical design thinking into the student learning experience.
Rooted in the theoretical frameworks of transition design and fsivth sustainability discourse,
Cosmopolitan Localism offers an alternative to globalised, extractive fashion systems by promoting
smallscale, communityooted innovation that remains opeto global knowledge and networks.
Through the SLOC lens, this project facilitated hwseaded, collaborative learnin@mall), localised
material engagement and cultural referencirfgocal), open process documentation and public
storytelling (Open), and alignment with international sustainability movements such as Fashion
Revolution(Connected).The study draws fronvariousqualitative data sourcesncluding student
reflections, visual artefacts, process journals, and lecturer observations. Findings indicate that
studentsdeveloped technical and conceptual competencies in sustainable desigheamainstrated
AYONBI aSR ONRGAOLI 02 y & O-kr¥icmmérSal inpatJBY eriy®Rikgyi@ Tl & K
handson upcycling, crosdisciplinary collaboration, and pubfiacing presentation, studentsould
situate their design practice within broader systemic conversations around justice, responsibility, and
the future of fashionThis paper contributes to the field of design education by providing a replicable
model for integrating SLOC principles into the curriculum through-weald, socially engaged
projects. It also respondstotie5 SaA 3y 2F { 20A f /biKdegichSatingBavy F S NB y ¢
fashion education can be a powerful site for activism, ethical transformation, and community
resilience. Ultimately, the research argues that embedding Cosmopolitan Localism into fashion
pedagogy offers a meaningful pathway for cultivating te&trgeneration of socially conscious, locally
grounded, and globally connected designers.

Keywords:Cosmopolitan localism, SLOC fashion education, sustainability, fashion revolution,
pedagogy, experiential learning

Introduction

The fashion industry is increasingly under scrutiny for its environmental and social infNénismakiet al.
2020. In response, educators are challenged to cultivate pedagogiesrdlied awareness andquip
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students with tools for sustainable change. The global fashion industry is at a crossroads, with rising
pressure to reconcile creativity and sustainabilffhomas2020. In an era of climatic crises, ethical
imperatives, and altering consumer values, fashion design must move beyond fast fashion models and
towards more sustainable processéscorporatingglobal awareness and local rootedngSsl dz]  yG A Sy T
2023). Cosmopolitan Localism, defined by its core principles of Small, Local, Open, and Caoi@igaex
provides a framework for the loagrm integration of global trends with local culture, production
methods, and social valu¢slanzini2011). Cosmopolitan Localism, particularly through the SLOC model,
offers a framework to balance global responsibility with local action. This paper investigates how these
principles can be enacted within fashion education, using a Fashion Revolution cangaigadagogical
intervention. This paper is guided by the research questitowcanthe principles of SLOGmall, Local,
Open, Connectedpe operationalised in sustainabiliffipcused fashion design education through
experiential projects such as FashiRavolution campaigns?

Theoretical frameworkCosmopolitarocalism andSLOC

Ezio Manzini's concept oaEosmopolitan Localismresents a compelling framework for rethinking
sustainability in both design practice and education. It promotes a deliberate shift from centralised,
globalisedmass production systemieward decentralised, humaacaled, and communitgooted practices

that remain connected to global network®anzini2011). Cosmopolitan Localism is not a rejection of
global interdependencbut a reconfiguratiorthat privileges local diversity, participation, and gelfiance

while embracing open knowledge exchange, technological innovation, and trans local solidarity.

This framework emerges from broader discourses in sustainable development, particularly as a
counternarrative toglobalisation's homogenising and often extractive lo@gissibey, Chisin & Cronje
2019). It is closely aligned with principles framansition designpostgrowth theory anddegrowth
economicsall of which argue that true sustainability requires a systemic transformation of how we
live, produce, and educate. In this sense, Cosmopolitan Localism is not only an ecological imperative
but also a socikeultural and pedagogical one, calling for dgsiapproaches that are ecologically
regenerative, socially inclusive, and contextually grounded.

al yT AYyAQa Y@Sufl, LogaF Oper], Bdnnectedistils the operational principles of

/] 2aY2LRtAGFY [20FftAaY Ayidz2 | LINF OG A OF ¢ RSaA3dy
manageable, humascaled systems amimble, responsive, and often informal interventishs a [ 2 Ol f £
refers to valorisingplaced  a SR 1y2¢6f SRAS> Odzf GdzNI £ GNIRAGAZ2Y A
highlights the importance of transparency, accessibility, and knowlstigeing, encouraging

collaboration and democratic particiian. Lastyz. &/ 2y ySOGSRé¢ &adiNBaasSa YAy
exchange across borders, ensuring local actions contribute to global resilience and shared learning.

In the context of fashion design education, SLOC provides a valuable pedagogical lens through which
students can engage with sustainability not as a fixed module omaddhut as a systemic, situated
practice. It reframes sustainability from a compliaf@sed objective to a design opportunity
grounded in ethics, identity, and commun{hamra & Hernande2021). This approach is particularly
relevant for educational institutions in the Global South, where fashion design is often interwoven
with inequality, cultural appropriation, resource limitation, and environmental degradation. By
integrating SLOC principlego the curriculum, educators can foster a generation of designers who
are both critical thinkers and compassionate practitionatsuned to the complexities of the global
fashion system and empowered to act locally to create positive chétee2020).

The SLOC framewoeknphasises:
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Small Focusingn manageablehumanscalesystemghat are adaptableandresilient.
Local: Prioritising placebased knowledge, materials, and traditions to foster cultural and
ecologicabustainability.

1 Open: Encouragingtransparency,knowledge sharing, and innovation through opensource
practices.

1 ConnectedLinkingocalinitiativesto globalsystemdo ensuremutuallearning,collaboration,and
sharedsustainabilitygoals.

In the context of fashion design, these principles suggest a pathway towards sustainable production that
respects cultural identities, reduces environmental impact, and creates networks of shared value across
borders. As applied to sustainable fashion, cosmopolitan localiepresents a synthesis of global
perspectives and local identitigbarku & Akpar2020. While cosmopolitanism often evokes notions of
universality and interconnectedness, cosmopolitan localism underscores the importance of preserving and
promoting regional cultural diversifKossoff2019). This framework posits that sustainable fashion should
address global environmental and social challenges, rasdect and celebrate local cultural traditions

@l y1T Ay A =2016).8ywdorbiing a global outlook with a strong attachment to a particular place
or community,CosmopolitanLacalism seeks to foster a sense of belonging to both a global community and
a unique local contextManzini2010).

Cosmopolitan Localism is defined as this symbiotic relationship between different scales of everyday

life, from local to global, which would combine two lesi;nding and distinct traditions
cosmopolitanism and localispand serve as the foundation fomeew type of social, cultural, political,

and economic settlemen@oorhouseet al. 2017). The term Cosmopolitan Localism was first coined

by Sachg1999)in the19%pn a s> y20 2yt & G2 FRRNBaa S02t23A0If C
S @ LJ2 N@Baithkl9299).£Globalisation causes the loss of many ways of being human in the world.

This concept is emerging from local communities and is the key focus of this study in a fashion context.

Methodology

A qualitative, practicénased research approach was adopted for this study, grounded in the principles of
reflective pedagogy and action research. This methodological choice was informed by the aim to explore

how the theoretical framework of Cosmopolitandalism particularly the SLOC mogdebuld be translated

into tangible educational experiences within sustainable fashion design education. The study was
O2yRdzOGSR Ay | {2dziK ! FNAOIY dzyADBSNEAGEQA FlI aKAZ2y
intervention structured around Fashion Revolution W@€eR5.

The central component of the research wasexperiential, curriculumntegrated project titled the
Fashion Revolution Designathon and Fashion Show, facilitatedtaagrswith first- and seconeyear
fashion design students. The interventiocomprised multiple phases: conceptual research,
collaborative design, garment production using upcycled materials, and public presentation through
a fashion show and a campusde clothing swap. The initiative was-designed by academic staff to
simulate realworld design and sustainability challenges, encouraging students to investigate, ideate,
and act upon ethical fashion concerns. In doing so, the prajiégned with the global mission of the
Fashion Revolution movement apdbvided a realvorld testing ground for the SLOC principles within
fashion education.

Data collection was multhodal and included reflective observations by the lectinesearcher,

visual documentation of garments and presentatipstudent artefactysuch as lookbooks, mood
boards, and process journals), student reflections, and informal-pagect feedback sessions.
Observations focused on student engagement, group dynamics, deasiking, and evidence of
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critical thinking. Artefacts provided insights into how students interpreted and applied sustainability
concepts, and the final outputgarments and presentationserved as material evidence of learning.
The clothing swap event, open to the entire institution and publicised through the internal newsletter,
further contributed data on community engagement and institutional culture around sustainability.

In keeping with thejualitative, interpretivist paradigm, dataere analysed thematicallpotablyhow
students' actions and outputs demonstrated the operationalisation of SLOC principles. The project
thus served as both a teaching strategy and a research site, allowing fordaptim examination of

how sustainability education can be embodied througHatmirative, creative, and contesensitive
learning. The findings emerging from this approach offer insigotcurriculum design antroader
guestionsof how fashion education can foster ethical, situated, and futoriented designers.

Case studyfashiorrevolution campaign in fashion design education

Projectoverview

The campaign invited secotyegar fashion design students to participate in the global "Who Made My
Clothes?" movement. Studentseated theirsupply chains of garmentsiterviewedeach other adocal
garment workers and tailors, and created digital and physical storytelling artefHiuty. also attended
workshops and talks on sustainability from industry experts and guest lecturers to better understand
sustainability in fashionThey presented their findings througdxhibitions social media campaigns, and
interactive class discussions.

This study employed a practitesed, experiential learning methodologg a South African
university's undergraduate fashion design curricubm ¢ KS F2 Ol f LINR2SOU oI &
Fashion Show Designathbraeld from 22 to 25 Apr2025, involving firstand seconeyear students.

The project functioned as a pedagogical intervention aligned with the global Fashion Revolution
movement and itsustainability, transparency, and ethical production valugsidents participated

in atimebound, intensie design challenge that required them to conceptualise, develop, and present
upcycled fashion looks. By grounding the learning experience irmadd fashion activism, the
project allowed forapplyingdesign theory to pressing social and environmental issues.

Collaborative experiential learning

Students were organised into collaborative groups of five, fostering peer learning, creative dialogue, and
teamwork. Each group was tasked with producing two commercially viable garments using only upcycled
materials, such as secoitind clothes, textile fbcuts, and discarded fabrics. This requirement
F2NBANRdzy RSR YIFGSNRARFE O2yadNrAyida Fa I ONBFGABS
encouraging intimate, manageable group sizes and sdalgds y LINR RdzOG A2y ® ¢KS &
emphasised by sourcing materials from local contexts and referencing South African designers known for
their sustainable and upcycled practices. By engaging in group ideation,-bargigment construction,

and iterative feedback sessions with lecturersudents navigated complex design problems in a
supportive, reflective environment.

Open process and transparent communication

The openness of the project was embedded in both process and presentation. Each group documented
their design journey, from initial sketches and mood boards to sourcing challenges and construction
experiments. These artefacts were assembled into presemabioards and digital lookbooks, shared

during the final showcase and on social media platforms. Students articulated their design rationales in
short descriptive statements and verbal presentations to a judging panel, which included faculty and
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Realworld engagement and reflection

The final presentations were not only academic assessments, but also-fadtig exhibitions aligned with
Fashion Revolution Week. Garments were modelled, styled, and evaluated based on creativity, market
relevance, artisanry, and ethical storytelling. Through this, students gained -fiestd experience
communicating design values to diverse audiences, echoing the ddmahl dynamic central to
Cosmopolitan Localism. The project culminated in reflective discussions thatragedustudents to
critically assess their assumptions about fashion production, sustainability, andebigner's roleas an

agent of change. These reflections were vital in reinforcing the integration of theory and practice, thereby
supporting the research aim of understanding how the principles of SLOC can be operationalised in a
sustainabilityfocused fashion education

Institution-wide clothing swapCommunityengagement and systems awareness

Complementing the designathon, a clothing swap event was organised as part of Fashion Revolution Week,
expanding the pedagogical reach of the project beyondRighionDepartment. An open invitation was
RAAGNAOdzESR @Al GKS AyadAddziazyQa AYGSNylLrt ySgat S
swapoccurredin a central campus spacand individuals were invitetb bring gently used garments to

exchange for others. This facilitated a participatory system of circular fashion that foregrounded the value

of reuse over consumption. Students assisted in organising the evamating items, managing logistics,

and documenting the experience, providing them witkpertisein community mobilisation and event
coordination. The swap embodiefl [ h/ Y& d&ahLISyé | yR aby2igvging @dsSRé RAY
disciplinary and institutional collaboration while creating awareness of sustainable practices in a real,
accessible, and inclusive form#NBS A Yy F2 NOSR (GKS a[ 201 f¢ FyR a{YIlff§
campusscale interventions that contributt meaningfully to global sustainability goals. The event
challenged traditional consumption patterns arfdstered dialoge around personal responsibility,

consumer behaviour, and the broader socigtural systems in which fashion operates.

OperationalisingsLOC

The Fashion Revolution project provided a rich context for translating the abstract principles of
Cosmopolitan Localism into tangible pedagogical strategies. The SLOC fram&nak, Local, Open, and
Connected was a conceptual lens and practical design for structuring learning, collaboration, and
community impact. Each principle was embedded into ithidative's design, delivery, and outcomes
illustrating how sustainability education in fashion can be grounded inwedt, valuedriven practice.

Small: focusing on manageable, hurrstale systems that are adaptable and resilient

The project was deliberately structured around small group work, with teams of five students tasked with
producing two garments. This scale promoted focused collaboration, peer learning, and individual
accountability. Students could develop meaningftieative relationships, resolve design challenges

O2tt SOGAGStEes IyR NBTFESO0G 2y LISNER2YIlIf O2yhakMd 6dzi A2y
and experimentation, whichre often lost in large, bureaucratic curriculum models. The limitectframe

of the designathon further intensified the experience, encouraging decisive action and iterative problem

solving skills essential to sustainable practice in thefiased fashion industrgssentially ¢ a Yl £ £ ¢ ONXB I
a safe intimatelaboratory for ethical, reflective design.
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Local:Prioritisingplacebased knowledge, materials, and traditions to foster cultural and ecological
sustainability

¢CKS LINAYOALX S 2F at20lté¢ gl a 2LISNIGA2yFfAASR (KNRdz
engagement. Students were required to upcycle used clothing and textile waste, often sourcing these
materials from local donations, secom@dnd shop, or their wardrobes. This embedded the concept of
circularity into the material base of their work and prompted critical engagement with waste streams in
their immediate environment. Further, students were encouraged to research South African desigphers a
upcycling initiatives, enabling them to situate their design concepts within local fashion narratives and
aesthetics. The inclusion of the campuigle clothing swap further deepened this connection by inviting

the broader institutional community to padipate in sustainable fashion practices. These localised
interventions helped students see sustainability not as a distant ideal but as a tangible practice embedded
in their communities, identities, and material culture.

Open:Encouragindransparency, knowledge sharing, and innovation through egmurce practices

The openness of the project was manifested in both process and communication. Students documented
their journey through mood boards, swatch collections, lookbooks, and process notes. These were shared
during the final exhibition and, in some cases, pulglisbn social media platforms, inviting feedback and
public engagement. Classroom discussions and peer critiques further nurtured a culture of openness and
constructive dialogue. The judging panel, composed of lecturers and industry guests, encouragets stude

to articulate their design processes and ethical considerataearly and confidentlyAdditionally, the
clothing swapvasan open forum where students and staff from various disciplines could interact and learn
informally about sustainable fashion practices. Thligital and physical opennesmirrored the
transparency championed by the global Fashion Revolution movement and helped foster a participatory
learning environment rooted in accountability and shared growth.

ConnectedLtinkinglocal initiatives to global systems to ensure mutual learning, collaboration, and
shared sustainability goals

While the project was rooted in local materials and conteittsconnections were inherently globarhe
timing and theme aligned with the international Fashion Revolution Week, situating student efforts within
a broaderadvocacy, critique, and ethical transformation movemeStudents explored global supply
chains, investigated the social and environmental impacts of fashion systems, and positioned their work
within conversations around decolonisation, slow fashion, and social justice. Digital platfthomeca
students to share their projects beyond the classroom, connecting them to online audiahoes, and
practitioners working toward similar goals. Téf@onnected SLOC principleas thus operationalised as a
two-way flow: global frameworks informed local practice, and local outputs contributed to global
discourse. This interconnectedness helped students understand themsedvemerging designers and
participants in a shared global responsibility for sustainable futures.

Longitudinal data on the lasting impact of these interventions

To enhance the case for curricular transformation and scalability, a longitudinal data study should be
launched to monitor the longerm impact of the SLOC interventions. FoHowdata should be collected

from students after graduation, perhaps at egear and threeyear intervals, to assess the project's leng
term impact on their career choices, ethical design practices, and professional engagement with
sustainability principledor example, preference for circular design, use of local sourcing, oicadydor
transparency. By demonstrating that the SLOC framework leads tadamgbehavioural change rather

than being a ondime academic exercise, the study would provide strong evidence of the curriculum
model's effectiveness, justifying its wider gdimn and scaling across design disciplines and institutions.
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Implementingthe SLOC framewoykmall, Local, Open, and Connect@adde the Fashion Revolution
project more than just an academic exergigdbecame a comprehensive paradigm for vatireszen
curriculum development in sustainability educatidme effort gave students a thorough and practical
understanding of cosmopolitan localism by regularly incorporating these ideas into the project's
designathon structure, material sourcing, knowledge sharing, and global aligniffeatframework
effectively served as atrong, scalable, and adaptable pedagogical blueprint, demonstrating how
ethical and reflective design practices can be realistically integrated into fashion education to prepare
future designers for responsible professional engagement in an@hemgingvorld.

Discussion

The project demonstrated that experiential learning grounded in the principl&srhopolitanLocalism

can significantly deepen students' critical engagement with sustainability. By embedding the SLOC
framework into the structure of the Fashion Revolution campaign and related activities, stustarits

move beyond abstract understandings of ethical fashion into practical, embodied, and reflective learning
experiences. Unlike conventional classroom lectures on environmental impact or ethical supply chains,
which can often remain theoretical, the handa nature of the designathon and clothing swap allowed
students to directly confront realorld sustainability issues through a localised, creative lens.

Students were consistently challenged to make ethical design decisions based on available materials,

time constraints, and peer collaboration. Working within the parameters of upcycling and limited
resources, they had to critically assess their consumptatiits, aesthetic assumptions, and the secio

economic implications of their choices. This required a shift in thinking: from linear to circular models,

from individual authorship to collective creation, and from globalised fashion ideals to cesgesifc

design solutions{ [ h/ 4a daavYltté | yR daf 2 Olhiséhift] @ IsiSdénisa STFA
experiencedirsthandthe value of designing within constraints and for their immediate communities.

¢CKS a2LISyé yI O doddbraghd docureéhtatioiypuBlis €hdring, and group reflection
was instrumental in fostering transparency, creativity, and geepeer learning. Students became
active participants in a shared learning ecology, exchanging techniques, offering feedback, and
articulating the narratives behind their designs. This opeasiteereased their confidence arehabled

them to view sustainable fashion as a dialogic process rather than a fixed outdesualstorytelling,

social media, and verbal presentations helped students internalise the importance of communicating
sustainablity values in accessible and impactful ways.

The global connection by aligning the project with Fashion Revolution Week brought a sense of
purpose and solidarity to the learning experience. Students recognised their work was part of a
broader, international conversation on fashion activism and resiiimsdesign. This alignment

bridged the gap between local action and global citizenship, reinforcing the SLOC principle of

G O02yySCGuSiRYIStag2 @It ARIFIGSR GKS adGdzRSydaQ STF2NIas
meaningful movement and motivatinthem to consider their potential roles as future change agents

in the industry. The project highlighted how experiential, SL@fbrmed learning can cultivate

technical competencies in sustainable design, cribcgisciousness, ethical sensitivity, and systemic

thinking. These are essential qualities for a new generation of fashion designers equipped to challenge

and reimagine the current fashion paradigm.

While the SLOC framework proved highly effective, its implementation was not without significant
logistical and resourcbased challenges. The "Local" principle, which relied heavily on upcycled and
donated materials, introduced inherent unpredictabilityrnaterial quality, quantity, and varietyhis
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required students to spend significant time obtaining and preparing materials, which could lead to
dissatisfaction and take attention away from key design responsibilities. Furthermore, the reliance on
local community engagement for the clothes swap anaterial donations necessitated significant,
unscheduled faculty and staff time for coordination, which may strain resources if the project were
expanded without committed administrative assistance. The designathon's limited timeline, while
encouraging "Sall" and agile techniques, also put significant strain on students, underlining a trade
off between concentrated, intense learning and the necessity for introspective, methodical design
processes commonly associated with real "Slow Fashi@Blowing down the pace may be required

for greater incorporation of the framework'’s ethical decisions.

A second set of limitations revolved around the difficulty of measuring and sustaining the "Open" and
"Connected" dimensions within a finite academic tefthe "Open" principle required students to be
vulnerable when discussing their process. Nonetheless, not all students were equally comfortable
with public documentation and social media visibility, which could lead to unequal involvement and
documentationquality throughout the group. More importantly, the "Connected" principle, which
connects local dégns to global supply chain analysis, was frequently constrained by the students'
prior knowledge and access to complicated, +eakld industry data. While they understood the
abstract concept of global critique, developing truly unique, d#taen linkages wagomplexunder

the constraints of a short assignment. Maintaining the worldwide connection beyond Fashion
Revolution Week proved challenging, necessitating a more integrated|gregplan to keep students
engaged with the international movemeand its developing discourse.

Finally, the project encountered inherent pedagogical challenges in overcoming deeply ingrained
conventional mindsets and aesthetiddany students, raised in a culture of rapid fashion and global
brand aestheticsijnitially struggled to accept the constraints imposed by the "Small" and "Local"
ideals. There waan apparentconflict between the ambition to create a 'professionally polished'
garment from fresh, higlguality materials and the project's ethical mandate to work with salvaged,
irregular, or disarded textiles. Overcoming this aesthetic bias required ongoing faculty intervention
and reassurance, implying that a successful curriculum transformation necessitatbange in
methods anda more profound, longeterm cultural shift in what students and the broader fashion
curriculum value as quality, beauty, and success. Future iterations will require more scaffolding and
explicit debate to deconstruct these widespread conventional stassla

Implications for curriculum design

The outcome of this project suggests that integrating Sio@®@med, experiential learning into fashion
curricula holds significant potential for transforming sustainability education. Hdshion Revolution
initiative's design and delivery exemplify how Small, Local, Open, and Connected priceiplée
intentionally applied to support deep, socially engaged learning. These pedagogical strategies do not
merely enhance content deliverghey redefine the role of the design educator and the student as co
creators of knowledge embedded in specji@actice contextsBy focusing on upcycled materials sourced
from local environments, the project encouraged students to engage directly with the material realities of
their communities. This pladeased approach foregrounded sustainability not as a distant policy directive,
but as an immediate, lived concern rooted in local waste streams, cultural narratives, and economic
conditions. Such an approach aligns strongly va@tismopolitanl2 OF f A 4 YQa  Gresfohsivef 2 NJ 02y
design It is particularly valuable for institutions situated in the Global South, where sustainability
challenges are entangled with social justice, resource scarcity, and cultural heritage.
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The project positioned students as active participants in addressing complex global issues through
local action. Instead of following prescriptive briefs, students were invited tocotstruct meaning,

make ethical choices, and articulate their values tigl design. This approach nurtured agency,
critical thinking, and reflexiwt capacities essential for responsible design practice. Students
developed garments andegotiaied meaning, collaboration, and ethics. As a result, the curriculum
became a platfan for social learning and personal transformatidrhe alignment with Fashion
Revolution Week enabled students to connect their classroom experiences to a larger global
movement. This link between the micfmdividual student projects) and the macfglobal systems
change) enabled learners to understand the interconnectedness of local and global fashion systems.
The SLOC framework thus served as a bridge, supporting students to act locally while thinking globally,
a pedagogical stance critical in desaihg future-ready design practitioners capable of navigating the
socioecological complexities of tH&lstcentury.

The project also encouraged a breakdown of disciplinary silos. Through the clothing swagppeant

to all departments and publicised institutiomide, students facilitated engagement with broader

campus and community stakeholders. Thisalignsvifhh / 4 & G h LISy ¢ | yR add 2y y SOi
shows how design education can catalyse dialogue, shared learning, and collaborative action. It also
demonstrates the potential of fashion education to function as a socially transformative practice,
advancing the conference theme Design for Social Changgg moving from isolated studio work to

embedded, participatory learning experiences.

This paper directly addresses the theme ésign of Social Chandyy demonstrating howthe
curriculum can be a site of ethical transformation and collective empowerment. By operationalising
SLOC principles in a rembrld educational setting, the project shows how design education can act
as an agent of cultural, environmental, and social chanfj@s paper also addresses the subtheme of
Design+ Sustainability and Fute®e2 Odza SR 5SadA3dyd ¢KS addzRRSyidaQ
storytelling, and public enggment illustrate how sustainability in fashion is not only about materials

or methodg it is about shifting mindsets and reimagining the fashion system through educatien.
study is academically sound, drawing on prachesed research methodologies and informed by
theoretical frameworks from sustainability studies, design pedagogy, and cosmopolitan localism. It is
grounded in qualitative evidence from multiple sourdesjuding student reflections, artefacts, visual
documentation, and project outcomed.he paper contributes to the field of design education by
presenting a scalable, adaptable model for sustainability pedagogy rooted iwoelal activism and
systemic awareness. It offers concrete strategies for embedding social and ecological ethihs int
curriculum and demonstrates how design can be both a mode of inquiry and a catalyst for change.

Yy

Conclusion

In conclusion, this paper has shown that Cosmopolitan Localism, when applied through the SLOC
framework, offersa theoretical foundation an@ practical, transformative approach to sustainability in
fashion education. The Fashion Revolution project demonstrated how-so@éd, communityooted, and
globally aware learning interventions can engage students in ethical, critical, and symerdgthinking.
Students were empowered to question dominant industry norms, connect with local resources, and
contribute to broader global movements for change by situating design practice withirmaéd social

and environmental contextsAs the fashion industry faces increasing pressure to address its impacts,
embedding SLO@formed pedagogies will be essential for equipping future designers with the values,
skills, and agency to create more just and sustainable futures.
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Emergent female gazeRepresentationsf women by
selected women artists from th®asol New Signatures Art
Competitionfrom 2013 to 2023

AnemarieMabokoMaganya,TshwandJniversityof Technology

Abstract

In this paper, | investigate the evolving visualisations of the female form in selected South African art,
particularly among emerging female artists. Drawing from feminist critiques that expose the historical
sexualisation and patriarchal depictions ofrwen in the canons of art history from around the world,

| examine contemporary visual strategies used in representing the female body, seeking to determine
if there has been any shift from traditional misogynistic depictions of women. Using the Sasol New
Sgnatures Art Competition digital archives fr@@13 t02023, | conduct a qualitative content analysis

of selected artworks that made it to the final round to identify emergent themes in the works of young
South African female artists. This paper contributes to ongoing feminist critiques and activism over
the migepresentation of the female body by showing how the current generation of women artists
creates redemptive depictions of the female form.

Keywords: Representation,female body, emerging South Africarartists, Sasol New Signatureist
Competition

Introduction

It has been several decades since feminist scholars like, amongst others, Simone de B&gat)Qir

bell hooks(1984), and Judith Butlgi1990) eloquently magnified the problematic, overtly sexualised,

and patriarchal representations of womenthe canons of art history from around the world. Within

the maledominated Western art system, women have been predominantly portrayed as objects of

sexual desiréArnold 1996, p. 2). This trope of sexualised imagery of femininity and objectification is

referred toas the male gazén this paper, | am fascinated by the question of whether or not the last

half century of critical discourse and activism around the misrepresentation of women's bodies,
especially in the Western art historical canon, has shifted the needle in terms oattisis visualise

women's bodies. As an emerging visual artist and researcher, | follow the careers of my peers with a

keen interest in how they image women's bodies in their art. This paper is a responsedortstiant

curiosity. Hovever,thepaperh @ It a2 SYOSRRSR Ay ONARGAOIT SLIAadS
O2y @SyiGAz2ya 2F K2g 62YSYyQad o062RASa IINB GNBFGSR Ay
of women changed in this new millennium? Or is this new generation of woman attikshiowcasing

women using the same old misogynist visual language? | ask these questions based on my positionality

as a yound@lack woman in her twenties living in South Africa, a country where the social standing of
womenis markedbyt® LINPoOof SYIF GAO ReylYAOa 2F (GKS O2dzyiNEQ
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To unpack the questions of how women are represented by the new generation of women visual
artists whose creative careers have been nurtured in the era of woke feminism, | turn to one of the
leading art competitions for emerging visual artists in SouthicAfrthe Sasol New Signatures Art
Competition. According to artist Pietean Heerder{Sasol New Signatur@917,p. 6), the Sasol New
{AQYylFGdzNBa ! NI /2YLISGAGAR2Y A& a{2dzikK ! TNAOI Qa
emerging and mostly young artists to showcase their creativity.

TheSasol New Signatures Art Competition wakablishedn the earlyl960s by the then South African

Association of the Arts Northern Transvgabw Association of Arts Pretoria sind®97). The
O2YLISGiAlA2Yy KIFa 3INRgy (G2 06S02YS 2yS 2F (KS LINBYA
calendar. Annually, hundreds of aspiring fine artists from all over South Africa submit their art to the
competition, hoping to become the next winn&ince2005, the organisers have kept a digital archive

ofthe @ YLISGAGAZ2YQa OF(GlFf23dz2ST gKAOK O2ydlAya AYIE IS
winners, the runnetup, and the overall winneAccording tahe currert chairperson of theSasol New

Signatures Art CompetitionPfunzo Sidogi(Sasol New Signature2019, p.5), 4 KS O2 YLISG A (A 2
OFGFt23dzSa INB &aikKS YvYz2ad SEGSyaragsS tS3art RSLRA.
GK2dzalyRa 2F FNIg2N]la RAIAGIHEEE OFGFf23dzSRE @

Since thecompetition is one of the most extensive online storehouses of artworks created by
emerging artists from around the country in the last decade, it providagedible archive to examine
how the newesgeneration of women visual artists represents women's bodies.

In this paper, SEOI @I (S GKS {F&az2t bSé {AIyliGdaNB& ! NI / 2Y
AYF3Sa 2F 462YSyQa o02RASAa ONBIFGSR o0& 62YSy | NIA
competition between2013 and2023. This article is part of a larger survey that forms part of my
YFadSNRE RSINBS NBaSIFNOK LINR2SOG Ay (GKS 5SLI NIYS
of Technology. In this paper, | present some preliminary findings of the descriptivéhamtic
interpretations of the skected artworks. Each year, around 100 artworks are chosen for the final

judging round from an extensive regional adjudication process at eight selection points across the
country.! From apopulation of over 1,000 artworks, | have thus far identified 237 that fall within the

criteria of feministinspired artworks | am interested in. For this paper, | only revieve artworks

that fall within the common thematic tropes | discuss later.

To analysand interpret these artworks, | use Leedy, Ormrod, and Johng201$, p. 265) approach.

The authors define content analysis as the process of carefully evaluating a specific collection of
material to identify common themes, patterns, or biases. This strategy aids in better understanding
the content's meanings and points of viewllowing for more effective decisiemaking and
interpretation. | classify the works into tropes through the feminist lens and present the data.

Whilethe women artists sampled for thgaper may or may not identify as feminists or advocate for
feminism in their work, | use them to ascertain how emerging female artists depict women's bodies
and how feminist discourse may have influenced their artistic representations. These artists are
included in this research because they are women artists whose works were selected as part of the
Sasol New Signatures Art Competition's top aftistsbetween2013 and2023. The main criteria for

use of their artwoks in this study are that their works have feminist elements or traits and, perhaps
most importantly, because they image the female figure.

1 The competition has eight selection pointglist the selection points by province and space). The
Potchefstroom Museum collection point in the Noiilest province was added 2024.
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CKSZ2ZNANaAy3d g2YSYyQa O02RASa

Societal views owomen are predominantly influenced by homomenlook (Oyewumil997, p. 1).
Growing up, | experienced firsthand that the way people perceived and addressed me was often based
on how | dressed and looked. For example, when | am around the elderly members of my family, | am

expected to wear clothes that are not overly revealiigt ironicallyif | wear a short skirt and crop

top in a public space, | receive unsolicited attention from men, often much older than me. | am
Oz2yaidlydate G2Ny o0SGeSSy GKS RSYIFyRa G2 RNBKaa A
WYNEB a LIQ whiid-asdb&ng made to feel uncomfortable and sexualised when | choose to wear

clothes that accentuate the feminine elements of my body. Unlike boys and men, obligations and
standards on how women shoulcebave and be treated are predicated on their appearance. As a
NBadzZ 6§ 62YSyQa o02RASE& FyR GKSANI AYIF3IS&a |NB 02\
oF GGf SANRdzy R F2NJ a2 OAWifli@amen2009p N30 YR SELISOGI GA2y
Feminist scholarship has examined gender stereotypes, the portrayal of women, and symbolic
O2yOSLJia 2F 62YSyQa 02RASa Ay INI® LYy G4KS YIAy:
of women often neglect their varied experiences and sulyéats (Pro'Soboph&005, pp. 118;119).

5dzS (02 KA&AU2NRAROIf YAAAYGSNLINBOGFGA2ya |yR O2y @Sy
bodies focus on revisioning, reimagining, reinventing, and redefithieiy bodies(Crenn2016, p. 3;

Rhode2016, p. 697).

The traditional artistic portrayals of women by male artists were instrumental in reinforcing control
and objectification within patriarchal structures and perpetuatmgarrow image of what it means to

be a woman(Ramosetal. 2018, p.91). The women artists carefully andtentionally illustrate
women's bodiesn ways that were and are still often viewed as provocative and rebellious against
traditional conceptiongCronje2001,p. 10).However, €male artists face a difficult challenge because
while intending to challenge patriarchal constructions and offer a female perspective, their depictions
can sometimes reinforce the very same issues of discrimination, misogyny, and unrepentant
patriarchy they intend to overcome. This view is supported by Font¢alf2019, p. 39), who asserts

that focusing on women's bodies in art can be unsettling as it tends to perpetuate objectification and
an emphasis on aesthetics. Even when an artist depicts her body from a female viewpoint, it may
nonetheless maintain its cwentional position as a sexual object. It is this possibility of objectification
that implies that women's bodies may continue to be regarded through a male lens, despite attempts
to oppose this perspective and provide an alternative viewpoint and gengpeesentations of
women by womer(Fontcuberta2019, p. 39).

This continuing objectificationighlightsthe ongoing challenges facdxyy women artists in reclaiming

and reinventing portrayals of women's bodies in arhen breaking free from deeply ingrained
patriarchal beliefs. The attempts to resist objectification and sexualisation capmetimes
unintentionally strengthen patriarchal beliefs. This challepgevides an opportunity fom careful
analysis of what these women are doing that would prompt such an interpretation of their works as
not being representatiz of the female gaze.

This paper shosperceptions of the changing artistic approaches and issues that arise on the topic of
62YSYyQad RSLIAOGAZ2YAEASY AYyFEdzSSYyOAy3a az20ASGFE yIFNNFGA
understanding of how women's bodies are portraymdwomenin South African art.
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Emergingropes

Ly (GKAa aSO0iA2y> L LINBaSyid (GKS LINBOGIAfAy3d (KSYS:
the selected artworks from the competition. As noted above, based on my preliminary analysis of the

237 works retrieved from the Sasol New Signatures Ar/ 2 YLISGA GA 2y Qa 2RItAA G £ |
2023, | only discussine I NIig 2 NJ a GKI G A YundeSseverd welufigyatheried, N &
includingdomesticity, identity, beauty standards, and motherhood.

Domesticity

A frequent trope | identified is of images questioning the traditional roles women occupy within a
domestic setting. The domesticity tropes haveeep and long heritage in Western art. According to
Sidogi(2015, p. 125), domesticity tends to visually aditerally portray a woman prticipating in
householdtask€ | YR aiKSaS A Yol fudllg &R of S poiBics Agaitist theh 2 v a
Of  aaA0Ft dzyRSNRAGFYRAY3 27T (Rddodlsp.120)A &> &dzOK | &

Figure 1: Chelsea Robin Ingh&@16, Atonement of the Female Homeéhotographic print
on paper and bread, diptych: 21,5cm x 154cm | 7,5cm x 24,5cm x 11,5cm
(Sasol New Signaturez016, p. 37)

Chelsea Robin Inghamfgonement of the Female Honf2016)is a photographic printhat depicts a
female figure in five scenarios, each with her eating briaglire 1). Only half of her face is visible, as

are her hands, which are smeared with a white powder, which could be flour, hinting at the-bread
making process. The image is shown on paper, with the brown bread resting on a white brick pedestal.
The setup bes a resemblance to a pedestal, with the bread elevated as a symbolic object. In the
photographic order, the woman is shown eating bread. The bread fills her mouth, but it istiretyen
visible; only a portion of it is visible to the viewer. The woman's form is cut in half in what looks to be
an intentional compositional decision. She avoids making direct eye contact with the audience; her
gaze is disguised since her entire faceeiger seen.

Reynold$2006,p. 36) definesatonea & G2 YI 1S | YSYR&ax G2 YIS dzLJ ¥2
Fd 2y @rementy 8 a0 KS | OG 2F YI1Ay3 | YSYRAténdmentKS G A G
of the female homg2016), reveals a deeper thematic concern with women's conventional duties in

home settings.
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The concepbf atonementin this artwork can be interpreted as a criticism of the traditional obligations
placed on women, particularly the duty to nurture, provide for, and serve at home. The act of making
or eating bread becomes symbolic of these responsibilities. The wonsoven in the process of
eating. This action can be seen as a metaphor of how these expectations are eating the woman. She
is making amends for failing to do her household responsibilities, perhaps apologising for straying
outside ofit or attempting to reconcile her identity with societal expectations. Furthermore, this
interpretation raises concerns regarding the subconscious acceptance of home responsibilities and
the significance of past gendered expectatiofse artworkencourages and challenges the traditional

view of the woman as a housewife, provider, and caretaker, suggesting a tension between
independence and obligation, visibility and erasure of these gendered expectations.

Figure 2: Kgaugelo Mashi[@ow Mash018, Female Wife Material wool and synthetic
leather 20cm x 175cm x 136¢ii$asol New Signature2018,p. 41).

Y 3 I dzaMashRo@dfessionally known as Cdvash),Female Wife Materig2018), depicts a black
synthetic leather cutout of a female figure that is neatly attached to a silk cloth backdrop. Contour
lines define the body's form and curves, drawing attention to the shape and structure of the feminine
figure (Figure 2).

Wife Material(2018) shows standards of femininity and the qualities desired in a woman, particularly
in terms of marriage. The use of synthetic leather and wool as materials looks intentional, not just as
aesthetic choices but also as conceptual metaphors. Synthetic lea#sambles genuindreal)
leather but is distinguished by its uniformit@ynthetic leathemsually lacks the natural grain and
imperfections of genuine leathéLeatherNaturallyorg2025). In addition, wool is a natural fibre which
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has its own set of implications, including comfort, history, and domestication. However, it is also a
material used for protection and warmth, quietly reinforcing women's expectations to be both caring

and resilient(Encyclopaedia Britanni@H p 0 @ / 26 al aKQa Yl GSNRAFt OK2AO
challenge reductive conceptions of gender. The synthetic leather's impression of authg(figitye

2) may mirror the fake roles that women are often forced to play. Simultaneously, the title and
anatomical uncertainty challenge conventior@2 y OSLJia 2 F Wg A TScritigismiof NA | £ QX
gender, physicality, and identity within patriarchal structures.

Identity

The next dominant trope within the artworks | came across in the Sasol New Signatures catalogues

was related to visualisations of identity. Identity is a complex matter to both rationalise and imagine,

yet it is a favoured theme among emerging visual tgtiat its core, identity speaks to the socially and
LR2fAGAOIEEE O2yaidNHzOGSR NBLINBaSyidlagAaAz2y 2F FFOG2N
O 2 Y'Y dzyThasefactdrall contribute to how individuals see themselves and interpret mibliage
(Spencer006, p. 26).

Figure 3: Dot VermeuleB013, Desperately Disciplingcbil on boardand digital
installation, 110cm X170cm x 167cm x 27,5cm x 36cm & 40 secqBdsol New
Signatures2013, p. 61).

In Desperately discipling@013), Dot Vermeulen shows an installation of a white woman lying flat on

a multicoloured couch, reading a bodke same female image appears on a television screen in front

of the figure.On screen, she is shown reclining on a bed, legs crossed, chin resting on her palm, and
eyes fixated on the book before her, wearing reading gla@sgsre 3).This work of art might be seen

as a comment on the portrayal of women for the male gaze, with the feminine figure positioned as an
object of desireThis approachiraws on Laura Mulvey(2006) concept of the male gaze. To gaze at
a2YSOGKAY3I 2N 4a2YS2yS A& a2 FTAE (KS S&8sSa Ay I &
attentioné 2 S6 a0 SNJ 54 00 A 2 y(ROND fowidatvaabwbdrk onahdzindeSgaz@ éritiques
how traditional film objectifies women for male pleasure. This aligns with Mul\29Q6, pp. 346-

347) notion of the male gaze as the act of looking, particularly for pleasuremeitias active viewers

and women as passive participants. Actiog to Mulvey (2006, pp.346-347), the male gaze
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dominates, projecting its wishes and fantasies onto women, who are visually crafted to reflect those
projections. Women are portrayed as exhibitionists meant to be seen and admired, with looks
designed to leave a striking visual and sensual impressianrésilt, women transform into symbols

of being gazed at. As sexual objects, women are fundamental to erotic visual dqiviwiresy 2006,

pp. 346-347).

Figure 4:Andisiwe Diko2021, Ukudendwa Series: Andibizangwahotograph; diptych:(2)
94cm x 69cnfSasol New Signature021, p. 28).

In Andisiwe Diko's photographic seriedkudendwa: Andibizangwa Mn@&021), the photographs
present ablack woman dressed in black, sthing against a black background, with her hands covered

in white powder(Figure 2). The title translations ankudendwaunmovable) an@ndibizangwa mna

(I am not called), both derived from the Xhosa language. Therefore, the series suggests that the figure
Ad WwWy234 GKS OFttSR 2ySQs o0laSR 2y (KSwhe&they3S 27T
gaze has been skéfd from the viewer) to the second photogragithere she is staring directly at the
viewer). The series suggests a sense of sadness or disappointment. In South African cultures, black
clothing worn by women is often associated with grief. The woman's attire might suggest that she is
mourning that she was not called. However, the photograph may sdsve as a commentary on the
cultural practices associated with mourning in Xhosa culture, particularly highlighting the norms and
expectations placed on womenudng this period.
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Wi
https:/igrco.de/bd3800 B

Figure 5: Azola Fumh2022, A Restored Perception of Identjtynultimedia-photography
and audio; 94cm x 75ctfBasol New Signatured22, p. 30).

Azola Fumb@ photograph A restored perception of identif2022), suggests that, aestorationis

thea o NARYIAyYy3I oF Ol (G2 | HdekdnSWdbsteehil ), Wioenygan fedldimO2 Yy RA ()
their identity (Figure 5)This restoration asserts thaomenare constructs of the oppositional gaze.

In Black Looks: Race and Representatiatl, hooks'(1992) describes theconcept ofthe oppositional
female @gzethatis more than just the opposite of the male gaze; it is a perspective shaped by women's
individual experiences, and influenced by factors such as race, culture, an@Fcasshet al. 2021).

While hooks(1992) created this notion to address representationsblaick women in visual culture,
particularly film, I am applying this notion of the oppositional gaze in an attempt to make the reader
better understand how these women artistise this gaze to challenge established conceptions of
femininity, particuarly the female body in contemporary art. The gaze is fundamentally political,
functioning as a control mechanism and a means of establishing auth®higyoppositioal gaze is
viewed as a strategy for resisting or defying authority. This patriarchal gaze reinforces power and
control over those viewed as inferior, subjecting women to a critical gaze that both documents and
guestions themhooks1992, pp. 115¢123). The gaze becomes a tool of resistance in these works of
art by challenging social and cultlreorms around gender and representation.

Beautystandards

Another recurring trope is artworks that engagéth feminine beauty standards. Critiquing the

prevailing notion of beauty that women are expected to adhere to has been a staple for feminist
AO0K2fIFNE® ' GKS O2NB 2F GKS I NBHdAzySyd I 3rAayaid vy:
beauty staR I NR 2,NMhd¥ BAIEKSENNY2NBE aoSkdzie A& y2di dzyAJSNA
reflection of how well men and women live up to the gender roles they have been assigned by their

Odz (BB iéket al. 2015, pp. 1, 4).
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Figure 6: PaigeKotze2023, Compulsionsvideo/performance, 151 seconds
(Sasol New Signaturezd23, p. 40).

t I A 38y TampistoigP033) video performance critiques established beauty standards that
dictate how women should use makeup to accentuate their feminine beauty. The artwork uses the
exaggerated actioof the performerapplying thick amounts of makeup and lipstick to her faken

she ingests the substances to comment on the societal construction of beauty and the pressure it
places on womerfFigure 6)Compulsion$2023) suggest that these beauty ideals are strong, often
irresistible urges or behaviours that individuals feahpelled to perfornrepeatedly

Figure 7: Rorisang Monabe021, Bold and Beautiful charcoal and graphite on paper,
127,5cm x 96cniSasol New Signaturez021,p. 52).

In Rorisang Monabela's drawilpld and Beautifu2021), former Miss South Africa Zozibini Tuiwzi
positionedas a symbol of national beauty and femininity. Therefore, Miss South Africa becomes an
example of how South African women are expected to appear and what it means to be considered
beautiful. The artwork comments on beauty standards and the cultural eapens imposed on
women.

Motherhood

The last popular trope | focus on in this paper is that of representations of motherhasd
émotherhood is recognised as a dynamic-lifd G SNAYy 33 | yR 2y 3I2Ay 3 LINROS
ARSyGAGE YR I LISNXYI Y Naudd & RigtrowsHE0g4, pl 657§ Eathenfi® &
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Acholonu(2021, p. 3), through her theory bmotherism,reframes motherhood in African contexts.

The framework positions aotherismthatd FA 3Kda | 3FAyad SOSNE F2N¥Y 2F ¢
prioritising the spiritual, material, and cultural survival of Mother Earth as an entity. It calls for love,
patience, tolerance, cooperation, and nghA 2 f Sy OS 0 S (i ¢AShSofir0R1fpf3). LIS 2 LI S ¢

Figure 8: Bianca Welthage2023, Inner Agony etching and monoprint93cm x 67,3cm
(Sasol New Signaturez023,p. 76).

Ay Ol 2 St lirakr AgoyyQae3) depidtsyaimother holding a chifBigure 8). However,

what makes this artwork unique is how Welthagen emphasises the psychological burden of
Y20KSNK22R® ¢KS yEASGe |yR &aiNBaazr yR:Z & (GKS
nearly obligatory role that society assigns to men. Particularly there is anassumption that

caregiving is both natural and obligatory. Welthagen captures this inner turmoil with a raw, almost
visceral visual language thailsserts the traditional glorification of maternal identity.
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Figure 9: Goitseone Botlhalloerane 2017, Mosadi o Tswara Thipa ka Bogalengjxed
media200cm x200cm (Sasol New SignatureZ017, p. 49).

Goitseone Botlhal®oerane'snaming ofMosadi o tshwara thipa ka bohalerig017) (awoman holds

the knife on the sharp side of the bladis drawn from the Setswana languag®tlhaleportrays an

animated narrative of a woman in many scenamgd® isalways accompanied by a child in the frame,

but the woman isnever visibly identifiablet KS g2 Yl yQa FIFO0OS A& KARRSY 0@
Seshweshwe pattern making her namelesshhis invisibility of the face can be interpreted as a
metaphor for the eradication of women'gariousidentities at the hands of social standardshe

patterns may representvariouswomen and qualitiepresent inthe complicated and sometimes
conflicting roles that women are expected to play.

The idiom the figure's concealmentand the title accept the hardship and abuse that women face.
The mother becomes both a victim and a warrior. Despite promoting conventional mother duties, the
artwork presents a striking image of women as strong, resilient, and capable of great sacrifice.

Both Welthagern(Figure 8) and Moeranf@-igure 9) evaluate motherhood as an unquestionabid
guestionable identity for womeriThe artistshighlight the disregard for women's agency, uniqueness,
and emotional wetbeing. Both artworks use separate yet evocative visual languages to illustrate the
hardships put on women while also reclaiming the power inherent in persistence.

Conclusion

This paper set out to answer two questions: Have the artistic visualisations of women changed in this new
millennium? Or is this new generation of woman artists still showcasing women using the same old
misogynist visual language? Conduchexsin my perspective as a young Black female artist in South Africa,
this paper considers the country's important social changes and gives a unique look at contemporary
artistic practices and their connections to the feminist discourse. It was a respomsg turiosity bout

what my peers are doing, their interests, and whether their ways of representing the feminine form have
shifted from those of the past generation. | undertook this project because | found myself unable to fully
connect with earlier feminist artisticxpressions, which were often shaped by the lived realities of
apartheid, patriarchy, and overt sexualisation and objectification. This new generation of artists did not
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experience those political struggles in the same way as the past generation. Instead, they are steering a
different terrain, one where they have a voice and their art focuses more oasalfsis and setefinition

in a rapidly changing world@his paper makes evident why emerging artists are projecting themes like
identity, beauty standards, and domesticity in their works. These are not just aesthetic choices; they are
extensions of their lived experience. For many of us, artistic practice beginpergbnal inquiry into how

we see ourselves. This awareness starts with lived experiences, then considers societal views, and finally
reflects influences from family, culture, and environmérttis paper shows how these women artists resist
dominant narrativesand encourage women teedefine ourselveson ourown terms. The female body,

once a site of external control, has become a space of internal reflection.
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Abstract

In the current milieu approaches to the design and creation of visual art and design artefacts by
Afrikans, no longer follows the application of E#kmerican ideologies and methods, stylised with
Afrikanrinspired effects so that they are palatable to a $tn audience. Colonial era atavism
attempted to erase Afrikanness from Afrikans' cosmologies, citing the superiority of Western
Enlightenment reasoning and their more 'sophisticated’ society as preferable. Afrikan aetiologies now
supersede in contemporg creative practice in Afrika, grounded in values, heritage, genealogy,
mythology, prolepsis and systems that are intrinsically Afrikan, and favour that which is authentically
representative of the continentA central idea here is that of autochthonous design, based on a
theoretical framework informed by cultural hybridity and cultural significance, materiality, indigenous
knowledge systems and Afronowism; a new ontology of authenticity. Chanogsl of intercultural
diaspora resonates with autochthonse design as an ideologgpressing that cultural influences are

fluid and that it is impossible to ignore the effects of diaspora in the quest for design authenticity.
Consequently, this paper sets out to demonstrate, by exploring beaded artefacts, how this design form
is a suithdle means by which Afrikanness is expressed in contemporary Afrikan cultural production,
whether fashion, interior, textile, or graphic design, and visual communication. Using beads and
beading as aspects of materiality that har@ins in the ancient cultural production of Afrika's colonial
antecedent, examples of this phenomenon are discussed and the casedouraging the use of the

term "autochthonous design", to distinguish authenticity from pastiche, is fantvard. The
methodology is informed by interpretivism and acknowledgement that the '‘essence’ of Afrikanness is
a subjective space that requires complex visual analysis to decode. In previous research, the author
proposed a fowstep model, called "Mapping Afrikaass" to guide designers who desire to generate
creative production that manifests Afrikanness. The model can also be used as a mechanism through
which design can be read or evaluated to determine its quotient of Afrikanness. Collectively the
contributions of HH, Rose, Pauwels, and Twigger Holroyd, form the nexus of the analysis model. A
simplified version is employed in this paper to interrogate the use of beads and beading in modern
artefacts that reference ethnicity, hybridity and diaspora, and culturalifsagmce. Evident in this
research is the correlation between the cosmologies of the past and present, inventing new ways of
considering them whilst maintaining the reverential connection to their former significance.

Keywords:Autochthory, Afrikanness, cultural hybridity, authenticiggonism, alterplinarity

Why autochthonous design?

The modern era instigated the need to distinguish between disciplines of désgmvere derived
from craft practices and the commercial imperativéhat diversified specific design subject areas.
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Hence the emergence of several design disciplines sincedbendindustrial Revolution began in

Mycn® ¢SNYA& &d0KS &% CHINEEdRMERE KA & F NDKA G S OG0 dzNI
various others, descriptive of bracketed design fields, have since become more broadly used in the
lexicon of terms for @ative practices with a business or commercial focus where a functional product

is the outcome According to the International Council of Des{yvhat is design20H p 0 a5 SaA 3y A
disciplire of study and practice focused on the interaction between a person W dzarisl Kip

man-made [sic] environment, taking into account aesthetic, functional, contextual, cultural and

societal consideratioris o organisél K Sa S & A yiriorS Ndicaly, th@cgngbé categorised into

G DA adz f O2YYdzy AOI GA2YyéS GadzNFIF OS RSaAI@BEesd aSyodA
2021 a neatly executed and simplified categorisation offered to secondary school learners in South

Africa by the Western Cape Edtion Department This is a useful system within which to place the
everexpanding terminology around design discourses and the niche nature of some forms of design,
especially as they seek to be more inclusive, socially aware and cognisant of technological
developments The simplicity of this system is its appeal, in that it allows for an inductive process by

which additional design forms or types can be included.

Rodgers and Bremng¢2017,p.H M0 O2Y aARSNJ 6KS S@2ft gAy3 (St Sz2fz238
its disciplinary, conceptual, theoretical, and methodological frameworks to encompassveiesr
RAAOALI AySax FOUABGAGASAE YR LINY OGA OSser sysemSOG Ay 3
Consequently, and not unexpectedly, tiiet of desigrnypescontinues to expandhe Indeededitorial

team present 15 unique types of professional design engagement, in this instance specifically
considering those that lead to defined careehsterior, industrial, engineering, software, graphic,

fashion, landscape architecture, architecture, user interface, game, user experience, business

F NOKAGSOUdZNBSE AYF2NNIGA2Y | NOKAGSOGdzME@negpddzy R |y
of design and what these design types ent2iR5).! Consider that each one of these types
encompasses a variety of characteristics that are used to define and categorise how the interaction
functions between the user and the envinment.

Notably absent amongst these is any mention of design types where impetus for the design activity
emerges from a space that is grounded in criticality, questions the nature of being and things,
GLINR @21 Swae OEoskird2016\ p/20)ai® tnsdideiplibary, hybrid and rhizomatous.

The design types referenced here are critical, speculative, ontological, social, participatory, universal,
agonistiqKoskiner2Omc 0 = | Y R {RodgérSand Hreing@0INP.£2), amongst others. It is

these hst two forms that perhaps best motivate for the notion of a new, or another, type of design
GKIFG Aa aOKFINIOGSNRAT SR o0& FfdARZ S@2f gAy3a LI GAES
transfigure disciplinary and conceptual boundarieX @onstantly shifting, creating, contesting and
negotiating new terrains of opportunities and-&eK I LJA y3 (G KS 0 2 dfifoddeBn8a 2 F F
Bremner2017, pp. 22¢23). This design form enfolds indigenous knowledge sys{d(®), traditional

values, ancestral heritage, cultural significance and symbolism, is definitive of histories, ritual,
groundedness and shared narratives but is also proleptic, expressing cultural hybridity, diaspora

I¢KAE G(GSNXAy2t238 A& LzZ T tAy3ar +a GKSNB asSSvya (2 o6S |
O2y22AyYySR 6AGK aRSaAdIyé Al NBFSNE (2 O02YLX SE= Aydl y3)
for generating a solution or solving eoplem, becoming translated into a physical, visible manifestation as the

LINE RdzOG 27F FOlGA2yAy3a | @FNARSGe 2F ARSIad L ¢g2dA R &dz3:
GRSaA3IYy RAAOALX AySaéds & GKIFGVItNBTSNE Y2NB (2 GKS yI (¢
2In this instance | refer to the intrAfrikan diaspora that developed in the peelonial era, driven by trade

and migration on the continent from900CEMyYy nn/ 93 FyR GKS adzoaSljdsSyid alff20¢
G2 ONBIGS a2YSiKEade08yy AljdzSt & | FNRLF Y E
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authenticity, a contemporary Afrikan sensibility and Afronow{sithfeatures of autochthony(Cadle
2023,16 @ ! YLIX AFeAy3d (KA& Aa GKS [32yAaGA0 RSaAdy
political discourse. The underlying philosophy is applied to the practice of design as a space of
adversarial engagement and questioning, a provocation to argue atieenar opposing viewpoints

in pursuit of an aesthetic solution. Mouff@013, p. 7) points out that the central pretext is that

a A ¥y G S NLislBespadeiofzghtestation; even though parties are aligned to democratic principles,

each seeks for their interpretation to hold hegemany KA a al 32y AaidA O aGNHz3I3f S¢
Fa | Ga@AONIY(d RSY2ONI Oeé @ ¢ K SesidihddAts degthéticsO 24dzf R S |]
Y2alAYySYy a@AASA4a5yY aAdndohdc arsthgliOih &t MESIQwio ways, to bring

together people who are not normally connectégXd@@l Yy R8 G KA & gl é&sx GKS | Saidk
KdzYl'y StSYSyd Ayia2 | (KiSBnen2GiG p. 322 thavebff dpéningRie@2 A R €
discourses to the best argument and truth where better decisions can be made because broader
participation allows people to debate and learn how others thik&skiner2016).

In short, the characteristics of alterplinarity are; reshaping design boundaries, constantly questioning

and evolving patterns of practice, while agonism provokes changes in society through arguing
alternative viewpoints, contesting the space of interpiidas, and considers the human element. A
synthesisof 32y AaY YR It GSNLIXAYFNRGe fft2sa YS GKS 21
more clearly:

Autochthonous design is not so much a design discipline, type or form, but rather a-design
focused attitude that explores the coalescing of multiple influences that target cultural
significance, especially as it relates to IKS and traditions and thestdteom or interpretation

in contemporary designed artefacts and visual communication.

The last phrase is the distinguishing factor, as of necessity, autochthonous design has to project a
forward-focused ethos because it is finding new ways of expressing that which is inspired by history,
cultural mores and valuest KS &G Ay G SNLINBGF GA2yé A& GKS ONMXzE 27
reliant on a degree of subjectivity in identifying the essence of an artefact. Extracting criteria to analyse

an artefact in this instance is of limited usefulness as one is atti@gpd correlate actual prsjcal

FYR GKS2NBGAOIT LINPLISNIASAE 6A0K K2g (GKS NBIFRSN
(2022,p.onv adGlGSaz &a¢KA& | NB ddxdryinierpetai®ns af thezwdrid and.J I OS
cultural beliefs, theories, and intuition to form a legitimate lens through which knowledge can be
generated or observed and understopén epistemology that undexly S& Yl y& LN} OGAOSa
2T ly2é6Ay3aQ

This is of particular relevance to a design type where there is a complex mix of informing
characteristics like in alterplinary design. Sensitive consideration of past, present and future is the
essence of this design thinking and is consistent with trenestic notion. Also, the role played by
authenticity and pasticha defining autochthonous design, is extant in this debate, in that it is almost
impossible to view autochthony as devoid of external influence today. At best one seeks to see it
rather asa rendition of enduring Afrikan cultural influences, where indigeneity takes primacy, and
intra-Afrikan influenceqthe continental Afrikan diaspora) and colonial influences are selectively
absorbed and hybridised into Afrikan cultu(€adle2025; Nimo2022), inventing new forms for
culturally significant artefacts. Taking this further into the realm of contemporary Afrikan cultural
LINE RdzOG A2y > GKS W2NRAIAYLFEQ I NISTFFOGA ONBFGSR | OC
through these influencesbecome the baseline upon which a whole new set of starting points are

3 See Jacques Ranciére, The Politics of Aestl{etesion: Continuun2004)
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mined to generate Afronowist designed artefacts. Thus, the autochthonous design result retains its
Afrikanness, employing a variety of reference points from past and present to create the innovative
design solutions that have come to represent modday dtitudes to cultural production that are

not pastiche or ersatz but themselves become newly significant to the culture.

Research framework defining terms

This paper argues thaautochthonous designs a practice that has been present in indigenous
communities for aeons and, in the present day, is the mechanism whereby design innovation develops

and flourishes from traditional and historical influences. This correlation dispels the arafi/notion

accorded Afrikan(and other) cultural production and shows that cultural practices, values,
authenticity and acculturation underlie contemporary design practice where ethnic influences are
hybridised into new aative formg § KA &4 YA 3IKG 0SS NBHrighNINdIRral G2 | a
I LILINE LINBaiddah& RageR025, p.5). Unlike appropriation practices that carelessly repurpose

cultural artefacts for visual effect, pastiche or saffgrandising\B | a2y a> oKSNB GKS dza s
ideas, showrdisrespecto the culture or have not sought permission for U8ardon& Page2025),

what Cadle(2020 p.69) termsé@zy RSNXYAYAYy3IQ ! FNAOIY @I f dzS,a (KN ¢
autochthonous design acknowledges culture and its symbolism as telos, by considering the
aforementioned factors.

G! TNRBY26AaYET G! TNAR{IFIYyySaaéd FyR Y2NB NBOSyifex
02dzy RAy3 GSN¥Ya T2N) aldzi2z0KiK2y2dza RS&aAIyéd ¢KSe

1 Afronowism is an attitude to designthat considersseveralways of knowing Afrikannessand
consequentlyembeddingthat in waysof doingthat is future-focused,dentifyingthe WS &4 & &y OS Q
culturalidentity that embodiesan Afrikansensibility,and acknowledgesultural diversity.

1 Afrikannessis a quality expressedy Ekpo(2022, p.52) asd (i kuiural selfsatisfactionwe feel
whenwe havebeenableto think andactAfricaré whered Y S | ys&nyb&idedn representation
andWa 2Pdeyf OG A2y Q¢

1 Agonism/agonisticdesignprovokeschangen societythrougharguingfor alternativeviewpoints,
isopento interpretationsthat are contestable andis cognisantof the humanelement.

1 Alterplinarity/ alterplinary designaddresseghe nature of (mostly) product or artefact design
that is not located in a single W R S &RM FyO AbLsfesisys Ssproject-driven activity where
dpositively WA NNE & Ipiacyftidriers, & Z@@rposelyblur distinctionsand borrow and utilise
methodsfrom manydifferent¥ A S tbviRlgsurprisingandplayfulsolutions(Rodgers Bremner
2011).

Beadedartefacts asautochthonousdesign

Beads and beaded artefacts represent widespread evidence of the reach of colonial influence from

the 12h Centurytothel9i K / Sy G dzNE Fa WwWO2y il OGQ ¢ a4 YIRS 06Sis
people of the South. Although the materiality of beads includes, shell, clay, stones, horn, bone, metal,

wood, plastic and glass, contemporary design applications tend to favour thtédes. It is the latter

that is of interest to this papess glass beads acted as the trigger for a more general uptake of beads

in decorative, symbolic and culturally significant applications, but also as a currency ofheade

GKS &GN RS 0 S HAlenétal.R@8)IMANey gointd 8ud thata vast and lucrative global

industry developed from this bead trade as it became a currency of transaction between colonial
administrators, traders andutochthenes Nettleton (2018) notes that in South Africa there is a
LISNOSLIiA2y o6& GNIXRAGAZ2YF T AAlGaE2 GRS GF NUBS-@IataKas 05T KES
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preY2RSNY ! FNAOIFIY ARSyiGAGE YR KSNARGIISET gKSY Ay

FNNA PGSR Ay ljdzZydAdGe GKNRdAdAK {2dziK ! FNAOFY LR NI a

spanninguntil the 1980s, with Black South African women producing new and pioneering bead designs

and adornment forms over this period, many of which are held in museum colledfimtieton

2018). Theimg NIi  yOS | OO2NRSR 0SIRg2N] Aad BokhHBWBEWag NS G KS

they were worn and in the patterns they used, beadwork items were important visual markers of the

social roles and positions of its wearers, creating communal identities and poétigeus units. It is

LI NIfte Ay (GKSaS RA&GAY 3dzh &irfgRatidonailes Gléttletorre0l8). 6 S Rg 2
A

LY DKIylsS ¥2NJ SEFYLX S 0SIFERSR INIST¥IFOGaQ &aLSO
with a connection to other cultural elements translatiAdinkrasymbols pogolansymbols andkente
patterns from textile forms and vice verBuamiet al. 2022, p. 319). The transSaharan trade routes
provided a pathway for trade beads to reach West Afrika via the Mildit and Europe prior to the
colonial era, emerging in about 500BCE and peaking in the 16th C€Ntorg2022, p. 15).

(A

Mokoena (2015, p. 392) is critical of the categorisation of wearable beadwork as craft, as beaded
FNIGSTFEOGAa NBLNBaSyd YdzOK Y2NB>X StAOAGAY3I aAyhaSt
4dzo 2SOGA DS NBaLRr¢farBgid? !if KiSK 2FdrRKK AR2KY/S AZ8LIS O KSNB =
Slidzr tfe G2 20KSNJ Odzf GdzNI £ 2062S0Ga GKIFIG KFE@S o0SltF
RSNAAAGSEt e f H(@add®B. Many hstadcBsdekidt id which beads and their designed

progeny are present in ciemporary creative artefacts, products of diasporic hybridity, evolving new

forms, and innovative interpretations. One needs only to note the growth and pervasive nature of the

craft and design industries in the curremilieuT 2 NJ O2 Yy FANX I GA2y 2F 6SFRaQ O
and tactile arts.

.SFRaQ 3AS2YSUNARO LI GGSNyYya FyR Y20ATa K2fR YSIy)
interpreted in fashion and textiles, are embedded signifiers in cultural objects, and symbolise
awareness of the storied histories of Afrikan culture, states Bugmil. (2022, p. 317). Beads and

beaded artefacts hold allure and significance as wdden objects in many instances whether they

be of an historical nature or are the product of contemporary, Afronowist realisations. As Katsande

(2014) explains & ¢ Kdour®and sizes, the significance of the materials chosen, the placement of
beads2y GKS o02Reéx Of20KAYy3a 2NJ INIAOftSaov Fy2y3a 20K
person using beads dendateperspective, experience, feelings, beliefs, desires, and/or péowlr

Afrika beads feature in several scenarios; spiritual, religious and ritual representations; musical
AYyalaNXzySyaGaT Fa | ydZ Staz Wg2NNE 60SIFRAQ FYR Ylaat
trade and widely as adornment. Momecently representations of animals, decorative pieces and
furnishing objects feature in support of tourism and interior design applicat{gassande2014).

Beaded motifs are evident in the knitwear of designers such as Laduma Ngxokolo who considers the
historical and traditional significance of beikgosaMokoena2015, p. 391), and memorialises it in

the future-focused aesthetic of an Afronowist paradigite imbues his work with references to Xhosa

beading and symbolsand tiié@ 8 SONB (G £ 0 Y Hetl thérdn) tiyeIhfluBnceoSbiald traditional

colour combinations, brave pattern contrasts, and contemporized garment silhouettes that mix
Afrikan and Western sensibilifCadle2022a, 260)

¢tKAE A& O2yaraiaSyid 6AGK 1 NBdzy ! LILJ RdzNI A Qa K2 dz=
migration influence diasporic identity encouraging the development of new cultural fo(iEgrard

2017). Thus,the point of agonism as a design influence and its relationship to autochthonous design

can be argued. Oneeed only contemplate the ascent of designers and online platforms promoting
innovative creative produs. A standout example i$00% Design Africlbome ofDecoreXx ! ¥ NRA 1 | Qa
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largest craft, art and interior and textile design exhibition; developing novel experiences of design in

Afrika, in engaging ways,& G OSt SONI GAYy 3 ©X8 ONBKAVPAYERIRRADIR
2023). Monkeybiz on the other handjs a novel and socially aware creativity asupport project

dedicated to the upliftmenbf women through traditional craft and creative beading opportunities

this nonprofit organisation is supported by local designers and businesses requiring artisanal
contributionsto a variety of design forms from animals and dolls, furniture, interior décor anebtine

FNI LASOSad 1'a GKSe aidldSY ahdzNJ 6SIFRSR g2NJa I N
K2LJS | yR SY (Nbnké&/bidBSaddd éAr2025). Among the varied supporters of the
Monkeybiznitiative areAnanta a Cape Towbased, sistedriven design studio who find inspiration

in their Indian rootgKuta2023)t they create a space of intrigue and conversation with their hybrid

artifacts presenting alternativeiewpoints and open interpretations, coherent with agonism. As they

LINE O fQuriphlasophy i#esign to uplift humanit@@uta20H o 0 = | LI GKgl & (KSe& KI
ONBFGS | KEFEN¥Y2yA2dzaz YR LISFOSFdzA AGAy3a Sy gJdiNp
calculations and alignment with nature to maximise the flow of good ergei®@wo other creative

sources are notabléylash.TDesign Studig K 2 ad>S& RiI SOKy 2f 23& | yR GNI RAG
I 02y GSYLRNINE RSAATIY |SAGKSGIAO0E 6KSNBE (G(KS T2 0dz
African Creativ@roduces custom design and sources creative pieces that epitomise authentic Afrikan
creative efforts, whilst socially conscious and in support of conservati@hcome to African Creative

2025)

Ly | 002 NRI y OS208)view onYhe subjdctifify 8fthd beattd SNJ F YR FNRBY Yeé
2F 0SIFIRQA dzy AGSNEFE FLIISHEX GKS F2ft2¢Ay3  |jdzk £ )
argument forbeads and beaded artefacts as manifestations of autochthonous design in the context

of Afrika.

Beaded works are evocations of the modern and the historicagxisting as vessels of knowing and
symbols of cultures past and present, a kind of Venn diagram of historical and cultural influences. They
are valued because they reify symbolic and cultuedlies, concretised in forms that are appreciably
more complex than their tiny, constituent parts; they are precious also, requiring patience, skill and
care, artistic integrity, technical proficiency, and extraordinary time commitment in their fashioning
Objects, accessories, décor and furniture created in this way therefore embody the social and cultural
anthropology of their makers, their sources of influence, and expectations of their users, a constantly
evolving archive of the human condition. Theghi&eve their heirloom status due to this and their
longevity. The spherical, cylindricalraultifacetedbeads strung, woven, threaded and aggregated in
infinite configurations lend prepossessing tactile attraction, and seemingly fragile weight to finished
LIASOSad Cdzy QiAz2ylf INISTFOGAa 06S02YS WY2NBQ 4KSy
musicality as they delicately click asukurrateagainst each other. In my view it is all of these qualities
that coalesce into thé@resistibleappeal one feels for beaded things.

Afrikanartefacts:Designor craft

The above notwithstanding, essential to this notion is the necessity for the artefact to be a product of
a designdriven process. Richards¢2023) posits criteria that differentiate design from art or craft:

Designis functionalandthe productof anindividualor groupworkingtowardsa commongoal
Innovation is a desirable quality when it contributes to functionality (superficial or surface
adjustmentsare consideredasstyling)

{ dzf f BicUmP @ BfldWsT dzy Oftiiakkatlye Qesignresolution

Aestheticds alwaysconsideredasanintrinsiccomponent.
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This is not to say that craft and design are not closely related, as skill, technique and knowledge of
materiality are essential aspects of both. It is perhaps the handmadepfingature of craft forms
that is a distinguishing factor.

Assuming that the design criteria are satisfied, it seems appropriate that if an artefact is to map its
Afrikanness, it needs to satisfy the requirements of the design criteria first, then ensure that it is
ideologically Afronowist and incorporates an agic andalterplinary design proposition.

Mbembe(2002, citedin Koteck02Q) & G I (i Sr&e thie Kihete&nth @entury, those who maintain

that Africans have their own cultural identity, that there is a specific African autochthony, have sought

to find a general denomination and a place to which they could anéhbriT8sépaper aligns to this

view, addressing the idea @Afrikan) autochthonous design {an as yet unpublished) part 1 thiis

F NBdzYSy i Qa (Ca8I@&ifpDIDY Syl F RRAYI aRSaAIYy ONARGSNAL €3
the definition of autochthonous design, the modidveloped for mapping Afrikanness refines the
WRSAaA3IYyQ OKINFYOGSNI YR AYUNRRdzOSa Y2NB ydzt yOS (¢
unpredictability from the alterplinary. These are two aspects of Afrikan design that address
indigenously deriveeepistemologiesnclusive of customs and practices, the fluid influence of the
intra-cultural diasporgChancy2020), and the inevitable residue of the Afeuropean legacy and its

resultant hybrid Afrikan culture

MappingAfrikannessandthe link to autochthony

The original flowchart for mapping Afrikanness first appeared in2088 paper titledCelebrating
AfrikannessThis model presupposed a method for designing with Afrikanness as intent. An otherwise
academic exercise initially, it providedraalworld way for students(and designers) to design
according to a viable methodology. A subsequent iteratio2085 considered only 9 principles of
Afronowism as they were teleologically linked to Afrikanness, and the visual analysis method of Luc
Pauwels(2020), ascriteria for artefact analysis. This was applied to reading designed artefacts in
determination of their quotient of Afrikanness, and consequently whether the artefacts could be
considered as examples of autochthonous design. Below, in Figure 1, isdhevatsion of that
flowchart, this time renamed a&utochthonous design mapped for Afrikanness

As stated, the intention of this paper is to clarify the relationship between autochthonous design and
Afrikanness and submit that by applying this lens to a designed artefact that it lends a label of
authenticity thereto. This, now more rigorous, analyfsssnework considers additional criteria that |

assert validates the autochthonous design argument. An example of work by Mash.T Desidiiws, the
Pendant(Figure 2), that incorporates beadwork, is scrutinised below according to the new flowchart.

The focuson beaded artefacts is discussed in depth previously. Reiterating the main intent, as stated

in the introductiona A a GKS O2NNBflIGA2y 0SG6SSy (GKS O2avzft 2
new ways of considering them whilst maintaining the reverential connection to their former
AAAYAFAOL yOSt

¢KS FylFfeara || LILX

ASR O2y&aARSNBE (GKS yS8gte AydN
GFEGSNLIE AYENRGRE YR

G 32 Yy A4 YLiz Reddénwas adlectedyh | lj dz2

41n the present dayalthough not considered in the scope of this paper) the pressuubigfuitoussocial

media and its reach and effect on skewing or reconfiguring perceptions of autochthony cannot be ignored. Nor
can the globalisation and appeal of American saxcitbural and commercial culture, as these ssfne

vehicles pummel users with valuegnibols and consumer models via the pervasive presence of Alphabet,
Meta, Microsoft, X and Amazon, among othérschnology, Media and Telecor8ocial Media Companies by
Market Cap2025).
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02 ND2 NRI yéé GAOK GKS t NA y’C)A LJ S art réplete With AfdkahegsAh a Y |y
credentials.

Design critea

ThelLiz Pendanis clearly a functional object, serving as a lampshade. Thepiage wire armature

allows the inner and outer elements to create a linked, coherent object, whilst defining individual
purposes, one as receiver for the coloured twine inner and the otigdfadi KS 0 S+ RSR 2 dzi S NJp
together but separated. The inner mutes the light transmission before it encounters the beaded
section, producing an uplighter/downlighter effect. Presumably, it is designed like this to create an
intimate cone of illuminabn. Form follows function is present in the modernist simplicity and the

light transmission qualities that show off tieselouredtwine and the jewelike effect of backlit beads.

The beaded areas are redolent with Zulu inferelfitee designer is Zulu and attempts to express

heritage in her design workMash.T Design StudB0H p 0 | YR NBFSNBYy OS Widz dz f 7
bodily beaded decoration.

Alterplinarity

Overtlya product design, the piece suggests inputs from indusieia! wire forming and welding,

craft inputs from beaders, design vision from a textile background, and anthropological knowledge

(IKS) of beaded patterns and their significance. Despite multiple inputs from artisanal, engineering and
designer sources, the resultant object is coherent and read as a singularity. The visualisation is

I 00S&aaAof S WFNRSYRf daplayffffaraSELINBaaA @St e LR2aAlADS

Agonism

The Liz Pendanthallenges conceptions of Afrikanness and craft by foregrounding a hybrid of
Modernist and Afrikan geometries, questioniqgeconceivednotions of each. Zulu beadwork,
expected as some form of bodily adornment and cultural signalling, assumes an unexpected habitus
as interior décor. Zulu, and indeed all culturally significant beadwork, occupies a coded form, known
to some but not to allso in this instance reveals and hides simultaneously.

Reflecting on the findings produced by the criteria above, it is therefore safe to recommend the
analysis modehutochthonous design mapped for Afrikannessit is useful for adding more depth to

the reading of a design artefact, especially when wanting to confirm its provenance as an authentic,
Afrikan example of autochthonous design.

Conclusion

The point of this exercise is not to formularise or categorise but to develop a new ontological
perspective for understanding Afrikanness in design. Important also, is to put to rest the tendency to
consider styling and decoration as signifiers of Afrikeasnand rather prioritise embedded values,

essence and cultural significance. As Nelson Mandela Univézéig, p.mm0 a il 6Sazx a¢KS |
value embedded in cultural artefacts is created, not by the value of the materials used to make it [sic],

but by the recognition and agreement that it has special value to individuals, specific cultural groups,
and/or to societg by GKA& OFaS a! FNRA]lFyySaaé Aa + WIiKAy3AC
whereby authentic Afrikan design can be created.
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Lo pa

AFRONOWISM

Shows pragressive Afrikan thinking

Exprezses future imagining and possibilitias
Is sacizlly engzged and has humanistic values
Is culturzlly significant to Afrikans

Hzs an Afrikan “woice’ in waords, storytelling,

praise, poetics, idiom, myth, beliefs

Manifests Afrikan velues of ubuntu, tradition,

spirituslity, community, and ancestors

Employs or refarences Afrikan knowladge systems
Visuzl communication asserts Afriksin ways of

Pauwels’
VISUAL METHOD

Is the design imbued with the character of 2n Afrikan
stereatype or 'essenca’?

Doesthe design reference artefacts that are sourced
from Afrika-based traders, artists, crafters, designers,
or manufacturers?

Is the artefact tracesble to Afrikan production?
Daes the artefact have culturzl significance whare it
expressas socizl value, historical value, or sesthetic
value

Iz the artefsct found or used in Afrikan ritusls
tradition, or ceremonies, and is it respectful of
heritage?

Doesthe artefact reflect 2 hybrid African culturzl

SSININW )=l

representation, content, symbolism, pattem, identity?
7. Isthere evidence or sense ofintra-culturzl
calaur, texture .
influences?

AUTOCHTHONOUS DESIGN

Design Criteria Alterplinarity Agonism

Design is functional = Dutside of 3 single design Provocative

Innovation is preferable discipline Alternative viewpoints
= Form follows function *  Purposely blurs distinction +  Contested
=  Aesthetics an intrinsic between disciplines interpretations

value +  Lrtilises methods from a *  Human-centred
. G ived for et uarlet.'y.nf fields

*  Surprising and playful

* | have added thipoint to assist in distinguishing between the craft/design dichotomy as noted in
the discussion on design criteria.

Figure 1 Autochthonous design mapped for Afrikanne¢Sadle2025), LJRF G S 2 F 4Gt y I £ & &
LINEOSaa Ff2¢ TFT2N YI LAY 3 (Cadldzm3)F yySaa Ay |
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Figure 2 Mash.T Design Studjd.iz pendantsbeads, twine and wirgimageby Mash.T
Design Studi®025, used with permission)
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Abstract

Codesign, under the broader scope of humeentred design, refers to an approach, attitude,
alternative way of thinking, and engagement with design practice. In an educational context, although
limited, scholarship exists around -design pedagogy, which caides with the need for future

focused design education, including fashion. However, a research gap exists in terms of student
attitudes towards cedesign practice. Also, a further gap exists regarding fashion education, in that
conventional pedagogies théoster a culture of designetenteredness and se#fxpressivity remain

at the forefront, with educators reluctant to embrace a-design pedagogy. Hence, the criticality of

fashion education is questionable in terms of its futimeus. Considering theeguments offered, this

paper is driven by a twi#pld research question: how can -ciesign pedagogy be implemented in

fashion education, and what are students' attitudes towardsdesign practice? Aligned with the

research question, this paper offers a tkad aim. The first aim is to situate the implementation of

co-design pedagogy with firgtear fashion design students at a South Afrigaman higher education
AyaliArlddzianzye ¢KS aS0O02yR AY Aa (42 RNIg 2y-SYLRANA
design practice. This research was executed through the qualitative research lens rooted in a case
study. The case relates to firgear fashion desiga 0 dzZRSy (104 Q | { (-desigizBt& Bouih 2 & I NR 3
African, urbarhighereducation institution. Epirical data collection involved artefaatemprisingof

22firste S NJ FlFaAKA2Yy RSaA3ady addzRSydaQ ogNARGGSYheSaal ea
findings reveal that when students are exposed to a futieeused cedesign pedagogy and practice,
transformation in student mindsets about fashion design practice is evident and yields positive
attitudes. Notwithstanding, designarenteredness and feexpressivity also emerged and generated

negative student attitudes towards etesign practice. Caidering the above, this paper contributes

to the conference themeDESIGN+ Disruptions, Realities, Futurgslisrupting conventional fashion

design education to ensure effective scholarship of teaching and learning through innovative, co
design pedagogy and design practice that can shape futures.

Keywords: Attitude, cadesign pedagogy, futurocused, fashion education, scholarship of teaching
and learning

Introduction

Muratovski(2022,p.EEAAA U0 | NHdzSa F2NJ (162 RS&aAIy -lbokigNR I OK S ;
LIN} OGAOSE yYyR GRS&AAINE O 8¢y MSAEIGKS NYK S f B2 NININISH2 4 A
style and personal sefixpression driven by designer inspiration, howevethwie latter approach,
designis about problert 2 f GAYy 3T LR AAGA2YAYy3 GKS aySSRa 2F 20K
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In a discipline such as fashion education, progremofferings appear to continue aligrg with the
Bauhaus vision, with traditional roots in crafting skills that foster aspects such as drawing, modelling,
individualised perceptions, imagination, image manipulatiang visualisatior{(Faerm2012; Skjold

2008; Tovey2015; Wolff & Rhee009). Consequently, the manifestation of design, as an inward
looking practice, appears conspicupugth a focus on designer innovation and the development of
fashion mood bards that reflect creativity around a central theme or idea, acting as a catalyst for
designer sources of inspiratiqifrreeman, Marcketti, & Karpov2017; Leeet al. 2018). Essentially,
mood boards comprise imageries for sensorial stimulus and inspitatiod from a fashion
educational standpointequips students with skills for industry practicreeman, Marcketti &
Karpova2017; Omwami, Lahti & Seitamdadakkarainer2021). Muratovski{2022, p. 41) argues that,

If K2dZAK RSaA3aly KlFra S@2t SR (GKS FlLakKAz2y RAAOALIX
LINAY OALX S&a¢é¢ I yR NIBnddrstoye8 R unchasyeddframe®orky. SRA | =

Codesign, an approach to humarentred designHCD), is a design method, attitude, alternative
meansof thinking, and application to design practiiaternational Organization for Standardization
2010; Norman2013; Sanders & StappeB912; 2014). In an educational context, although limited,
scholarship exist®n codesign pedagogy, which aligns with the need for futfgeused fashion
education(Casciaret al. 2021; Mchunu & Moodley®019; Lam2020 Leeet al. 2018; Bang & Hodges
2024; Harvey2018; Harvey& Ankiewic22022; Hur & Beverleg023). However, a research gap exists
in terms of exploring student attitudes towards -design practice. Furthering this gap, Letel.
(2018, pp. 430, 432) posit the curtailment oéflectivityand recognition of social ecreation because
educators themselves have not changed their attitudes by welcomirdesmn pedagogy. A further
gap exists in fashion education because conventional pedagoglesh foster a culture of designer
centeredness and sedfxpressivityremain at the forefront Thus the criticality of fashion education
is disputed in terms of ithuture-focus.While acknowledging the gap that educators themselves have
not changed their attitudes tembrace cedesign pedagogy, thizaper focuses on students because
they ultimately develop into future designers. Exposure tedegign at an educational level has the
potential to provoke arattitude for change and enablaiture-focused practice.

Considering these arguments arlde research gap, this paper is driven by a fietd research

guestion: how can cdesign pedagogy be implemented in fashion education, and what are stsident

attitudes towards cedesign practice? Aligned with the research question and forming part of a larger
research project, this paper offers a tviiold aim.The first aim is to situate the implementation of-co

design pedagogy with firgtear fashion design students at a South African urban higher education
institution. Thea SO2y R I AY RN} ga 2y SYLANROFf NBaS+ NOK (2
design practice.

Literature review

This section offers scholarly discussion on two theoretical themamely co-design in fashion
education and attitudéor change. The first theme draws on previous research narrating @esign
pedagogical strategies with fashion students and, in particular fashion education. Subsegiently
second theoretical theme draws on social psychology scholarship to naheaiscussion around
attitudes.

Codesignin fashioneducation

Hur and Beverle{2023,p. 10) conducted a series of @esign workshops with multiple stakeholders
including fashion students, to evaluate a sustainable fashion toolkit. The study found that-the co
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design process was valuable in creating sustainable fashion solutions and fortified the development
of design ideas and the 1®valuation of sustainable fashion through engagement and insighus &
Beverley 2023, p.MmH U @ (RO20r @ &19) research implemented a eaesign process with
undergraduate students focussing on community engagement through expressive textile art and
fashion creativity In this processstudents worked together with multiple stakeholders to design and
create textile artworks. Tiough codesign, students gained a deeper understanding of recipient needs
but at the same timalevelopeddesign skills, critical thinkingndfacilitated social cohesiqgrsocial
responsibility and a sense of community in the learning procdkam2020 pp. 121, 127). Leet al.
(2018,pp. 432, 433, 442)evelopedan educational prototypto transform fashion education through
co-design and found that a edesign educational strategy should include the following elemetjts

with collaborative methods, students will have an opmind in an educational setting, 2) minimise
student proficiencies with visualisation tools to support design expansion, 3) educate students to

GOKAY]1 lo2dzi GK

S LIzNlJ@esi§ ¢ W REGAWSIy2 LI OFWANK(GI $ y(

process while consenting tfeedback, 4) educate students to enable understanding of the role of a
designer in the calesign processand 5) encourage students towards holistic perspectives.

The international scholarship above exhibits the championing -afesign pedagogy to enable future
focused fashion education; however, the South African situation appears underdeveloped. The author
completed a doctoral studyHarvey2018) that revolved around an HQDo-design) approach to
fashion education, which involvethe design and implementation of two teaching and learning
interventions with firstyear fashion design students using-aesign pedagogy. From this doctoral
study, nine principles for €D in fashion education emerged to guide adegign process, as seen in

Table 1. Despite the scope of fashion education, these nine HCD principles can be applied to any design

discipline.

Table 1: HCD principldslarvey2018, pp. 347-348)

t f IdDSNBE & O2NB | yYRTAQAADLA 2FY A& SIA ok S RY |
AYALIANIo2y>Y y20 GKS &dzo2SO0i 2F adGdzRe

Ly dSBINKRYENE NBaStRIKA IWRNER SFasAaddyyS | Rdzlh |
YSIYyAy3 (GKFG RSaA3day Aad INRdzyRSR Ay LINAYIFN
LRSyroyTRe | RRNB&da dzaSN) ySSRENRE @2 I §&El o fyARa KLIN
LINEFSNByOSa BKEHRPASR RROA2HAEZ | & AyLidzi Ay
I RRNB&aa (K235 Ry SHINBHFS NB10SH

| 2y RSRERSAATY aK2dzZ R GF1S Ayd2 | 002dzyi GK
0KS LINRRdzO

¢CN) yEBAISNS ySSRa A yeid2Z SNB IRAzZAYNESYRSiy (8K 2 dzf R 6 S

NBIj dzA NBSSyYag ONRGSNRI

FYyR O2yaidNIAyidao

' ASKE f a2t FBB RO O Zliclzy EBNRMBUKS SR SO f dzt G S L
Fd | ONARaOlf a2 ¢zRAR IV NEY TaKNeMit aR2 yS O f dzk (0 S
GKSY o6lFlaSR 2y GKS F¥SSRolO1 200l AYySR
F1&S LINRPOSaaA AINGNF2yS2N] NBLISFGSR adSLia

ﬁeé@éf 2LIYSYyid LINRPOSaa dzyef GKS RSAANBR 2dzi O
2ttt oRdNG ®2YY dza SNEdzA §RE RISEB IYEGNES YR 02|
GKS RSaAady LINRPOSAE A AIGyERS NSBSHMYPWR A K2 dzf R dzy T
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58843 yDIWASHRA A OA LK Ay NBE cREBARA BY SNK Rg 2BNE
Sy3r3s Ay O2t tyllqaANITo Y RRAGALES2NSy il 02y

In their research on cdesign in fashion educatipilarvey and Ankiewiq2022, pp. 120-121) found

a shift in both educatat4 | yR adGdzRSydiaQ YAyRaSGazr GKdza €SI
transformative teaching practice, KA OK Sy | 6 f SR & (i dzR S-yonsiructdrg[and]S 02 Y S
a20ALffte YR LRfAGAOIEEE NBalLRyaAdS RSAAIYSNEE
(2025) found that cedesign pedagogy exposed fashion design students tipeative learning
experiences, social cohesion, and human belongingness through inclusivity, respect, prosperous
relationships, and profound communication. Simultaneously, the research founghdt from
individualistic creativity tocollective creativity and criticathinking (Harvey 2025). Mchunu and

a2 2 R{(@DBOPBI) interdisciplinarycdk S& A 3y LINRPOS&aa F2dzyR Gl y I LILINB
both inter-institutional and crosslisciplinary levels, and the metdaew of collaboration as a conduit

F 2 NJ (NI ya O Snematighal &ntl loéaKréséafh on-design pedagogy demonstrates the

potential for futurefocused fashion education, attitudes may play a alicle.

;
(
l.j

Attitude for change

The discussion on attituddraws on social psychology scholarship. Wilson, Lindsey, and Schooler

(2000, p. 102) posit that attitudes are conventionally viewed as evaluationgestin memory, and

endure over time. Intrinsically, attitude evaluations are linked to human behawah a disposition

for positive or negative responses towards objects, people, institutions, or e{&jzsn2005, pp. 3

2000 ¢KSNBTF2NBI FGGAGdzRSa |+ NB & @ ybad bardifidbedcticiah dzOK S @
pleasantunpleasan, andlikeatde-R A & f A(AjZer@d05E 28).

| 26 SOSNE | GGAGdZRSE GFNE Ay &AUGNBYy3IGKEZ gAGK alNRYy
intentions, and behavieNE (G KIF G 21312 aS OKIy3aSs gKSNBHoawve& S| {1 |
Krosnick2017, p. 328). An attitude may be important to a person based on the principle of self

interest, butit may also become of individual significance due to social identifications and individual

views pertinent tatheir social and personal valu@idowe & KrosnicR017,p. 330).

Dual attitudes are possiblerhereby attitudes are stable evaluations that are habitually activatd

the other hand, attitudes are also contegensitive and can changé/ilson, Lindsey & School2000,

p.102). Different viewsn attitudes have emerged, suggesting that attitudes are no longer seen as
AAYLX @ &a02NBR S@lfdzrGA2yaz odzi OFy 6S ONBFGSR 7
KFLIISya G2 0SS I O00S a qwilsonh, Sindseil, & $dhdol@000, J2102). Howewsr, G A Y S €
Albarradn and Shaviti(2018, p. 301) argue that attitudes are defined as saved foreweo fixed

memory and are recovered as the need arisefmdicating that attitude change is complex.
Nonetheless, research on attitude change nemcompassesocial environmenta) and geopolitical
imperatives as well aste notions of engagement and inactivigglbarracin & Shavit2018, p. 320).

The implications are that attitude change is fundamental for futireused fashion education to align

with social environmenta) and geopoliticahgendas.

Situating the implementation of edesign pedagogy

This section responds to the first research question and aim in terms of situating the implementation
of codesign pedagogy at a South African higher education institution withyiat fashion design
students.
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Considering théundamentalvalue ofintegrating theory and design practice, the-design pedagogy
was designed and implemented to incorporate both theoretical and prattaseed modules. The
theoretical foundations of HCD principles, illustrated in Table 1, ardesmn methodologies were
offered in the theorybased module to enable students to gain understanding and conceptual
knowledge. To empower theoretical knowledge linkages, cases-désign practice in the fashion
industry werediscussedwhich fostered student discussions arountle crucial value ofdesign
methodologies in relation to theory. Thidignment oftheoretical knowledge anthe crucial value of
co-design in fashion practice set the stage for the praebiased module.

The practicebased module outcome was to incorporate and utilise conceptual knowledge on the
principles of HCD as the design method and intent tdesign, prototype, and make a wearable end

LINE RdzOG GKI G Ay Of dzZRSR | ZafefySeeds ari$hd sotéxt ofitheluse. I R R NF
Firstyear fashion students were required tm-design in a simulated situation comprising a two

member design team. Design teams had to collaborate with Industrial Design students to prototype

and make the safety devdcvia 3D printing. The simulated design team comprised two setups, with
students having autonomy to select their respective design team members. In the first setup, one
studenttook on the role of the designer and the other thattbe user. The second setup reversed

these roles. As a result, there were 11 design teams.

Although predominantly revolving around design and makdwigiressing theory around practice was

essential before commencing with the practibased moduleTherefore, given the interdisciplinary

nature of this cedesign pedagogy, amdustrial Design educator presented pragmatic examples of

safety devices, safety device functionality, embedded electronics, and the practicality of 3D printing.
[A1SsAaSsT GKS2NE ¢ a @ERESISRBhiskage, iteratikgdiSetaivétoflR { YI  Q
1) user needs, goals and preferences, 2) context of design use, 3) design criteria and constraints, 4)

idea, 5) action plan, 6) concept, 7) prototype, and 8) product. This theoretical knowledge was
important because the cdesign pedagogy and design and magkictivities were designed and
implemented against the backdrop of tigenerativetool.

Against the backdrop of the first and second stages ofjgreerativetool, designergngaged users in

qualitative dialogues t@ainl O2 YLINBKSYy aA @S dzy RSNR Gl YRAY3I 27F dza
safety, challengessafety needs, goals, and preferences. Likewise, designers must understand the

dza SNR& O2yGSEl Ay 6KAOK GKS RSaA3aySR LINBRAz2OG F yF
gualitative conversation in design journals, and the process of data amalydisynthesis begaWlith

such emjrical research, information becomes clearer, and the messiness of information gathering
streamlines the design process.

This empirical research, data analysis, and synthesis led to the development of design criteria and
constraints in terms of what to design. Subsequently, abstraction began with idea stage activities with
design teams engaging in kpgcture brainstoming and thinking, manifestingseveral design ideas

and experimentations. However, design teams iterated and refined design ideas and
experimentations, testing those that could work, discarding those that were unfeasible and those that
required improvement. Té intention with iteration was to narrow down the bcture thinking and

isolate core design ideas for further development. To that eledjgn teamgarticipated in cedesign

action planning by plotting out design tasks and deciphering how to translate design ideas and
experimentation. Correspondingly, the design teams planned the designer and user responsibilities.

Turning to the concept stagkéo-design activities, design teams further developed design ideas and
experimentations. Design teams also had to collaborate Witlustrial Designtadents around the
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safety devices and obtain feedbaak the functionality and practical manifestation. However, design
teams had to be cognisant of the iterative-design process to align with the user needs, goals,
preferencesandcontext of design usas well aghe design criteria and constraints.

After the concept stage, prototype or mockp stage activities began, whereby a filte prototype
turned atwo-dimensional abstraction intathree-dimensional reality. Users evaluated prototypes so
that their needs, goals, preferences, context of use, and design criteria and constraints were
addressed. The user feedback enabled designers to iterate, refine, and fix all problems before the
product was launched. In the product stage, designers created the wearable product, whereas
Industrial Design studestcreated the 3Eprinted safety devices.

Note that all cedesign activities were recorded in design journals through visual and written forms.
Written narratives were essential to capture design team discussions, notes, brainstorming, feedback,
internal thought processs, and justifying design decisions. However, design teams had the autonomy
to decide on strategies for design journaling, for example, mapping,-migping tools, diagrams,
sketches, and experiments. The research methodology unfolded following thesign pedagogy

and practice.

Research methodology

The research was conducted through the lens of a qualitative case study. Qualitative research suggests
that meaning is socially constructed through ardgpth understanding of a social phenomenon, and
through experiences and viewpoin{8lerriam & Tisdell2016; Merriam & Grenier2019; Taylor,
Bogdan, & DeVaulz016). Yin(2018, p. 3) affirms that a case study is andepth inquiry into a
bounded system. In this research, the case involved the bounded systerades@mn pedagogy and
first-year fashion dedy a G dzRSy (ia Q I déskni azR Sauth iNicart WNRE highe?
education institution.

The research used a purposive sampling method. With purposive sampling, participants are selected
based on predetermined selection criteria because they hold relevant knowledge andBidthie

2008; Yin2011; SilvermarR014). In this research, 22 firgear fashion design students at a South
African urban higher education institution participated in thedmsign pedagogy. Data were collected
from the 22 participants after the edesign pedagogy sessions.

As mentioned earlier, this paper forms part of a larger research project which obtained ethical
clearance in2023 from the Department of Fashion Design at a South African higher education
institution. Participants were invited with a pudrafted invitational letter and consent form. All 22
participants granted informed consent. Thereafter, data collection entadgdfacts comprising

LI NIAOALI GAy3 adGdzRSy(iaQ gNRGGSY Saddsignpadagogizo YA GG S
In these written essag; participating students reflected their lived experiences and perspectives

around the cedesign practice. Yif2011,p. 148) advocates that artefacts may comprise student work.

The data collected were analysed using a content method of analysis through two coding cycles
following Saldafia'§2021, p. 18) streamlined code®-theory model. The first cycle used in vivo
coding aimed at preliminary data coding. With the second cycle, fragments of raw data were
compared to formulate patterns, linkages and move into research categories and themes. The data
analysis empowered the discussion of findings.
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Discussion of findings

This section addresses the second research questionsandndaim regardingstudent attitudes
towards cedesign practice. The findings offer two overarching research themgssiijve attitudes
towards coedesign and 2) negative attitudes towards-a@esign. Student raw data quotations are
presented in italics and identified by codes such as S1 and S2 to fadiliexjgretation. Here, the
discussion shifts to the first research thepmamelya positive attitude towards calesign.

Positiveattitude towardsco-design

The findings reveal that when students are exposed tedesign pedagogy and practice, a
transformation in their mindsets about fashion design practice is evident, thus yielding positive
attitudes. With these positive attitudes, the students found thedasign practicéo beadequate and
professiona(S20) and theS E LIS NA Sy O S (319).6Accard@nglp, attiu@lefét change transpired
with students acknowledging the need for an alternative way of thinking, engaging with design
practice anda revolutionised mindset as reflected in the commehtad to change my mindset and
somewhat look at the user as someone | care about and not just someone | can get busing€sgFyom
Another studentsuggestedhat co-designshould always be included in design as it is a fundamental
way of understanding the concept behind any given design pr@égt These comments reaffirm that
co-design is futurfocused and advocates that social needs and empathy receive precedence as
opposed to the notion that business coméastf

Given the emphasis on social needs and empathy, it seems that an attitude of an Hdookirth
practice and designecenterednesshas reshaped into an inevitable futurocused collaboration
entrenched in ceadesign. One student mentioned thabllaboration is a necessity in the world,
whether we like it or not. But due to the nature of the world, collaborations are inevitable, and | will
handle the situations according($5). Adequately dealing with situations advocafer resilience,
adaptability, andlexibility to adapt to social, environmental, and geopolitical situations. With such an
attitude aboutchange, the findings affirm that edlesign pedagogy and practice have the potential to
prepare students and endow them with conversational, collegial, impartiality, and prestdwing
skills. Hence, it is necessary to move beyond the scope of focusiey mn disciplinespecific
knowledge and skills. Interpretation derives from student comments suchhasuser and |
communicated [and] resolved issy&S8) andwe all have our own biases, but-design can allow you

to set aside these biases and see things very differéd1l$). Such positive attitude for change set
the stage for selfeflection.

Selfreflectiveness

It is not uncommon for human behawioto conceivably be linked to cognition and reliability. In highly
intensive educational environments such as fashion, negative attitudes and human hahlaaie
the potential to present challenges. The findings illustrate profound-redléction that could
potentiallyinfluence fashion education and mitigate the challenges of negative student attituh
behaviarr. In an era where student mental wdileing is of great concern, @esign pedagogy and
practice hae the potential to offer a supportive strategy, as seen in the respahsg it helped me
deal with one of my insecuriti€S3).

In addition to the aforementioned, educators may encounter students who are forgetful, distracted,
or preoccupied. Equally, student punctuality and its consequences may be a concern. Although these
situations may exist, how educators manage such challerggeains questionable. The findings show

that co-design offers a pedagogical strategy to counteract punctuality and almsemtedness issues.
Students acknowledged these problems but showed a positive attitude towards change to offset these
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problems, as mentioned in the respondewould have to be punctual, which is something | really
struggle with(S9). Similarly, the positive attitude towards change seems to have enabled greater
productivity and mitigated inattentiveness, as expressed in the response:

I am also well aware that my own absenindedness can cause me to neglect small details

GKAOK Oly 2FGSy 06S Fy AYLERNIFYyG LINIG 2F GKS LINEc:
working with someone else, because not only do they help me remembeethecessary

details, but they also bring new ideas to the table from a fresh perspective outside of my own,

which can often make me see things differently, and even work b¢8&B).

{ G dzR S y-tefle€ing arl ffirling ways to change behawioexhibits that the innate ability to
change attitudes to one of positivity by acknowledging thatdegign is not about individual beliefs,
values and attitudes but about the collective impact. Despite this, negative attitudes are perhaps not
easy to chage.

Negativeattitude towardsco-design

Design involves design criticisyet showingll KS dza SNJ RNJ gAy3a wX®3).61a @S
Congruently, the inwardboking practice and designeenteredness borea negative attitude as

reflected in the responsew A mQch Bnore effective when working independerfayd 1] dislike

working with people in general because [and] would not prefer dealing with other people's
temperaments and circumstancésl). Another student also mentiotigat since | always want things

to go my way, | really do not enjeollaborating with other people, which is why | prefer working alone

(819). These findings nuance therucial requirementfor change Gwen the flux in social
environmenta) and geopolitical cress, fashion education can no longer educate studentsmaythat

thrives on exclusivity and an inwaloloking practice.

The findings also allude to the negative attitude regarding deasl(interpreted from the raw daty

asalso having to set up deadlines on when we should show each other our progress was another
challenge, because | am such a procrastinator and will hardly ever do stuff in advance but will always
leave it for the last minut€S3). This finding raises tbhaucialresponsilility and accountality aspects

of future fashioneducation, aseliability, proactiveness, and deadlines are paramount. If such strong
attitudes do not changghe sustained employability of fashion graduatestrisk.

Conclusion

Orthodox fashion educatiowasquestioned and arguments were presentddr co-design pedagogy

as a transformative means fduture-focused fashion education. This study aimed to situate the
implementation of cedesign pedagogy at a South Afrieabanhigher education institution with first

year fashion design students andedr 2y SYLIANROFf NB&SHNOK (2 SELX 21
co-design practiceThe cadesign pedagogy was designed and executed to integrate simulations with
students working in dsign teams of two, with one positioned as a designer and the other as a user,

and vice versa.

The findings reveal that when students are exposed tdesign pedagogy, positive attitudes emerge
yieldingthe transformative ability for change in mindsetsddevelopingan alternate way of thinking
and engaging with design practicg@ontradictingthe positive attitudes the inwardlooking designer
centerednessresulted innegative student attitudes towards esesign practicewhich does not
coincide with the need for attitude changleie toglobal sociglenvironmenta) and geopolitical criss.
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Therefore,becausefashion educatiormust educat upcoming fashion designets be responsible

and accountablgit is crucial to recommenglrther research. Likewise, the challengederms of

student behaviar, cognition and reliability create the opportunity for further research in terms of

how and to what extent fashion educators manage such situations. Additionally, as mentioned earlier,
despite the gap that educators themselves have not changed their attitudes toaemlmadesign

pedagogy, this reearch focused on students. The focus on students and not on edudatars

limitation of the researchHence,this studyrecommeng ¥ dzNIi KSNJ NB &SI NOK 2y SRdz
aboutco-design pedagogy arabout enablingfuture-focused fashion education.

This paper contributes to the conference themBESIGN+ Disruptions, Realities, Futubss
disordering conventional fashion design education to ensure effective scholarship of teaching and
learning through innovative, edesign pedagogy and design practice that can shape futures. In
addition, although this research focused on fashion edocatihe cedesign pedagogy and findings
have the potential to transfer to any discipline in design education, and as shishresearch
contributesto the broader discorse aroundhe scholarship of teaching and learninghich is a field

of study in its own right.
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Abstract

As architectural education evolves, integrating sustainability demands more than technological
solutions; it requires an experiential understanding of physical and spatial design qualities. However,
Education for Sustainable DevelopmgBED) in architecture has often been shaped by Global North
centric technical approaches, promoting esizefits-all solutions. A more holistic understanding,
incorporating the cultural and environmental realities of the Global South, remains underexplored
This research irestigates how sensory perception, informed by Indigenous Knowledge Sy$kedns

and phenomenology, can enhance architectural ESD by fostering contextually grounded design
approaches. What might a decolonised architectural design brief look like, and how can IKS and
phenomenological pedagogy be meaningfully incorporated into desdycation beyond tokenism?

The study adopts a reflective narrative approach to analyse ayfat architectural design brief that
incorporates phenomenological and sustainatksign principles within diverse natural contexts. The
brief was analysed using a deductive coding method in two cycles: the first focused on attributes of
phenomenology and decolonial pedagogy, the second explored themes through the lens of
I I 6 S NI HidityQ daimg(tomprehensibility, sincerity, and truth). The resulting codes were
compared using a crossferencing method to triangulate findings and assess whether a
phenomenological and decolonial approach enhances ESD in the Global South. Prefimilivagg
suggest that engaging with phenomenology and IKS fosters a deeper connection between students
and their design decisions. Achieving more sustainable, costnditive outcomes depends not only

on what is asked in the brief, but also on how istated. This study proposes a design brief quality
matrix for integrating phenomenology and IKS, to promote an ESD approach in architectural education
that reflects comprehensibility, sincerity, and truth.

Keywords: Architectural education design brief Global South Indigenous knowledge systems
phenomenologysustainability

Introduction

There is growing consensus that architectural pedagogy in South Africa must be rooted in the cultural

TN YSEg2Na 2F GKS O2dzyiNBEQa RAGSNRAS O2ydiSEdGaxz |
Western epistemologie@eaneet al. 2023). However, the challenge lies in translating this imperative

into meaningful, transformative curricular practices. Specifically, how can architectural design
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education move beyond superficial inclusion to genuinely advance social justice and foster a
decolonised, contextually grounded pedagogy?

This study offers a reflective analysis of a fyrsar design project brief implemented within a South
African Bachelor of Architectural Studies programme. The brief is based on the belief that teaching
sustainability in ways that resonate with studentsdaremain relevant to the realities of the Global
South requires a shift toward more embodied, sensory modes of learning. This includes engaging with
indigenous materials and knowledge, exploring vernacular architectural precedents, and adopting
pedagogich approaches that foreground local relevance and experiential understanding. The
philosophical foundation of this paper is the assertion that, although Sustainable Design and
Phenomenology only emerged as academic discourses in the latter half of thadthecgntury, the

core principles underpinning them have long been embedded wik$

Current approaches to Education for Sustainable Developrtie8D) in architecture are still largely
shaped by Global Nortbentric paradigms, privileging technical, standardised solutions while
neglecting contextual specificity. As a result, there remains a significant gap in addressing the Global
{ 2 dzii K Q & ulti®al, 2niviloyh@rital, @d social realities. While there is growing recognition of the
value of IKS, its integration into architectural curricula is often superficial and tokenistic, lacking
sudained or meaningful engagement.

This research challenges those limitations by advocating for a more situated, culturally responsive
approach to ESD in architectural education. It does so by critically examining how the design studio
brief is constructed and communicated to students, wihrticular attention to its pedagogical
underpinnings.

This study assumes that meaningful ESD in architectural education cannot be achieved through
technical knowledge transfer alone. Instead, it must be cultivated through pedagogical approaches
that encourage deep, embodied engagement with spgueenomenological pedagogy) and the
recognition and integration dKS(decolonial pedagogy).

Literature review

Architecturaleducationfor sustainabledevelopment

G{dzaldlAylroftS RS@St2LIYSyld Aa RS@OSt2LIYSyd GKIFG YSS
GKS FoAfAGe 27F 7Fdzidz2NB 3ISy®QEDLIR72py43). Thig widél$ Stéd (G K S A N
definition from the Brundtland Report has become a cornerstone in sustainability scholarship,
informing research and practice across numerous academic discifihestal& Lourenco2012;

Hallinger& Nguyen2020, Aggarwal, Sharm& Jhajj2023).

The origins of architectural Education for Sustainable Developifie®iD) can be traced back to the
growing awareness of sustainable development in the 208 century (WCEDL987). Architectural
education has increasingly embraced sustainable development by embedding its principles into
curricula at both undergraduate and postgraduate levéozkurt 2016; AlHagla 2012). This
integration often involves aligning theoretical instruction with design studio pra¢Boekurt2016).
Professional bodies such as the International Union of Architects have played a pivotal role in
promoting sustainability values within architectural educat{@urton & Salama2023; UNESCGOIA

2023).
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Considering this, there is an urgent need to move beyond predominantly technfilogged models

by incorporating more culturally and experientially grounded approaches, especially those informed
by IKS and phenomenology, to encourage sustainability pesctihat are both ecologically and
contextually relevant to the Global South.

Phenomenologwaspedagogy

Husserl established phenomenology in the 18th century as a philosophical and scientific discipline
focused on the study of consciousng8oltani & KircR019). In architecture, its foundations are

ANRBdzy RSR Ay &SYAyIlt S BiildingDudikg, Thiakingd71INIvhest hd SA RS 3:
argues that dwelling is not merely occupying physical space, but fundamental to our being in the

world. NorbergSchulz expands on this @enius Loci: Towards a Phenomenology of Architecture

(1980), contending thapeople experience places emotionally and symbolically, through character,
2NASY (Gl GA2Y S YR ARSYUGATADI GA2Y gAGK GKS aaLIANRIG

Bader(2015), referencing Maurice MerleaBonty, argues that direct experience through the sensory
motor body, feelings, and movement in dynamic environments is often overlooked in architectural
education and practice. Steven Holl describes phenomenology as thg stessence, asserting that
architecture can reintroduce essence into human existe(@atani & KircR019). From this view,
place is more than geography; it is shaped by environmental, historical, and cultural elements.
Educators and designeraust recognise that spatial experience is subjective and diverse, varying
across users.

Although phenomenology emerged as academic discour@étimcentury Western philosophy, its
core principlesembodied knowledge, relationality to place, and lived experiehege long existed
within Indigenous Knowledge Systems.

Seamon(2019) raises critical questions about how phenomenology can be evaluated in terms of
ONHza G 2NIKAYSaa FyR @It ARAGET YR K2g 2yS YAIKIG
interpretive framework, developed in th€980s, is particularly relevant to architecture, emphasising
comprehensiveness, semantic depth, inclusiveness, and architectonic structure. Comprehensiveness
refers to the completeness of interpretation; without it, experience risks becomingsaded and

distorting truth. Inclusive phenomsmological inquiry spans past, present, and future experiences,
offering a rich understanding of phenomena that can be validated over time.

Indigenousknowledgeasdecolonialpedagogy

Abah, Mashebe, and Denug@015) describe Indigenous Knowledge SystefisS) as deeply
embedded worldviews intimately connected to individuals, their communities, and the natural
environment. As Gupt#2015) notes, this knowledge is accumulated through generations of lived
experience and interaction with specific ecologies. IKS is often contrasted with Western Knowledge
Systems, which emerged in 16tkentury Europe alongside industrial capitalism and wema@ted in
Cartesian and Newtonian paradigii@dora Hbppers2021).

Breidlid(2013) argues that these Western systems gained dominance through colonial expansion by
positioning themselves as the only valid form of knowledge. Si2it21), a key contributor to
decolonial pedagogy, critiques how Western research and education have served colonial agendas by
marginalising and misrepresentingdigenous people and knowledge. They advocate decolonising
research and education by reclaimingdigenous ways of knowing, challenging extractive
methodologies, and promoting researchtlinot on,indigenous communities.
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Quijano (2000) and Mignolo(2007) similarly argue that modern Western education privileges
Eurocentric knowledge, devaluing systems from the Global South. In South Africa, Odora Hoppers
(2021) highlights how colonialism, reinforced by European nationalism, discredited longstanding
indigenous traditions, often portraying them as invalid or immoral. This delegitimisation reinforced
ideologies justifying European control by depicting Africa as intellectually béfegeye & Vambe
2006).

While "green architecture" has only recently gained academic attention, the relationship between
people and land has long been central to IKsisumawardhani & WasilaR023). Traditional
indigenous architecture, rooted in ecological wisdom, reflects sustainable practices that modern
architecture is only beginning to reclai(MashfordPringle, Fu & Stut2023). IKS is not static; it
evolves with the changing needs of the communities that sustgdidyalankara2022). It should be
understood not merely as preolonial, but more broadly as contegpecific, localised knowledge
rooted in particular geographig®ondolo2005).

Odora Hopperq2002) stresses that IKS encompasses scientific and technological insights across
disciplines, including architecture, and calls for a reassessment of its contributions to global
ddzadlAylrofS RS@OSt2LIVSyliod ! & aAKS yhasb&anecldadme ¥ (G KS
' YF22NJ KNBFG G2 GKS adzaidlAylroAfAde 2 ¥Odera O dzNJI f
Hoppers 2021, p.315). Mbembe 20mc 0 | NHdzS& GKIF G | FNX OF ysSRizy A S N&
because they reproduca Eurocentric canon that detaches knowledge from its context, legitimises
colonialism, represses alternative epistemologies, and therefore requires decolonisation at both the

level of knowledge and the institutioOmodan and Dik¢2021, p.960 & G | (d&oldniity is &
challenging how knowledge is produced to unveil the many ways in which Eurocentrism has distorted

the original meaning of curriculum as a way of knowing, learning and passing down knowledge from
generation to generatioh @

Together, phenomenology and IKS offer a powerful lens for reimagining architectural education in the
Global South. Both paradigms centre lived experience, embodied engagement, and a deep connection
to place, qualities often missing in dominant, technoaratiodels of ESD. While phenomenology
invites students to design through sensory and experiential understanding, IKS introduces ecological
wisdom and cultural continuity, positioning sustainability as a relational, locally grounded practice.
This dual frameork challenges the Eurocentric bias in architectural pedagogy by advocating
decolonial, contexspecific approaches that recognise diverse ways of knowing and being. The
following methodology section outlines how these principles informed the reflectiadyais of a first

year architectural design brief, examining the pedagogical potential of integrating phenomenological
andindigenous modes of learning in sustainable design education.

Methodology

This study adopts a qualitative, interpretive research approach, using reflective narrative analysis to
explore how a firsiyear architectural design brief can cultivate decolonial and sustainabiiignted
thinking through phenomenology and Indigenousoktledge System@8KS). The primary data source

is a studio design brief developed by the teaching team, outlining a project in which students design
two research pods situated in diverse natural landscapes. As part of the project, students visited two
SANParks sites on a class tour, during which the brief was introduced and discussed. The brief was
read collectively, and time was allocated for questions and clarification. Students then walked through
the parks and were encouraged to take photographs, skebeir experiences, or even compose
poetry to reflect how the context made therfeel. The project invites students to engage with
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indigenous landscapes by considering how factors such as climate, site conditions, materiality,
building form, spatial use, and sensory experience shape architectural design. Implemented in the
aS02yR aSYSaltSNE Al 0dzif Rauraltsaining drazRiteypiededng $i2 dzy R
months. The brief is evaluated against a conceptual framework rooted in Education for Sustainable
Development(ESD), with particular emphasis on pedagogical indicators of phenomenology and
decolonial practice. As shown Figure 1, the framework assesses whether the brief fosters critical
seltreflection and contextually grounded learning.

A deductive thematic analysis was conducted in two coding cycles. In the first, themes were identified

under the categories of phenomenological and decolonial pedagogy. The second cycle uses a critical

LI NI} RAIY fSya GKNRBdAZAK | | \& S Isgecifwallyini Safidityclai®sfto O2 Y Y d
define themes and assess the instructional text. The themes from both cycles areeferssced to

create a matrix evaluating the validity and effectiveness of the project brief. This matrix can be used

to set up a design studio brief that promotes education for sustainable development in the Global

South.

Phenomenology Pedagogy N - Comprehensibility

/" Education for

Sustainable
Development in the
Y Global South

]
1' I———— Truth
|
\

Decolonial Pedagogy A
A et Sincerity

g

-..)_.—

Figure7: Proposed conceptual framework for the analysis of the project brief

During the first cycle, phenomenology is seen as both a philosophical movement and a method of
inquiry that is focused on the lived experience, especially relevant to architecture. The study identified
four key role players to identify attributes of phenemology hamely Edmund Hussg@xperience
through consciousness), Martin Heideggphenomenology into existential and spatial realms),
Maurice MerleauPonty(body and sensational focused), and Christian NorSaigulAspirit of place,
character, orienttion, and identification) as indicated in Table 1.

Tablel: Outline of the attributes to phenomenology

I § NX 6 dzi S 2KIFG G2 221 F2NIAY (GKS ONX|[{ 2dz2NDS
9Y62RASR 9t NBYLIia GKFd SyO2daNI 3S &0 dzR|a SNInS2 yiz
LIKeaAOFffe SELSNASYOS (KS a
5¢SttAy3 La GKS ARSI 2F aGRgSttAy3aéd 2|1 SARSIIS
aKSt GSNK 52S8a GKS ONARST 4]
fA®S IyR NBfFGS G2 aLl OSK
tt YO Ay3a (5258 GKS ONAST SyO02dzNy 38 ad|b 2 NofSOEd

2F GKS LX I OSK
t KSy2YSy2f|l NB adGdzRSyida aiSR (G2 20aSNJ! ¢
wSI RAY 3 Y2@0SYSyiGz G§SEGdzNBaK
al GSNRIFE {|52Sa GKS ONAST SyO2dz2N» 3S mR(l SARSII
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To assess the decolonial and indigenous dimensions in the brief, attributes were established based on
the literature on decolonial pedagogy and IKS integration, including the work of Linda Tuhiwai Smith
(2021), Mignolo(2000) and Quijanq2007), Catherine Odora Hoppef2021) andAchille Mbembe

(2016). The attributes contribute to the contextual relevance, validation of indigenous epistemologies,
critical consciousness and ethical relationality as indicated in Table 2.

Table2: Attributes describing decolonial pedagodgdapted from Smith2021; Hoppers2021;
Quijano2007; Mignolo2000)

I § NR o dzii S 2KEFG G2 [221 F2NJAYy GKS YySe ¢@&AOY |
9LIAAGSYAO W52Sa G(KS oWNRIBSNRA@EBIVNVRS({ YAGK I YR
Gl tdzr 6t Sz y2G aSO2yRINEB G|l yR vdz 2l
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5AaNbzLle 2y 2! NBE R2YAYIl Yyl 2SBOINYdzFNDS|larIy2f2 |
tgSNya Y2RSfau l[dzSds2ySR 2NJ ONRa|vdzi 2l y2
aoSYosS
| 2y0SEGdzrf (5284 GKS oNAST mLNRSR (1Sf2AM{ YAGK | yR
AyOfdzZRAY3I Ot AYIGST GNI RAa|l 2LILISNA
aoSYosS
LYGS3aANrse2y | NB aidzRSyilia SyWMWRHNBAS&AGhR2N} | 2L
YSGK2RaX YIFIGSNRIFIfAaX 2N Sy
9y3AIASYSyid (5254 GKS ONAST ONBI WSRAIAFY YAIK YR
Yy2¢t SRIS 1[2NJ €20t O2YYdzyioaSak | 2 LILIS N&
/I NAaOFt /2y]! NB &aiGdzRRSydGa Fa1SR (2 NBb|{YAIGK I yR
Fd&adzYLle2yas FyR LI26SNI Rey|l YR vdzi 2l
aoSYoSs

During the second cycle, the brief is analysed using the three Habermasian validity claims:
comprehensibility, truth, and sincerity. Habermas identified key criteria, potential distortion and the
guestions that act as the test to see if the communicatfthre project briefin this case) is genuine,
rational, and free from dominatior{Wall, Stahl & Salan2015; Culkier, Ngwenyama, Bauer &
Middleton 2009). Table 3 provides an overview of the validity claims.

Table3: Habermasian validity claim@dapted from Wallet al. 2015 and Culkieet al. 2009)

+fARAGE Q/ NAGSNRI t20Syel f |zFfARAGE G(GSa&adl
/| 2YLINBKSYy 32 KIIG A& &al|/ 2yFdzaAizy|Lad GKS O2YYdzy A Ol
YR AyidStt AyiaSttAaaaot SK
L&A GKS O2YYdzy A Ol
L& GKS tS@St 27
F2NJ 6KS NBFRSNJ 2
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O2y Syl 27 LINE A RSR adzy OA Sy,
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Atlas.ti was used to systematically review the design studio project brief for qualitative textual analysis
using the above deductive coding approach. This study analysed only the project brief set by the
authors of the paper, not student work, and there¢oethics approval was not required for this study.

Results and discussion

The firstyear architecture students were presented with a design project brief at the start of the
second semesterThe brief was to design two small research pods, each within a unique South African
landscape. The pods are to be sustainable and appatgpto the unique landscape. The students
were taken to the sites by means of a class tour and enabled to hike through the nature trails and
encouraged to sit, sketch and experience the spirit of the place. The students were then exposed to
lectures and dicussions on vernacular architecture and alternative materials rooted i hi¢3esults

are discussed based on each of the two coding cycles.

Cyclel: Phenomenologynddecolonialpedagogy

Table 4 outlines the themes that were evident in the project brief under each of the 6 categories set
for phenomenology as outlined above.

Table4: Phenomenology themes

/G832 NE ¢tKSYS 9EL YLX S
9Y02RASR §{Syaz2Ne Sy3al3asla! odAtRAYy3a GKFG A& |
. % 1 2 q|SELISNASYOS Aa SaaSyal
tKEAAOHT AYUSMNEa8r NDKSNE  NB 4830l
56StfAy3 LYKFIoAdloa2y o0S|SESNb2Yy 2F (KS ftlyRaoO
_ X ~ JadzNNRBdzy RAy3aa (2 Saol L
| dzvly SELSNASY  onNg RE®RAY To @S aATYy GKE
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> —162 NI KgKAE E8PSELISNASYOS
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Within the themes presented in Table 4, there are various shortcomings. It lacks direct specific
instruction that encourages students to engage their senses with the material and site. There is a
limited exploration of how the design process can fosteeapkr relationship between the researcher

and the space beyond basic functional requirements. The brief lacks a direct framework or guideline
on how students should identify or express the spirit of place. Although instruction is given to the

material seletion, it lacks clarification on how these materials can enhance sensorial experiences to
connect with the local context. The brief lacks clarity on emotional or sensory atmosphere and how
students should consider that in their design projects.

Table 5 outlines the themes evident from deductive coding based on decolonial pedagogy.

Tableb5: Decolonial IKS themes
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The following areas of shortcoming in the brief could improve and promote decolonial pedagogy by
improving the explicit recognition of epistemic justice with explicit examples of disruption of colonial
patterns and structured opportunities for engagememdareflection.

In comparing the themes of phenomenology and decolonial pedagogy revealed several similarities as
highlighted in Table 6.

Table6: Phenomenology and decolonial IKS theme similarities

t KSy2YSyR635502¢t 2ViKIStY{9ELl YLIX S
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Table 7 outlines the themes that were evident in
validity claims.

Table7: Habermasiarvalidity claim themes
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The findings reveal that the project brief meets

worked examples.
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authentic intent, but can benefit from more enhanced readability by making succinct summaries and
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communicated comprehensibility at first, followed by truth and lastly sincerity. Table 8 indicates the
counts of text segments for each of the validity claim themes.

Table8: Ceoccurrence matrix
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The brief is generally comprehensible, and students can engage with its content through
phenomenological and decolonial pedagogical lenses. However, some jargon, particularly related to

decolonial

concepts,

could be simplified or glossed for clarity. Wlile inclusion of

phenomenological and decolonial truth prompts connects to the cited theorists, the brief lacks explicit
references, especially in sections addressing atmosphere, mood, and critical consciousness.

The brief reflects a good level of sincerity. However, within the phenomenological framework, certain
prompts appear overly optimistic. For example, the expectation of full sensory immersion is presented

without acknowledging potential resource limitatiamslthough the ethos is strong, the brief could be

more transparent from a decolonial perspective.

While the project brief provides a solid foundation, it would benefit from revisions to improve

comprehensibility, strengthen truth claims, and enhance sincerity.

The dualcycle analysis themes have been translated into the Design Brief Quality YRBGM), a

practical template that studio staff can use when drafting or revising a brief. Table 9 presents an
outline of the matrix.

Table9: DBQM for creating a design studio project brief
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Conclusion

This study demonstrates that a firgear design project brief,

when analysed through

phenomenological and decolonial pedagogical lenses, reveals the extent to which sustainability and

IKS are embedded, and where superficiality and unintended biasestp@sisduaicycle thematic

analysis found that while the brief foregrounds sensory engagement and local materiality, it often
lacks clear guidance for embodied exploration, explicit disruption of colonial paradigms, and

transparent acknowledgment of conktrA y i
alongside phenomenological and {W®rmed attributes, we identified areas where the brief could

8 by

foster deeper, contextually grounded learning.

The Design Brief Quality Matr(®BQM) is the principal contribution of this paper. As a practical

R LRairtArAzylrftAirieod

aAy3

template, it translates abstract pedagogical principles into concrete checklist items studio staff can
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apply when drafting or revising briefs. It offers educators a replicable tool to move beyond tokenism
toward substantive, placbkased sustainability education in the Global South. We recommend
curriculum designers and studio educators enhance comprehdihgilsitrengthen truth claims, and
deepen sincerity.

Further research should evaluate the DBQM in practice. Longitudinal studies might track how revised
briefs influence student design outcomes, reflexivity, and sustainability decisions. Ultimately, project
briefs can become instruments for decolonised, exttresponsive pedagogy.
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Abstract

This study investigates the integration of Embedded Tactile and Sensory Technologies as digital disruptions
in South African design education, exploring how additive manufacturing and tactile interfaces can bridge
theory with experiential learning. Grounden Experiential Learning ThedBLT), a DesigBased Research
(DBR) methodology was employed to develop and test an educational intervention at a South African
University of Technology. The research examined Hloev embedded technologiesnhance student
engagement, inclusivity, and creative problamlving within a context of limited resources. Findings
indicate that whilehe embedded technologiasifer significant pedagogical affordances, their widespread
adoption is hindered by implementation costs, lack of curriculum integration, and educator training gaps.
This paper contributes empirical insights into these challenges and presents a prastidahcebased
framework for embedding tactile learning into design curricula, advocating for techneldggnced
environments that foster digital literacy and hands design skills.

Keywords:Embeddedactile and sensory technology, desijased research, experiential learning, digital
disruptions

Introduction

In the 4IR, higher education institutions are pressed to adopt innovative pedagogies that improve
digital literacy and problersolving.integration of Embedded Tactile and Sensory TechnoldBEaSTSs)

as particularly 3EPrinting, offer a means to bridge theory and practice through experiential learning.
This study investigates ETaSTs as digital disruptions in design education, examining their role in
connecting theoretical concepts with practical engagen Despite their potential, these
technologies ar@ot widely integrated into formal curricula, especially in undesourced, norFSTEM

fields. This paper explores the pedagogical affordances and limitations of ETaSTs through a DBR
methodology at a South Africamiversity of technology
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Literature review

Keyterminology

For clarity, key terms are defined as follo&snbedded Tactile and Sensory Technolo@daSTs) are
technologies integrated into the curriculum to provide tactile and sensory experiences, primarily
through 3DPrinting in this study. Embedded signifies seamless integration within existing learning
activities, rather than standalone or supplentary tools. Tactile refers to learning through touch,
while Sensory encompasses a broader range of senses for a-mualél experience. Tactile
Visualisationis theuse of physical models to represent abstract concepts, understood through touch
and sight.

Preliminaryliterature review

The integration of Embedded Tactile and Sensory Technol{giexSTs), in the form of 3Winting,

has gathered increasing attention in education due to its potential to support experiential,
multisensory, and inclusive learni(iglikstein2013). Kol(1984), in Devi and Thendrg&l023), denotes

that Experiential Learning TheofELT) provides a robust theoretical lens for understanding the
pedagogical value of ETaSTs. Through concrete experiences, reflective observation, abstract
conceptualisation, and active experimentation, learners can engage deeply with subject matter,
particuarly when abstract concepts are made tangible through tactile tools.

Research has shown that 3Dinting fosters spatial reasoning, motivation, and interdisciplinary
collaboration(Fokides& Lagopati2024; TrujilleCayadoetal. 200 n 0 ® @QG21) geiBfprces these
findings, highlighting 3D NA Yy G Ay 3Qa NRtS Ay LINBY2GAYy3-onONBI (A ¢
engagement. Hollmann, Junger and NdR025) investigated 3fPrinting for creating multisensory
materials and highlighted its potential in professional learning environments, despite technical
limitations. Kaplan ah Pyayt(2024) argued that 3BPrinted tactile visualisations improve data
representation and help bridge digital tools with harms engagement. Tactile visualisation, in this
context, refers to the use of physical objects to represent data or concepts, which eardbestood
through both touch and sight, and can also engage the imagination. Varano and 220283
advocated for multimodal, redundant design to avoid misconceptions in scientific data interpretation,
supporting Universal Design for Leampiprinciples.

The use of 3BPrinting in tactile content creation has been extensively explored in relation to visually
impaired learners. Studies by Barros, Correia and Teigi28) and Gual Orti, Amat Cozar, Puyuelo

Cazorla and Lloveras Macja024) emphasise the value of printed models for accessibility and
AyOfdzaAzyd +2fdzYSGNARO aeévyoz2fa IyR GFOGATS YI LJA:
[ dZRN1 2 @t £ wé& OA(B01L5¢ demanstiatgdrhighdevelslofreéddgnition, suggesting that 3D

Printing can effetively replace or augment traditional 2D materials. Enhancing such learning methods

further, Nagassa, Pham, Butler, Holloway, Stefanov, de Vent, and Ma@i#tb) developed co

designed, audigsupported models to facilitate tactile assembly for blind learners.

South African higher education has shown growing interest; it faces significant implementation
challenges. Inoma, Ibhadode and Ibhad¢@d820 and Mashwama and Madube{a025) noted the
digital divide, inconsistent policy frameworks, and limited infrastructure as major barriers. Schelly,
Anzalone, Wijnen and Pear¢2019) similarly emphasised that opesource 3Bprinting technologies

can mitigate such barriers by enabling loast, scalable access to additive manufacturing tools,
thereby supporting incluse; practicebased learning in underesourced contexts. However,
initiatives such as the Idea2Prodyt2P) Lab provide a promising example of applieeP8iDting in
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design educatiorfAlabi, de Beer, Wicherg&, Kloppers2020. Dias, Soares, Guimardes, Martinez, Luz,
and Lima(2024) further show how 3Printing enables custom assistive devices in inclusive
classrooms, highlighting its empowerment potential. Custom assistive devices are defined as objects
or tools created to meet the specific needs of an individual, often to assikta disability or to
enhance learning.

In addition, the literature also reflects on practical constraints. Teachers face difficulties with print
times, model validation, and skill gafBrintLab2023). Blogs by Babinsz{2025) underscore the
growing but uneven application of 3Brinting for blind learners. Stone, Kay, Reynolds, and Brown
(2020 explored the benefits of combining dinting with service learning to produce accessible
educational materials, enhancing engagement for all participants.

Recent developments in tactile sensory systéKisYang, Li, Wei, Zhang, Dong, Yang &&dna2024)
suggest that 3EPrinting may soon be integrated with responsive, stretchable materials to build truly
interactive learning aids. Kumar, Chen and R€19) documented advances in printable sensors for
robotics and wearables, highlighting future opportunities in educational settings.

DesignBased ReseardDBR) offers a practical framework to harness these benefits. R€20@8),

in Kim and Park2023) and Narayan, Herrington and Cochrgp@l90 > SY LKl aA4a4S 5. wQa
iterative development in complex educational environments. It enables the design of the intervention,
testing, and refinement of interventions in reabrld settings, while contributing to theory.

In conclusion, while the potential of ETaSTs in education seemsupglbrted, realising its efficacy
depends on addressing access gaps, aligning with pedagogy, and institutional investment. This study
builds on these insights with empirical data fromaut® African University of Technology, using DBR

to evaluate a tactile 3fPrinting intervention grounded in experiential learning.

Postinterventionliterature review (extendedcomparator)

The postintervention literature review process began with the identification of 650 studies from
various databases, including Web of Sciefmsel80), Scopu®=325), and Elsevi¢n=136), withnine

from unspecified sources. After removing 332 duplicate references, 318 studies were screened. Of
these, 110 irrelevant studies were excluded, lea\20§ studies for retrieval. AR08 studies were
successfully retrieved and assessed for eligibility. During this assessment, 91 studies were identified
for key tremes and frequency analysis, and 117 for affordances. A total of 183 studies were
subsequently excluded based on specific criteria: 73 for wrong outcomes, 35 for wrong comparator,
57 for wrong intervention, and 18 for wrong study design. Ultimately, 28istiwere included in the

final review(Figure 1).

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 140


http://www.defsa.org.za/

Post-Intervention Literature Review Study Selection

Studies Studies Studies
Included Assessed Screened

Studies included in Studies assessed for Studies after Studies initially
final review key themes removing duplicates found in databases

Figure8: Selection diagram illustrating the elimination process of references

The postintervention literature strongly reinforced the pedagogical potential of Embedded Tactile

and Sensory Technologi¢gTaSTs), especially-Brinting, in promoting experiential and inclusive

learning. Across global and local contexts, these technologies have shown considerable value in
AdzLILI2 NI AY3 adGdzRSydaQ O023yAdGAGS Sy3al 3dYidhgsinz LI NI 7
and visuakactile interactiongKaplan & Pyay2024; TrujilleCayadaet al. 2024).

The findings from this study support existing research that highlights the role ¢frigbng in
improving spatial reasoning and enhancing motivatiiiolb1984, cited in Kim& Park2023; Fokides

& Lagopati2024). Learners involved in the South African University of Technology intervention
reported that tactile design tasks helped them grasp theoretical concepts more concretely. These
responses align with the principles of Experiential Learning Thidy), particularly the cycle of
reflection and application enabled through active material engagement.

Moreover, the literature supports the use of d®inting as a transformative tool for accessibility.
Several studiegBarrosetal. 2023; Kolitsky2014; Hollingsworth& Petersen2017) underline the
importance of tactile representation in making abstract concepts and spatial information more
inclusive. Our data reflected similar benefits, with tactile artefacts enabling more meaningful
participation in collaborative design activities

However, widespread implementation of 3Binting in education is still hindered by several barriers.
These include high material costs, inadequate access to printers, a steep learning curve for model
creation, and a lack of staff trainir{§rintLab2023; Hollmanret al. 2025). Participants in this study
echoed these concerns, particularly about printer reliability, construction of models and time
intensive use of the models in a workshop format. In uagesourced South African institutions, these
barriers are exacerbated by infrastructural challenges and outdated curri¢gmMashwama &
Madubela2025).
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From a methodological perspective, DesiBmsed ResearcfDBR) is effective in navigating these
complexities. Its iterative, participatory design structure enabled the research team to adapt to
contextual constraints while edeveloping sustainable, curriculuatigned solutions. The literature

supports this mod€@ & dzi Af A& Ay &AYAf | ReeleR®MK yhKimaddePark y (i S 3 N.
2023; Narayan, Herrington & Cochra@l9).

Ly &adzyz (KAa &addzRéQa FAYRAy3Ia O2y(iNARodziS 0620K S
discourse on digital disruption in design education. While ETaSTs present exciting pedagogical
affordances, their full realisation depends on strategic innestt, structured design processes, and
stakeholder collaboration.

Methodology

This study utilised a Desidgased Researd®DBR) methodology, structured into four phases: problem
identification, iterative intervention design, implementation and refinement, and evalugfaogure
2).
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Research Process for ETaST Intervention

Gathering data through
surveys, notes, and
questionnaires

Obtaining approval -
from the ethics E,
committee

Identifying and
exploring learning
problems

Developing learning
L TGO ERTN O Phase 2 - Solution Design
stakeholders

Testing and refining

Phase 3 - Principle Testing design principles

Planning for the
implementation of
enhanced solutions

Conducting a final
NE G EIEE

Figure9: Adopted DBRfour-phase method, an adjusted version of the fophaseReeves
model (Narayan, Herrington & Cochrari&)19)

The intervention was deployed at a South Africamiversity of technologywith a population
comprising three lecturers and approximate®00 undergraduate students from four different
programmes. The selection of these diverse disciplifMechanical Technology, Physical Science
Pedagogy, Ceramics: Sculpture, and Electrical Engineering) was based on a combination of practical
reasons, including departmental interest and existing collaborations, and a research rationale to
explore the applichility of ETaSTs across a broad spectrum of desigwed fields within the
university of technologyThe common thread across these disciplines is #ragagement with design
education, making them suitable for this study.
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To contextualise these interventions, each participating discipline engaged wihii3ed artefacts
purposefully designed to align with its specific curricular outcomes and pedagogical objectives. Within
Electrical Engineering, students constructed a-B6tr circuit using modular 3printed components

that supported conceptual understanding of circuit logic and systems integration. The Physical Science
Pedagogy and Mechanical Technology modules investigated motion and forces througiiat8®
cataput model, selected for its capacity to translate abstract scientific principles into embodied,
experiential learning. In Ceramics: Sculpting, students explored the concept of negative space and
structural balance through engagement with a Henry Memspired model and a vertebrhased 3D

print, which functioned as tactile references for form, proportion, and mass. Each artefact was refined
to optimise tactile interaction and pedagogical efficacy. Students participated in successive design
cycles, providindeedback that shaped the final artefacts, ensuring a collaborative, desigtmed
learning process.

Data were collected via preand postintervention surveys, observational field notes, opemded
guestionnaires, and literature reviews, with thematic coding and triangulation conducted in Atlas.ti.
Ethical clearance was secured, and all participants igeav informed consent, with voluntary
participation, data anonymisation, and the right to withdraw without penalty assured. The following
section breaks down the four phases in summary by illustrating the iterative design process from one
of the interventons (Electrical Engineering). The complete development of each subject area is
unpacked in the Results and Discussion section later in this paper.

Phasel

In Phase 1, the learning problems were identified and explored through consultations with the
stakeholdergqlecturers and students). The initial literature review supported the problem statement
and identified a learning solution for each of the disciplines' outcomes and obje(figse 3).

Identifying Learning Solutions

Determine potential solutions

based on the literature review. :

2 Review Literature Fe‘
Analyze existing research to Q
support the problem statement.

Figurel0: Examining problems to identify learning solutions

1 Consult Stakeholders

Engage lecturers and students to
understand learning challenges.
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Phase?

Phase 2 consisted of the second round of literature reviews to support the design and development
of the educational intervention through the ereation of draft design principles for ETaST in
partnership with lecturers. Figure 4 illustrates how the aragielectrical diagranta) was altered to
accommodate 3BPrinted artefactgb), leading to the first prototype 556mer circuit desigr(c).

a 1 b
Figurell: Development of the educational intervention to construct a 5%Bner circuit
through 3Dprinted artefacts

Phase3

Phase 3 examined the draft principles for ETaST in the first(dgciion), where data collection and
analysis occurre¢Figure 5ab), followed by identifying areas that can be improved. This second cycle
was a refinement and response to the findings and insights from the first cycle, aligning with the
iterative nature of DBRFigure 5ed).

Figurel2: First iteration data collection followed by analysis to identify improvements to
the artefact design

Phase4

Phase 4 reflected on the design principles tested in phase 3 by refining the principles and establishing
how enhanced solutions can be implemented to contribute to theory and pradficgire 6ab). In

this phase, the original stakeholders were contacted to share the final design principles for
implementation(Figure 6¢). Methods 1 and 2, therefore, are based on the planning and development
stages, while Methods 3 and 4 executed specific learning material using design principles.

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 145


http://www.defsa.org.za/

R1, R3 = 1KOhms
R2 = 100K Ohms
C1 = 100uF, 25V

Figurel3: Implement refined design principles to investigate improvements

Once the interventions were completed, a final, extensive thematic literature review was conducted
on the principal concepts that emerged from the qualitative coding in Atldefer to Post
Intervention Literature review)This final analysis aimed to cragserence andcorroborated
recurrences identified in the literature frod020to 2025. These recurrences, in the form of ETaST
affordances, enhance the validity of the research and underscore its significance in Design Education.

Results and discussion

Introduction

This section presents the comprehensive findings of the study, detailing the insights gathered from
both preintervention surveys and posntervention reflections. It begins by outlining the initial
perspectives of lecturers and students regarding Edocati Technology and Experiential Learning
(ETaST), including their familiarity, current integration of technology in pedagogy, and anticipated
benefits and challenges. Subsequently, the section delves into the observed impacts and challenges
during the inervention phase, drawing from student feedback. The emphasis will be on the outcomes
of the 3D projects and how ETaSTs facilitated these, including examples of student work and the
impact on learning. Finally, it integrates a pogervention literature eview to contextualise and
reinforce the empirical findings within the broader academic discourse on ETaSTs in design education.

Preinterventionsurveys

Lecturer prantervention surveys

The lecturer presurvey included four participants interested in the ETaST workshop interventions
(Figure 7). Only two lecturers were familiar with the ETaST concept, and three reported using
technological tools such as LMS platforms and multimedia resources, with no prior use of tactile
technologies. When asked about potential benefits and drawbaekgyrers highlighted that ETaSTs
could bridge theoretical and practical learning, enhance multisensory engagement, improve retention
and skills, and suppostudents with sensory impairments through customised learning aids. Concerns
included limited training time, language barriers, classroom distraction, and resource constraints. To
address these, lecturers recommended gradual integration through-yf@at pilot programmes,
increased awareness, curricular alignment, and skill development for both staff and students.
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Hesitant ¢ » Enthusiastic

Concerns about Limited use of LMS Bridges theory,
time, distractions, and multimedia enhances
costs engagement,
improves skills

Figurel4: Lecturer perspectives oRTaSTmplementation: Fromhesitant to enthusiastic

Student preintervention surveys

Preintervention surveys across four modul@dechanical Technology, Physical Science Pedagogy,
Ceramics: Sculpture, Electrical Engineering) revealed no prior ETaST experience among students.
Attitudes were generally positive or uncertain. Perceived advantages included enhanced
understanding and engagnent, while disadvantages cited cost, technical issues, and time
constraints. Belief in improved learning varied, with some concerns about critical thinking and the
creative proces¢Table 1).

The findings suggest that ETaSTs are not merely additive tools but possess disruptive potential by
fundamentally shifting pedagogical practices from traditional, often passive, lebaged instruction

to active, handsn, and experiential learning. Thdserved 'bridging the gap between theoretical
concepts and practical applications' and students 'engaging with subject content in a physical way'
represent a departure from conventional methods, demanding-avauation of classroom dynamics

and instructonal design. This disruption is further evidenced by the lecturers' initial 'uncertainty with
time frames to train students' and ‘fear of ETaSTs being distractive,’ indicating a challenge to
established routines and control.
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Tablel0: Student preintervention survey results by module
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Intervention survey reflections

After the first intervention, students in each module completed a survey, with results presented in the
same order as the pritervention section.

Mechanical Technology Pedagogy Module: Forty students and one lecturer participatedouifty
percent reported active involvement, attributing this to component assembly that enhanced content
knowledge, calculation skills, group collaboration, and thactpical application of theory. Physical
activity improved recall and made learning more enjoyable. Tweigiit percent rated the
intervention as very effective, while others were uncertain or partially positive. Reported benefits
included greater engagemé& motivation, retention, and conceptual understanding, with all
participants recommending ETaSTs. Challenges included technical (6548s lack of préraining

(12%), and curriculum integration concei(frégure 8).
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t KEaAOlt {OASyOS tSRI3I23& az2RdzZ SY 5dzS -thee |
students completed the survey, yet both offered meaningful insights. They reported strong
involvement, noting that component assembly accelerated knowledge faamaaind enhanced
enjoyment. Both rated the intervention as very effective, citing increased engagement, motivation,
and retention. Technical difficulties with model assembly were the main chali@&ngere 8).

Ceramics: Sculpture Module: Four of thigix students completed the survey, three of whom felt
actively involved in the intervention. Half rated it as very effective, citing enhanced engagement,
motivation, and understanding of learning outcomes. Alltiggpants recommended ETaSTs for
creative disciplines. Reported challenges included insufficienttrareing and uncertainty about
integrating ETaSTs into fine art curric(fggure 8).

Electrical Engineering Module: Fourteen of eighteen students responded, with 60% reporting active
involvement. Students successfully produced circuit units but encountered issues wigtaratard
3D-printed components. Effectiveness was rated as verycéffe by 21%, while 43% were unsure,
29% partially positive, and one found it ineffective. Benefits included greater engagement, motivation,
retention, and comprehension; all endorsed ETaST use. Challenges included technicg#88)ies
lack of pretraining (38%), and curriculum integration difficulti€s1%)(Figure 8).

Collectively, these challengesack of formal curriculum integration, educator training gaps, and
student concerns about incorporating ETaSHhighlight a disruption in traditional curriculum design

and educator roles. ETaSTs necessitate a shift from codédimery to handson exploration, requiring
educators to transition from instructors to facilitators. The observed benefits align with Kolb's
Experiential Learning Theory, where tactile engagement supports 'Concrete Experience' and 'Active
Experimentatio,’ deepening learning outcomes through practical application and physical
interaction.

Effectiveness of the ETaST intervention across all modules

0
Physical Science Pedagogy8
. 2
0
Ceramics: Sculpting 0 2
B 2
1
Electrical Engineering 4 6
. 3
0
4

Mechanical technology 9

T 28

0 5 10 15 20 25 30

Not Effective Somewhat ineffective m Not Sure m Very Effective

Figurel5: Scaling chart of the effectiveness of tf€raSTnterventions
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Evolution of ® printed artefacts or "iterative design outconges

In order for the reader to understand the use of-Binted models as ETaSTs, the following section
demonstrates the evolution of the artefacts through the iterative design proce$$esintegration of

the 3Dprinted artefacts into lesson planning was guided by the design principles established during
the DBR cycles, ensuring that each artefact served a clearly defined pedagogical function within its
respective module. Lesson plans wexdapted to embed the artefacts as central tools for experiential
learning rather than supplementary demonstrations. In this way, students engaged directly with the
printed models during concept introduction, exploration, and assessment activities.

Mechanical technology and physical science pedagogy

In the Mechanical Technology and Physical Science Pedagogy modules,-phiet&d catapult
facilitated inquirybased learning through the measurement of force and motion. The original design
was based on the Da Vinci catapult degigigure 9ab) and sourced from a Creative Commons epen
source model on Thingiverse.cdfigure 9¢). Students found the artefact difficult to assemble due to

a lack of technical skill&igure 9d), which prompted a redesign to a more simplified detggure

9e). Once a simplified design was sourced from Thingiverse.com, the design was adjusted for
effectivenesgFigure 9h).

f g h

Figurel6: Iterative development of the artefact for motion and forces

Ceramics: sculpting

In Ceramics: Sculpting, students were provided with a lesson brief on the concept of negative space
use in sculpting and how to integrate a plinth in the degigigure 10a). 3fPrinted artefact designs

were sourced from Thingiverse.com to illustrate space and form, which were used in their planning
phase(Figure 10kd). These Henry Moormspired and vertebrdased models functioned as tactile
exemplars for exploring negative space and compositional balance. The final artworks were then
produced in plasteof-Paris sculpturefFigure 10e).
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Figurel7: Iterative development of the artefacts used to investigate space, form and
composition

Electrical engineering

In Electrical Engineering, the 5&Ber circuit assembly provided a tangible interface for testing
theoretical principles of circuitry. The first iteration investigated the format of designing a circuit to
house a 558imer (Figure 11&b), from where a 3Bprinted model was sourced on Thingiverse.com
(Figure 11c). In the following iteration, the 5%Bner circuit went through multiple design stages to
house all the components in the design br{Efgure 11ek). A final design was then constructed to
clean p the model design for ergonomic u@iegure 114).

Push button
switch

555 circuit

Battery

Figurel8: Iterative development of the artefacts used in a commercial design brief,
combining design with the theoretical objectives of constructing a functional 85ber
circuit

Across all modules, the artefacts promoted student engagement by transforming abstract or
theoretical concepts into manipulable, sensory experiences that fostered collaboration, reflection,
and iterative problernsolving. These activities exemplify the pgdgical affordances of ETaSTs
discussed earliernamely, the capacity to bridge theory and practice, enhance multisensory
engagement, and support active knowledge construction through design interaction.

Postintervention surveys

In the final survey, all module participants were asked to complete the questions in reflection of the
whole experience. This section summarises the concluding survey results.
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Of the overall population=200), 44 students/lecturers participated and were asked to describe their
experience in the careative process for including ETaST. fiftye percent of the respondents
described the process as a very good experience. Some indicated that the intervegified them
develop new skill sets to retain subject knowledge and made them feel like active participants, rather
than only being passive observers.

Participant19: In the cocreative intervention for the bone project, | found collaboration

process to be incredibly enriching, fostering devise perspective and innovative idea that led

to a more comprehensive and affective solution, it was a rewarding experience dambin
02t t SOGABS SELISNIA&S (G2 | RRNBaa O02YL)X SE OKI tfSy

Participant 27: It was more fun and i got to learn new thigsas working with different
people and we were all listening to eacther, sharingour ideasassisting each other where
possoblelt was also educational and i got to see how to join a model starting from scratch.

Participant 34Theexperience was amazing. | am privileged to have been taken through that
process. | got to learn and gain ideas from that experience. the teacher was also amazing and
helped us with warming up to his teaching style.

Participants were next asked about challenges encountered during theeeded ETaST intervention.
Half reported experiencing some difficulty, often stemming from preconceived assumptions about the
co-creative process or from the use of traditional masdsi such as lesson content and art supplies.
Despite these issues, 81% of respondents agreed that the intervention positively impacted their
learning experience.

Respondents were asked how to improve the intervention. Twémtge percent preferred it to
remain unchanged, while others suggested enhancements such as using alternative m@degials
metal or ceramics), incorporating interactive elements like extended re@iR), improving model
quality, addressing time constraints, expanding projects across more modules, increasing user
centred design iterations, and ensuring greater transparency and stakeholder involvement.

Eightynine percent showed strong interest in future ETaST interventions, underscoring disruption of
traditional pedagogy. The findings reveal key pedagogical benefits of ETaSTs in South African design
education: fostering experiential learning that lintkeory and practice, enhancing engagement and
spatial reasoning, and supporting inclusivity through tactile and sensory approaches. Lecturers and
students alike noted improved understanding, skills development, and handsarning experiences

Conclusion

wSFfAaAY3I 9¢l{¢caqQ LRISYGALlf NBIljdZANB&a Ay@SaiaySy
professional development, with future research focusing on broader disciplinary scaling. This study
examined Embedded Tactile and Sensory Technologies as digitgititins in South African design
education through a Desighased Research approach, evaluating apB8Bting intervention
grounded in Experiential Learning Theory. The intervention enabled students and lecturers to move
from conceptual understanding toahgible outputs, fostering conceptual clarity, teamwork, and
learner agency suited t@1stcentury learning environments. Despite challenges such as limited
equipment and expertise, these mirror global trends intensified by local inequalities. The study
contributes a replicable framework for embedding ETaSTs in design education, highligkiing th
capacity to promote experiential learning, spatial reasoning, and engagement while underscoring the
need for institutional support to overcome persistent barriargd realise their full pedagogical value.
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Abstract

Design for social good refers to the application of design knowledge and skills to solve problems to enable
a better future. From a fashion perspective, design for social good could refer to the pursuit of
environmental sustainability and to uplift commties. Design education, at undergradualievel aims

to encourage students to apply design knowledge to improve the world and potentially introduce
research methodology. However, literature concerning pedagogical strategies for design for social
good in a 8uth African fashion design higher education context is lacking. To fill this gap, a design for
social good teaching and learning project was presentethitd year Fashion Diploma students at a
South African fashion higher education institution. Students had to engage in a personal design for
social good project which required them to teach five community members a sustainable fashion skill
and record their exprience Hence, this paper embeds itself in the research question: How can design
for social god be used within the context of fashion education to enable sustainable knowledge and
skills in communities? To align with the research question, this paper has-pamvaim. First, to
contextualise the design for social good teaching and learning prajet second, to present and
RA&O0dzaa GKS aiddzRSydaQ NBOIHERGHer afpiblgdaitdieyd@isa 2 ¥
O2tt SOGA2Yyd ¢KA& SydGlFAfSR FINIGSTFIOGazx O2YLINRAaAy3
personal experiences about the design for social good teaching and learning project. These artefacts
were analysed through content mabd of analysisThe findings indicate that students were able to
develop design for social good projects to teach respective community members sustainable fashion
skills. These included skills for clothlnggevity and upcycling. Also, the findings shbat students
acquired research skills to conduct ethical research, present research logically and reflect on
experiences.This paper aligns with the conference subtheme Design+ Sustainability and -Future
Focused Design, by explicating how fashion education can nurture sustainability through teaching and
learning, design for social good collaborative engagements and commuuiiithnlg to foster critical
change and future focused design. In the same light, the paper also contributes to the scholarship of
teaching and learning.

Keywords:Sustainabilityfashion education, social good, scholarship of teaching and learning

Introduction
5SaA3dy FT2N) a20Alf 3JI22R NBTFTSNER (2 (GKS LJz2NEdZAG 2F &2
communitiegManzini2014; 2015; Ni & Cattane@022; Tromp & Via2022). Design for social good requires
those with design expertise to engage with their communities to develop sustainable solutions to foster
positive change(Manzini 2015; Ni & Cattaned2022; Peruccio & Bistagnin@023). From a fashion
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perspective, design for social good could include sharing sustainable fashion knowledge with communities
and equipping them with sustainable fashion skills that could provide environmental, social and economic
benefits.

The pursuit of sustainability is continueand equires each generation of students to be leaders of
positive change in their communiti€Sharma024; UNESCE023; University of Virginia024). Higher
education plays an important role in initiating this positive chamgyeequipping students with
sustainability knowledge, and encouraging the production of new knowledge, that could be utilised
for social goodCentre for Sustainable Fashi@017; Godana2023; Mallow, Toman & Lan#02Q
Scarff Seatter & Ceulema817; Weiss & BartB019).

However, literature concerning pedagogical strategies for design for social good in a South African
fashion design higher education context is lackihg.fill this gap, a design for social good teaching
and learning project was presentedtinird year Fashion Diploma students at a South African fashion
higher education institutionin this teaching and learning projectudents had to engage in a personal
design for social good projett teachfive community members a sustainable fashion st would

benefit them. Students had to record their experience of their personal design for social good project
in a written report, through the application of basic research methodology skills.

Hence, this paper embeds itself in the research question: How can design for social good be used
within the context of fashion education to ahle sustainable knowledge and skills in communities?

To align with the research question, this paper has apad aim. First, to contextualise the design

F2NJ 420A1t 3F22R GSIFIOKAYy3 |yR tSIENYyAy3a LINea2SOd |
recorded experiences of the project.

Literature review

Qustainableknowledgein communities

Sustainable solutions are context specific and must be tailored to the specific needs of each community
(Sharma2024). Design for social good requires design experts to engage with communities to determine
their needs and then develop sustainable solutions thgiip communiteswith the knowledge and skills
necessary to improve their livdSharma2024; UNESCO Institute for Lifelong Learrdfigj7). The youth

play a crucial role in the pursuit of a sustainable future because they are eager to learn, have fresh ideas,
are able to access a wealth of information through technology and are uniquely positioned in their
communities to share their knowledgand be leaders of chang€odano2023; Sharma®024; UNESCO

2023; University of Virginia024).

Higher education serves as an incubator and catalyst for sustainable transforratibME 8t&lJ A 6
2023; Centre for Sustainable Fashifi7; Godan®023; Mallow, Toman & LarZD2Q Scarff Seatter

& Ceuleman017; Weiss & BartB019). Higher education can equip students with discipline specific
knowledge to pursue sustainability whilst creating opportunities for students to apply what they have
learned in realworld scenarios through community engageméfbo-Khalil2024; Godan®023; Leal
Filhoet al. 2018). Community engagement in the form of design for social good teaching and learning
projects, is a form of projedbased learning, because it requires students to apply their design
knowledge to find an innovative solution to an identified community prob(énr & Shreeve(017;
Shephard & Pookulanga@022; Tovey2018). Design for social good teaching and learning projects
can provide environmental and social benefits for communities, and contribute to the development
of critical and creative thinking skills, leadership skills and responsibility amongst stiidealt$-ilho
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etal. 2018; Orr & Shreev2017; Tovey2018; University of Virginia024; Uzorka, Akiyode & 12824).

The literature further indicates that design for social good teaching and learning projects are more
likely to succeed if students are encouraged to implement their own projects focusing on sustainability
problems that are important to therflzorka, Akiyode & 1s2024).

Desigrfor socialgoodandfashioneducation

Fashion éxtile waste consists of bits of textile leftover from garment manufacture and clothing discarded
by consumers at the end of its useful [Rurns2019; Niinimakiet al. 2020). It is estimated that the fashion
industry produces 92 million tonnes of textile waste annually, with this diquojected to rise to 148
million tonnes by2030 (Dean2020 UNER2025). This escalating problem is largely due to the popularity
of fast fashioh which encourages the overconsumption of clothing at an ever increasing(Ratey,
Speelman & Swarl016; Shat2025; Vehmaegt al. 2018; Zurict2024). Discardinglothing is a tremendous
waste of resourcesit contributes to landfill sitegapidly reaching capacity and the decomposition of
textiles results in methane gas and microplastic polluti@onnell2015; DeVoyet al. 2021; Shah2025;
Silvaet al. 2021; Weinstein, Crocker & Grag16).

The textile waste problem can potentially be mitigated by students engaging with their local
communities to share sustainable knowledge and skills. Students can share their knowledge of the
negative impact of fast fashion on the environment and encouragensunity members to reduce

their clothing consumption(Burns 2019; Niinimakietal. 2020. Students can teach community
members sustainable fashion skills, which in this paper, refers to any skill that can be appltehtb

the usefullife of clothingor to recycle clothing into new products, to reduce the amount of textile
waste being discardedeExtending the life of clothing by nine months, reduces its environmental impact
by thirty per cent(Zurich2024). The useful life of clothing can be extended by mending when they
deteriorate, or altering them to a different size or stylBurns2019). Recycling clothing involves
deconstructing them and reassembling the pieces into a new product such agBurag2019). The
recycled product is referred to as having been upcycled or downcycled if it is viewed to be of greater
or lesser value than the original prody@&rown2010; Burn2019).

Researchmethodologyin undergraduatesducation

Higher education institutions aim to produce new knowledge that could be utilised for social good
(Rosowsky022; Universities UR024; University of Johannesbu2§25; University of Pretoria025). New
knowledge is produced through research which is primarily undertaken duringgpadtiate studies
(Universities UKR024; University of Johannesbu§25; University of Pretori2025). The completion of
post-graduate studies improves the employability and income potential of graduates, which in turn
contributes to economic growth in communitiéBEBNews2025; Nelson Mandela Universigg21).

As such, higher education institutions should prepare undergraduate students forgpamhtate
studies by introducing them to research methodold®pmingue2Whitehead2015; IpanaquéZapata
etal. 2023; Meulen2017). Research methodology refers to the process through which research
studies are undertaken and includes data collection and analgsisk 2022; Potgieter2025). The
literature suggests that activiearning which requires students to engage in the research process is
an effective pedagogical tool for introducing and developing research methodologyAkjhamdi &
Deraney2018; Wahid, Halim & Halir2023).

! The fast fashion business model is trend driven and produces large quantities-qfiddity, lowpriced
clothing that is intended to be replaced after a short period of use by the next fashion (Bemnds2019;
Fletcher & Gros@012; Joy & Pefid017; Zotte2023).
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Contextualising the design for social good teaching and learning
project

The design for social good teaching and learning prdjadttwo goals: to encourage students to engage
in a personal design for social good projertd to introduce research methodologyrthese goals were
pursued by introducindgoundational knowledgeof design for social gogdashion sustainabilityand
research methodologto students through two theoretical lectures. Thereaftdre design for social good
teaching and learning project was presented to the students through a written project Bhefprogct
brief set out the purpose, instructions and outcome of the project, which was a written repadaheir
personal experience of their design for social good project

The written report had tdogicallypresent five components of their personal design for social good
project. These components were the aim, invitation of community memipecgect implementation

a discussion afbservationsand critical reflectionThe report had to be visually cohesive, wetltten

and include accurately captioned photographs of the implementation of their project, as well as in
text citationsand a welconstructed reference list. These technical requiremesgivedto encourage

the development ofacademic writing andoresentation skills, good scholarship and the ethical
acknowledgement of authorship.

Aim

¢CKS FAY 2F SIFOK addzRSydaqQ RSaAaly F2N a20Alf 3I22R
community members lived and identify a sustainable fashion skill that they could teach five community
members that would benefit them. To assist in the depenent of desk research skillsudents were

encouraged to include relevardcademicliterature to explain why their selected fashion skill was
sustainable and the importance of acquiring sustainable fashion knowledge and skills.

Invitationof communitymembers

The communitytargeted by each studerdould be anysocialgroup that the students regularly interacted

with. The community members were not true participants in a research sense, because the students did

not gather any data from them. Howeven encourage the acquisition akesearch methodology skills,

related to protecting participants and acquiring informed consesttidents wererequired to develop

invitations and consent forms. These documents set out the aim, implementation process, benefits and

risks of participating in the proje@nd measures implemented to ensure the anonymity of their community
members.To protect the identities of community members, students were instructetitie their faces

in any photographand tol £ £t 201 GS It Al &dSa (2 GKS O2YYdzyade YSYo!
written reports.

Implementationof designfor socialgood project

Students hado describe the implementation of their design for social good project, by setting out the
time, location and duration of their project and the method of instruction used to teach their sustainable
fashion skill Students had torecord the implementation of their projects through written notes
photographs and video recordingshich served to develop data collection skills.

Discussiomf observations

Students were required to analyse their writtemotes photographsand videos,and discuss their
observations Sudents had to evaluate whether all the community members acquired the sustainable
fashion skill, how easily this was achieyethat appeared to challenge community members arekther

in their opinion, the community mebrers had enjoyed acquiring the sustainable fashion skill.
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Criticalreflection

Students had to reflect on their experience of implementing their personal design for social good project
by identifyingthe challenges they experiencedpportunities for future implementation as well aseas

of personal excellence and areas in need of improveméntaddition, students had tdiscuss what
knowledge they had acquireddm the implementation of their projestand whether this resulted in
personal change.

Methodology

This paper employed a qualitative research approach through a secondary data design which involved
analysing artefacts through content analysis. Artefacts are items produced or utilised by humans that can

be examined by researchers to understand the ex@eré of an individual or social group in a specific
context(Hatch2023; Marshall, Rossman & Blan2@21). In this paper, the artefacts that were examined
O2YLINRASR (KS FAFGSSY aidzRSydiaQ sNARAGGSY NBLR2NIA (K
for social good projest

¢KS adddzRSyidaQ ylyYySa a ¢Sttt a GKS yryS 2F (GKS
social good teaching and learning project was implemented are omitted from this paper to protect
G§KSANI ARSY A (nangeshave le&nSseaddnyriised/tirdugh the allocation of aliases in

the form of alphabetic lettersfor example, Student B.

¢KS ad0dzRSyidaQ oNRGOISY NBLR2NIAa 6SNBE Ay GKS TF2N¥Y
and could therefore be analysed through content analysis. Content analysis is the process of analysing

data to find repetitions of words, phrases or ideasittfare then extracted from the artefastind

grouped into themes to gain meaning from the dd@yr2019; Hatch2023; Stanley2023). In this

paper, the five components of the written reports and the technical requirements served as the
themes into which the data was organised.

Findings

Most reports were visually cohesive and wslitten. Fourteen students were able to present the
components of their written reports logically and included photograpithie implementation of their
design for social good projexztmost of which included clear captions. Ten students includedxn
citations and wetkonstructed reference lists. This indicates that most students developed academic
writing and presentation skills, desktop research skills and were able to effgcaeghowledge
authorship ¢ consulted sources.

Aim

All fifteen studentseffectively identified a sustainable fashion skill to teach their community members
that would result in environmental, social and economic benefits. These sustainable fashion skills
includedhand and machine sewing techniques to alter the size of clothing, mend clothing and upcycle
clothing into new products, such as bam3d hats, as well as natural dyeing methods to revitalise
clothing and crochet skills using yarn made from e#thitts, seeFigurel. Nine students explagd

that their fashion skill wasnvironmentally sustainable because it aimed to reduce resource
consumptionand textilewaste.Since all the students taught their community members a sustainable
fashion skill, the omission by six students of an explanation of the sustainable aspect of their fashion
skill does not suggest a lack of sustainable fashion knowledge.
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Purse from clothing waste

Decorative hand sewing for mendifi Textile patches to mend clothing Crochet [jsingvlyarns fromshirts

Figure 1: Sustainable fashion skills taught by students in their design for social good
projects

From a social perspective, students stated that the sustainable knowledge and skills they shared with
community members could be shared by community members with other peoplpramote
sustainable fashion consumptio@ther identified social benefits included the encouragement of
creativity, sefexpression and thinking skillas well as the application of sustainable fashion skills to
upcyce clothing for donatiorto disadvantageg@dommunitymembers

From an economic perspective, students explained thatr sustainable fashion skill wouihable
community members to save money bydigming the need to purchase new clothingvhile
empowering them tacreate products thatould be soldo earn an incomeThese identified benefits
indicate that the students understood the goal of design of social good and the positive impact that it
could have on their communities.

Invitationof communitymembers

Fourteen studentsdescribed their community, whiclcluded male and female family members,
students, roommates, neighbours and people they had met on the bus. Seven students included an
example of tir invitation and consent fornn their written reports Sx of thesestudents identified

physical injury due the use of needles and scissors as a possible risk of particpdtmxplained that

they wouldmitigatethisrisk by providing protective equipmerguch as thimbleand ensure constant
supervisiorof the community membersStudent D identified additional risks participation including
fabricallergieseye straimndemotional distress due to the challemgf learning a new skilHe stated

that to reduce thee risksKk S g2 dz2f R GLINRQPARS | &dzLJLJ2 NI, o@S | yR
community members should disclose any knowlergiesand take breaks to avoid fatigue. The
a0dzRSyGaQ FaaSaayvySyid 2F LRIUGSYGAlLf NRala AYRAOIGS
the wellbeing of their community members. Furthermore, all students demonstrated an
understanding of the importance ainonymising participants in academic research, by allocating
aliases and obscuring their community members faces in photographs included in their written
reports.
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Implementationof designfor socialgoodproject

All studentseffectively described the implementation of thgiersonal design for social good project.
Nine students taught their sustainable fashion skill through verbal instruction and demonstration
while Students F and G also provided instructional sofdl students recorded thenplementation

of their projects through observation notes, but only fourteen students included photographgir
written reports. This indicates that the students were able to develop and implement a design for
social god projectand systematically collect data for analysis and reflection.

Discussiomf observations

All the students effectively discussed their observations efrtdesign for social gogarojects. They

stated that all community members acquirdte sustainable fashion skill, althouglfewcommunity
members struggled with certain aspects of the sustainable fashion skilh as sewing in a straight

line. Nine studentsstated that their community members appeared to enjoy participating in their
project because they smiled, engaged with the learning process and expressed interest in learning
more sustanable fashion skills. However, Student N explained that two community members did not
seem to have a positive experience because they lacked enthusiasm and did not work as diligently as
other community members.

¢ KS & (i dzseSafigndndicate that they understood the context of their community memder

lives because they selected sustainable fashion skills that would benefit community members and be
NEfIFGA@Ste Slraeée (2 FOljdzZANBd® ¢KS aidzZRSydaQ oAt Al
O2YYdzyAiée YSYOoSNBQ SE LIS Niisfiogh @fadalytibafhIz gna @ffeitstoSa G K S
present their observations objectively

Criticalreflection

Thirteen students identiéd the challengesof implementing theirpersonal design for social good
projects and future opportunities for their projects.h@llenges includeciccommodating different
schedules, learning speeds and stylas managing thdearning environment tgromote apositive
experience whilst ensuring the jovistmosphere did not wrupt learning.Opportunities involved
expanding their projects to teach different sustainable fashion gkileople of different ages

All the students refle@d on their areas of excellence and areas that needed improvenfgaas of
excellence included good communication, teaching and leaderships skills asexaicsing patience
whencommunity members made mistakes and prorgkencouragement when community members
appeared anxious. Overaditudents stated thathey could have been better preparenhd infuture

they would provide more equipment and materiafer use, provide better instructions to
accommodate different skill levels and learning styles and they would allocate more time to the
project so that community members could practice and master the sustainable fashion skill. Several
studentsexplainedthat implementing their design for social good project was a positive experience
for them because igave them confidencencreased their own sustainable fashion knowledge and
they enjoyedseeing their community members acquire a sustainable fashion skilixthald benefit
them.

Discussion and recommendations

¢tKS addzRSyiaQ oNRGGSY NBLER2NI&a AYyRAOIFIGS GKFG addzRS)
reflective skills, interpersonal skills and a desire to share their design knowledge to improve society. As
suggested by the literature, encouragingidents to design their own projects and teach a sustainable
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fashion skill that appealed to them, appeared to contribute to the success of their design for social good
projects.

Several students stated that their community members wanted to learn more sustainable fashion
skills. This suggests a need for skills development in South Africa and an opportunity fartong
research into the impact of studei¢d design for social gooprojects that focus on sustainable
fashion skills. Furthermore, the potential exists for similar design for social good projects to be
implemented at all levels of undergraduate study, but with an increase in complexity with each
successive year of studBy third year, students would likely be able to develop and implement small
research projects and gather data from participants which would potentially contribute to their
success in pogiraduate studies and increase the production of new knowledgendergraduate

level.

Conclusion

This paper intended to fill the gap in the literature concerning pedagogical strategies for design for

social good in a South African fashion design higher education context. This was pursued by
contextualising a @sign for social good teaching and learning projkeat was presented tahird year

Fashion Diploma students at a South African fashion higher education instiautgbiy discussing

iKS addzRSydaQ NBO2NRS Re GeBig$oNIoGaygodti deachify and keSmingINE 2 S ¢
project demongrates that it is possible to pursue design for social givoth a fashion perspective,

through active and projecbased learning to encourage community engagement and enable
sustainablefashion knowledge and skills that benefit communitieexd simultaneously develop

research methodology skills in undergraduates.

References

AboKhalil, A@QOH nE WLYGSANI GAYy3 &dAlGtAYyloAfAdlGe Aydz2 KAIK
F 2 NJ dzy A @S NE MHélijo§ vol. 102ndlBpRe@9048S Q >

Alghamdi, A, K, H & Deraney2@y = W¢ SF OKAy 3 NBaSINDOK &alAatfta G2 d
active learning approactAproposed model for preparatorg S NJ A G dzRSy ta Ay { I dzl
International Journal of Teaching and Learning in Higher Educatibr30, no. 2pp. 184
194.

BEE NEWZ&)25, Importance of postgraduate studies in South AfrBBEE Chamber, 12 February,
viewed 8 Jun@025, https://www.bee.co.za/post/theimportanceof-postgraduatestudiesin-
southrafrica-a-catalystfor-growth-and-innovation

. 2NR2SOAGZL ¢3X tSUNRQGAGE bX whkRE120A03 @RF Df2YHI
W, o2dzi K LI NOGAOALN GA2Yy : WKSENINRAzSG H AR AINS 2BIRtGdeS | @GN
Sustainability 23, vol. 15, no. 23. 16456

Brink, HR2022, Fundamentals of research methodology for health care professjahdts &
Company, Cape Town

Brown, 2010, Eco fashionLaurence King Publishing, London
Burns, L2019, Sustainability and social change in fashibairchild Books, New York

Centre for Sustainable Fashig@il7, Convening the fashion education systdrandon College of
Fashion, Londomttps://www.sustainablefashion.com/publications

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 162


http://www.defsa.org.za/
https://www.bee.co.za/post/the-importance-of-postgraduate-studies-in-south-africa-a-catalyst-for-growth-and-innovation
https://www.bee.co.za/post/the-importance-of-postgraduate-studies-in-south-africa-a-catalyst-for-growth-and-innovation
https://www.sustainable-fashion.com/publications

Cyr, 2019, Focus groups for the social science researcb@mbridge University Press, Cambridge

DeVoy, JE, Congiusta, E, Lundberg, DJ, Findeisen, S & Bhattack@rym, 5 -Gbm&nﬁaﬂgextile o
waste and disposaDA T F SNBEY OSa 0¢é az20A2S02y2YAMVM@adte RSY 2 AN |
Management(New York, N.Y,.yol. 136 pp. 303¢309.

Dean, @020 WastecA & A (0 & NB I, ficwedéle Maycl023, a KA 2 y K
https://www.fashionrevolution.org/wastes-it-really-in-fashion/.

DomingueaWhitehead, YOmp = WO @I f dzl G Ay 3 LI &G 3INI Rdzr S LINB LI NI
Assessment & Evaluation in Higher Educatiah 40, no. 7pp.914¢927.

Fletcher, K & Grose, 2012, Fashion & sustainability, design for changaurence King, London

Godano, @023, University and sustainabilityfhe role of students in caring for the plargein-
Domus 22 December, viewed 9 JuB@25, https://www.in-domus.it/universitae-
sostenibilita

Hatch, J&2023, Doing qualitative research in education settin§sate University of New York Press,
Albany

IpanaquéZapata, M, FiguereQuifiones, J, Bazat®alacios, J, Arhulaca, W, Quifioneblegrete, M
& VillarrealZegarra, 20H 0 =2 WwsSa Sl NOK alAfta TFRangHaledSNRA A ae
RS@OSt 2LIYSYy U0 |y R Hdiyof) VolRS, nbA3g. 13749/ t S NHzQ >

Joy,A&Pefia, MT £ W{ dza Gl Ayl 0 Af A ( @ncepyidtizing Kefurearida KA 2y A Yy R dz
GNIF OSFoAfAGRQT AY [ | SyyAy @gd&)\sustainability iSfgshion2 dzz |
A cradle to upcycle approacBalgrave MacMillan, Gewerbestraspp, 31¢54.

Leal Filho, W, Raath, S, Lazzarini, B, Vargas, VR, de Souza, L, Anholon, R & @olviczVL ¥ ¢ K S NRf
2F ONI yaAaT2NXIGA2Y Ay S| NJJawnhal ofICédrer Breddefidn G A 2y F
vol. 199, pp. 286¢295.

altft26x {2 ¢2YIl23020AU2ndgldbdl saiey report @hlhigh@rieducation and
research for sustainable developmehtternational Association of Universities,
https://www.iau-hesd.net/sites/default/files/documents/
lau_hesd_survey_report_final_ja020pdf.

Manzini, 2Omn X Wal | Ay 3: HEM YT aA Ky 2 BISHESI@nYSssuesOIR30,RE 4,4 Iy Q3
pp.57¢66.

Manzini, 2015, Design, when everybody designs an introduction to design for social inngwtibn
Press, Cambridge, MA

Marshall, C, Rossman, GB & BlancBpZl, Designing qualitative researcBeventh edn, SAGE
Publications, Thousand Oaks

Meulen, Dvande?OMT £ W¢ S OKAYy 3 dzy RSNHNJI RdzZl (G Sa ChEDAS | NOK &
/| 2YaSNDIF UGA2Yy Y 9ELRAAUABMY BoOMBSaul dzNF A2y RQhoOoES
Nelson Mandela UniversiB021, The benefits of studying a postgraduate degrz2 September,

viewed 8 Jun@(025, https://postgraduate.mandela.ac.za/AiHigherBlog/September
2021/Thebenefitsof-studyinga-postgraduatedegree

Ni, M & Cattaneo, ZOH H = W{ 2 OA I f A Y LI O (-LPR¢ed?,EdIscHltyiral 8eRigaO | (1 A 2 y ¢
Applications in learning, arts, cultural heritage, creative industries, and virtual regfitinger
International Publishing, Champp. 96¢108.

Niiniméaki, K, Peters, G, Dahlbo, H, Perry, P, Rissanen, T & @OHMPA W¢ KS Sy FANRYYSy il
Fl &0 TNatar&Regigiv@Barth & Environmewol. 1, no. 4pp. 189¢200.

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 163


http://www.defsa.org.za/
https://www.fashionrevolution.org/waste-is-it-really-in-fashion/
https://www.in-domus.it/universita-e-sostenibilita
https://www.in-domus.it/universita-e-sostenibilita
https://www.iau-hesd.net/sites/default/files/documents/%20iau_hesd_survey_report_final_jan2020.pdf
https://www.iau-hesd.net/sites/default/files/documents/%20iau_hesd_survey_report_final_jan2020.pdf
https://postgraduate.mandela.ac.za/Aim-Higher-Blog/September-2021/The-benefits-of-studying-a-postgraduate-degree
https://postgraduate.mandela.ac.za/Aim-Higher-Blog/September-2021/The-benefits-of-studying-a-postgraduate-degree

Orr, S & Shreeve, 2017, Art and design pedagogy in higher educatiBnowledge, values and
ambiguity in the creative curriculyrRoutledge

Peruccio, PP & Bistagnind2i o = W5 &@cycBpédisof guafity of life and weling research
Springer, Chanpp. 17521756

Potgieter, 2025, LibGuidesResearch supportResearch methodologywiewed 13 Jun2025,
https://libguides.wits.ac.za/c.php?g=693518&p=4914913

Remy, N, Speelman, E & Swart2086,{ G &t S { K| { Qrew fast&Eshion foryhtlad £ S
McKinsey & Company

Rosowsky, @022, The role of research at universitiéshy it matters Forbes, viewed 13 Jui2625,
https://www.forbes.com/sites/davidrosowskp022/03/02/the-role-of-researchat-
universitieswhy-it-matters/.

Scarff Seatter, C & Ceuleman2a 17 = W¢ S| OKA Yy 3 & dzd (| ARfdagodidalA G & Ay K]
adetsSa GKF G Ydafadan BourRahof Highed Bdyicaim 27, no. 2pp. 47¢70.

Shah, 2025, From trash to treasureEploring the untapped value of textile recycling
Fibre2Fashion, viewed 10 JuR@25, https://www.fibre2fashion.com/industry
article/10275/fromtrashto-treasureexploringthe-untappedvalue-of-textile-recycling

Sharma, 200 n > W{dza il Ayl oAf Alde& (KNPSdrhKDevelSpnedt 1S3 aAy RAS
vol. 46, no. 3

Shephard, AJ & Pookulangara,ZBA H £ W ¢ S| O K A:Adinqairsased pedagofidal y
I LILINRIhtetngt@rial Journal of Fashion Design, Technology and Educabiod5, no. 1,
pp.109¢119.

Silva, ALP, Prata, JC, Duarte, AC, Soares, AMVM, Barcelé, D-&&tobaPOH M~  Wa A ONR LJ | & {
landfill leachatesTK S Yy SSR F¥2NJ NBO2yyl Aaal yOS aQamzRASa | Yy
Studies in Chemical and Environmental Enginegvioig 3,p. 100072

Stanley, MCOH 0 = W/ :IQualitditive Ndsariptve AGS NE I22R LI I OS G2 &Gk NI Q3
Nayar(eds),Qualitative research methodologies for occupational science and occupational
therapy, Taylor & Francis Groupp. 52¢67.

Tovey, M2OMy = W/ KI LJGSNJ p GKNBaK2fR 27F dzyQ@INIFAyGe | yR
Developing creative thinking in beginning desigist edn, Routledgep. 74¢89.

Tromp,N&Vial, 30 HZ WCA S 02 Y LR yAyifiedfradelvorkit@ sDpportreseata A 3y
'y R LINFh®©Deiigd SdQrhalol. 26 pp. 1¢19.

UNESCQ023, Empowering youth for sustainable developmenéwed 9 Jun2025,
https://www.unesco.org/en/articles/empowering/outh-sustainabledevelopment

UNESCO Institute for Lifelong Learr28d7, Communitybased learning for sustainable
development UIL2017/PI/H/6, UIL Policy Brief 8

United Nations Environment ProgratdNEPR025, Unsustainable fashion and textiles in focus for
International Day of Zero Wasg825, viewed 9 Jun2025, https://www.unep.org/newsand
stories/pressrelease/unsustainabiashionand-textilesfocusinternationatday-zero.

Universities UR024, Why does university research mattekhiversities UK, viewed 13 Juz{@25,
https://www.universitiesuk.ac.uk/whatve-do/policy-and-research/publications/whydoes
universityresearchmatter.

University of Johannesbu925, Research at the University of Johannesburg in South Affeaed
13 June&025, https://www.uj.ac.za/researckat-uj/.

University of Pretori@2(025, Research focus areagewed 13 Jun2025,
https://www.up.ac.za/researcHocusareas/article/2745928/researcfocusareas

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 164


http://www.defsa.org.za/
https://libguides.wits.ac.za/c.php?g=693518&p=4914913
https://www.forbes.com/sites/davidrosowsky/2022/03/02/the-role-of-research-at-universities-why-it-matters/
https://www.forbes.com/sites/davidrosowsky/2022/03/02/the-role-of-research-at-universities-why-it-matters/
https://www.fibre2fashion.com/industry-article/10275/from-trash-to-treasure-exploring-the-untapped-value-of-textile-recycling
https://www.fibre2fashion.com/industry-article/10275/from-trash-to-treasure-exploring-the-untapped-value-of-textile-recycling
https://www.unesco.org/en/articles/empowering-youth-sustainable-development
https://www.unep.org/news-and-stories/press-release/unsustainable-fashion-and-textiles-focus-international-day-zero
https://www.unep.org/news-and-stories/press-release/unsustainable-fashion-and-textiles-focus-international-day-zero
https://www.universitiesuk.ac.uk/what-we-do/policy-and-research/publications/why-does-university-research-matter
https://www.universitiesuk.ac.uk/what-we-do/policy-and-research/publications/why-does-university-research-matter
https://www.uj.ac.za/research-at-uj/
https://www.up.ac.za/research-focus-areas/article/2745928/research-focus-areas

University of Virgini2024, The importance of youth engagement in sustainabifi§/July, viewed 9
June2025, https://sustainability.virginia.edu/blog/importancgouth-engagement
sustainability

Uzorka, A, Akiyode, O & Isa, 80 n X W{ iGN} 6S3ASa F2NJ SyalIAy3d &aidzRS
FYyR F2adGSNAy3 I aSyasS 2F 26ySNBEKALI 'yR NBaLRY
Discover Sustainabilityol. 5, no. 1p. 320.

Vehmas, K, Raudaskoski, A, Heikkila, P, Harlin, A & Mensop@m yAY W/ 2y adzYSNJ | GG A G dzF
O2YYdzy A OF G A2y Algurnd bfRaBhizh Maiketing andkMaBagenEnt: An
International Journalvol. 22, no. 3pp. 286¢300.

Wahid, R, Halim, S& Halim2@i 0 = W5S@St 2LIAYy 3 NBASINDK alArffa | Y2
studentOSY G4 SNBR F OGA @S f SHopBWwgAR7I LILINB F OKS&aQr @2f ¢

Weinstein, JE, Crocker, BK & Gray2a@c ¥ WCNER Y Y| ONR LiDdgradatioDof liigh Y A ONER
RSyaArte LRfeSGKefSySz L}Rf eLINE LR Eyisrnertay R L2t &
Toxicology and Chemistryol. 35, no. 7pp. 16321640

Weiss, M & Barth, 20195 WDf 26+ f NB&SINODK f I yRaOlI LIS 2F adzadl
KA 3KSNJ SiRatr@tion Joungl @fSustainability in Higher Educatianh. 20, no. 4,
pp.570¢589.

Zotte, J20H 0 X W¢ KS Odzf (dzNI £ S O2y ZINeRBulledde histarydOa&sHRR K Yy R O
and dress, 1800 to the presefoutledge, Londomp. 507¢524.

Zurich2024,What is fast fashion and how is it damaging the planei@wed 8 Marcl2023,
https://www.zurich.com/en/media/magazin&?021/fast-fashion5-practicalwaysto-cut-the-
carbonfrom-your-closet

© Copyright 208 Design Education Forum of Southern Africav(v.defsa.org.zp 165


http://www.defsa.org.za/
https://sustainability.virginia.edu/blog/importance-youth-engagement-sustainability
https://sustainability.virginia.edu/blog/importance-youth-engagement-sustainability
https://www.zurich.com/en/media/magazine/2021/fast-fashion-5-practical-ways-to-cut-the-carbon-from-your-closet
https://www.zurich.com/en/media/magazine/2021/fast-fashion-5-practical-ways-to-cut-the-carbon-from-your-closet

Yde 't 5,08

Design Education Forum of Southern Africa

DESIGN+Disruptions, Realities, Futures
18" DEFSAConference 18119 September 2025

Design playEnhancingdeation skills through playful
strategies in design education

RakshaPadaruth,Independentnstitute of EducationEmerisVegaSchool

Abstract

The ideation process is one of the most challenging components of the design process for students in
Higher Education. Many students struggle with a lack of inspiration and confidence due to the need for
perfection, which demotivates them to share or deygltheir ideas fully. Traditional ideation techniques
often feel repetitive or restrictive, resulting in frustration and disengagement. This autoethnographic study
draws from my personal experience as a design educator and ceramic artist to explore gdvagsd
strategies can help reframe ideation as a joyful and exploratory proddss. research is based on
reflective practice and classroom observation, drawing on my many years of teaching experience with
first-year design students, rather than relying on data collection from students. Through imaginative
FOGADGAGASAE Qf ARSIGKE yWOKI @& f I1SYpantmakinkprid ddgasedstoy a | S G OK
telling activities, | observed how students are inspired to take risks, try new things and suilens.

This data highlights the different ways in which playful approaches influence idea generation, creative
exploration, and confidence in design thinkifthe findings show that incorporating play into the
ideation process leads to more original and varied ideas. Students who engaged in play reported
FSStAy3d tSada LINBaadaNAaSR (2 02YS dzLJ 6AGK -1 & LISNJ
based metlods encouraged students to overcome planned thinking, resulting in new and unexpected
results. This research is framed through constructionist and experiential learning the@asert

1980) and supported by the reflective practitioner mo@8tchon1983). The research also positions
play as a mindset shift that values process over perfection and exploration over fixed results. As a
Hindu female artist, majoring in ceramics, | also introduce nature and ritual inspired approaches that
integrate culturaknowledge into the ideation proces$his study contributes to design education by
offering a practical, inclusive and culturally responsive approach to the use of play in the classroom.
This provides evidence that play is not just for children but camladsused as an important tool for
unlocking creativity at any level. By shifting the focus from fixed outcomesxpdoration and
discovery, educators can help students develop creative confidence and prableing skills that

will benefit them beyond the classroom. The findings encourage a rethinking of how ideation is taught,
making it more interactive, inclusivand engagingThis research has a strong focus on the subtheme

of Design and Societal Realities, Impact and Cultural Preservation. Magy deglents struggle with
ideation due to societal pressures relating to the need for perfection and having to deal with rigid
educational structures that enifasi® results over procesdhis playful approackan counteract

these pressures by creating a more inclusive and exploratory learning environment that encourages
risk-taking, collaboration, and creative confidendy focusing on play as a strategy for enhancing
ideation, this research contributes to the larger conversation about how design educatistrevolve

to reflect societal realities, create meaningful impact, and support cultural preservation.
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Introduction

The key component of design is ideation. It is the phase during which ideas are generated, concepts evolve,
and the foundation for creativity is laitbeation refers to the creative process of generating, developing,
and communicating new idegBrown 2009). Divergent and convergent thinking are both used, and a
variety of options are explored before the most promising ones are chosen and refined.

However, in my experience as a design educator, | have seen that students frequently struggle with
this process. When students are asked to generate ideas, there appears to be a noticeable tension and
uncertainty. The very creativity that design educatiams to foster is frequently stifled by high
expectations, performance pressure, and fear of being judgesin a South African perspective, this
challenge is intensified due to an educational system that places importance on textbook knowledge
and rote learning rather than creative and critical thinking skilisser2009). As a result, students
arrive at college with little prior knowledge or experience with experimental art practices.

As a female Hindu fine artist with a background in ceramics, a design lectlmeg, with my love for
nature, | bring a unique perspective to design education. Play, nature, culture, and material
exploration are all fundamental components of my creative processes. My perspective on creativity
and my interactions with my students in the classroom have been infegkihy these factors. This
research will be an autoethnographic narrative investigating how playful techniques can improve
ideation in design edwtion by reducing creative anxietit is both a reflection of my teaching journey
and a study of the importance of play in creative learnige following section outlines the
methodological process used to generate amalysansights

Methodological approach

This research will be an autoethnographic narrative qualitative research method that combines

personal narrative with cultural analysis and interpretatidwcording to Ellis, Adams, and Bochner
(2011,p.273),6 | dzi 2 SGKY 23INI LIK& A& Fy | LIWINRBFOK G2 NBaSIH N
systematicallyanalyseLISNB 2 y I f SELISNA Sy OS Ay 2 NR SNewfdm dzy RS NE&
reflective journal entries, field notes from classroom sessions, and informal student comments during

and after playful ideation activities. Immediately following each teaching session, | recorded
observations, reflections, and classroom dynamics mefective teaching journal. | then revisited

these entries to identify recurring patterns of student behaviour, moments of engagement, and
instances where play seemed to unlock itiea.

Although | did not conduct formal interviews or surveys, | distilled insights thematically by clustering
journal notes around key themes such as confidence;taiking, peer collaboration, and creative
output. For example, several sessions highlightedletits overcoming initial reluctance, which |
grouped under the theme djuilding confidence through playhis informal but systematic reflection
process allowed me to recageconnections between playful activities and shifts in student ideation.

All observations were made with an ethical awareness of student anonymity and boundaries, ensuring
that while classroom interactions informed my reflections, individual students were not identified.
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Sectionl: Rethinkingrigidness Thelimits of traditionalideationmethods

Traditional ideation techniques like mind mapping, SCAMPER, and brainstorming often seem mechanical
and instructional to studentgOsborn 1953). These methods are often facilitated as skgpstep
instructions. This can come across as uninspiring, especially for first year students who are at the onset of
their creative journey. In my classes, | have observed that a lot of students fell vitimas cycle of self
censorship, where the fear of presenting "bad" ideas led them to either skip the ideatie® @imal focus

only on their final idea or present nothing at all. According to Willi§2082), selfcensorship of creative

ideas is the conscious choice to withhold or the unconscious inhibition of one's creative ideas in fear of
criticism.

Many learning environments are assessment driven. This gives more importance to the outcome
rather than the process, making this problem even more difficult. This focus unfortunately discourages
students from taking risks or experimenting with ideas. Redeaupports this, indicating that when
students experience pressure to meet academic standards, they frequently link creativity to anxiety
(Csikszentmihalyi997).

| then realised that | needed to challenge the conventional method if | wanted to encourage students
to ideate more freely and confidently. | began to consider how the ideation process could become fun
and spontaneous by incorporating the concept of play.

Section2: Thevalueof playin creativeeducation

Play is often associated with childhood. Play is seen as unproductive, unprofessional, and lacking in
rigor, and is therefore not valued in higher educat{@nown2009) and is as a result, not well studied
(Forbes & Thomag022). Literature on playful learning in teacher education, Boysteal. (2022)
established the value of playful learning but also the need for thorough study. Play encourages a
mindset of experimentation and riglaking which is vital in combating the ambiguity associated with
the idedion phase in creative disciplines. As Braf@809) emphasi®s, play is not just an activity but

a state of mind that moulds curiosity and problesalving. Similarly, Resni(2017) argues that playful
learning environments help individuals explore ideas without the fear of failure, leading to more
inventive outcomes. Incorporating play in design education creates a safe space for experimentation,
as design students often feel mwured to deliver refined outcomes. Play creates a relaxed
environment and engurages learners to engage with materials and concepts in an imaginative way,
whilst allowing students to be free fronpudgment This enables them to welcome constructive
criticism. Philosopher Johan Huizingd949) argues thatplay is a basic human activity that exists
outside of everyday life and establishes its own set of norms and realities. Play therefore has the
potential to create an extremely effective brainstorming environment.

The importance of learning via active participation and critical reflection ishasigd by reflective

and constructionist learning theories. Donald Schon's concept of the "reflective practiti(i88)
emphasi®s how professionals continuously assess and modify their process while learning by doing
and thinking in action. According to Seymour Papert's constructio($80), students learn best
when they are actively creating something that has meaning for them. Iryalsgd learning students
experiene handson engagement, take risks, and welcome unexpected results. This naturally aligns
with both viewpoints mentioned above. Play adds unexpected and thepghtoking moments of
discovery, which makes learning dynamic and iterative. This method inndesigcation helps
students become active creators and thinkers rather than passive consumers of information. Students
gain confidence and greater understanding of their creation.
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Section3: Developingplay-basedideationactivities

Guided by thevalue of play| began designing and using existing classroom activities that introduced
elements of play into the ideation process. These included:

Playwith clay and natureTactilesymbolism and cultural memory

To begin my exploration of how play may aid ideation in design education, | experimented with an
activity that reflected the different components of my identity: my Hindu heritage, my background in
ceramics and my love for nature. This classroom activiy titled Sacred Formdnstead of using
specific ideation tools, students were invited to explore ideation through tactile play, cultural or ritual
memory, and found natural materials. This activity was created for students who struggled to use
traditional ideation techniques, allowing them the opportunity to experience a fun and sensory
introduction to conceptual thinking.

Students were first instructed to take a quiet moment to reflect, thinking of an object, symbol or motif
from their childhood, culture, or spiritual beliefs. This object had to have personal meaning to them.
This was followed by laandson activity utlisingair-dry clay and found objects like leaves, twigs, bark,
seeds, and other textured objects collected from their personal environment. Students
producedpatterns, textures and form by pressing these materials into the clay. Students were
discouraged fronpre-planning or overanalysing but rather encouragedvelcome the unexpected.
This according tBateson and Martii2013)is an essential component of creative play. These authors
argue thatplay promotes flexibility and openness by creating room for surprise and uncertainty.

Different clay forms began to emerg®eme abstract, some symbolic and representational.
Throughout the process of moulding, students considered their emotions, thoughts and cultural
SELISNASYOSd ¢KA& ({213 daigpectNdthat niniSrg is & Brm bfyhihidng, Wieée

ideas emerge from the engagement with materials rather than beingfgumaed. The process was

intuitive and engaging. Students loved the experience and reflected a feeling of calrArstsslent

NBYFN] SRZ 4L F2NH2Z®EAL SEISNDOR A S ¥ A@naeltheyehdabicompetsd (A 1
execution, they were asked to title or name their creation. Students then wrote a short narrative about

the form and presented their outcome in small groups. This encouraged peer interaction and shared
meaningmaking.

This method of working with natural materials, specifically ,dfeped students to reconnect with

fond memories of home, family, or fait&ome students were inspired by Zulu beaded patterns and

some mimicked traditional Shweshwe designs in their nmadking. @e student shared how the
AYLINAYG 2F F €£SFFT NBYAYRSR KSN) 2F (GK@nd¥Wdry3dz2 S
associated experience with this. This insight later inspired her project for creative development, in
exploring her personal creative adtity. Students were able to acknowledge the benefits of
incorporating symbolism, ritual, and material forrtigat resonated with thenin assisting with the

ideation phase

While conventional ideation techniques often rely on quick thinking and verbal articulation, this
activity emphasised the value of sensory and culturally reflective play in generating ideas. As Gauntlett
(2011) notes, creativity is not only about novelty but also about making meaning. This meaning is
successfully achieved when students engage in play with materials that they can relate to or has
personal meaning.
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This approach and my own experience as a Hindu female artist and design educator, shows that when
ideation is framed as playful and personal, students can resonate with the experience, allowing them
to be more likely to take risks, display confidence armtpce ideas that are authentic.

Unlocking creativity through spontaneous drawiRtpyfulprompt

In one of my firsiyear Creative Development classes, | introduced a spontaneous drawing exercise as
an introduction to the concept of creativity as well asiegbreaker.Thistest of creativity known as

the Torrance Test of Creative Thinking, was introduced by psychologist Ellis Paul Torrance in the sixties
to administer a more creatively inclined 1Q téatrtwork Archive2025). Each studenin my classvas

given a sheetf papercontaining a simple, abstrashape(Figurel). They werénstructed toconplete

the drawing within four minutes. Thigme constraint wvasdeliberate This preventedgtudentsfrom
overthinkingor plamingextensively. Instead, they were encourageditaw instinctively. They could

add text, invent a story or charactexddhumouror even extend their drawing beyond the border of

the frame.

Figure 1: Abstract shape to complete the drawi(@rtwork Archive2025)

The purpose of this activity was to remove the initial anxiety that many students feel when faced with

0KS aoflyl LIF3AS¢ Ay ONBFrGA@GS Gralaoe LG Ffaz2z ¥FIO
generate ideas quickly and freely. The constramft@ time limit, the ambiguous prompt and the
freedomgy 2 & ¢ NP y Ac¢Eproveyta BeSiedessful in unlocking their creativity. The students
produced a variety of imaginative and creative outcomes. These included whimsical creatures and

short narratives to symbolic and abstract interpretations of the liffégures 2 and 3.
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