


Lesson 7 Raymond Loewy and His Designs

Raymond Loewy (1893—1986) has been called “the man who shaped America”. His
designs helped to “streamline the sales curve”. ™ Loewy’s long and prolific career spanned

nearly 60 years.

Loewy was born in Paris in 1893, where he was educated and received a degree in
engineering. He emigrated to the U. S. in 1919 to pursue a career in graphic design, and, for
most of his life he maintained houses in both countries.

His first jobs were window dressing. Loewy
moved on and made a successful career as an
illustrator for vogue. It was not until 1929 that
Loewy received his first major commission with the
redesign of the gestetner duplicating machine. He
established his own firm in 1930 and in 1944, he

formed Raymond Loewy associates with five

partners.

During his lifetime LLoewy’s company worked for numerous private companies as well as
governments, and his designs have had a major effect on the man-made environment,
Products he has been responsible for range from cars, ships, aeroplanes, buildings to

products such as toothbrushes and pens. Served as consultant to numerous corporations

including Coca Cola, United Airlines, Shell, Exxon, IBM, BMW, GM and NASA. %!

“Between two products equal in price, function, and quality, the better looking will
outsell the other. ” He proved that the success of a product is as dependent on aesthetics as
function. “The goal of design is to sell,” he said, “the loveliest curve I know is the sales

curve. ”

It is estimated that at the peak of his career over 75% of Americans came into contact

with one or more of his products every day.

Coca Cola

i

Raymond loewy said, “the Coke bottle is the most perfectly designed package in
the world. ”

Loewy worked for the Coca Cola company for decades, designed several Coke
related products, and even redesigned the famous bottle in 1954. His contribution to
that particular icon, the original contour of the “mae west” bottle, was to

“slenderize” the already existing version, giving it a more refined silhouette and
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making it sexier to a new generation.

He was also responsible for designing the dispenser for Coca Cola in 1947, as well as the

super dispenser in 1951.

Shell oil company’s logo

In 1967, the Shell company approached Loewy with a
design problem—its emblem was difficult to distinguish

from a distance, or in poor lighting. The pecten symbol

currently in use worldwide was designed in 1971 by

Loewy.

The design and testing process completed by Loewy’ s @ @ @

firm took more than four years. One of the tests involved  Sheall  Shell
hanging various prototype pectens on poles where they could the pecten history from 1900 to today
be viewed by drivers passing on a nearby motorway. Drivers

were later contacted for their opinions on the prototypes. -
Greyhound bus

Loewy was first approached by the Greyhound
corporation to redesign its logo. The company’ s logo

looked like a “fat mongrel”, he said. So, he created a

slimmed-down version that is still used today.
Later he developed the design for Greyhound’s scenicruiser motorcoach. He and his

team built a full size mock-up complete with seats and a washroom.
Studebaker"

Loewy had started with Studebaker in 1936 as a consultant for exteriors. He countered
the U. S. car industry’ s preference for chrome and tail fins: the cars he referred to as

“jukeboxes on wheels”,

In 1953 Paul Hoffman, then president of Studebaker, commissioned Raymond Loewy to
design a car for the “younger segment of automobile
users”. The starliner would later be known as the “first

American sports car”.

Though Loewy usually receives the credit, the actual
design of the car was largely done by Robert E. Bourke
(1916—1996) who headed the Raymond LLoewy associates
Studebaker operation in south bend, Indiana from 1949 to
1955.

Studebaker’s starliner

The starliner’s innovative appearance included:
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— a longer, wider and lower appearance than what was standard at the time;
— limited use of chrome;
— a sloping nose; and

— a concealed radiator.

He also designed Studebaker’s last car before its
demise, the avanti of 1961/1962, a sleek, futuristic
sports car (avanti, Italian for “forward”). Sherwood
Egbert, the new president of Studebaker, hired Raymond

Loewy to help energize Studebaker’s soon-to-be released

line of 1963 passenger cars to attract younger buyers.
Loewy agreed to take on the job, despite the short 40-day Studebaker’ s avanti

schedule allowed to produce a finished design and scale model. ") The car received rave
reviews, but because of a series of production problems, the public had to wait to drive it.
Studebaker corporation closed in 1963, and it wasn’t until 1965, when the avanti motor
corporation was formed, that the avanti went back into production. His main direction

included the following points;

— minimize chrome ;

— avoid decorative moldings ;

— accent the wedge-shaped silhouette;

— stress long, down-slanted hood ;

— abbreviate the rear and tuck it under;

— place instrument panel overhead, above windshield as in aircraft;
— install aircraft-type knobs and levers on the console ;

— pinch the waistline, as Le Mans/"-type racing cars;

— design hoods with an off-center panel ;

— accent spacecraft “reentry curve” wheel openings;

— simple disc wheels.
Skylab

Loewy himself considered his “habitability studies” for NASA’s Skylab, conducted

from 1967 to 1973, to be the most important work of his entire career.

Assisted by a substantial design team, he devised means of promoting both sociability
and privacy among astronauts on long missions, argued for the inclusion of a viewing
porthole, this allowed the astronauts to have a view of earth while in space, and suggested
ways of handling nutrition, hygiene and elimination during the extraordinary condition of

weightlessness.

Loewy also installed a triangular dining table, so that no man from the three-person
crew could be at its “head”. He felt that in a three-man crew it was vital that no man,

however unconsciously, should dominate the others.
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Raymond Loewy was founding member and fellow of the American Society of Industrial

Designs (president 1946). He published his autobiography in 1951, and authored “industrial

design”
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Words and Expressions

streamline [ 'striimlain] adj. WMERAIAY o, 2R A
prolific [ pro'lifik] adj. Z/7W, F&EH
span [ spaen] v. P&
emigrate [ 'emigreit | vr. ((F)FE R
pursue [ pa'sju:] ve. 1BEE, BEE, B, 4kgk, MWF
vogue [voug] n. BfW, BFEE, WA, WAT
commission [ ko'mifon] n. Z{F., ZHE
redesign [ riidi'zain ] v, FHTRIT
establish [is'teeblif] v. &7
numerous | 'njumeras | adj. WZHY, FZHY, TTEHY

. range [reind3] n. Wik, 175, JERl, 8%
. Serve [SQIV] v. Bﬁ%» H&f&v 1#\: D\a Tﬁf#
. consultant [ kon'saltont] n. JHin], RIE ., GEiHH

outsell [aut'sel] vt. SZAGHee---- %

. aesthetics [ i:s'0etiks | n. &2, B EF
. estimate [ 'estimeit | v. i, fi#r, PEAG
. peak [pitk] n. (LT, T8, 1875, QOsRMD g

decade [ 'dekeid] n. +4F, +

. Mae West [ mei'west | n. [ ]CKAT B KA T BS 28 19 KA 35 O, LA g 48 Hh 2600 26

dispenser [ dis'penso] n. HahER

. slenderize [ 'slendoraiz ] v. {H4H, 4
. refined [ri'faind | adj. ¥HIEY, OHERT, KGR
. silhouette [ silu()'et] n. MITHEA%, 58)50

sexy [ 'seksi] adj. #®AH

. approach [o'proutf] vt. T
. emblem [ 'emblom | n. 21, #&
. distinguish [dis'tingwif] v. X%, 251

pecten [ 'pekton] n. F# Ul

. prototype [ 'proutotaip ] n. JR#AY

contact [ 'kontaekt | vz, #fih, BKFR

. Greyhound [ 'greihaund] n. 3&E KK &R S
. mongrel [ 'mangrol] n. 2<%
. scenicruiser [ 'simikruzo(r) ] n. [ |ZEKEIRIE 4

motorcoach [ 'moutekout[] n. AFLIRE
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35.
36.
37.
38.
39.
40.
41].
42.
43.
44,
45.
46.
47.
48.
49.
50.
51,
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.
66.
67.
68.
69.
70.
71.
72.
73.
74.
75.

mock-up n. Y RAAY

washroom [ 'wofrum | n. BiE=E, [ &M Fr
exterior [ eks'tiorio | n. #MEE, R, FME
counter [ 'kaunto ] wvt. Flese-+- AR, RO, BB )
chrome [ kroum] n. %, %864

tail fin [teil'fin] n. FE#E

jukebox [ 'dzukboks ] n. H I8 A S IEAL
credit [ 'kredit] n. FEE, EEF

head [hed ] vt. fEHR----+ FNER]

operation [ opo'reifon ] n. B¥s, #AE, K
sloping [ 'sloupin] adj. EHY, AIEER
conceal [ kon'si:l] ve. [EK, ik

radiator [ 'reidieito | n. BUES, KFG

demise [ di'maiz] n. 8T, #ik

sleek [slitk] adj. B

futuristic [ fjustfo'ristik | adj. AR KRIRAY
energize [ 'enadzaiz | or. fEIGEK, A TR 71, sk
rave [ reiv] adj. (AEIEZO R, FEIRE
molding [ 'mouldiry ] n. CRUH 1) k28, BEAF
accent [ 'eeksont | vr. TR

wedge-shaped #JE

stress [ stres| vt. HIHE, i

slant [slamnt] o, (R, ElR

abbreviate [o'briwvieit | v. 45, 48K

rear [rio] n. JGMH, 5

tuck [tak | v, Frik, ZE, R0

knob [nob] n. EXJEITIETF, e, M #
lever ['leve| n. #F, FLFF, #5564

console [kon'soul] n. #HlE

pinch [pint[] vz, &5, {245

hood [hud] n. 5%

panel ['paenl] n. TR, #xA, 10FEAR
habitability [ thebito'biloti] n. 7] J&4
devise [di'vaiz] ve. i, KB, Eit

means [ minz] n. FB, ik

promote [ pro'mout] vt. fEi, K#
sociability [isoufo'biliti] n. 4F3chr, t#h3ct:, & F2Ekx
mission [ 'mifon] n. ffifiy, {£5%

argue for BEfl; Hpeeeeer i 145

porthole [ 'porthoul ] n. LT

nutrition [ nju'trifon] n. H3E, HHFEF
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76.
77.
78.
79.
80.
81.
82.
83.
84.

hygiene [ 'haidzim | n. T4, T4

elimination [ i /limi'neifon] n. [ Az 32 1HEM RN IE YD)
weightlessness n. KRERE

crew [ krur] n. &N G

vital [ 'vaitl] adj. BEKAY, BCHEMW

unconsciously [ an'konfosli] adv. TTEH, NFHIAG
dominate[ 'domineit ] v. XHC, SEH

fellow [ 'felou] n. %%, CEARBURR) FE5) 2 5

autobiography [ jo:itobai'ogrofi ] n. H1%&

Notes

Raymond Loewy (1893—1986) has been called “the man who shaped America”. His
designs helped to “streamline the sales curve”. T 548 « &5 (1893—1986) WLFRIE K
FEBA PN, BRI TR E AR KB4, “the man who shaped
America”f8 TR 5 « 1% T3 A& 09 77 5B G2 008 35 B W 4 40E 5 “ streamline the sales
curve " fE T S HE « W& BT R EE 2 & AR iR ZU AR AL DR HES) 1
A

. IBM, (International Business Machines), (3 E) & HHLE A 7 ; BMW. Bavarian

Motor Works, f8E 5 5754/ F); GM: General Motors Corporation, (32 [E) i VK4
/N3 NASA . National Aeronautics and Space Administration, (G&E) EZFHMaSHiKA .

One of the tests involved hanging various prototype pectens on poles where they
could be viewed by drivers passing on a nearby motorway. Drivers were later
contacted for their opinions on the prototypes. H:H—IG {4545 A [R5 A9 B U
JERVHEAEAE - - DME R L3I 208 F 253 i mLEERE B e, B TRt RAEK A
BT,

Studebaker: FFETE o B2 M 7R (1831—1901) , 35 [E HI 45 75, 1852 4EA 0 10 K ik
P AT B e R B SR AR S SR A TR

Loewy had started with Studebaker in 1936 as a consultant for exteriors. He
countered the U, S. car industry’s preference for chrome and tail fins: the cars he
referred to as “jukeboxes on wheels”. “1936 4F, i =5 B A 0T 2 48 B 5w /- 2 & ) 7R
JBEIE) Al SRS 2 i) S VA 4 P 4 4% 4 5 R B SORE RO 1m) , Al S X S AR A < 2
TSI "X )L, exterior FRIJE“IME”,

Loewy agreed to take on the job, despite the short 40-day schedule allowed to
produce a finished design and scale model. ¥&HEZN T, & HA MU+ KA R H
S8 i A B L ] AR AR

. Le Mans: #+&, 2 E PG — ki, 62 T E ARV RS, HARE—E OTIR T 1906 4F)

(1 24 /NI RIRAT I 44
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8. Assisted by a substantial design team, he devised means of promoting both sociability

and privacy among astronauts on long missions, argued for the inclusion of a viewing
porthole, this allowed the astronauts to have a view of earth while in space, and
suggested ways of handling nutrition, hygiene and elimination during the
extraordinary condition of weightlessness. 7E—PFLZETFAIABCE T M3 H T

ATt LA A2 T O3 THE A AT RE TP SE PR B RA P 7 T B 5 5K, AR H 1S 15—
FHT WS AL X 0] LALE G0 AR RS vt T DU B R At 3 SR B4 ol T B LA o
RERHRSFNE T OVESR DA SRR ) R,

Exercises

Topics for oral discussion.

1.

What do you think about the viewpoint of Raymond Loewy that “the loveliest curve I

know is the sales curve”?

Could you give more examples of designs of Raymond Loewy or other masters of

industrial design?

—
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Lesson 8 Achille Castiglioni

Italian architect and designer Achille Castiglioni was born in 1918. During his fifty-two-
year career, he has designed and collaborated on almost 150 objects, including lamps,
stools, bookshelves, electrical switches, cameras,
telephones, vacuum cleaners, and car seats. Several of
his works, such as the Arco and the Brera lamps, are
featured in the design collections of many museums.

They are also familiar to many people who use them in

their homes, even if Castiglioni’s name may not be. His
work, which has had a powerful impact on the history of
the applied arts and has taught generations about good

design, provides an overview of the characteristics that

make design one of the highest expressions of twentieth-

century creativity.

Achille Castiglioni in his studio,

Immediately after graduating from the Architectural under an “Arco” lamp
School of the Polytechnic of Milan in the late 1930s,
Achille Castiglioni’s two older brothers opened an office in the city. As with many other
Italian architects at that time, the lack of major architectural assignments led them to
concentrate on smaller-scale design projects such as interiors, exhibition installations,
furniture, and objects. Achille joined his brothers as a licensed architect after the close of
World War II. The clarity and wit that characterizes their combined efforts is also evident in

Achille’s solo production from 1968 to the present day. "

Castiglioni’s creative method seems so lucid and logical it could be an example taken
from a manual on the design process, but only a designer with skill and experience can
achieve the leap from a sound, well-reasoned process to a beautiful working object.
Castiglioni nonetheless acknowledges the standard principles of his practice: “Start from
scratch, Stick to common sense. Know your goals and means. ” In other words, the designer
must not take for granted any previous similar object, must understand the reason for
creating a new product or improving an existing one, and must be aware of the available
resources. >/ For each object, the designer then has to “try to find a Principal Design

Component, and build upon it. ”

Castiglioni loves paradoxes and the new perception and wisdom they can engender. One
example is the Sella (saddle), the pivoting stool designed with Pier Giacomo in 1957, which
garnered the Castiglionis an incongruous “Dadaist™” label because of its use of an already

existing, everyday object in an unexpected context. The Sella is made of a leather bicycle seat,
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a tubular metal stem, and a rounded cast-iron base.
Its inspiration induces smiles; “When I use a pay
phone,” says the designer, “I like to move around,
but I also would like to sit, but not completely. ” The
Principal Design Component was in this case a new
behavior, a consequence of a more probing understanding
of an object’ s combined form and function, which is
often the focus of Castiglioni’s work, "' “I try to suggest
different behaviors,” he has declared, expressing his idea

that the designer must be the interpreter of both real and

virtual needs. Virtual needs, just the means to a

Mezzadro seat, right behind is Sella stool

consumers’ market.

His ideas are often inspired by everyday things., and the statement “Design demands
observation” has become one of his many mottos. A street lamp was the springboard for the
famous Arco lamp (1962), in which the light source is projected almost eight feet away from
the marble base as if it were coming from the ceiling. ) While the Toio lamp (1962) was
based on a car’s front reflector. The idea for an object sometimes comes to Castiglioni while
he is working on an entirely separate assignment. Ideas can also derive from technological
advances, like the introduction of the thin fluorescent tube which suggested the Tubino lamp
(1951).

Castiglioni himself divides his work into various
groupings. The Sella belongs to the category of Ready-
made Objects, as do the Mezzadro (1957 )—a stool
composed of a mass-produced tractor seat, a bent steel
bar, and a wing screw. His Ready-made Objects
evolve like living things: the components of the
Mezzadro stool have been updated as the manufacture
of tractor seats has changed without damaging the

purity of the object. ') Castiglioni refers to another

grouping as Redesigned Objects, meaning traditional
objects that he has perfected or updated according to RR 126 sterco system

current needs and technological developments. These

include his outdoor caf tables (Cumano,1979), ashtrays (Spirale, 1971),and bedside tables
(Comodo,1989). The Minimalist group contains his so-called Expressionistic Objects, such

as the RR126 stereo system of 1966, endowed with eyes, movable ears, and a mouth,

Castiglioni’s design approach can best be understood within the context of the cultural
climate of which he was a product, and which he in turn helped to shape. '’/ Like other Italian
designers and architects such as Marco Zanuso and Ettore Sottsass, he benefited from a

fortuitous combination of trends that has made Italian design a worldwide force. In part
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because Italian culture has always been founded on a tradition of the fine arts and of skillful
craftsmanship, and in part because the disruption of World War [ had created a need for
newly designed and produced objects to restore the country’s quality of life, Italy was poised
for a design renaissance in the 1950s.®) The seemingly disparate sectors of culture,
technology, and the economy enjoyed harmonious cooperation toward the common goal of
rejuvenation. ' Talented architects still looking for commissions met ambitious
manufacturers eager to bring their pre-existing companies up to date or to boost their new
enterprises. The relatively small size of their family-based companies and their attention to
detail and craftsmanship caused them to take risks and embrace innovative design. ') These
manufacturers put at the designers’ disposal all their technical skill and resources, along
with their knowledge of the technological breakthroughs occurring in the postwar period. '
The long-lasting relationships between designers and manufacturers that were established
during that time — like those between Zanuso and Brionvega (television manufacturer),
between Sottsass and Olivetti (typewriter and computer manufacturer), or between the
Castiglionis and Flos (the lighting fixtures company)—were based on shared creative vision

and understanding. M'*

Castiglioni has often said, “What you need is a constant and consistent way of
designing, not a style. ” His own way has been to focus on understanding objects, basing his
designs on a narrative approach in which observed or imagined need results in a satisfying
design solution. Castiglioni has shown that while form and function are the main ingredients
for successful design, they cannot be the designer’s only concerns. His flexibility has
allowed him to design a vast array of stylistically varied objects, applying his philosophy and

methodology with wit, curiosity, and a combination of exuberance and understatement.

Words and Expressions

collaborate [ ko'leeboreit] vi. &1E

impact [ 'impeekt ] n. 30, HOR

applied [o'plaid | adj. N AHEY, SZHP

polytechnic [ poli'teknik ] n. T2

licensed [ 'laisonst | adj. 1520 Y

clarity [ 'kleeriti] n. 2, iB5H

wit [wit] n. B, AE, BE

evident [ 'evidont] adj. BHRAY, TIRAY

sound [saund] adj. f##4 09, FTHER, SHA
nonetheless [ nanda'les | adwv. BIRUNM, {HRE

. acknowledge [ ok'nolidz ] wz. #KIA

. means [ mimz ] n. FE, HiE

. paradox [ 'peeradoks ] n. URMARMIIE S . HAHT & TG
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14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
217.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42,
43.
44,

1.

engender [ in'dzendo] v. X&KL

pivoting [ 'pivetin] adj. LEHER; )

garner [ 'gamno | v. BU%

incongruous [ in'kongruas | adj. ANVAFIAT, AN E K
inspiration [ jinspa'reifon ] n. TR

induce [in'djus] vr. 51E, B

pay phone #& M1 x0A H I

consequence | 'konsikwons | n. Z55%, #Ei8

probe [proub | vr. (DAFREFSE) A, 2
declare [di'klea] vr. Wis, B/, 5, 5
interpreter [ in'torprito | n. BHIEEDL, Vi G, EBAS
virtual [ 'vartjuol ] adj. FERJ, SERRHY

motto [ 'motou] n. BERH#, M5

reflector [ri'flekto(r) ] n. G, [ 56
assignment [ o'sainmont | n. 1155, GRIMHENL
fluorescent [ fluo'resont | adj. DEVGHY, K9G
tube ['ub] n. &, &1

purity [ 'pjueriti | n. 4, 4y, 4ifF
expressionistic [ iksprefo'nistik | adj. FIE LW, A FZIIRVER
endow [in'dau] v. 514, &5

fortuitous [ fa:'tju(ites ] adj. (BRI, 2B 11
restore [ ris'tor | v, YRE , filnl &

renaissance | ro'neisons | n. B4, & 1%
harmonious [ ha:'mounjes | adj. FIE AT, HE
boost [ busst] . #EdE

embrace [[im'breis] ve. JHHL , GAHYH

disposal [ dis'pouzol | n. ZbFH, 4bE , L
breakthrough [ 'breik'oru:| n. 2%

narrative [ 'neerotiv] adj. BUATER)

ingredient [ in'griddiont | n. l43, A&
exuberance [ ig'zju:borons | n. Z%, el

Notes

The clarity and wit that characterizes their combined efforts is also evident in
Achille’s solo production from 1968 to the present day. “flifi1JL 5 56 L[R5 IAE
sl F BT AR B LS DT T 3R ) XURS L FE BT B2 RN 1968 AR 7 Ml f= 2 A AR il AT 3R
MASIEH B, ”combined efforts, FEMAT o JUANGVERITBI/ES . characterize, H
—T

2. In other words, the designer must not take for granted any previous similar object,
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must understand the reason for creating a new product or improving an existing one,
and must be aware of the available resources. “¥mJiE Pk, /E R ITHIT, AR R HT AR
B3 BT Al , SR Z) B A ORI R A Sk i, O B B B9 5T R R S 124 )
D, "take:-+for granted, YCNBERIT 244K, resource, TR W 71, X L8P i d R
S

3. Dadaist: i8IATR. iKi5F X (1916-1922 4R 8] M4 A FIE SCLTRIR) .

4. The Principal Design Component was in this case a new behavior, a consequence of a
more probing understanding of an object’ s combined form and function, which is
often the focus of Castiglioni’s work. “fEIXAMF]FH , HIEA B 122 it & 5o g Y
AT s B 7 i BB 25 DO BE A0 255 A8 B gk — 2D i HE T, XA R LR
HJE TAEF A A5 "probing understanding , AR TEAY I - Fha] BEPE RIS,

5. A street lamp was the springboard for the famous Arco lamp (1962), in which the
light source is projected almost eight feet away from the marble base as if it were
coming from the ceiling, “ZE# 1Y Arco kT (1962) 232 T —Fh AT A A&, HOB IR %
THEB RHA AT AR 8 T R Ty, B AR AT A N R AE AR 3556 T R 1y 7T &
as if 512 AY A,

6. His Ready-made Objects evolve like living things: the components of the Mezzadro
stool have been updated as the manufacture of tractor seats has changed without
damaging the purity of the object. “firiB 1 B ALA " BEISIRTE 9B — M &k A
Ak 4N Mezzadro %t 2R FH 03508 14 B 25 i or AL P ey 1 el b g P 44X 1 AR i 4
N PR 50 I TC R 7 X A 0] 5 2 3 Y IE H 18 ¥ W% /&« as the manufacture
of tractor seats has changed, the components of the Mezzadro stool have been

updated without damaging the purity of the object.

7. Castiglioni’ s design approach can best be understood within the context of the
cultural climate of which he was a product, and which he in turn helped to shape. ¥}
it JE B IR @ AT D R A e TR R AH G A SCAR S, At 2 33k b SC AR SR 8 7 4
BLad R X HIE R~ 21,

8. In part because Italian culture has always been founded on a tradition of the fine arts
and of skillful craftsmanship, and in part because the disruption of World War [l
had created a need for newly designed and produced objects to restore the country’s
quality of life, Italy was poised for a design renaissance in the 1950s. 20 t4g 50 4F
RGERRAD T —5 Bt 2247 o2 TR R SR TR ARM T T 2858,
T3 T R B T Rl £ 3 Jo B 4R R A TR R B S R

9. The seemingly disparate sectors of culture, technology, and the economy enjoyed
harmonious cooperation toward the common goal of rejuvenation. F& AR IFFTCIKELT

SOl B 2B N R PR A LOR B BAEAL,

10. The relatively small size of their family-based companies and their attention to detail

42

— —



11.

12.

and craftsmanship caused them to take risks and embrace innovative design. “7EZKE
VEST At 8 57 3R ok ) Al RRAS A /IMEL T 2R 20 L 3 (A AT 35 1 32 IR A XU 1)
kit

These manufacturers put at the designers’ disposal all their technical skill and
resources, along with their knowledge of the technological breakthroughs occurring
in the postwar period. “X#] ZAVFEITIN A H SZECH T 2ZH AR AR, &4
HEAERHOT T R ZEEEIE A .7 at somebody’s disposal H1R ARG

The long-lasting relationships between designers and manufacturers that were
established during that time —like those between Zanuso and Brionvega (television
manufacturer) , between Sottsass and Olivetti (typewriter and computer manufacturer) , or
between the Castiglionis and Flos (the lighting fixtures company)—were based on shared
creative vision and understanding. 7EAS—BFHA , B URA) Ry Z [ E A7 T £ A FEE)
AOECZE , 1 4N FL & 2R AN AT B 4E N (Brionvega, B AL AR 72 T 1) L 24 5% 3 A1 B L A 3
(Olivetti, ST FHURHLIN R R4 BB JE A0 5R % r (Flos, MRABIAET R A9
VERU R ST TEAH BB R Tl Rl 2 |

Exercises

Topics for oral discussion.

1.

How to comprehend those concepts defined by Achille Castiglioni such as “Principal

Design Component”, “Ready-made Objects” and “Redesigned Objects”?

What do you think about the long-lasting relationships between designers and

manufacturers?
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Lesson 9 Design Makes the Difference

Motorcycles, the objects of my fancy for years, appeal to many emotions, none related
to the need for transportation. Much more so than cars, motorcycles reveal mechanical forms
and details reminiscent of our early industrial history. Motorcycles also represent a link to
the large animal world, which humans had to once rely upon for getting around. Their
animal-like scale imbues them with certain animal qualities, like stump pulling power,
swiftness or aggression with which their riders identify. "/ The promise of experience and a
reflection of self image lies at the core of the emotions that stir a motorcyclist’ s soul to

covetousness.

Buying a motorcycle is an emotional act and appearance plays a very important role in
inflating our expectations of experience. What automotive/motorcycle writer Peter Egan
calls “garage factor”— the experience, after the thrill of a ride, back in the garage, admiring
the shapes, the surfaces, proportions, materials, and mechanical details, the visual

experience— continues to provide pleasure at rest. -

Italian Ducatis, German BMWs, British
BSAs, American Harleys all have “garage
factor”. They do so because they have either
evolved an aesthetic built on years of
tradition, or they reflect the vision of a
single designer. Most Japanese motorcycles,
despite their brilliant engineering and

manufacturing quality, lack the requisite

allure. As Egan wrote, referring to one of

the “best of class” Japanese sport bikes, “once you’ve stopped, the show is over”. [
p p y pPp

For me, this phenomenon is purely a design problem, one MACHINEART could solve.
Selecting a Kawasaki as a base, we set out to design and build the definitive Sport GT,
otherwise known as a “Gentleman’ s Express”, a motorcycle appealing to a more
sophisticated and experienced enthusiast. Typically at least 30 years old with an income of
$40,000-plus, this rider desires the style and “emotional” kick of exotic, high performance
machines, as well as the comfort of a wide seat, relaxed riding position, room to carry a
small amount of gear, and greater safety. High priced European makers dominate the

market, so there is an opportunity for wider market penetration with less costly products.
We set three goals:

1) Demonstrate that it is possible to design emotion and allure into a mass market
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Japanese product by emphasizing the beauty of machinery — the cornerstone of motorcycle

enthusiasts’ pleasure—while being true to the formal principles of 3-D design.
2) Solve functional and rider comfort problems common in many motorcycles.

3) Propose to Kawasaki a design that would help to raise interest in and increase the

sales of its competent.

Defining the basic gesture of the design was fundamental to the success of all that
followed. Starting from my first sketch of a rising arc, like a spray of water thrown back by
a spinning front wheel, the form evolved true to the intent of implying pent-up energy and
the muscular stretch of an animal at speed. ) My team of three, including designers ] rg
Schlieffers, a gifted sculptor, and Bruce Scardilli, a magician with plastic and sheet metal,
went through the usual process of making a clay model, plaster and rubber molds, fiberglass

body parts, stainless steel and aluminum hardware.

While the MK9 did start out as a concept prototype, it was determined that no
concessions would be made that would limit the bike to being a design exercise. Unlike most
design concepts, the MACHINEART Kawasaki is a fully functional, ridable machine. It had
to have rear view mirrors, it had to have turn signals, and they had to look good. Rather
than placing the rear view mirrors in their traditional position above the handle bars, the
mirrors of the MK9 are low and forward on the same plane as the instrument panel. This not
only makes good ergonomic sense by reducing the amount of time it takes for the eyes to
focus from one place to another, but provides a rear view past the rider’s waist uninterrupted
by forearms. ) The mirror serve double duty by functioning as turn signals, supported by
airy stainless steel struts to reduce mass and present a sleeker profile, Rear turn signals

combine with the tail lamp in one simple part.

The MKY9 design also reduces the time needed to remove body panels for servicing,
while locating most fasteners off the exterior for a cleaner appearance. The large side panels

and top cap are one piece moldings that are removable with just four bolts each.

The comfortable seat is upholstered in a water, soil, and stain repellent 100% Cordura
Nylon for breath ability on hot summer rides. The seat wraps around the gas tank area to

keep a rider’s knees from damaging painted surfaces and to provide grip as the rider shifts
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position in turns. “*) The “metal” fabric color mimics the finish of the unpainted metal parts.

Many parts of the MK9, such as foot pegs and side stand are machined from aluminum
or fabricated from stainless steel. The large, oval section of stainless steel exhaust collector
shouts “power”, while engine castings and aluminum parts are sand blasted and clear coated,
rather than painted, to display the beauty of metal. Matte finish natural metal contrasts with

the deep, high gloss of the pearl polyurethane paint.

1 believe we have proven that a visually exciting, ergonomically successful package can
be produced within the parameters of existing engine and chassis tooling and that “high
concept” doesn’ t necessarily mean high price. ' If mass produced, the MK9 would be
projected to sell for below $ 10,000, competing very favorably with the finest European

products.

While the machine certainly has “garage factor”, it also has something that only a ride
could reveal: the sense that it is more than the sum of its parts. The high timbre throb of its
oval exhaust, the sculpting of its glossy yellow orange body, the natural detailing of the
metal hardware all combine to give it an exotic character that takes it beyond the common

running gear that lies beneath it. It stirs the emotions and provides pleasure. Design made
the difference. '

Words and Expressions

fancy [ 'feensi] n. Zhf, A, M)

appeal [o'pitl] wvi. KB, UFiF, K

reveal [ri'vitl] v, JBEL, WoR, #/~, 2EE

imbue [im'bju:] v. Zi&E

aggression [o'grefon | n. #EI, {ZHE

covetous [ 'kavitos | adj. TEERY, ZAERY

inflate [in'fleit] vz, fHEZHK, flifSE

proportion [ pra'paifon] n. LB, M

evolve [i'volv] v. (ff) &, ()H#EE, () #Efk
requisite [ 'rekwizit] adj. TFEH, DAARTTAR), DY
. allure [o'ljus] n. 5]

phenomenon [ fi'nominen] n. B4

sophisticated [ so'fistikeitid | adj. AL
enthusiast [ in'Qjuziest | n. FUOHFK, FERE

. gear [gio] n. 2

. dominate [ 'domineit | v. Zfc, GHPEFH

. penetration [ peni'treifon] n. ZFid, BiE, K

. demonstrate [ 'demonstreit | vr. 7~78 ., WEBH, ISIE
mass market K

xRN

e = T S R e T e T e e T )
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20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.

1.

3.

cornerstone [ 'komoastoun | n. 3EffA . FEAl
propose [ pro'pouz| ve. ], HIL, [i]eeeeee P
gesture [ 'dzestfo] n. B, FH, £

spin [spin] v. Jiek%

imply [im'plai] vt. BN, B

pent-up adj. HPEY, HEAME

fiberglass [ 'faibaglais | n. BEESLT4E, BiaE 22
aluminum [o'ljuminem | n. [k 83

concession [ kon'sefon ] n. ik

rear [rio] adj. JETIM, FHEHM, J5 /1
uninterrupted [ 'aninto'raptid | adj. ANERY, FELEW), KZ T
airy ['eori] adj. Y, FRAY

ergonomic [ jorgou'nomik | adj. ANZETFE2AH)
fastener ['faisno ] n. M4, HRZEZY)

bolt [ boult] n. [T, 424T

upholstered [ ap'houlstod] adj. &I &/, (VDA ) LR
grip [grip] n. 48, 4], 1 F

mimic [ 'mimik ] vz, $47 , #AU

polyurethane [ poli'juari®ein | n. [ b5V % fig
chassis [ 'feesi | n. 43

timbre [ 'timbo | n. &, F R

throb [0rob ] n. 3l JkHH

exhaust [ig'zost ] n. HER L HEFREEE

Notes

Their animal-like scale imbues them with certain animal qualities, like stump pulling
power, swiftness or aggression with which their riders identify. “FEFG4AYMARTA 5
AL, T E AR S AT E A A S Y a0 & v IR T E (Y 53 3 0 84T 3k v (1 U L 38
A SR E TR XS BUE BTN E Y, "identify with, AR e —2L,

What automotive/motorcycle writer Peter Egan calls “ garage factor ”—the
experience, after the thrill of a ride, back in the garage, admiring the shapes, the
surfaces, proportions, materials, and mechanical details, the visual experience—
continues to provide pleasure at rest. “VA4SGEFCEM LAANEZRBS « RFRZ N
AR — AT A TSR AR B 2 A A 0 F S L A SRR L) b R
T 2 LB A28 0 485, 35K 2 B Al A 00, W58 5 TR P 4R 30— A ke 15 L Y PRk
garage A SUR“AEPE VR R B B8 X O UAR IS AR B R & S0, 456 B SR
garage factor BN BIBE L,

Most Japanese motorcycles, despite their brilliant engineering and manufacturing quality,
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lack the requisite allure. As Egan wrote, referring to one of the “best of class” Japanese
sport bikes, “once you’ve stopped, the show is over”. M RKZEH A= EFL S BR T
BUBER 1 R R ARG T 200 5824 e Z A T . SO RS b B AR vk 7 i
H Az S A BIPFIR .« — B IRATRE, H A 22005 25 AR A DU AR = HE, ™

4. Starting from my first sketch of a rising arc, like a spray of water thrown back by a
spinning front wheel, the form evolved true to the intent of implying pent-up energy
and the muscular stretch of an animal at speed. “F& 1Y% — K &5 & 1 J62) 0 58 56 &
—AHER A [R5, B BUIE e B BT A TR K PR B VR W | 3k R S 22 8 72 W 7 A R 4T
(R RE L DL A5 — BRI I SR AR L 5K T . evolve, (D) #E &, (i) #F4k, X L8
B EIAE U6 50 50 0 it 1 32 v AR

5. This not only makes good ergonomic sense by reducing the amount of time it takes
for the eyes to focus from one place to another, but provides a rear view past the
rider’s waist uninterrupted by forearms. X #E—2% , AU AN B A B A I8 T
25 5 % % R i A [l R0 STt %) e T i L e A g R A e N R R IS T AN S TR
PifE,

6. The seat wraps around the gas tank area to keep a rider’s knees from damaging
painted surfaces and to provide grip as the rider shifts position in turns. “%4: B ALfF:
THIFE LA B 128 325 () I 55 G 0 e R 2 . R B 2 e b 4R i X 114 L “keep sb. from
doing sth. FH 1B AL,

7. 1 believe we have proven that a visually exciting, ergonomically successful package
can be produced within the parameters of existing engine and chassis tooling and that
“high concept” doesn’t necessarily mean high price. FINNFRATE LUEH , FTEIA 1Y
7 158 5 )i A U ) B b T DAREA A AHIL2 i B A28 T 14 .25 T L 8 it A3
A B =T

8. The high timbre throb of its oval exhaust, the sculpting of its glossy yellow orange
body, the natural detailing of the metal hardware all combine to give it an exotic
character that takes it beyond the common running gear that lies beneath it. It stirs
the emotions and provides pleasure. Design made the difference. “HP# [RIHESE 1 &
PR IS G e i ) e P AR B € A B IR S A S T SRR, T i
— P ZE ARk T P S I o P LR A . B R B L
PR . X IE BRI IIRL .7 Design made the difference. #8111 77 Az BRSO
RUA A 22 5, MAh PR “ Bl R IR

Exercises
Translate the following passage into Chinese.

Traditional helmet design focuses primarily on aerodynamics and forced convection

(cooling air flow through the helmet), since the weight reduction seems to have bottomed-
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out with most new helmets ranging from only 6-9 ounces. The aerodynamics are of little
concern to mountain bikers (especially to the vast majority who do not race) due to the
nature of the sport—a greater percentage of time is spent riding slowly (or even carrying)
the bike uphill than during the quick descents. Traditional helmets focus on creating
channels for air to move in through the front of the helmet, over the head, and out the
posterior. The effectiveness of this depends greatly on a static head position, more
characteristic of road biking. The design problem is how to address the different conditions

of mountain biking, while making the helmets as protective, lightweight, and cool.
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