How useful are Manifestos to designers and/or design groups? Outline your discussion with reference to three key manifestos. Through careful critique, conclude your text by defining your own design values in a 10-point manifesto. 
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In order to explore the potential usefulness of manifestos as a design tool, it is necessary to explore the theory and context behind what a manifesto is, and examples of those who use them. By critiquing other manifestos, it is possible to identify which elements of best practice to consider into my own manifesto. When deconstructing manifestos, it is important to consider the audience and purpose, so that the 'usefulness' can also be established.
The definition of the word manifesto is very broad: " a public declaration of intent, policy, aims etc, as issued by a political party government or movement" (Collinsdictionary, 2017) and is often associated with the politically motivated Communist Manifesto by Karl Marx and Friedrich Engels in the nineteenth century (Merriam-Webster, 2017). Manifestos can be seen as an expression of values and can be used as a communicative tool for many types of groups far beyond the limits of political parties and movements, such as business corporations, artistic movements, environmental conservation groups, educational institutes and media groups to name a few. 
Understanding the full breadth of manifestos as a useful tool is far beyond the scope of this work, instead it looks specifically at the relationship between manifestos and designers/design groups. 'Manifesto' has become a political buzzword and some designers or artists may drop the use of this word to avoid its political associations. During research for this work I have looked at public declarations of intent, policy, aims etc... that haven't been called manifestos as well as those that have to account for this.
Architect Bernard Tschumi eloquently defines an aspect of 'manifesto' with architectural design metaphor:
… a masochistic relationship begins between the author and the text itself, for the manifesto-contract has been drafted by the very person who will suffer from the restrictions of its clauses. No doubt such carefully devised laws will be violated. This self-transgression of self-made laws adds a particularly perverse dimension to manifestoes. In addition, like love letters, they provide an erotic distance between fantasy and actual realisation. In many respects, this aspect of manifestoes has much in common with the nature of architectural work. It plays on the tension between ideas and real spaces, between abstract concepts and the sensuality of an implied spatial experience. 
(Tschumi, 1979).
The 'masochistic relationship' Tschumi refers to is instantly familiar to anyone within the creative disciplines, within the restrictions of a brief, even one that has been individually defined rather than prescribed, for example an interesting limit such as colour palette becomes a frustrating boundary. The distance he describes between the idealistic manifesto and the reality of its outcome is often great. By using grand visions and ambitions to define a set of limits on a design project can lead to unimpressive, over worked outcomes that fall short of the creative ambitions of a project. This idea is vital is assessing the 'usefulness' of a manifesto within this work, how close does the manifesto come to fulfilling its aims? 
In Victor Papanek's essential text Design for the real world (1985) he defines design as a universal human activity where there is a "conscious effort to impose meaningful order." (Papanek, 1985). He elegantly breaks down the definition of design into two key aspects: purpose and process. He states the "...job of design is to transform man's environment and tools and, by extension, man himself' (Papanek, 1985) clearly outlining the purpose that drives design activity. He beautifully defines the way design activity is shaped as " The planning and patterning of any act towards a desired, foreseeable end constitutes the design process." (Papanek, 1985). 
Design has vast applications and specialisations ranging from the vast spatial and material fields of architecture and urban development to the immaterial world of software and coding and the personal realms of the emotional and experiential. This work does not have the scope to fully analyse the wide range of design fields that manifestos could be used within.

The Afro Surreal Manifesto: A living document by D. Scot Miller written in 2015 is the youngest manifesto critiqued in this work. It has ambitious social political motivations and perhaps it is too soon to fairly and fully assess its usefulness and whether it has achieved its aims, further research would be required.
This manifesto, has strong social political motives and which define its secondary aesthetic aims, it declares itself a reaction to the social political landscape it is situated within and encourages Activism through subversive artistic output (Literary Movements // Manifesto to the Millennium, 2017)
The manifesto references the decline in numbers of African American citizens in cities which had previously been home to a large proportion of the African American population, such as San Francisco. It highlights the movements concern that this change in population distribution would lead to the inevitable decline in Black artists within these communities which it strongly resists (Literary Movements // Manifesto to the Millennium, 2017). 
The manifesto affirms the importance of the Black Voice within these communities and directs the Afro Surreal practitioner to defend this Voice and expose the surreal absurdity of the cultural appropriation of Black Artists by White Western culture, stating "Only freaky black art — Afro-Surreal art — in the museums, galleries, concert venues, and streets of this (slightly) fair city can save us!"  (Literary Movements // Manifesto to the Millennium, 2017). 
The manifesto is designed using a mixture of formats including text, quotes, imagery, lists and artist references which makes it initially harder to understand. It was also design as a 'living document' not just a list of definitions and restrictions but an active movement defined by the people within it and their experiences of the present. The design of the document acknowledges the need to adapt for survival and this applies to design generally, an interesting, well researched concept can fail during material testing and the design must be adapted.

The second key manifesto considered here was written by German industrial designer Dieter Rams. His famous design manifesto, Ten Principles of Good Design written in the late 1980's avoids using the word manifesto and has instead been designed as a simple ten-point list of principles to effectively communicate his design values.
It stood out among the historic manifestos read during research as it was much shorter and easier to read than most (for example, The Grammar of Ornament by Owen Jones) as well as wider research revealing how relevant it remains as a tool for designers today (The Interaction Design Foundation, 2017).
Rams motivation for writing this manifesto was based in becoming a more responsible and effective designer within his own practice by means of defining what makes good design (Vitsoe, 2017). Despite creating it for personal use, this manifesto remains a relevant guide to good design in many fields of design today beyond his own area of specialisation (The Interaction Design Foundation, 2017).
The manifesto distinguishes itself from the designers of the past who failed to consider the resulting waste from their practice, affirming sustainable design processes throughout and resisting wasteful fashionable design practices (Rams, 1987, cited in Vitsoe, 2017).
The author directs the reader to consider user experience, environmental impact and moral implications throughout the design process in order to create better designs and become better designers (Rams, 1987, cited in Vitsoe, 2017).

The last key manifesto to consider is from Shambala festival, an annual event and organisation that has run for almost two decades. It does not have a 'manifesto' but has written and published a list of four principles that guide their decision making (Shambala,2017).
After reading a variety of manifesto's during research, Shambala's list of principles seemed one of the most effective as a tool for their design teams and organisation as a whole. As an attendee of the event and as a designer/maker that has independently researched the event during studio studies, I feel this work benefits from my first-hand experience when analysing the usefulness of their principles. Their values are similar to my own and the event is contextually relevant to my practice.
The motivation of this list of principles is to outline the organisations philosophy and aims. It has environmental motivations where sustainability is not sacrificed for the sake of fun as well as socio-political aims as it seeks to cause positive change within society and promote a people over profit attitude seeking to create an "alternative vision of society" (Shambala, 2017).
Shambalas principles clearly outline how it aims to distinguish itself from corporate sponsored festivals, maintaining total independence to "benefit our community and, hopefully, society as a whole" (Shambala, 2017). This resistance to corporate influence enables the organisation to fulfill its other principles.
These principles affirm the organisations commitment to people and encouraging creative participation as a form of social activism (Shambala, 2017). The principles direct practice by setting out a clear sustainable commitment which shapes policies and design processes throughout the organisation and event (Shambala, 2017). 
Shambalas list of principles address itself as an organisation, participants in the event and anyone who would like a clear understanding of organisations values and aims. The clear introductory statement and simple list format makes the information accessible to wide audience making its simple design a very effective tool for communication.
Shambala attributes its success as a festival to its principles (Shambala, 2017). It has won multiple awards in sustainability and achieved most of its environmental aims (Shambala, 2017) as well as receiving a five-star rating in newspaper reviews, with The Independent calling it "A truly individual festival in a sea of mediocrity. Long may I reign." (Taylor, 2017) it is clear the organisation has achieved the aims it has set out within its principles. This was clearly a useful tool to the organisation and design teams within it.
After researching and analysing these three key manifestos as well as reading others along the way I want to design my manifesto to be a simple format list that is clear and accessible to a range of audiences but primarily addresses my personal practice. I want to incorporate my social and political values as well as environmental concerns and personal needs as a disabled maker into a set of responsibilities to provide guidance across my practice.

My Responsibilities to People, The Environment and Myself as a Surface Pattern Designer-Maker

1. To be aware of the privileged/underprivileged position my practice occupies within society, e.g. awareness of my position of privilege when designing a fashion collection based on the refugee crisis, might lead to design decisions like avoiding expensive materials and being sensitive in aesthetic choices not to glamourise conflict. Or, equally, awareness of my position of underprivilege as a disabled female when working to a 'girly graphic' trend may lead to design choices like subverting gender norms through colour palette to avoid regurgitating harmful stereotypes for the sake of marketability.

2. To consider how my practice can benefit my community and remember my social responsibilities, e.g. donating waste materials to schools, running workshops in disadvantaged areas, in hiring practices and how I deal with my partners and collaborators. 

3. To create work that embodies and ignites in the user and myself a curiosity and drive to engage in the content/subject matter, e.g. combining my interests in geometry with an understanding of consumer psychology and knowledge of context when designing so that the work is personally fulfilling but considers the users experience to avoid self-indulgent designs.

4. To minimise material and economic waste during projects, e.g. using waste material from major projects in side projects or workshops.

5. To extend the life cycle of existing materials and products in innovative ways to reduce landfill waste, e.g. utilising  leather or textiles bound for landfill instead of buying new, affecting aesthetic outcomes and reducing cost and creating more accessible products.

6. To consider the life cycle of planned products throughout the design process, especially when using 'new' materials, e.g. creating products that have long life spans, products that educate the consumer on the results of 'fast fashion' trends like textile waste, or products that are recyclable or able to be repurposed at the end of its life span.

7. To have the creative freedom to see the world as a surface and develop the manual and digital skills to work consistently across a variety of scales, materials and contexts, e.g. small-scale surfaces for the body like jewelry or fashion contexts to mid-scale surfaces in interior contexts to large-scale surfaces in public/social spaces.

8. To allow room within the design process to 'think through making' recognising the importance of physical contact with materials during research to my personal practice.

9. To value collaboration and partnership within my practice as a tool for self-care and innovation, e.g. to see my disabilities as an opportunity to collaborate or as a chance to work in partnership to execute my designs in a medium that’s physically challenging to me, giving me the good fortune to meet new people and work in new environments where I can learn from both.

10. To develop my love of intricate, geometric, deconstructed imagery and multiple fractal forms into a recognisable personal aesthetic to enable my 'voice' to as a designer and maker to translate across material, scale and context.
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