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LBR iiwa, lightweight robot | LBR iiwa, &g

Intelligent assistant
BRI X EaBTF

“Robots of the world! Many humans have fallen. We have taken
the factory and we are masters of the world. The era of man has
come to its end. A new epoch has arisen! Domination by robots!” *

When Czech writer Karel (viapek wrote these lines in 1921 and
thus introduced the term “robot”, which his brother had coined, to
a broader audience for the first time, robots were still the product
of fiction — something that was to remain so for several more dec-
ades. Yet, against the backdrop of the industrial revolution, it was
already clear back then that it would only be a question of time until
humans were capable of creating real robots. Until then, robots
were brought to life only by authors and filmmakers in the science
fiction genre. Sometimes robots were the good guys, sometimes
the bad guys, but they almost always had a near human shape or
at least some human traits — ranging from the machine-human in

Fritz Lang’s film Metropolis from 1927, 1saac Asimov’s humanoid
robots or R2D2 and C-3P0 in Star Wars, to the Terminator, Trans-
formers and Disney’s Wall-E.

ez AFES lconic models — Anthropomorphic products 19 I
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Easy automation of assembly tasks with the LBR iiwa. | LBR iiwa
EReTEMEDTF

*Novel "R.U.R." by Karel Capek, 1921 | *( 52 : /NRR.U.R., £ &
-tafmse )



Today robots have successfully stepped out of the realm of
fiction and become a reality, ushering in a new epoch in the area
of manual work. More and more steps in production are per-
formed by robots. However, scepticism, doubts and reservations
still prevail among many people against these machines — often
stemming from fear of one day being replaced by a machine.
However, the LBR iiwa demonstrates what a robot that works
side by side with humans could look like: This iiwa lightweight
robot — “jiwa” stands for “intelligent industrial work assistant”
— has been conceived to support humans working in production
through direct interaction with them. The aim is a flexible division
of labour between humans and robots as part of a new production
concept. The robot is intended not only to perform tasks requiring
extreme precision, but also to make life easier for humans by re-
lieving them of strenuous, monotonous and even dangerous tasks.

As with many of its fictitious robot colleagues, the design vo-
cabulary of this complex industrial robot is organic and at least
remotely humanoid. The robot is modelled on the human arm,
making it look somewhat familiar and inspire trust at the same
time. Equipped with seven axes, the LBR iiwa also moves with
the graceful and smoothly flowing movements of a human arm.
Furthermore, it possesses interactive sensitivity for smooth opera-
tion. Thanks to its highly sensitive integrated sensors, the robot
can react very quickly to its environment — it is able to “feel” its
way towards objects, avoid obstacles automatically and withdraw
instantly when gently pushed away by a human worker to inter-
rupt its work. A little nudge then suffices to make the robot go
back to work. In addition, the robot is also a quick learner — it
allows itself to be guided by hand into the desired position. The
coordinates of the new movement are then automatically saved in
the corresponding program.

Smart functions and technologies combine in this robot into
a shape that is inspired by the human body. The robot thus mini-
mises existing safety issues concerning human-robot interaction
and does away with the need for safety screens. Most importantly
however, it dissipates fear of contact by turning itself into a per-
fect co-worker: interactive, sensitive, likeable and smart.
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Manufacturer: KUKA AG, Augsburg, Germany
In-house design: Achim Heinze, André Reekers,
Dieter Schaab, Jorge Torres, Germany

Design: Selic Industriedesign (Mario Selic),
Augsburg, Germany

Web: www.kuka.com, www.selic.de

Award: Red Dot: Best of the Best 2014
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The Big Bubble, pendant luminaire | k<88 , Bi&
Inspired by a magical moment
ERIRBEELIIEZ

The design of The Big Bubble pendant luminaire was inspired [Kige] RENERREERENERRE. EFH
in its form by giant soap bubbles. Floating on the wind, soap EFHEE , ERAASR NI BEIFEELHET., B2
bubbles induce a strange fascination in both children and adults. BEEEFTEEL IERBLESE, 2EBHEHXE
With their weightless appearance and self-contained yet ephem- 45i&ER , FAKXKIEEBNLE  BEREEFETHED,
eral form continuously changing in colour, they embody timeless  BIERAWEEELER, A ESHRIEEBEARNKE
beauty — at least for a few seconds — until they suddenly burst and FENES, ERERMABELESESENAE,
disappear. Soap bubbles therefore can also be found as a vanity

motif in the fine arts, where they symbolise both the beauty and
the transitory nature of human life.
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The shape of The Big Bubble lights capture exactly this short [XiEiE] BE &8 ERABENELDRREREERT
magical moment when the soap bubble is about to reach full dh, RE4ENHIAYARSS EARIRSISLAEL BXIEAYIR.
bloom — and freezes it in time. An ephemeral and highly fragile
natural phenomenon is thus turned into a permanent object. EENRARFMARN T EEVCRERE, ITYER

BRI, ERIRES A TR RS RER R,

This effect is achieved through an artistic approach in process- AIFBRERFEEREE—E_NFERINEY. MR
ing the material of molten glass, which is blown by mouth by skilled 4R EREEE EIELINIEEE , &iEHEZESH
artisans. The individual shapes result from the process of their HRBERRE, HEEENFERESEAERR, WS
creation, giving each luminaire a unique contour. The amorph- LEDEANMBHSENEE, SRNEARME, RS
ous lighting objects with their thin glass skin are suspended by EEZEAMOBE, SIS ERHMENRNERRT
two fine wires that make them look as if they are floating in &EHIEXKEEEAERINAE,
the air. Equipped with LED modules, the organically bulged glass
bodies create ever-changing light reflections depending on the
viewing angle. Inspired by nature, the luminaires thus emerged
as emotionally appealing lighting objects that lend the fleeting

beauty of a soap bubble a stable form and specific function.

Manufacturer: Dark at night NV, Maldegem, Belgium
Design: Alex de Witte, 's-Hertogenbosch, Netherlands
Web: www.dark.be, www.alexdewitte.nl

Award: Red Dot 2014

BIER : Dark at night NV Maldegem SRS , LLRIES
&5t : Alex de Witte, ’s-HertogenboschHrSmBt= 188, T
@ik : www.dark.be, www.alexdewitte.nl
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Firephant, fire extinguisher | Firephant, jg g8

lcon of protection
REZENEHEER

Life is full of risk. From the very first breath to the last, we
are constantly at risk of an early death — be it due to disease, a
natural disaster or a sudden accident. Being faced with the risks
of everyday life does not mean, however, that we are constantly
worried about them. In the best case, we take preventive measures
or get tools in order to be better prepared if the occasion arises.
Once all preparations are done, we can forget about the risks and
free our minds of all possible dangers in our lives — and be free to
concentrate fully on living.

EEFRWARER. KiK. XK. B FEERE
KrARefeEEdm. FEaTE TR LIENTE S E#HL
7 BTBEENER, RMMEROEREHPIOET
BY FEEEZIZIEET .
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A fire extinguisher for home use is one of those very tools for
minimising physical harm and the risk of death — namely in the
event of a fire breaking out which, if not fought immediately, can
quickly get out of control and turn into a life-threatening inferno.
However, most fire extinguishers feature a design that only com-
plies with purely technical requirements. This results in fire ex-
tinguishers being functional as well as highly visible due to their
most often red signal colouring. Unfortunately, however, it makes
them unattractive, so that they are often hidden from direct view
in home interiors. Instead of being present and ready for use in
next to no time, they lead a shadowy existence, relegated to dark
corners, cupboards or even the cellar.

The Firephant fire extinguisher is a welcome exception: Thanks
to its sculptural design, it turns the fire extinguisher from a use-
ful yet unloved everyday object into a true design object that no
longer has to be hidden away. With its gently flowing lines and
the organically curved handle, it is reminiscent of an elephant that
lifts its long trunk in a greeting. It thus inspires friendliness and
no longer runs the risk of being forgotten.

Furthermore, the clear and reduced design vocabulary makes
the Firephant intuitive to use in the case of fire: Users need only
release the safety clip, aim the elephant trunk shaped handle at
the fire and shoot to spray the extinguishing agent directly at the
flames. Thus, the Firephant turns into an icon of protection that
people like to decorate their homes with and that reduces one of
the risks we face in our lives.

I 46 Basic needs — Survival EX8Ek 4%
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Manufacturer: GPBM Nordic, Mélndal, Sweden
Design: Firephant (Lars Wettre, Jonas Forsman), Sweden
Web: www.gpbmnordic.com, www.wettre.se

Award: Red Dot: Best of the Best 2012

ISR : GPBM Nordic, MolndalFABiER | In
#®&t: Firephant (Lars Wettre, Jonas Forsman) , H82
@4k - www.gpbmnordic.com, www.wettre.se
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BMW i3, passenger car | BMW i3, #5z8
Electrifying mobility
AR E S

Worsening air pollution in many urban areas, growing envir-
onmental awareness and rising energy prices over the last two
decades have prompted many car manufacturers to search more
intensively for new models of future mobility. Investment in the
development and production of electric cars in particular has risen
substantially. However, the results have not yet been entirely con-
vincing — internal combustion engines have simply been swapped
for electric motors without fundamentally rethinking the car itself.

BEZHFRTRSRAFEM. RRTHIES. 88
IREBTE LR, SEREERERRESHEEGRE
RERTEIS I, GINBEIE. BRI FRABREES
BENKREERNRMS , M NAREE. EEE
FRBIE—RAENAMSIEE RN EEET, A8
B RS EMENRET.
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BMW followed a different approach when creating their elec-
tric concept car: The development of the BMW i3 started in 2007
from a blank sheet of paper; the idea was to completely rethink
the electric car by optimising every detail for maximum perform-
ance. Since increased weight translates directly into a shorter
range, one of the prime objectives was to reduce the car’s weight
to an absolute minimum. This development effort resulted in an
electric car with an innovative architecture — without transmis-
sion line, gearbox, fuel tank or exhaust system, and with a battery
that is integrated into the underfloor. The passenger compartment
is constructed entirely from carbon, a material that is as strong
and impact-resistant as steel but with just half the weight. The car
thus manages to make up fully for the extra weight of the battery,
resulting in a total weight of slightly over one ton. Fully charged,
the battery gives the car a range of up to 160 kilometres and can
be recharged at quick-charging stations to 80 per cent capacity in
as little as 30 minutes.

The familiar car interior has also been radically rethought in
the design process. The BMW i3 dispenses with both a centre con-
sole and the classic look of a cockpit. Instead, it features two
displays that show all navigation information, enhancing the fu-
turistic feel of the BMW i3’s near-silent driving experience. The
design of the exterior, with its smooth surfaces and precise edges,
conveys reliability, safety and lightness — an exterior architecture
that both underscores the use of innovative technology and lends
the BMW i3 a self-contained identity.

With the design objective of entirely rethinking the electric
car, BMW i3 has emerged as a vehicle that successfully gives
electric propulsion technology a pioneering form. The result is a
next-generation car that is to earlier electric cars as flat-screen
monitors are to the earliest vacuum-tube televisions — a vehicle
that can surely contribute to accelerating the long overdue trend
towards replacing internal combustion engines with electric motors.

B 30 Materials — Materiality #%}: #&
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Manufacturer: BMW Group, Munich, Germany
In-house design: BMW Group, Germany
Web: www.bmwgroup.com

Award: Red Dot: Best of the Best 2014
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Invisible Table | Efz=

Bordering on the immaterial

AR ERZHE

Tables have existed since antiquity. They are objects of every-
day use that are marked in essence by a horizontal board resting on
four legs or some other kind of base frame. There is hardly a shape,
material, colour, construction type or decorative design that has
not been tried out at some point in history. Therefore, reinventing
the table is an almost impossible endeavour. 1t is all the more inter-
esting, then, to see what happens when a designer is commissioned
to do exactly that. When designing the Invisible Table, Japa-
nese designer Tokujin Yoshioka decided on a radical minimalism as
called for by architect Ludwig Mies van der Rohe with his design
principle of “Less is more”. Dating from the first half of the twen-
tieth century, this principle continues to influence many design

works to this very day. Mies van der Rohe propagated a reduction
to the essential, the elimination of all unnecessary features — a
minimalism defined by strict formal purity and clear geometries.

ANEFERARFHEER, RFEFELRESRFF
WESWERE L, BEES , SERK. #1. Be.
SR EENRTFATHEAEARR, BEBAE
HAIFF R RS FEF R ATRERIER , REtEm M
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HEEEREMEZN NEE PR  REXERF
B BREATLERMINESRBEIMEE. e
FHEEBEOBEERBRARE. BE. BWRRER
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K| MERRIBEESR, EEHRE. FRIMFRENKE
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Less is more: The Farnsworth House in Plano, lllinois, was de-
signed and constructed by Ludwig Mies van der Rohe between
1945 and 1951. | [PEDEZ] : (IREEFEREM A EEHET
RETEE  EEAENEE . FIEER 194521951 FREIE.
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The Invisible Table is not only inspired by this design principle,
it actually takes it to the extreme: Tokujin Yoshioka has created a
table with a square table top, all from one single piece of acrylic
glass, facilitated by employing an innovative casting process. The
most rigorous model in this series is entirely colourless and trans-
parent — creating a fascinating effect. The result is a perfectly
shaped, fully functional table that exudes an ethereal, almost in-
visible appearance. Less than this would indeed equal nothing.

This uncompromising formal reduction of the Invisible Table
sounds out the border between a physical object and the imma-
terial, the pure idea of an object in the sense of Plato’s Theory
of Forms. The Invisible Table is both a real table and the idea of
a table. This inherent purism is also infused by the philosophy
of Zen Buddhism: There is nothing superfluous about the table,
nothing that distracts the mind seeking concentration. Be it Zen
Buddhism, Mies van der Rohe’s minimalism or Plato’s Theory of
Forms — with its formal and material reduction, the Invisible Table
delivers one thing for sure: ample leeway for projections by adher-
ents to the most diverse currents in philosophy and design. And
what is more, it also delivers by evoking emotions.

When characters in fairy tales and legends put on their magic
caps of invisibility, they can for a short period wander ghostlike
through the world, play tricks on their enemies, defeat dragons,
save their beloved or steal treasures. However, the objects they
touch and carry while invisible themselves usually remain visible,
which makes them float as if by magic through the air, bringing
awe and astonishment to otherwise unsuspecting beholders. The
Invisible Table has a somewhat similar effect: Whatever object
people place on it, at first sight it seems to be floating weightlessly
in the air. Thus, the Invisible Table first inspires surprise and then
joy from beholders — an outstandingly strong response towards a
piece of furniture that otherwise does not pretend to be anything
more than a familiar side table. 1t is through the consistent reduc-
tion that it acquires a poetic nature and thus fires the imagination.
The “less” in the table’s design and physical presence thus suc-
cessfully triggers a “more” in emotions.
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Manufacturer: Kartell, Milan, Italy
Design: Tokujin Yoshioka Inc., Tokyo, Japan
Web: www.kartell.it, www.tokujin.com

Award: Red Dot: Best of the Best 2013
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