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Penelope Dean

1wt the beginning of the vwentieth century “desipn” referred to the activities, ohjects,
prphibes, wd interiors produced by the modem design disciplines and professions—
architecture, grophic, idustrial, and interior—today it refers to all of this and more. New
types of design have emerged within, between, and in combination with, the traditional
specinlizations w bring forth a surging landscape of designs: enterprise design, instructional
destn, sochnl desiyn, network design, user experience design, climate design, sound design,
business design, applicd design, green design, universal design, and market design to name
o few. As il by geoetic mutation, design has inflated in scope beyond the confines of the
pesthetle diseiplines w encompass the non-aesthetic wechniques, services, and orpaniza-
thons of vther professions and everyday practices as well. Inhabiting all previously distinct
domining of specinlist expertise, along with the un-designed gaps that were left between
them, design his come to define an environment where every dimension is conditioned by
controlled application. Tuday, it connutes o peneralized condition, a natural fact more than
a constructed field. From objects o cities, landscapes to national identity, design is no
loier shimply whiat or where it used o be,

For many cultural eritics and historian-theorists, this dela-like dissipation of design’s
stntus has represented a distinet cultural decline (Foster 2002: 13-26; Gregotti 2009: 121-4;
Hays 2000: 168-9). The spread of design activitics, values, discourses, identities, and prac-
titioners has generally been construed as a great fall from grace relative to the clarity and
purpose of design in the carly twentieth century: from disciplined form-making to superhi-
chal surbwe styling; from expert practices w non-expert ones; from utilitarian o non-
utilitariang from objects to services and experiences. These critical narratives portray a
situation where expansion culminates in confusion and a loss of distinctions: between
dlesign el art; between design and architecture; between design and politics; between design
andl individuals. Yet, from another perspective, the infiltration of design offers equally
exciting potentials. Ina fundamentally transformed design world that has subsumed former
muondes of modern design and adopted myriad values often antithetical to the received
dogma, the validity of core beliefs becomes questionable. At stake is not the loss of distinc-
tions hetween areas of expertise, but rather the need to re-imagine the terms on which
distinetions et made. In short, the situation presents the opportunity for recalibrated con-
ceptions of design where the expansion of design can only be accounted for through
re-concepiualizations of s boundaries.
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Boundaries erupt from within. If there is nothing vutside design, to Paraphrase |,
Baudrillards famous observation that “everything belongs to design™ lﬁlll\.iﬂ";mi 1981 :ﬁ::‘
then design is more usefully :\ppnmh!.‘!.:l as an accumulation of cnr{;-full-!; I'-lhﬂn] i Ii
properties than an externally imposed definition. Ever-increasing numbers of design L,mh;‘.
pracuices, objects, activities, and institutions of every description continue o Manifesy
themselves in differing contexts—corporate, governmental, institutional, academic
Jomestic—are authored by different people—lay, expert—and are imagined, Pﬂﬂwﬁi.
packaged, and distributed for different purposes—business profit, public urility, mass con.
sumption, personal pleasure. Various practices and forms of design jostle side-by-side with.
out huerarchy: few achieve pre-eminence and even fewer longevity. Indeed, design is as
diverse in character as it is in resolution; there are efficient states (commercial): pure states
(disciplinary); and unsophisticated states of do-it-yourself (DIY culture). The litany of
terms applied to design, “recognition tags™ as Reyner Banham (1955a: 355) once remarked
n another context—"information,” “participatory,” “critical,” “adaptive,” “applied,” “sucial,”
and so on—not only evidence this internal differentiation, but more importantly show the
attempts to distill limits through the act of labeling. Labels are to design culture what

images are to Gestalt psychology: they are attempts to articulate well-defined figures from
less-defined backgrounds. Labels bring legibility and specificity to a situation where every-
thing 15 desigm.

Boundaries are extrapolated. The alignment of design culture with market culture

{here Lﬂ\dl‘i"l’!it‘t.hﬂ as the culture of comperition he[wﬁ:-n urganiz'.ltium ;.ndjﬂr |nd:'\'i.du.li5
for c“'f"f‘l"j_"ﬂ yields similar structural characteristics in both domains: the intense degree
;!t::::;t:::::::ut:;ld:r:;ﬁ?s dﬁifl;_':{“]“_"f closely mirrors the extent of differentiation
organizational characteri rF' [L:r:ﬂ is alliance of previously antitherical domains through
high modes of design andh...lf]:_ E_ﬁ"l-ﬁ“ltm long-standing adversarial relations between
tural historians to draw lines := m;t- . ndeed, the century-long impulse by art and ﬂrl;'.‘hl.l.l-‘i'
eeden codiaie it o n the sand, to define boundaries along old lines of separation
arts, architecture, or even E:-;..:I:;E:L“?memlil design activities aginst those m-tht: h“:
always in opposition 1o commercial “13:11‘:;5 ooe makes sense.' Design values are n:n
sroves beyond the reach of m : .;_] dn g dﬁ‘-i-""_ culture is not 5eq_ut:$l:en.‘1.{ I‘-l"-"'ﬂ‘r. .
(¢ Edgar Kaufmann . 1954 ) B, Ia £sign Pm:-ncn: is not the sole charge of r:xl:tqu.t
i thar ttalizing manner. Iy : ¥: commercial “standards” themselves no Innu.r.'f:-“'
= ot simply, ur even primarily, thar design exists win” the

arkets:
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Sintesis de ideas

New types of design have emerged within,
between, and in combination with, the
traditional specializations to bring forth a
surging landscape of designs

design has inflated in scope beyond the
confines of the aesthetic disciplines to
encompass the non-aesthetic techniques,
services, and organization of other professions
and everyday practices as well.

Today, it connotes a generalized condition, a
natural fact more than constructed field.

expansion culminates in confusion and a
loss of distinctions: between design and art;
between design and architecture; between
design and politics; between design and
individuals.

the situation presents the opportunity for
recalibrated conceptions of design where the
expansion of design can only be accounted
for through re-conceptualizationsof its
boundaries.

But contemporary situation reveals that
boundaries do not really “exist”, they are, in
fact, designed. Indeed, they are design.

Various practices and forms of design jostle
side-by-side without hierarchy; few achieve
pre-eminence and even fewer longevity.
Indeed, design is as diverse in character as it is
in resolution.

Labels bring legibility and specificity to a
situation where everything is design.

This alliance (design cuture -market culture) of
differentiaton previously antithetical domains
througn organizational characteristics renders
obsolete long-standing adversarial relations
between high modes of design and “the rest.”

L1 SUBTITULACION

Han surgido nuevos tipos de diseno a partir
del ambito tradicional que se integran de
modo transversal a distintas disciplinas. El
diseino pasa a ser una practica comun.

La expansién del disefio produce una
pérdida de su identidad, pero a la vez, abre
la posibilidad de re-imaginar sus limites.

Se empieza a barajar el concepto de
limite y se plantea desde una mirada
contemporanea que los limites son en si
mismos diseno.

El caracter diverso y emergente de los
alcances del disefo provoca que no exista
una jerarquia entre ellos. Es posible
distinguirlos a través de etiquetas que los
nombran de modo especifico.
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market, bt that markers nabay have, themselves, been designed, or are constinuned “hy
Jowin 0 cinoumstances where conflaon upersedes wparatieon, deugn boundanes
conimdt be impssend o priom oo the asis of okl vabies, bt most be extracted a postenom o
i i “Witterential speciboiny.” 1o v a term from an historian Rosalind K
L LA TR B
H“un'hﬂ“ are F“Whhﬂ]a As with marker cultures, -.lﬂ-lun cultures selecr their

owii atRdiET e L UsTETS, CoTsamens, institutions, wporations, clients, critics, and
practitwonens through the hlter of discourses, tastes, and practices, and in a particular
e arwd 1ime 1'|l'|lul1 e meets the petential comsumer—"you™—maore than halt-
wav: I anticipates your meeds hetore yous know you have them. This rﬂ.rplum-lﬂp-
selection model is exactly what optimist-critics—Reyner Banham, Peter and Alison
smithson, and Paul Reilly among others—recognized in the 1950s and 1960s during
the British pop movement. As Reilly, then head of the British Council of Industrial
Design, retroactively put ir: *a design might be valid at a given time for a given purpose
o a given group of people in a given set of circumstances, but outside that limit may
not e valid ar all; and conversely there may be contemporaneous but quite dissimilar
solutions that are equally defensible for different groups™ (Reilly 1967: 256). Trading
an attitude of opposition for one of acceptance, Reilly reluctantly rejected the
long-standing universal design principles laid down by modern archirects as setting the
limits for industrial design—"[flunctional efficiency, fitness for purpose, truth to mate-
rials and economy of means"—in favor of temporal, looser, and more popular values
{ibid.: 255)." Further, he alluded that these new values were “permissive, precocious,
Jand] commercially successful™ (ibid.: 256). In one fell swoop, design values were no
longer assumed given, but were instead produced and manipulaced; design limits were
not definitively imposed but provisionally excerpted. Diagrammatically, boundaries
had passed from fixed, adjacent boxes, 1o mutable Venn diagrams. Boundaries are acts
of (re-)design.
:ff;u::;,;u evolve from shared principles. In his essay “The Surface of Design,”
French philusopher Jacques Rancitre distills differences between things from the starting
puint of what they have in common (Rancidre 2009: 91-107). ‘I-Er: juxtaposes Uerman
architect-designer-engineer Peter Behrens with French poet Stéphane Mallarmé, to
argue that both share the idea of “type” in their work, despite acknowledging that one
designs for commerce and the other for art: for Behrens, through the formal language of
the industrial object; for Mallarmé, through the graphic language of typography. Tlr:n,.
shared investment in “type” is predicated on a shared desire to outline certain physical
communities: Behrens a new communal life expressed through objects; 'M:-Ilurme a
Jomicile where “man is at home™ expressed through the alphabet. Ranciére’s point is
thar both Behrens and Mallarmé propose certain ways of inhabiting the world, but
achieve their ends through different material expressions (ibid.: 95-7). The h""“‘j"""_
that separates their practices originates from a shared ambition—i.c., to project new

.7 - then diverge through respective tech-
furms of life. From this starting point, activities . ini

: + RBoundaries oniginate, evolve, and differentiate design activities
nigues of production S Oeammace (wiiooe shimete fasc &
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sed, anxious, reconciliatory—is a mistake, since emphasis s
e T"l::k::::!jrjcr:shl:rnl::l:: The focus instead should be on what boundaries
i "ﬁ{:: Fr:: wl-:,al they protect. Boundanies facilitate design exponentiation.
propagate,

sints of infl
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leads to equilibrium.

Borderline behaviors

C ies, it is possible to identify four
= 'F:'-i” I:s.—dts“ r“ﬂ]"f;:‘:;ﬁ':ﬁ':: me:::hi;!mm‘::i fn::::::r—lha\l !"::fc u.mtr:l'nl,u:d l::thg
oS : ; ’ lational exchany

as well as to refining its internal make-up. The four re e
f:f:?:f:l:fi::f: but each isolates a signihicant relational act that in u;:nc way r:uﬁ:::
utes to expansion. They are intended to show some of the ways in which - :.n m:l, s1c n;;“:li\'!
ously emerged as a continuous practice of indebted sekf_uun. as we I:mde st
situation. and are best viewed in terms of the historical transtormation from a
1o what today might be called universal design. From the early twentieth uemuﬂ_:jl n =
it was not uncommon for non-expert design to be given equal status with expert '$1Eﬂ!-5 4
fields like interior design to model themselves after architectural design; for arcm: o
upgrade their production through the lessons of industrial production; and for arc
embrace commercial ideas in form-making.

Designation

: Jec
In 1898, Viennese architect Adolf Loos proclaimed: “everyone should be his u.“ﬂilmﬁflu
tor" (Loos 1982: 23).* His declaration that inhabitants be designers of thei ¢

i
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Sintesis de ideas

design boundaries cannot be imposed a
priori on the basis of old values, but must he
extracted a posteriori to express “differential
specificity”.

a design might he valid at a given time for a
given purpose to a given group of people in a
given set of circumstances, but outside that
limit may not he valid at all.

design values were no longer assumed given,
but were instead produced and manipulated.

Boundaries are acts of (re-)design.

Ranciére’s point is that both Behrens and
Mallarmé propose certain ways of inhabiting
the world, but achieve their ends through
different material expressions

Boundaries originate, evolve, and differentiate
design activities from the degree zero of
sameness, not from imposed difference (whose
ultimate fate is convergence). Boundaries are
products of shared desires or, in Ranciére’s
words, of equivalences.

(Boundaries) they are zones of exchange that
permit surprising contradictions and strage
bedfellows; they give license to connection
and separation. They are not hierarchical
dividing lines.

Boundaries enable expansion.

Boundaries facilitate design exponentiation.

They are intended to show some of the ways
in which design simultaneously emerged as a
continuous practice of indebted selection, as
well as a collective situation.

From the early twentieth century onwards it
was not uncommon for non-expert design to
be given equal status with expert design.

El disefio ha construido relaciones
horizontales con otras industrias dejando
de lado los prejuicios que lo encasillaban o
aislaban de otras disciplinas.

Los limites de los disefios evolucionan,
mutan continuamente en simultaneidad a
su quehacer, dependiendo del contexto.

Las diferencias entre los disefos surge
desde un punto en comun.

Los limites no son rigidos, existen tanto
zonas de interaccién comin como de
separacion.

La apertura entre distintos campos
disciplinares propicia el surgimiento
de interacciones que se terminan
consolidando en nuevos limites mas
amplios.

El siglo XX dio cabida a que el disefo
se desarrollara de manera colectivay
democratica entre los diversos actores.
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realms was not only a protest against the total design of interiors being proposed by the
architectural avant-garde at the time. but a call for the centrifual expansion of design
m_m-\':.fnm the closed world of mrained experts to the general workd of non-experts. His
appeal for desien inclusivity would be reiterated and rransformed throughout the twentieth
century by a diverse range of design figures: by Amencan designer George Nelson in 1949
who also advocated for individuals o express their personal rasves freely (Nelson 1949: 72);
by French philosopher Jean Baudrillard in 1968 who announced the arrival of “man the
intenior designer” (a successor to the “user™), who was “an active engineer of atmosphere”
(Baudrillard 1996: 25); and by the ltalian architectural group Superstudio in 1972 who
polemically called for the conflation of designing with living, or simply “existence as a
design” (Ambasz 1972: 250). Reality may have only just caught up with these historical
designations. Today, the design of domestic interiors is no longer the terrain of architects,
interor dﬂm and decorators exclusively, bur dcgwmmm' subjects ar large who
construct themselves through their ongoing practice of design. Indeed, Loos’s proclama-
tion finally became realiry: roday’s designing subjects make aesthetic and moral choices
about their environments and modes of inhabitation. As the intelligentsia ceded exclusive
agency of the “designer,” the realm of design ideas passed into the world of everyday actions;
the realm of expertise into the world of DIY culture * Just as differences between modes of
design ger articulared through acts of labeling, designation cancels out differences to enable
inclusion.

Enlati
Berween 1948 and 1959, critical essays, reviews, and special segment features published in
North American architecture and interior design periodicals exposed interior designers and
architects, redefining the nature and scope of their professional activities in relation to one
another, but in opposing directions: interior design from the outside in as it copies architec-
tural design principles; and architecture from the imside out as it reproduces the range of
services offered by interior design (Dean forthcoming). In both cases, emulation leads to an
expansion of design territories. For architecture, the new specialization interior architecture
is coined and makes its appearance as a new monthly segment in professional magazines and
as a new department in commercial architectural offices. Interior architectrure—a new form
of internal space planning—brings new residential and corporate clients, new types of com-
missions, and the opportunity for architects to duplicate billings. For interior design, the
elevation of the interior designer’s professional status to that of an architect leads to escalat-
ing diversity in the range of commissions: offices, banks, hotels, restaurants, shops, show-
rooms, religious buildings, hospitals, and schools. This growth in the scope ol service
parallels the real-time propagation of interior design institutions, professional societies, new
publications, events, in-depth features, and statistical analysis, marking the progress of the
interiors industry. In both cases, expansion of services and specializations are by-products of
emulation.

Infusion
In 1962, design critic Edgar Kaufmann Jr. quipped “[tfhe Bauhaus added principle and

suhmled VU|gant1,"' when it Elmrﬁ] ||"|du:ﬂn.':|| Lk'.il-ﬂ'l'l..'i Sl'rt’.ﬂ.fﬂl'ii“d 5“'11: TVt AR Hﬂ:hilﬂ.—-
tural aesthetic (Kaufmann 1962: 143). Kaufmann's statement highlights the essence uof
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infusion: the ntroduction of a new quality into something, therehy alrer;
Archirects, artisrs, and industnial designers wa wild repeat this techn QU 3C T ll‘T *
century o advance new modes of desygn within and between EXISHINgG 4 e ;
1920x, Swiss architect Le Corbusier attempted to infuse an industrial log;, , o Fing 5,
tion inte architecture for his numerous housing projects, tuming archirecryre m? Pridy.
scale version of industrial design (Le Corbusier 1986). Between 1955 409 ”‘_’: ? Lingg,
architects Peter and Alison Smithson artempted o infuse the logic of car design + Brinyg
architectural desien of their ldeal Home Exhibition Howse of the Future, Conce Mty
architectural object as an industrially conceived one (Smithson 1994: |35y
designer Ertore Sottsass artempted to infuse the logic of architecture—scale, weighe
proportion—into his fumiture pieces by rendering them “like monuments i o &
(Sotrsass 1980, And berween 1997 and 2000, architect Greg Lynn infused the | ‘i""‘: =
of mass customization into architectural envelope studies for an Embryological House Py L
prodhucing thousands of individualized, formal variations. With each act of infusion, , ::
Jesim style is proposed by being upgraded into something else. This idea resonates wich Bru,
Latour’s understanding of design being remedial: “Design 15 a task thar follows o make iy
thing mure lively, more commercial, more useable, more user-friendly, more acceptable, mop
sustainable and s on” (Latour 2011: 114). New gradients of design quality pass from Lo
definition to high definition, from purity to impurity, from dilution to concentration. Infuse,
reconditions the positions of existing modes of design. Expansion is incidental o altertion
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Miavast
Ever since architect-designer Peter Behrens was hired by the Allgememe Elekmizions.
Gesellschafi (AEG) in 1907 1o design a range of industrial products, design companies have
repeatedly given architects many opportunities, famously and infamously, to experiment a
miniaturized scales of production. When the ltalian manufacturing company Alessi com-
missioned eleven international architects to design Tea and Coffee Piazzas in 1980, and
another twenty-two for Tea and Coffee Towers in 2000, two generations of architects woukd
expose, under identical briefs, emblematic episodes in the migration of ideas berween archi-
tecture and product design, disciplines and consumers ( Dean 2007). In the 1980 brief, Aless
required architects to provide a unified signature style for a line of mass-produced tea and
coffee sets; the results reflect a single historicist postmodemn visual order: architectural ele-
ments scaled down and sized to fit tea and coffee pots. In 2000, Alessi brought in architecrs
to literalize a business idea in product form, namely the multiplication of unique product
choices for many individual consumers. Subsequently, the twenty-two designs are marked by
generational, geographic, material, metaphorical, and rechnological differences. Inseead of
formal unity, formal disparity prevails and no tea or coffee pot looks like another. ."‘u-‘l-'t'ﬁ" the
span of twenty years, the demand for individualized consumer choices has directed 2 3“'_'#1“
signature (historicist postmodern in 1980) into twenty-two different sipnatures (mulriple
architectural genres in 2000). A business idea has necessitated more formal genres and nwie
taste cultures. Design expansion unfolds through an explosion of differences.

The entire landscape of design continues to fill between (and transform within) ¥
modern disciplines and professions of architecture, industrial, interior, and graphic des™
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was not only a protest against the total
design of interiors being proposed by the
architectural avant-garde at the time, but a
call for the centrifugal expansion of design
agency: from the closed world of trained
experts to the general world of non-experts.

As the intelligentsia ceded exclusive agency
of the “designer,” the realm of design ideas
passed into the world of everyday actions;
the realm of expertise into the world of DIY
culture.

(Interior design-architecture) In both cases,
emulation leads to an expansion of design
territories.

In both cases, expansion of services and
specializations are by-products of emulation.

Kaufmann'’s statement highlights the
essence of infusion: the introduction of
a new quality into something, thereby
altering its state Architects, artists, and
industrial designers would repeat this
technique across the twentieth century
to advance new models of design.

With each act of infusion a new design style is
proposed by being upgraded into something
else.

migration of ideas between architecture and
product design

architectural elements scaled down and sized
to fit tea and coffee pots.

The entire landscape of design continues to fill
between (and transform within) the modern
disciplines and professions of architecture,
industrial, interior, and graphic design.
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subjectng them to aften contradicrony values, practices, and discourses. This prodiferation
of desyn produces a provissonal workd without horders precisely through the mulriplica-
tion of boundanes—a free-for-all in the most literal of senses—a situation in which design
il hecomes free fov all. Design 1s no bnger the sde property of disciplines or professions,
it i the medwm within which everyone moves, interfaces. and cheoorses Design 15 now
|“‘ilHl'~' domam, "W“‘I"""'Hf by anyone Indifferent o helds or levels of pn-fc-uimn.al exper-
tise, desyen provides opportunities for disciplinary commentary, prescribed inhabiration,
anad self-expression. Without dichotomies of inside or outside, the freedom to design occurs
through the invention of new houndanies; liberty zomes 1o rethink how we chisse and
Jdesignate new workds

e Laindustria del disefio empieza a ser
menos exclusiva y mas inclusiva, ahora es
un asunto cotidiano.
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Notes

| Clement Greenbergs “Avant-Garde and Kitsch™ (1939) and Michael Frieds “Arn and
Objecthood”™ (1967 ) are key essays advocating for strict boundaries between art and popular
culture.

I Reyner Banham had already anticipated the rise of a new, popular aesthetic in 1935 when he
divided aesthetic standards into two camps: the aesthetics of expendability for products of populas
culture and the aesthetics of perennity for fine ans (Banham 1955b).

1 Fur Ranciére, shared ambithons also render as a fiction the modemnis separation of ar into Juton-
omicnas art on one side, and heteronomous art on the other (Ranciere 2009: 103).

4 Anal HEOLS oy this idea of active houndanics Richard ww-'l- misd-nineteenth-century thevret-
ical model for the interrelationship of an in his The Are-Work of the Furure. Wagmer argued that
rach an—dance, music, poetry—achieved its full potential by defining itself against the othet arts.
The mixde] received numeroes critiques, but provides an carly understanding of Feundaries s
active, horzontal conditions. For principles see “"Outlines of the Armwork of the Future” {Wagner
1993: 97-113) and Koss (2010: 1-24). For critiques see “Nictzsche Contra Wagner” (Nietzche
1954: 66)-83) and “Music Dvama” (Adomao 1981: 97-113).

¥ Interestingly, this side of Lows is in opposition o his use by critical an and anchitecture histaogians
taday as @ corrective o the CH[EAnsSHN of design agency

6 OF course this was also facilitated by scio-economic changes, but here | am namowing the spe

tie the naming of things

e Elejemplode arquitectura de interiores
grafica como la similitud o cercania
entre dos carreras (disefio de interiores
y arquitectura) deriva en una nueva
especializacion.
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Sintesis de ideas

This proliferation of design produces a
provisional world without borders precisely
through the multiplication of boundaries

a free-for-all in the most literal of senses-a
situation in which design itself hecomes free
for all.

the freedom to design occurs through the
invention of new boundaries; liberty zones

to rethink how we choose and designate new
worlds.

El estado de proliferacién de los

disefos que se describe y discute en el
texto se reconoce como una potencia
transformadora capaz de traspasar los
limites disciplinares paraincidir y re-
pensarse libremente junto a otras u otros.



Conceptos

DIY culture

El término ‘Do it Yourself’ (Hagalo usted
mismo) se refiere al método utilizado por
personas o comunidades que se centra en la
creacion o realizacion de tareas por si mismos
sin la ayuda de un profesional especialista.

Promueve la autosuficiencia, el aprendizaje
autodidacta, el aprender haciendo. Asi mismo,
una idea central es el empoderamiento de

los individuos y de las comunidades ante

las dificultades, mediante la ejecucion

de soluciones con recursos y tecnologias
alternativas.

Su origen es asociado al movimiento punk DiY
antisistemay en el movimiento de festivales
libres de las décadas de 1960y 1970 (UK).
Se desarroll6 a través de estos movimientos
y se intensificd durante la década de 1990
con el movimiento viajero de la nueva era, los
raves y las manifestaciones contra la justicia
penal, las protestas contra las carreterasy el
movimiento anticapitalista en general.

La cultura DiY esta clasicamente ligada a

la protesta y el activismo, ademas de crear
alternativas en el dia a dia. Sus miembros
proponen difuminar los limites entre

el creador y el consumidor mediante la
construccion de unared que une a los
usuarios y creadores.

De cierto modo se democratiza o acerca

el conocimiento a todas las personas, hay

un cambio de perspectiva: lo exclusivo

pasa a ser cotidiano. Este acceso amplia

los limites y desencadena nuevas formas o
resignificaciones de larealidad, o llevandolo a
nuestra area, de los disenos.

Marcas

Alessi

Es una marca dedicada a la produccidn

de articulos para el hogar desde 1921,
considerada “una fabrica del diseno italiano”
debido a laiconicidad que han alcanzado
algunas de sus piezas a lo largo de la historia.

Se destacan ademas por una serie de
colaboraciones en las que se invita a
arquitectos a disenar objetos relacionados al
téy el café. Estainiciativa llama la atencidn
debido a la migracién producida entre campos
profesionales que si bien estan catalogadas
dentro de un mismo gran grupo (arquitectura
/ disefo de objetos) poseen quehaceres 'y
escalas distintas. Se saca de contexto los
saberes o estéticas propios y se transfieren
haciéndose visibles en otro que no es el
convencional.

Lo que significa un enriquecimiento de los
disenos, una diversificacion de las formas,
la expansidon o consumo en serie de estos
articulos de “culto”.

Tea & Coffee Piazza
Michael Gravesdesigned
1980-1983, made 2010

Tea and Coffee Towers
Zaha Hadid
2003

Personas
Peter y Alison Smithson

Estos arquitectos ingleses fueron lideres de |a
nueva vanguardia en la década de los 50.

Formaban parte del Independent Group

(1G), un grupo radical de j6venes artistas,
escritoresy criticos que se reunieron en el
Instituto de Arte Contemporaneo (ICA) de
Londres. Demandaban una relectura de los
estandares establecidos por el Movimiento
Moderno, ellos creian enuna formade artey
arquitecturainclusivay popular, acorde a la
“Segunda Era de las Maquinas” y a la sociedad
postguerra.

Sus obras arquitectodnicas se caracterizaban
por las figuras simples en forma de bloque

y construcciéon de hormigon con acabados
en bruto, por lo que también se convirtieron
en los lideres de |la escuela britanica llamada
Nuevo Brutalismo (1950y 1960).

Un ejemplo es el edificio de la Escuela
Hunstanton, que destaco por su austeridad en
contraste con lo que era comun en la época.
Un estricto presupuesto y la claridad formal
de los Smithson de la busqueda de la relacion
entre cultura, industria y sociedad, resultaron
en una estructura en el que el material queda
expuesto, estableciendo un equilibrio entre
construcciony ser humano.
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Escuela Hunstanton
Alisony Peter Smithson
1949-1954

Norwich, Norfolk, Inglaterra



Dada Manifesto

Tristan Tzara
1918

La magia de una palabra —DADA—, que ha puesto a los periodistas ante la puerta
de un munde imprevisto, no tiene para nosotros ninguna importancia.

Para lanzar un manifiesto es necesario:
A, B, C.

irritarse y aguzar las alas para conquistar y propagar muchos pequefios y
grandes a, b, ¢, y afirmar, gritar, blasfemar, acomodar la prosa en forma de
obviedad absoluta, irrefutable, probar el propio non plus ultra y sostener
que la novedad se asemeja a la vida como la ditima aparicion de una
cocotte prueba la esencia de Dios. En efecto, su existencia ya fue demaostrada
por €l acordedn, por el paisaje y por la palabra dulce. Imponer el propio A.B.C. es
algo natural, vy, por ello, deplorable. Pero todes lo hacen bajo la forma de cristal-
bluff-madonna o de sistema monetario, de producto farmacéutico o de piernas
desnudas invitantes a la primavera ardiente y estéril. El amor por lo nuevo es una
cruz simpatica gue revela un amiguemeimportismo, signo sin causa, fragil y
positivo. Pero también esta necesidad ha envejecido. Es necesario animar el arte
con la suprema simplicidad: novedad. Se es humano vy auténtico por diversién, se
es impulsivo y vibrante para crucificar el aburrimiento. En las encrucijadas de las
luces, wigilantes y atentas, espiande los afcs en el bosgue. Yo escribo un
manifieste ¥y no quierc nada y, sin embargo, dige algunas cosas y per principio
estoy contra los manifiestos, como, por lo demas, también estoy contra los
principios, decilitros para medir el valor moral de cada frase. Demasiado comodo:
la aproximacion fue inventada por los impresionistas. Escribo este manifiesto para
demaostrar cdmo se pueden llevar a cabo al mismo tiempo las acciones mas
contradictorias con un Gnico y fresco aliento; estoy contra la accion y a favor de la
contradiccién continua, pero también estoy por la afirmacién. Mo estoy ni por el pro
ni por el contra ¥ no quiero explicar a nadie por qué odio el sentide cormdn.

DADA— he aqui la palabra que lleva las ideas a la caza; todo burgués se
siente dramaturgo, inventa distintos discursos y, en lugar de poner en su lugar a
los personajes convenientes a la calidad de su inteligencia, crisalidas en sus sillas,
busca las causas y los fines (sequn el método psicoanalitico gque practica) para dar
consistencia a su trama, historia que habla y se define. El espectador que trata de
explicar una palabra es un intrigante: {conocer). Desde el refugic enguatado de las
complicaciones serpentinas hace manipular sus propios instintos. De aqui nacen las
desgracias de la vida conyugal.

Explicar: diversion de los vientres rojos con los molinos de los créaneos vacios.
Dada no significa nada

Si alguien lo considera indtil, si alguien no quiere perder tiempo por una
palabra que no significa nada....El primer pensamiento que se agita en

estas cabezas es de orden bacteriolbgico..., hallar su origen etimolbgico,
historico o psicolégico por lo menos. Por los periédicos sabemos que los
negros Kru llaman al rabo de la vaca sagrada: DADA. El cube y la madre en
una cierta comarca de Italia reciben el nembre de DADA. Un caballo de madera, la
nodriza, la doble afirmacidn en ruso ¥ en rumano DADA. Sabios periodistas ven en
todo ello un arte para nifios, otros santones jesdshablaalosnifios, el retorno a un
primitivismo seco y estrepitoso, estrepitoso y mondtono. No es posible construir la
sensibilidad scbre una palabra. Todo sistema converge hacia una aburrida
perfeccion, estancada idea de una ciénaga dorada, relativo producto humano. La
obra de arte no debe ser |a belleza en si misma porgue la belleza ha muerto; ni
alegre; ni alegre ni triste, ni clara ni oscura, no debe divertir ni maltratar a las
personas individuales sirviéndoles pastiches de santas aureclas o los sudores de
Una carrera en arco a través de las atmdsferas. Una obra de arte nunca es bella por
decreto, objetivamente y para todos. Por ello, la critica es indtil, no existe mas que
subjetivamente, sin el minimo cardcter de generalidad. éHay quien crea haber
encontrado la base psiguica comin a toda la humanidad? El texto de Jesds vy la
Biblia recubren con sus amplias y benévolas alas: la mierda, las bestias, los dias.
{CAmo se puede poner arden en el caos de infinitas e informes variaciones que es
el hombre? El principio «ama a tu prdjimo» es una hipocresia. «Conbcete a
ti mismo» es una utopia mas aceptable porque también contiene la
maldad. Nada de piedad. Después de la matanza todavia nos queda la esperanza
de una humanidad purificada. Yo hablo siempre de mi porgue no guiero convencer.
Mo tengo derecho a arrastrar a nadie a mi rio, yo no obligo a nadie a que me siga.
Cada cual hace su arte a su modo ¥ manera, o conociendo el gozo de subir como
una flecha hacia astrales reposos o el de descender a las minas donde brotan flores
de cadaveres y de fértiles espasmos. Estalactitas: buscarlas por doguier, en los
pesebres ensanchados por el dolor, con los ojos blancos como las liebres de los
angeles.

Asl nacid DADA, de una necesidad de independencia, de des confianza hacia la
comunidad. Los que estdn con nosotros conservan su libertad. No reconocemaos
ninguna teoria. Basta de academias cubistas y futuristas, laboratorios de ideas
formales. £Sirve el arte para amontonar dinero y acariciar a los gentiles burgueses?
Las rimas acuerdan su tintineo con las monedas y la musicalidad resbala a lo largo
de la linea del vientre visto de perfil. Todos los grupos de artistas han ido a parar a
este bance a pesar de cabalgar distintos cometas. Se trata de una puerta abierta a
las posibilidades de revolcarse entre muelles almohadones y una bugna mesa.

Aqui echamos el ancla en la tierra feraz. Aqui tememos derecho a proclamar esto
porgue hemos conocido los escalofrios y el despertar. Fantasmas ebrios de energia,
hincamaos €l tridente en la carne distraida. Rebosamos de maldiciones en la tropical
abundancia de wvertigincsas wvegetacicnes: goma vy lluvia es nuestro sudor,
sangramaos y quemamos la sed.

Nuestra sangre es vigorosa.

El cubismo nacié del simple modo de mirar un objeto: Cézanne pintaba una
taza veinte centimetros mas abajo de sus ojos, los cubistas la miran desde
arriba complicando su aspecto seccion perpendicular que sitGan a un lado
con habilidad.. me olvido de los creadores ni de las grandes razones de la
a. que ellos hicieron definitivas). El futurismo ve la misma traza un
movimiento sucesivo de objetos uno al lado del otro, anadiéndole
maliciosamente alguna linea—fuerza. Eso no quita que la buena o mala,
sea siempre una inversion de capitales intelectuales.

Analisis del Manifiesto

e Escribo este manifiesto para demostrar como se pueden llevar
a cabo al mismo tiempo las acciones mds contradictorias con
un unico y fresco aliento; estoy contra la accion y a favor de la
contradiccion continua, pero también estoy por la afirmacion.
No estoy ni por el pro ni por el contra y no quiero explicar a
nadie por qué odio el sentido comun.

e Dada no significa nada

Analisis del Manifiesto

e laobradearte no debe ser la belleza en si misma porque la
belleza ha muerto.

e Porello, la critica es inutil, no existe mds que subjetivamente.

e Asinaciéo DADA, de una necesidad de independencia, de
desconfianza hacia la comunidad. Los que estdn con nosotros
conservan su libertad. No reconocemos ninguna teoria. Basta
de academias cubistas y futuristas, laboratorios de ideas
formales.

El nuevo pintor crea un mundo cuyos elementos son sus mismos medios, una obra
sobria vy definida, sin argumento. El artista nueve protesta: ya no pinta
(reproduccion simbdlica e ilusionista), sino gue crea directamente en piedra,
madera, hierro, estafio, blogues de organismos mdviles a los gue el limpido viento
de las a inmediatas sensaciones hacer dar vueltas en todos los sentidos.

Toda obra pictdrica o plastica es inatil; que, por lo u sea un monstruo capaz de dar
miedo a los espiritus serviles y no algo dulzarrén para servir de omamento a los
refectorios de esos animales vestidos de paisano que ilustran tan bien esa fabula
triste de la humanidad.

Un cuadro es el arte que se encuentren dos lineas geométricas que se ha
comprobado que son paralelas, hacer que se encuentren én un lienzo, ante
nuestros ojos, en una realidad que nos traslada a un mundo de otras condiciones
y posibilidades. Este mundo no estd especificade ni definido en la obra, pertenace
en sus innumerables variaciones al espectador. Para su creador la obra carece de
causa ¥ de teoria. Orden = desorden; yo = no-yo; afirmacidn = negacidn; éstos
son los fulgores supremos de un arte absoluto. Absoluto en la pureza de cdsmico v
ordenada caos, eterno en el instante globular sin duracidn, sin respiracidn, sin luz v
sin control.

Amo una obra antigua por su novedad. Tan sdlo el contraste nos liga al pasado. Los
escritores que ensefian la moral v discuten o mejoran la base psicoldgica, tienen,
aparte del deseo oculto del beneficio, un conocimiento ridiculo de la vida que ellos
han dasificado, subdividido y canalizado. Se empefan en querer ver danzar las
categorias apenas se ponen a marcar el compas. Sus lectores se carcajean y siguen
adelante: {con gué fin? Hay una literatura que no llega a la masa voraz. Obras de
creadores nacidas de una auténtica necesidad del autor y sdlo en funcidon de si
mismo. Consciencia de un supremo egoismo, en el que cualguier otra ley gueda
anulada.

Cada pagina debe abrirse con furia, ya sea por serios motivos, profundos y
pesados, ya sea por el vortice y el vértigo, lo nuevo y lo eterno, la
aplastante espontaneidad verbal, el entusiasmo de los principios, o por los
modos de la prensa. He ahi un mundo vacilante gue huye, atado a los cascabeles
de la gama infernal, ¥ he ahi, por otro lade, los hombres nuevos, rudos, cabalgando
a lomos de los sollozos.

He ahi un mundo mutilade v los medicuchos literarios preocupados por mejorarlo.
Yo os digo: no hay un comienzo y nosotros no temblames, nog somos unos
sentimentales. Nosotros desgarramos como un furioso viento la ropa de las nubes y
de las plegarias y preparamos el gran espectaculo del desastre, el incendio, la des
composicién. Preparamos la supresion del dolor ¥ sustituimos las lagrimas por
sirenas tendidas de un continente a otro. Banderas de intensa alegria viudas de la
tristeza del veneno. DADA es la ensefianza de la abstraccidn; la publicidad v los
negocios también son elementos poéticos.

Yo destruyo los cajones del cerebro y los de la organizacion
social: desmaralizar por doguier y arrojar la mano del ciela al infierno, los ajos del
infiermo al cielo, restablecer la rueda fecunda de un circo universal en las potencias
reales y en la fantasia individual.

La filosofia, he ahi el problema: por qué lado hay que empezar a mirar la vida,
Dios, |la idea y cualguier otra cosa. Tode lo que se ve es falso. Yo no creo que el
resultado negativo sea mas importante que la eleccion entre el dulce y las cerezas
como postre. El modo de mirar con rapidez la otra cara dc una cosa para imponer

directamente la propia opinién se llama dialéctica, o sea, el modo de regatear el
espiritu de las patatas frutas bailando a su alrededor la danza del método.

Si yo grito:

IDEAL, IDEAL, IDEAL,

conocimiente, conocimienta, conocimiento
bumbdm, bumbdm, bumbdm,

registro con suficiente exactitud el progreso, la ley, la moral v todas las demas
bellas cualidades de que tantas personas inteligentes han discutido en tantos libros
para llegar, al fin, a confesar que cada uno, del mismo modo, no ha hecho mas que
bailar al compas de su propio y personal bumbim y que, desde el punto de vista de
tal bumbiam, tiene toda la razdn: satisfaccién de una curiosidad morbosa, timbre
privado para necesidades inexplicables; bafio; dificultades pecuniarias; estomago
con repercusiones en la “ida; autoridad de la varita mistica formulada en el grupo
de una orguesta fantasma de arcos mudos engrasados con filtros a base de
amoniaco animal. Con los impertinentes azules de un angel han enterrado la
interioridad por cuatro perras de unanime reconocimiento.

Si todos tienen razdn, y si todas las pildoras son pildoras Pink., tratemos
de no tener razdn.En general, se cree poder explicar racionalmente con el
pensamiente lo que se escribe. Todo esto es relativo. El pensamiento es una bonita
cosa para la filosofia, pero es relativo. El psicoanalisis es una enfermedad dafina,
gue adormece las tendencias antirreales del hombre y hace de la burguesia un
sistema. Mo hay una Verdad definitiva. La dialéctica a una maguina divertida que
nos ha llevado de un modo bastante trivial a las opiniones que hubiéramos tenido
de otro modo. {Hay alguien que crea, mediante el refinamiento minucicso de la
ldgica,, haber demostrade la verdad de sus opiniones? La légica constrefida por los
sentidos es una enfermedad organica. A este elemento los fildsofos se complacen
en afadir el poder de observacién. Pero justamente esta magnifica cualidad del
espiritu es la prueba de su impotencia. Se observa, se mira desde uno o varios
puntos de wvista y se elige un determinado punto entre millones de ellos gue
igualmente existen. La experiencia también es un resultado del azar y de las
facultades individuales.

La ciencia me repugna desde el momento en gque se transforma en sistema
especulativo y pierde su cardcter de utilidad, que, aun siendo indtil, es, sin
embargo, individual. Yo odio la crasa objetividad y la armonia, esta ciencia
que halla que todo estd en orden: continuad, muchachos, humanidad... La
ciencia nos dice que somos los servidores de la naturaleza: Todo estd en orden,
haced el amor y rompeos la cabeza; continuad, muchachos, hombres, amables
burgueses, periodistas virgenes... Yo estoy contra los sistemas: el dnico sistema
todavia aceptable es el de no tener sistemas. Completarse, perfeccionarse en
nuestra pequefiez hasta coelmar el vaso de nuestro yo, valor para combatir en proy
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