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What are we talking about when we talk about design? Markets? Styling?
Ergonomics? Problem solving? When we talk about architecture, we know wha:
we're talking about. We know that building and architecture are cften two different
things, for example. We know that there are factions, almost like politicar par:.es,

which represent different views about architecture, different schools of tmougr: as

W

they say. But design isn't far enough along yet, as a profession, o be partisar it
a new profession, though it is aiso one of the oldest occupations. There has aivays

been design but we never called it that in the past. Artisans have been desigr:~
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and making things forever. Before them industrious farmers were desigring £ ows
Was the guy who invented the wheel a designer? And what is the difference
between a designer and an inventor? I it is only formal, then are desigrers
necessary? Are we as necessary as artists?

A friend of mine once imagined a mirrored ball - no, not a disco ball - a pure ard
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perfectly formed mirrored sphere. Only this: the mirrored part was on the insid
outside was the flat grey of the backside of a mirror. The mirror was on the ins:ae
And I thought. such a perfect conceptual thought but alsc do-abie from a des'ar
point of view. You could make this sphere, in blown glass perhaps But :nat would

ruin everything, of course. What is important is only the thought. And that is the main



roblem tor designers. How to ta<e the conceptua’ and gwve it form wirnout, 1o

(@]

aphrase Aidous Huxley, turning goid nto !

d; how to taxe a tunction and gvent

a soul, and mostimpgrtantly, how 1o leave sore tnings, inciuding soma deas
aone

Nrer we talk about desiar 1t is &30 necessary 10 g

oroduct design Medical cquipmen:, Dyson vacuum

starck toothbrush, 1Book. These <oms e

amaost completely different professions, certa niy different cojec

Tessages, difterert ettects on the warla

50 each of us has to choose our game. whether consciously or not, we cnoose
Perscnaliy, | irink a desigrer s a4 sorl of tea- bag who s put rto a probism (ot
water), and then makes a project fiea) wrich s Yavored by tre designers owr

ilites, idiosyncras.es, Wren design goes

expenences, surroundings. sensit

ne idicsyncrasies and touches ‘he

empo

ary iandscace, then there is g

crance for cuitural resonance. Thig 1s what many of Ls ke 12 talk anout wher

aang about design. Design thal channe's a broader cultural specirum, ~ot "X-iag®

fwe, butike a medium in a chem.-al lap

wutions, inarg essence, and
‘cading wo the senses, is fine and rare. Funclion S Nctenouan Notever close As

Alen Gimsberg once said: "Ore God is not er ot Cuitural resonance .

colytheistic

Mary ¢f us work hard ‘o distance surseives from func:on. Trardoes rot moan
gesigning non-functicnal or worse. un-functiona things 1t dees mear tyrg to gc

peyond grammar and syntax, towards something else. | do & ot of sampiing and

W
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surfing. A lot of designers do. A lot of us have a hyper-awareness of precedents
and we cannot do anything without thinking about what was done befcre. This
process often passes a phase of desperation: "everything has already oeen cone”
But how can that be true when there are so many new problems with 1¢ new
solutions? The new problems are the fertile soil of design. New matenia:s are
tertilizer: important, but only to the point of allowing things to be made more gzasihy

The same with new manufacturing processes.

Timing is everything. At the beginning of the 21st century, we are blessed wiir a
huge amount of new problems due to 24/7 lifestyles, people living in uninhatitable
spaces, the state of cities, the impersonality of services, the hardness of our
surroundings, and the dictates of a middle-culture intent on marketing an offer of
lowest-common-denominator TV, government, diet, entertainment, and so o Therg

is aninfinity of new problems. Choose your next great thing

It has been said that the next great thing is taking the piss out of the last great
thing. In contemporary culture the pace is fast and furious, and it is necessary 1o
stay very informed or you will not "get it". You will be "out". But the :dea nolds
historically for design and architecture too. Modernism as a reaction tc arts and
crafts, post modernism as a reaction to modernism, neo-modernism as a reaction
to post modernism, deconstruction as a reaction to neo-modernism, Memph's as a
reaction to all of the above but coming in a side door, and so on. We ceriainyy ao
not live in a vacuum. On the contrary, designers can be like DJs. Philippe Starck s
a DJ. He samples forms in the way the best DJs sample music from otrer cui*ures

In order to transport the audience into another reaim-emotional, mnemoenic, not



always accurate, but always suggestive.

Sottsass, on the other hand is a guerrilla. Even his earliest work was a slap in the
tace of the cultural elite who had reduced modernism from an ideology to a new
stylish fashion, losing all significance in the precess. Sottsass’ work was a wake-up
call to the world. The most famous alternative he and others offered, in the early
80's, was Mempnhis, an all - out terrorist attack on "good-taste” design. And as with
most terrorist attacks, the reverperations were HUGE, and lhe freedom designers

enjoy today is a direct result. But as history dictates, the cycle began again

They say the last generation’s casual wear is the formal wear of the next. | wonder if
this applies to design. Design is read at many levels that are often in contradiction
with each other. Some designers believe there are minimal standards of beauty that
are scientifically documented, and they work only within these parameters. Others
believe function is a value that can be brought to perfection. There are stiil others
who make poetic and polemical statements with their work, and they risk alienating
and antagonizing the first two groups. Perhaps though, the most successful work is
that which is beautiful, provocative and functional, understood within the limits of its
own political and cultural sphere but with a vaster resonance, socme transcendent
memory And by the way, with all the advances and developments of human

civilization, our art is not more beautiful.
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Jasper Morrison

Jasper Morrison was born in London in 1959,

and graduated in Design at Kin gs, n Polytechnic
Design School, London (1979 - 1982 BA (De

and The Royal College of Art for Post Graduate
studies (1982 - 1985 MA (Des.) rmA) In 1984 he

studied at Berlin’s HdK on a Scholarship

In 1986 he set up an Office for Design in
London. His work was included in the
Documenta 8 exhibition in Kassel in 1987, for
which he designed the Reuters News Centre
The following year he was invited to take part in
"Design Werkstadt", a part of the "Berlin, Cultural
City of Europe" program, where he exhibited
"Some new items for the house, part I" at the
DAAD Gallery.

At this time he began designing products for
SCP in London, the German door handle
producer FSB, the Office furniture
and the ltalian furniture producer Cappellini. In
1992 together with James Irvine, he organised
Progetto Oggetto for Cappellini, a collection of
household objects designed together with a
group of young European designers. He also
woked with Andreas Brandolini and Axel Kufus on
a variety of installations, exhibition designs and
town planning projects under the umbrella of
Utilism International

In 1992, his slide show lecture "A
words" was published in book format by the
graphic designer Tony Arefin

In 1994 Jasper Morrison was guest of honour
and held an exhibition at the Interieur ‘94
exhibition in Belgium. In 1995 he held a solo
exhibition at Bordeaux's Arc en Reve Centre
d'architecture. He began a consultancy with
Ustra the Hannover Transportation Authority by

company Vitra
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