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an American naiveté almost unfathom-
able today. For example, house paint was 
alleged to withstand the heat of a nuclear 
blast. Ad copy for a rhinestone pin, styled 
after the ellipses of the atomic symbol, read, 
“As daring to wear as dropping the atomic 
bomb.” Mid-fifties promotional materials 
celebrated the ease with which radiation 
could be wiped from the flat surfaces of 
Modernist furniture. 
  While Gordon stopped short of 
suggesting that American Modernists 
profited from the bomb, Donald Albrecht, 
independent curator, pointed out that most 
Americans would have been introduced 
to the modern long before the atomic age. 
Prewar movies equated it with style (luxuri-
ous fashion and Art Deco glamour), while 
postwar films were more likely to register 
the disquiet of modern life. Movie credits, 
just coming into their own, also projected 
the values of Modernism, salutatory and 
otherwise. The Modern had become a matter 
of sensibility, very often noir. Case in point, 
The Misfits (1961), the jaded antithesis of the 
classic American Western. While noting the 
Nelson office’s work on that film, Albrecht 
focused primarily on the work of Saul Bass, 
highlighting the titles for North by Northwest, 
in which a gridded skyscraper becomes a 
cage for the credits. But where Bass used 
style to convey the underlying sense of threat 
that hung over the atomic era, Nelson would 
use language and the new medium of televi-
sion to express his ideas.
  Of course, the appearance of the 
Modern provoked anxiety well before 
Hiroshima and Nagasaki and the Cold War 
that followed. And, in one sense, those acts 
of annihilation were not unrelated to the form 
that Modernism took. Both were a product 
of an ethos of purification. Since the begin-
ning of the twentieth century, designers had 
been working to eliminate ornamental signs 
of class and bring their work in line with the 
zeitgeist of technological change. (Later in 
the symposium, Murray Moss would cite the 
era’s refusal of the irrational as the formative 
influence on Nelson’s sensibility. In contrast 
to Rob Forbes, of Design Within Reach, who 
all but channels Nelson’s aesthetic, Moss 
conceded only one point of sympathy—that 
meaning comes not from isolated objects but 
from relationships among them.)
  Tempering the avant-garde’s ruthless 
pruning, progressive American furniture 
manufacturers offered “livable” Modern-
ism—the subject of Clark University profes-
sor Kristina Wilson’s paper. Within the loose 
category of “livable,” Wilson identified 
affinities with the city and the suburb, along 
with individual and conformist ways of living 
epitomized by Gilbert Rohde and Russel 
Wright, respectively. Of the two, Rohde 
proved more critical to Nelson. Rohde 
was his predecessor at Herman Miller and 
developed modular systems that prepared 
the way for Nelson’s more ebullient work in 
the same terrain that would prove to be truly 
non-conformist.
  Museum of Modern Art curator Juliet 
Kinchin moved the conversation from issues 
of middle-class norms to Nelson’s outright 
skepticism about any attempts to codify 
taste. She noted that design was not, as he 
put it, a “social register.” It was not an authori-
tarian museum’s pronouncement of quality. 
Taking aim at MoMA’s exhibition Useful 
Objects Under $10 (1954), Nelson wrote that 
design “is a manifestation of the capacity of 
the human spirit to transcend its limitations…. 
It is a statement, not a gadget.” 
  Undeniably, Nelson’s work (especially 
for Herman Miller) benefitted from the synergy 
between museums, designers, and manufac-
turers—a synergy that was a hallmark of the 
era. Yet with acerbic wit, Nelson managed to 

sustain a contrarian stance while collecting 
his fees. (One of the most hilarious instances 
of his remarkable ability to straddle the fence 
between collusion and critique appears in a 
1956 television ad made for, and commis-
sioned by, Herman Miller. In a parody worthy 
of Monty Python, Nelson shows an energetic 
young woman ineffectually trying to saw 
through an Eames Lounge Chair and tossing 
its feathered stuffing into the air to extol its 
strength and comfort.)
  Appraising Nelson’s early career 
and formative travels, Yale professor Kurt 
Forster offered further insight into Nelson’s 
critical yet engaged position within the 
world of design, reaffirming his role as a 
paradox. Forster claimed that “Nelson 
translated editorial thinking to the design of 
furniture.” I would argue that, even beyond 
the curation of ideas, it was the iterative 
process of revising and editing that condi-
tioned Nelson’s approach to design as a 
process of questioning. What differentiated 
his critiques is that they extended beyond 
the inner sanctum of the studio, ranging 
from the micro to the macro to the meta, 
from products to their social effects and the 
ethical nature of design itself. Traversing 
these scales, Nelson developed an integrat-
ed approach to practice and theory at the 
beginning of his career. Forster recounted 
that Nelson had been educated as an 
architect at Yale, yet when awarded a 1932 
fellowship in architecture at the American 
Academy in Rome, he directed his energy to 
writing. His interviews with European archi-
tects for Pencil Points played a seminal role 
in introducing Americans to Modernism. 
  Moreover, it was Nelson’s prose, not 
his experience as a designer that would 
extend his practice into the domain of furni-
ture and graphics and, ultimately enlarge his 
thinking about the constructive/destructive 
nature of design. Ralph Caplan—who said he 
met Nelson first through Nelson’s writings—
recounted that in 1945, D. J. Dupree, then 
chairman of Herman Miller, offered Nelson 
the post of director of design solely on the 
basis of a book chapter.  
  The chapter in question appeared in 
Nelson’s Tomorrow’s House (co-authored 
with Henry Wright in 1945), and it addressed 

the issue of storage in the Modern house. 
This was particularly problematic because 
Modernist spaces weren’t meant to accom-
modate clutter. However, even those 
philosophically committed to “less is more” 
couldn’t dispense with all their possessions. 
So, Nelson organized them in the cavities of 
the wall. The words that conveyed that idea 
comprised, for all intents and purposes, the 
prototype for his groundbreaking Storage 
Wall for Herman Miller. Of the hundreds of 
projects that Nelson directed and designed, 
none better illustrates Dean Robert Stern’s 
observation that “Nelson was a curator of 
modern life.”
  Nonetheless, it was instructive to be 
reminded by professor Margaret Maile Petty, 
of Victoria University, New Zealand, that 
there were other curators who could carry 
that moniker with equal aplomb—in particu-
lar, Florence Knoll. Petty’s comparison of the 
Herman Miller and Knoll showrooms revealed 
differing interpretations of “Modern.” Both 
companies had embraced the idea of situat-
ing their pieces in a mise en scène. Florence 
Knoll with Herbert Matter, devised highly 
edited scenarios meant to “liberate the interi-
or,” whereas Nelson staged Herman Miller’s 
furniture with found objects—in essence, 
restoring the everyday edited out of Knoll’s 
brand of Miesian Modernism. 
  While Nelson’s public profile is 
firmly linked to that of Herman Miller, the 
twenty-seven-year relationship by no means 
made up the total of his practice. He never 
abandoned architecture, nor did he move to 
the Herman Miller headquarters in Michigan. 
In fact, he sustained several practices, all 
based in New York City. Teasing them apart 
would be a disservice, as they formed the 
synergy that energized the office. So it was 
a pleasure to hear Dietrich Neumann focus 
on the architectural dimension of Nelson’s 
practice and show how projects such as his 
utopian schemes for “Tomorrow’s House” 
and his prefab housing experiments with 
Bucky Fuller embodied ideas larger than  
any one discipline. Nelson was essentially 
asking, how do we want to live in the world? 
He was an early proponent of technolo-
gies such as solar-energy capture, but, to 
paraphrase urbanist Jane Thompson, he  

This could not be a more propitious time to 
reprise and re-appraise the contributions 
of George Nelson (B.A.1928; B.F.A. 1931). 
Designers, and those who study them, 
are increasingly critical of the limitations 
of market imperatives that admit no other 
values. As a result, we are seeing other 
models of practice, such as those involved 
in the creative commons or service design, 
gaining a currency of a different order. These 
alternatives owe a debt to Nelson, a miscast 
midcentury Modernist. I say “miscast” 
because the dominance of celebrity and 
branding in today’s design culture has had 
the effect of reducing Nelson’s contributions 
to a shorthand of icons: the Ball Clock (1949), 
the Bubble Lamps (1952), and the Marshmal-
low Sofa (1956). (No matter that two out of 
three, the clock and sofa, were designed by 
Irving Harper.) 
  All the same, Nelson must shoulder 
some of the blame for today’s cult of design. 
He cultivated brands, most notably Herman 
Miller but also that of the postwar United 
States. The government was one of his most 
important clients. He relished the public face 
of authorship and rarely credited his collabo-
rators, including the aforementioned Harper. 
Nelson was also a vigorous champion of the 
role of industrial design in increasing corpo-
rate profits which, admittedly, were not the 
sole prerogative of the one percent, as they 
are today. That said, he fully understood the 
caveat “Be careful what you wish for.” Nelson 
had an uncanny ability to nip at the hands 
that fed his practice, without sacrificing their 
allegiance. He was the paradigm designer–
cum–public intellectual. 
  Last November, the Yale School of 
Architecture hosted a symposium that took a 
major step in assuring that status to George 
Nelson. The world that made him, and that he 
in turn shaped, came to life with a full-dress 
parade of historians, accompanied by a cadre 
of his contemporaries in practice. Organized 
by Dietrich Neumann, Rauch Family Profes-
sor of History of Art and Architecture at Brown 
University, the symposium was timed to 
complement the traveling exhibition George 
Nelson: Architect, Writer, Designer, and 
Teacher, curated by Jochen Eisenbrand for 
the Vitra Design Museum, with the architec-
ture aspect expanded by Neumann. 
  The logic to the proceedings was 
relatively straightforward, moving from back- 
ground to foreground: it unpacked Modern-
ism as a style and ideology, then examined 
the culture it produced and the responses 
that flowed from Nelson’s office. The only 
cavil was the absence of the kind of trans-
disciplinary designer that Nelson would have 
recognized, although Yale’s Ned Cooke did 
his best to frame Marc Newsom in the experi-
mental mold of Nelson.
  Some of the sixteen featured speakers 
circled around the subject so broadly as to 
all but leave Nelson out of the frame, while 
others spoke from an intimate perspective as 
veterans of the office and the era. Yet others 
presented prized discoveries that come only 
from highly focused research. A few speak-
ers offered revelations regarding Nelson’s 
achievements as well as fresh insight into the 
nature of the design itself. It is to these three 
overlapping paradigms—context, discovery, 
and insight—that I’ll address my comments. 
  One of the roles of scholars is to 
ensure that we don’t conflate contemporary 
circumstances and values with those of 
the past. Given the remarkable lacunae in 
our memories, even of developments in the 
twentieth century, their job is to construct 
theory in a time machine. And here, we 
were delighted to enter with them. Curator 
John Stuart Gordon, of the Yale University 
Art Gallery, offered choice selections from 
his research on the nuclear age, revealing 

On November 9 and 10, 2012, the School of 
Architecture held the symposium “George 
Nelson: Design for Living, American 
Mid-Century Design and Its Legacy Today” 
in conjunction with the traveling exhibition 
George Nelson: Architect, Writer, Designer, 
and Teacher.
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also believed that design operates in a 
“continuous exchange between the past-
present and the future.” Nelson always saw 
technology in the service of humanism,  
not the other way around.
  Without diminishing the value of 
projects such as the 1956 Spaeth House, 
an especially charming variant on American 
Shingle Style, it’s fair to say that Nelson 
was more influential with the architecture of 
exhibitions. Involving graphic design, film, 
products, walls, planes, and in some cases 
live actors, exhibitions allowed him far more 
latitude to do what he wanted—to stage and 
stimulate experience. Here, Nelson’s most 
significant client was the U.S. government. 
Vitra curator Jochen Eisenbrand asked why 
Nelson would knowingly allow himself to 
be used by the government for what was 
clearly Cold War propaganda. (This ability 
both to work for and be critical of the govern-
ment was also raised by Yale professor Joel 
Sanders, who said it was a position worth 
re-examining, especially now, when govern-
ment is being demonized by the right.)
  Nelson’s most consequential commis-
sion from the U.S. Information Agency was 
the 1959 American National Exhibition, 
in Moscow. There, Soviet premier Nikita 
Khrushchev and U.S. vice president Richard 
Nixon had their legendary “kitchen debate,” 
surrounded (and provoked) by Nelson’s 
display of American goods. Ralph Caplan 
explained that this event is where the actors 
came in: Nelson hired Russian-speaking 
American students to “inhabit” his jungle-
gym installation and demonstrate what these 
new commodities did, besides equating 
freedom with consumption. According to 
Eisenbrand, Nelson believed that better 
understanding between the two nations’ 
peoples could be facilitated by showing 
what they had in common—the activities of 
everyday life. Instead of missiles and politi-
cal speeches, Nelson proffered toys, sports 
equipment, appliances, and furniture. 
  Princeton professor Beatriz Colomina 
put it more succinctly (and prophetically) with 
the observation, “We are the same, but we 
have more stuff.” Indeed, capitalism would 
prove to be less an ideology than a bottom-
less shopping cart. Nelson may have thought 

Ernest Farmer, Irving Harper, and John Pile. 
Less than generous in crediting individuals, 
Nelson was more liberal in offering oppor-
tunity. Over the years, he helped people 
see the world being made by unconscious 
choices and helped to make it better by 
conscious design.
  In charting Nelson’s transition from 
art direction to systems thinking, Makovksy 
offered a clue to Nelson’s disregard for 
specific achievement. For a man preoccu-
pied with design as a meta-practice, incre-
mental successes must have paled against 
their cumulative effects. (Witness the film of 
the burning junkyard that he included in the 
1961 MoMA exhibition U.S. vs. Us.) Writing 
in 1976, Nelson expressed this ambivalence 
about design. 

“The myriad categories of design are 
another example of the proliferation of 
specialties split off from once-unified 
disciplines . . . . We live in a technological 
Tower of Babel where each individual  
is full of answers, but unable to pass them 
on to anyone outside the specialty.”  
(ManTransforms, Cooper-Hewitt Museum.)

Nelson was troubled by the loss of perspec-
tive that came with the professionalization 
of design. He was equally concerned about 
the proliferation of scientific subspecialties 
that effectively occluded and distracted 
from matters of human and planetary 
survival. In what was the most stimulating 
paper of the conference, Oberlin professor 
John Harwood laid out Nelson’s growing 
understanding of design and technology 
as intertwined forces of deadly capacity. 
Like Damocles’ sword, the atomic and 
hydrogen bombs were and are suspended 
over the possibility of a future. Simultane-
ously, designers were and are engaged in 
creating resource-consuming products and 
behaviors that lead to wars in the first place. 
It was in this context that Harwood explored 
a little-known side of Nelson’s intellect, 
noting that he was particularly affected by 
the writings of Austrian economist Joseph 
Schumpeter (1883–1950). who argued 
that the “creative destruction” of capital-
ism is not a passive function of supply and 

that his picture of material abundance would 
be an aspiration for Russian audiences, but it 
was also a taunt. Describing the exhibition’s 
innovative (and seductive) multimedia strate-
gies, Colomina cited two critical sources of 
inspiration: the sonic vibrations of crowds 
in ancient Athenian stadia and the sensory 
environment of the Ringling Bros. Circus. 
Nelson, along with the Eameses and Fuller, 
effectively deconstructed centuries of specta-
cle for mid-twentieth century audiences. With 
uncanny prescience, Charles Eames predict-
ed that architecture would become a space 
of information, and Nelson argued that the 
value of technology lay in its potential to draw 
relations among people, places, and things. 
  The ability to synthesize information 
and re-interpret it to the public wasn’t just a 
matter of theatrical performance; for Nelson, 
it was a matter of principle. Yale graphic-
design professor Christopher Pullman (MFAG 
’66) brought the point home with particular 
poignancy. While he was Nelson’s head of 
graphics from 1969 to 1972, Pullman worked 
on the redesign of Social Security claim 
forms. It was notable but characteristic that 
Nelson would take on this pedestrian project 
in a career otherwise marked by prestigious 
exhibitions and supported by corporate 
largess. Nelson’s brief to Pullman was that 
this wasn’t to be a redesign of a form but a 
consideration of how people request benefits 
via a form—in this case, one fraught with 
intimidating bureaucratic caveats. Pullman’s 
recollection of working with Nelson—
hammering out first principles together and 
realizing them independently—described 
a process that deliberately confounded 
attempts at attribution. 
  This was the issue explored by 
Metropolis editorial director Paul Makovsky, 
who painted a portrait of a restless intel-
ligence always excited by the next project, 
not the one at hand. While some certainly 
saw him as a gadfly, it is inarguable that 
Nelson the impresario had excellent radar 
for gifted collaborators, from Isamu Noguchi 
to Charles and Ray Eames. However, 
Makovsky offered narratives of lesser-known 
figures who were actually more central to 
the day-to-day operations of the office, 
notably Ron Beckman, Lucia DeRespinis, 

demand; it is an active consequence of a 
culture of production and consumption, 
in which subjectivity is destroyed in the 
making and using of things. Design was 
clearly implicated. 
  Unlike Schumpeter, however, Nelson 
was a committed populist. His forum wasn’t 
the university or the academic journal. In fact, 
it turned out to be television. In 1960, he was 
invited to create a program for the CBS series 
“Camera Three.” Nelson’s chosen topic: “A 
Problem of Design: How to Kill People.” His 
argument: weapons (products of design) 
transformed conflict between subjects 
(two equally vulnerable people) into conflict 
between subjects and objects (people with 
weapons aiming at otherwise human targets). 
While the program is generally viewed as a 
critique of the Cold War mentality, Harwood 
suggested that Nelson’s real point was to 
reposition design as a form of mediation 
between people and peoples, not a means of 
distancing them from each other. In addition 
to decrying the immorality of impersonal 
push-button warfare, Nelson also drew atten-
tion to the limitations of things themselves—
especially when they are conceived as 
solutions, not elements of situations shaped 
by designers and users alike.
  When I met him as a Smithsonian 
Fellow in 1984, just two years before his 
death, Nelson was adamant that designers 
turn their attention from objects to systems. 
He said we should be working on the scale of 
the Alaska pipeline, not decorating the planet 
with bar stools and chairs. Had he been with 
us last November, I suspect he would have 
been dismayed by the degree of environmen-
tal degradation it has taken to start heeding 
his words, but heartened that design is finally 
widening its scope to match the breadth of 
his thinking.

—Susan Yelavich
Yelavich is an associate professor and 
director of the Design Studies MA at Parsons 
The New School for Design.

3. Cover of George Nelson 
and Henry Wright’s  
Tomorrow’s House, 1945.

4. George Nelson and  
Gordon Chadwick, Spaeth 
House, East Hampton,  
Long Island, 1956.  
Photograph by Ezra Stoller 
© Esto.

1. George Nelson, Storage 
Wall,  Herman Miller.  
Photograph courtesy of 
Vitra Design Museum.

2. Lecture setup from Art-X, 
an experimental foundation 
art course with Charles 
Eames, University of 
Georgia, 1953. Photograph 
courtesy of the Vitra Design 
Museum.



!

!

!

!



!

!

!

!







! 1!

Speculative Everything: Design, Fiction, and Social Dreaming. Anthony Dunne & Fiona 
Raby, MIT Press, 2013. 200 pp., 143 col. illus, cloth, $29.95. ISBN: 9780262019842." 

Review by Susan Yelavich, Associate Professor, Director, MA Design Studies, Parsons 
The New School for Design 

Commissioned by Jilly Traganou for the Journal of Design History, submitted May 20, 
2014 for fall publication. 

How to see and contemplate the consequences—especially the unanticipated 
consequences—of design?  How to get a fix on the things that morph and mutate within 
the dynamics of environmental, social, and political systems? How to see those systems 
and things working—in both haphazard and calculated coordination—to limit and/or 
open the possibilities of existence? 

These are the questions that drive Anthony Dunne and Fiona Raby’s practice as 
designers, educators, and authors. They respond with fictional objects situated in near, 
far, and sometimes improbable realities; and they do it to disrupt the passivity with which 
we accept whatever futures are sold to us. These questions and their iconoclastic 
responses are why Speculative Everything: Design, Fiction, and Social Dreaming had to 
be written.  

Printed images cannot do justice to process. Exhibitions, no matter how provocative or 
curious, cannot fully articulate the ramifications of objects as they mutate and change 
through use (and disuse) over time. Even places, be they in cities or cyberspace, tend to 
stay fixed in our imaginations. Today, images, objects, and place must be performed to be 
understood. And they desperately need to be understood and interrogated, given the very 
real extent to which they map out our futures by virtue of the behaviors they encourage 
and the resources they deplete.  So it’s no accident  that the authors of Speculative 
Everything have responded with what they call props—material catalysts for thinking 
ahead, raising doubts avant la lettre, as it were—just in case the future turns out to be like 
today, but with all our concerns and challenges bulked up on steroids.  But can props also 
act? The verdict is out.  For the present, and for our purposes, it may help to think of 
Speculative Everything (or, more accurately, the practices it represents) as an analog 
think tank galvanized not by white papers but things—strange, bizarre, wondrous, and 
worrisome things that live between fiction and (arti)fact.  

In Real Presences, literary scholar George Steiner proposes a fiction of his own, in which 
he calls for a criticism of art, literature, and music (which I extrapolate to design) based 
on a “politics of the primary.”1 Steiner’s imaginary world is free of intermediaries, a.k.a. 
critics whose perspective comes from outside of the work at hand, rather than the 
experience of the work at hand .  Steiner believes that works of integrity speak for 
themselves.  In his universe, performance would banish passive spectatorship and 
tendentious scholarship. It’s a parallel universe to the one in which Dunne and Raby live, 
which relies the potency of physical things to provoke argument—things that, as Steiner 
puts it, need to be ingested and not merely consumed.2  Put more colloquially, we need to 
chew things over carefully before introducing them into our systems.   But since we have 
a difficult time imagining their effects (as yet invisible to most of us), Dunne and Raby 



! 2!

ask us to listen (or more often look) at other imagined futures.  Speculative Everything is 
a work of consequence that demands what Steiner calls “answerability.” Therefore, as a 
reader first and a reviewer second, I will try adhere to his monition that, “The authentic 
experience of understanding, when we are spoken to by another human being…, is one of 
responding responsibly.”3 

To begin with, this is a response to a book that, despite the inclusion of numerous 
precedents and influences, can be seen as a compendium of a decade’s or more worth of 
work to come out of Dunne and Raby’s practice and that of their students at the Royal 
College of Art in London.  Yet, it is not solely documentary in fact or intent, as is the 
case with so many professional designers’ publications.  It is true that Speculative 
Everything represents a particular school of design and its school of thought. But what is 
strikingly refreshing is absence of navel-gazing that afflicts so much of student work; or 
for that matter, any body of work that is so insistently idiosyncratic. So to be clear, when 
the authors write that “The most interesting voice…is the designer’s own language,”4 
they mean the knowledge, strategies, and tactics intrinsic to design (e.g., form-making, 
structuring, mapping), not the individual designer’s taste or personal history.   

Even the most cursory inventory of the book’s projects reveals a decidedly outward-
looking perspective.  Projects like Jaemin Park’s When We All live to 150 (2102) looks at 
a population that is clearly not her peer group. Yet, the sight of a grown man riding a 
rocking horse with a child’s bow around his neck evokes a recognition of something both 
distant and immediate. Revital Cohen’s Phantom Recorder (2010) speaks to and of 
people dealing with phantom limb syndrome—an even more marginalized group than the 
elderly (who, as Park realizes will hardly be marginal in the future).  Catherine Kramer 
and Zoe Papadopoulou’s work on The Cloud Project asks us not to just consider the 
possibilities of scientific manipulations of the environment, but also to inhale and taste it 
with ice cream-flavored vapors and fizzes.  Narcissism has no place in the future—and 
these futures are visceral. 

So, if not a portrait of a particular time and place in design pedagogy, what then are we 
reading? In a time of dire pronouncements about design’s deleterious affects on the 
planet’s health, a time when designers are urged to take actions ranging from not 
designing at all to a retrofitting the world on infrastructural scale, Speculative Everything 
is a rationalization of what on the surface appears irrational. Dunne and Raby offer 
arguments for the vital importance speculative, fictional scenarios whose primary 
function is to change minds about what we sell and buy, not persuade us to buy and sell. 
Products, albeit peculiar products, are removed from marketplace speculation to question 
the values underpinning design qua design—a practice and profession too often blinkered 
by its task-oriented nature. In this light, even experimental design is considered 
instrumental, a shortsighted means to an end—usually a means to an object or product—
not a means to questions prompted by objects.  

To substantiate their case for this breed of speculation, which is adamantly different from 
conventional R&D, Dunne and Raby place their design fictions within the context of 
precedent and compare them to similarly ambitious works art, literature, and film—in the 
process, making design part of the larger genre of ‘what if,’ of utopian and dystopian 
futures. (The latter dominate Speculative Everything, in another counterintuitive move on 
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the part of designers.)  This, however, is more than a quest for legitimacy—a quest 
designers never seem to tire of—but a genuine effort to think the future together with 
others who may or may not be designers and, in doing so, in the words of Phillip Lopate, 
“…feel a little less lonely and freakish.”5  

Even so, in this and past publications like Design Noir, the authors are at pains to 
differentiate their work from that of artists, ostensibly because it would then seem to be 
completely irrelevant to the typically pragmatic field of product design.  In Speculative 
Everything, however, there is a preponderance of examples drawn from art. To the point 
that, in curating like-minded investigations, they make the already blurry line between art 
and design almost irrelevant.   I would say usefully so, in spite of the authors’ claim that 
it is “[d]esign [which] can give experts permission to let their imaginations flow freely, 
give material expression to the insights generated, ground these imaginings in everyday 
situations, and provide platforms for further collaborative speculation.”6  

There are two issues raised by this claim:   

The first is to do with “design.”  The argument generally goes that designers have access 
to systems of mass and niche production, giving them special purchase on the material 
realities they choose to reconfigure.  But this book is decidedly not a narrow critique of 
the design industry, but more a critique of willful ignorance of a market-driven society.  
So why the need to cite designers as especially privileged in this context?  Indeed, one of 
the pleasures of Speculative Everything is finding design situated among other 
speculative pursuits—not to mention the bonus of resources identified in art, literature 
and film that readers will no doubt bookmark for later reading and viewing. (There is also 
an excellent bibliography of 173 other relevant titles.)  Unfortunately, the level of 
analysis of individual pieces (whether by Matthew Barney or Julian Barnes) is often 
frustratingly abbreviated; the works are used as touchstones more than arguments about 
particular issues.  But then this is not a book organized around issues; it is a book about 
how to best confront them, which is why the first impression of a compendium of 
projects lingers. 

The second issue is to do with the word “experts.” The experts cited are “…ethicists, 
political scientists, economists, and so on…”.7 There is unquestionable value in working 
with erudite thinkers, shakers, and makers in what the authors describe as the “privileged 
spaces of conceptual design.”8 The drawback, however, is that the conversation is not 
particularly accessible to those not among the cognoscenti.  Even graphic, scatological 
pieces like Sputniko’s Menstruation Machine  (2010) are not fully comprehensible 
without an accompanying description.  The same is often true for a fair portion of the 
authors’ own work.  As an image, Needy Robot from Technological Dreams No. 1: 
Robots (2007) is poetic but ultimately mysterious; as a video—in which the idea is 
performed—the point of the piece seems to be even more obscured.  I suspect few, 
outside of those in the know, would understand the reversal of relationship of human to 
machine that is intended.  

In fact, the uninitiated could be excused for thinking it a work of art (not so terrible); or 
even a work of advertising (terrible), given how skilled media has become in tailoring its 
sheep’s clothing.  As architectural historian Antoine Picon points out: “Capitalism today 
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is all about emergence, creativity, indetermination, and so on, which is exactly the 
vocabulary of neo-alternative movements. … this is why capitalism resembles alternative 
movements…”10  And vice versa.  This, despite the fact that speculative design is self-
consciously organized around completely different values.    

Dunne and Raby have worked hard to find a way out of this double bind and to move 
away from the perception of the work of speculative design as academic or hermetic.  
They write: 

Early on, we did everything we could to avoid exhibition work in a white cube, 
and everything it stood for We showed in shop windows, homes, shopping 
centers, cafes, gardens.  But always the work became about the space itself, or the 
context rather than the ideas we wished to explore.11 

They concluded that museums and galleries—“intimate, unmediated, and 
contemplative”—offer less contaminated spaces for their experiments. It would seem 
they are seeking laboratories more than forums.  After all, they are seriously brilliant mad 
scientists in  their own right, and they are deserving of the prestige and the king of 
exposure institutions like the Museum of Modern Art in New York can confer.  Yet, I 
feel more hopeful about the possibilities for the work’s affects when it finds itself in the 
science museum. The advantage of the science museum over the art museum is that they 
tend to reach a broader demographic.  Also visitors expect to interact in their spaces, 
while art museums, even the best, still treat their exhibits gingerly if anyone’s allowed to 
touch them at all. Yet, literally touching speculative objects of the sort that Dunne and 
Raby offer up, is still no guarantee of greater understanding. More to the point, it doesn't 
necessarily elicit further questions or serious second thoughts about the technologies that 
are coming down the pike.   

So I have a fiction of my own—that the projects in Speculative Everything would be 
presented in the form of alternative theater. So much of the work could be made more 
present by a live interpreter, instead delegating the task to label on the wall or even 
aesthetically pleasing videos.  The idea would be to elicit what Steiner describes as 
“understanding in action.”12   And this is a profoundly political position. 

Dunne and Raby’s United Micro Kingdoms (2013), exhibited at the Design Museum in 
London flirts with politics in its depiction of four possible polities of transportation in the 
UK each of which hues to a different ideology: “digitarian” totalitarians, “bioliberal” 
social democrats, “anarcho-evolutionist” libertarians, and “communo-nuclearist” big 
government types.14 What if, instead of seeing these paradigms fleshed out in models and 
figures, they were to be performed (not simply staged) in a way that not only brought 
people together to watch but also to talk? (Or is this direct form of presencing undesirable 
in the era of blogs, tweets and social media?) If it were, these gatherings could create an 
Arendtian space of appearance15—but one in which speech and action (the catalysts for 
change) are joined by things. Perhaps speculative design fictions might take a step further 
in engendering true political will and action? In a sense, Dunne and Raby are already 
directors—their practice isn’t predicated on making as much as it is on scenario building.  
It would be but a short leap to engage actors who, for example, could through narration 
and Shakespearean asides, engage the spectators and bring this work to life. 
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At one point the authors muse, “One can’t help but wonder if ideology…is at the source 
of true innovation in the sense that new ideas and thinking come from new and different 
ways of viewing the world.”16 I would add “talking together” to “viewing” and also 
suggest that there is a powerful model in the Polish Young Theater movement of the 
1970s and 80s.  Actors staged performances in blood donation centers, in housing units, 
and various other everyday environments—often including members of the audience 
(residents of apartment blocks) in their plays.17 The stakes in 1970s Poland were the 
possibility of a democratic society.  The stakes in the 21st are the possibility of a humane 
future on a compromised planet.  The work in Speculative Everything needs to find its 
way out of the margins—albeit highly credible and prestigious margins, or we may 
marginalize ourselves out of existence.  Publishing the work is important, necessary and 
admirable, but staging it might make it even stronger. 
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As if to add insult to Ad Reinhardt’s injurious quip that “Sculpture is something you 

bump into when you back up to look at a painting," Fred Wilson’s Untitled (Pride & 

Prejudice) is denied even the possibility of a bump, much less being seen by most of the 

people who pass through Parsons’ 2 West 13
th

 Street lobby. Wedged into a corner behind 

a security desk and at the back of an elevator cage, Wilson’s sculpture seems covered by 

the same cloak of invisibility that keeps issues of race under wraps in politics today—

race being the real reason for the intransigence of the right under Obama. 

 

However, in spite its location and the implications of self-effacement, Untitled (Pride & 

Prejudice) is a strong piece of politics, though not without its subtleties. Wilson takes two 

tropes—an adult figure, modeled after a mash-up of classical Apollo’s, and a figure of 

shoeless farm boy a la Norman Rockwell—and combines them in one genre, what we 

might call the aesthetic subspecies of mass-produced lawn ornaments.   

 

This is a very different kind of holy trinity: a triad class relations. There’s the bourgeois 

suburban sculpture, the lower class child, and upper class(ical) man.  The piece’s subtitle, 

Pride & Prejudice—a pun on Jane Austen’s novel of manners—seems to supports this 

reading. But only at the expense of the obvious double entendre of “prejudice.”  Clearly, 

the man is white and the child is black and they’ve been joined (actually glued) together 

to provoke a cognitive dissonance between form and content, between style and meaning.  

 

And yet, the nondescript—again, almost invisible—gray of the concrete almost mutes the 

incongruity of the two figures. They seem of a piece, but it’s a nasty piece of American 

culture. One in which African-Americans are egregiously infantilized.  This is an 

unbalanced relationship caste in cement. 

 

Unbalanced, yes but perhaps not in the most obvious way.  Might the hierarchy of race 

relations have been inverted and subverted here after all?  It might if we take a page from 

the Lives of the Saints, or rather, discredited saints—namely the de-sanctified St. 

Christopher.  Christopher (who lost his place on the Catholic calendar in 1969) is always 

portrayed carrying the Christ Child on his shoulder.  Nonetheless his image and his 

medals were such a part of a Catholic childhood that I can’t help but see him here.    

 

Legend has it that a child asked Christopher to ferry him across a river, and over the 

course of the journey the child became extraordinarily heavy. It seems Christopher not 

only had the weight of the world on his shoulders “but also Him who made it.”  Wilson’s 

child then is as much if not more a god than the Apollonian Christopher who holds him 

up high. 

 



Three questions: 

1) Is Untitled (Pride & Prejudice) reflective of race / class relations at The New School?  

 2) Is Untitled (Pride & Prejudice) reflective of race / class relations in the place you 

come from?  

3) Have you ever “bumped into” Untitled (Pride & Prejudice) before? 

 

        

 


