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Written in American English
Within the course of this paper we will look at and discuss the value of manifestos with regards to designers and design groups: are they effective and do they promote effective designs and engage designers, or do they limit and restrict the designer and design process?  While there are many definitions of a manifesto, the one on that seems most appropriate to apply to artists and designers and that we will use here is “A manifesto is a particular form of communication predicated on three beliefs: that a change has occurred or some new insight has altered understanding of a situation; that a human agency can change circumstances into something more desirable; and that the timing is advantageous for both the manifesto and the change it seeks. It is a public statement rather than a private one.  A successful manifesto is a call to action that stimulates and coordinates agency.” (Poggenpohl, S., & Ahn, S. (2002)) The three key manifestos that will be discussed are the Symbolist Manifesto, the Futurist Manifesto, and the Think Different manifesto, ranging in time from pre-industrial, industrial to post-industrial civilizations and giving varied views on different ideas, due in part to the difference in time periods and ways the perception of manifestos have changed over time.   
Jean Moréas was a Greek poet and art critic who resided in Paris and gave a name and a face to the Symbolist movement.  The Symbolist movement was born in France at the end of the 19th century in reaction to the naturalist and realism movements (Goldwater 1979: 1).  The Symbolist movement had its roots in France, Belgium and Russia, however it quickly spread to the rest of Europe and North America. The Symbolist Movement attracted very famous artists, writers and poets of the time, such as Charles Baudelaire and Eugène Delacroix (ed. Dorra 1994).  Moréas wrote the Symbolist Manifesto in order to distinguish the Symbolists from other artists’ movements of the time: “We have already offered the name of symbolism as the only one able of indicating reasonably the actual tendencies of the creative mind in art. This name can be supported.”  He not only named it, but by juxtaposing it against the Romantic movement he defined what it is not as well as what it is: “that art would not know how to search into the objective, what an extremely succinct and simple starting point.” (Moréas 1886) However, in defining the Symbolist movement as an outright rejection of realism and naturalism’s use of the real world as a starting point instead of incorporating and expanding upon them, symbolists limited their knowledge and possibilities to interior realities. According to Britannica (n.d.), in later years, Moréas himself rejected Symbolism and turned to more classical forms of inspiration.
F.T. Marinetti, who coined the term futurism (ed. Ottinger 2009) and was the author of the Futurist Manifesto, was an editor, art theorist and poet who reimagined the manifesto as a propaganda tool to market the Futurists' message, forging a link between art and politics. The Futurist Movement, which centered around youth, violence, and technology such as cars and airplanes, believed that the future was industrial and was one of the first to deliberately broadcast its agenda to a global platform (Tisdall & Bozzoll 1977). Futurist painters were inspired by Cubist techniques but also portrayed movement by showing an object’s movement across the canvas (Lista 2001).  Futurism was also inclusive, encouraging every medium of art, with many parallel movements springing up across Europe after the publication of the Futurist Manifesto in Le Figaro in 1909 (Perloff 1926).  It was an extremely successful propaganda tool, and was promulgated widely at several international conferences. It is notorious for it’s 9th point: “We want to glorify war - the only cure for the world - militarism, patriotism, the destructive gesture of the anarchists, the beautiful ideas which kill, and contempt for woman” (Marinetti 1909) and is widely responsible for a negative image of the manifesto. The brutality and sobering reality of the First World War effectively ended the Futurist movement although it did linger on into the 1920s and later became associated with Fascism. (Humpherys 1999) The Futurist Movement was about looking forward and to the future while leaving the past behind.  While the future may hold many bright things, by disregarding the past, Futurists severely limited themselves and the knowledge they could gain to move the Futurists forward in their art.  To quote George Santayana (1905), “Those who cannot remember the past are condemned to repeat it.”
Steve Jobs founded Apple in 1976, actively marketing their products to artists and designers (Isaacson 2011). While it is widely debated if Steve Jobs was himself an artist and designer, he most definitely was a facilitator of art and design, not only in his close partnerships with designers but also by making his products readily available to all (Zittrain 2011).  Apple has used manifestos as marketing tools to appeal to certain segments of the population.  Their most successful manifesto, Think Different, was originally part of the 1997 Apple comeback campaign released after Steve Jobs was newly returned to Apple as their CEO when Apple purchased his failed company NeXT Computer (Stross, 1993). It was the ad campaign that rebranded Apple, a company that at the time was in danger of going bankrupt.  It promoted the idea that the Apple brand was different and innovative, introducing the notion that misfits were cool and something to be desired, pushing the agenda of change is essential to consumerism: “Here’s to the crazy ones. The misfits. The rebels. The troublemakers. The round pegs in the square holes.  The ones who see things differently. They’re not fond of rules. And they have no respect for the status quo. You can praise them, disagree with them, quote them, disbelieve them, glorify or vilify them.  About the only thing you can’t do is ignore them. Because they change things. They invent. They imagine. They heal. They explore. They create. They inspire. They push the human race forward.” (Apple 1997)  The Think Different manifesto coincides with Poggenpohl’s definition of a manifesto as it: challenges its target audience to alter its understanding of a situation (Think Different), demonstrates that individuals can cause desirable change by specifically using unique individuals in its print campaign, and as the timing was perfect for the launch of the campaign, as the turn of the 21st century at that point in the digital revolution was an ideal time to rebrand Apple.  The Apple campaign, using the Think Different manifesto, ran over two years on posters and TV featuring the most prominent artists, designers and thinker across the ages.   It was the most successful campaign in the history of the company and with legendary success turned Apple’s prospects around in a matter of weeks. Tragically however, Steve Jobs died in 2011, leaving behind his legacy in the form of Apple (Misa 2011).
Many different groups, including artists, governing bodies and corporations, utilize the manifesto as a way to broadcast their message to the public and disseminate ideas (Poggenpohl). However, before the manifesto was reenvisioned by the Futurists as a propaganda tool, it was (and still is) used by artists and designers as a witty way to disseminate ideas or outline a motive.  The manifesto was associated with negative connotations thanks to F.T Marinetti and the Futurist movement of the 20th century with their emphasis on violence and rejection of the past, but has been transformed yet again by the advertising agency into a modern day marketing tool to target consumers.
Through our examination of manifestos in the preindustrial, industrial and postindustrial ages, we can see that manifestos have evolved from statements used to define movements, as in the Symbolist manifesto, to tools that are used to sell movements, as in the Futurist manifesto, to tools that are used to sell products, as in the Think Different manifest, and so their use to art, artists, design and designers has also evolved. In the Symbolist manifesto, they were used as aids to the artist in designing their product and now, as in the Think Different manifesto, they are used as aids to market said product.  They can also lead to the ultimate downfall of a movement, as in the Futurist manifesto, when it came to be identified with war and the Fascist movement.  It can be concluded that manifestos hold a unique place in history through all their various manifestations over the centuries.  They can be useful to designers and design movements in forming unique design processes and forming and disseminating their message or product to the world. The power of the manifesto has put into motion some of the most successful art and design movements of their times.  They have given credibility to artists, as well as given them an innovative way of reaching a global platform and of redefining their image with a written design.

Earth to Earth

How perfect to a take a plant or animal fiber and create something whole, watching every step of the process.  It is like watching your child fly away into the world.  This is my process, from earth to earth in its entirety. I believe that these steps, while not traditionally thought of as design, are in fact all integral to the design process. As designers, should we not know the whole? 
A truly handmade item is not merely a work of art, it is a masterpiece of workmanship. The industrial revolution changed the world irrevocably, replacing handcrafted items with mass-produced ones, in the process losing not only the appreciation for but the skills needed to create those selfsame handcrafted items.  
Mass-production, while generating economies of scale, is detrimental to the environment.  The environment suffers from the individual’s loss of skill, as do we; we are just not as aware of it as the environment, as evidenced by rising sea levels and extreme weather patterns.  In the digital age, we can now customize those mass-produced items and are regaining an appreciation for individual, handcrafted items.  
Mass-production is based on production lines and therefore a dissociation between product and producers.  People queue everyday in lines; our fabric is made up of interlocking lines, because many lines make a whole. What is a perfect line? One that is straight as an arrow or one that is beautiful to look at?  Is a perfect line a whole line, or is it broken up into many smaller lines, jagged or smooth? I believe that there is a unique perfection in imperfection. 
It is the designer’s job to create so that with careful design and planning there can be beauty in function. Design is functional, yet it may also be beautiful. In promoting design, do we promote beauty before function? Or is it necessary to promote function before beauty, and are the two mutually exclusive?  Why is that we cannot have both?  
Flowers are the ultimate example of beauty in function.  Despite the outward appearance of their delicately curved limbs and petals that form a delightfully curving, wilting frame for the bee to land on, they are composed of tiny geometric shapes that are invisible to the naked eye. Why is it that when we look at a flower, we see not a myriad of miniscule triangles, but something more sweeping?  Is it because we do not want to see what is really there?
People seldom see the impact fabric has on their life.  If we did not have fabric, what would we be? Cold, naked? It is such an integral part of life - newborns are immediately swaddled in a piece of fabric, being practically the first thing a baby touches before being returned to its mother. Natural fiber is the warmest thing on this earth, second only to another human. We need it like we need the air we breathe.  
Handweaving laid the foundation for the modern textile industry.  There are many other ways to produce a piece of cloth, but hardly a better one.  Handweaving not only requires the skills to create a weave, but also requires the technical skills needed to master a machine whose construction is quite complex. 
The finished bolt of cloth, before it is cut, can be a work of art, the underappreciated caterpillar in its chrysalis state, a thing of rare beauty that, while not valued for its visual appeal, is in so many ways its most interesting state. There are so many processes that make up a bolt of cloth, from shearing the sheep, to spinning the yarn and weaving the fabric. All of these steps take a great deal of time and skill, none to be taken lightly. Each of these take years to master. 
Fibers hold us together, they keep us warm, we grow them, we harvest them, we produce fibers on our own bodies; in essence we are made up of fibers, tied together, falling apart, growing fresh and disintegrating into the earth that we are born from. We are made of fibers; we are the fabric of reality held together by fibers.  There is nothing more useful, more essential to this life than fiber. There are no man-made fibers that stand the test of time in comparison to a natural fiber; archaeology bears testament to that fact.  No man-made fiber is warmer than that of an animal fiber. The human race, with all its technology, has not outdone evolution.
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