Essay 

Introduction

We are all culturally conditioned depending on our context 

Introduction paragraph- 

Distinguishing between sex and gender: 
[bookmark: _GoBack]For many of us it is easy to identify ourselves as either male or female and consequently identifying with either category when it is labelled as ‘sex’ rather than gender.  It is important to note that there is a sharp distinction between gender and sex. Psychologist Ivan Illich defines gender as that which differentiates 'places, times, tools, tasks, forms of speech, gestures, and perceptions that are associated with men from those it associates with women'  (Illich, 1983) This definition of gender assigns a duality between the genders, which historically has been entirely distinct. Though of course not for all individuals this is as instinctive and sexual assignation is not entirely straightforward, an individual may instead identify as gender ‘non-conforming’ meaning that they believe they fall out of the normative gender binary and do not identify with the associated gender of their birth sex.  the recent increase in individuals identifying as GNC (gender non-conforming) deems, Illich's definition of gender slightly outdated.
The term 'sex' contrarily indicates a 'polarisation in those common characteristics that, starting with the late 18th century, are attributed to all human beings' (Illich, 1983). In layman's terms, sex un-like gender is based upon an anatomical division of reproductive organs. It cannot be subject to individual societal culture. The notion of sex implies that there is an unwavering dichotomy between male and female based upon anatomical features rather than disposition.
'Sex' should be reserved for describing biological mechanisms or structures as it plays no part in any matter that refers to social or psychological aspects that are characteristics of 'males and females'. The terms' male and female' relates strictly to the stereotypical masculine and feminine traits, of which someone may choose to present themselves.
Though it is of common understanding that there is an enormous overlap in attributes between the sexes other than reproductive organs, as for a biological male to display traditionally 'feminine' attributes such as having soft rounded facial features, to be kind natured, caring and compassionate it is not uncommon. This overlap proves that sex is not a meaningful basis in which to be dividing people into distinct groups when regarding anything other than biological factors. 
 'gender' is now routinely used when referring to the assumed characteristics of each sex in a social or psychological sense. In the eighteenth-century western society, theories on gender differences were derived from classical philosophy, Christian ideology and contemporary science and medicine. As men and women inhabit different bodies, they were thought to have fundamentally different characteristics each with their own qualities and virtues. Men as the more physically stronger sex were associated with intelligence, whereas women were deemed to be governed by their emotions making them 
psychologist Gerda Siann explains that 'the resultant formation of terms such as gender-stereotype, gender-roles and gender-identities, therefore, implies that they are subject to social and cultural influences and are only minimally, if at all influenced by sexual characteristics such as chromosomes, hormones and sex organs' (Siann, G. 1994). 
Gender is often used as a category system, though one that is not usually in favour of all individuals. Within most societies, favour is usually inclined towards the male opinion, rather than that of the female. This inequality in opinions has reflected a viewpoint bias towards one single-genders interests rather than an accurate societal representation. The result of has, in turn, created an unequally apportioned representation within positions of power and status between the sexes.
Gender is often used as a category system, though one that is not usually in favour of all individuals. Within most societies, favour is inclined predominantly towards the male opinion, rather than that of the female. This inequality in opinions has reflected a viewpoint bias towards one single-genders interests rather than an accurate societal representation. The result has, in turn, created an unequally apportioned representation within positions of power and status between the sexes.
The drastic extent of gender inequalities that have been evident in the past are on the wane, but other representative examples have remained undeniably present. Looking specifically at the UK, it is clear that the battle for female equality is not over. Albeit women have won a significant number of spectacular victories  including the right to vote in 1918 (though it was initially limited to women over thirty instead of the minimum male age of 21 until 1928), and the right to become ordained priests in the church of England (1994) though women were not permitted to hold higher positions, such as that of bishop in the Church of England until 20 years later. 
Though these improvements have ushered in fundamental progress for women's rights, at other more mundane but particularly vital levels progress has been slow, laborious and in some cases static. Women continue to be massively under-represented at all levels of government; continue to earn less than men in similar positions, and for the most part men in general. The majority of medium and large companies pay higher wage rates to men than to women, according to the latest government figures The disparity, known as the the gender pay gap, reflects the different average hourly salaries earned by men and women. (BBC News, 2018) 
An individual does not have to be a female to be a feminist but instead simply has to share a 'feminist perspective'. Judy Attfield explains that the 'feminist perspective' is one that acknowledges the existence of women as a group within a multicultural society, each with different tastes, values, needs and orders of priority because of the roles they play, the types of jobs they do and the position in society they occupy through the accident of their birth. Feminism is a political position which seeks changes in the interests of women. There is no ultimate agreement as to those changes should be nor what strategies should be used to peruse them since different cultural groups of women have different interests. (Attfield, 1994). consciousness to the diversity between women marks out the distinction between the women's liberation campaign focused in the united states in the early 1970s, from the wider, global women's movement. 
INTRO DEENS MORE GROUNDING IN DESIGN
Design shapes the environment and makes assumptions about women’s place in terms of buildings, public spaces and transport amongst other things. It also provides the imagery women use to form their identity through fashion, advertising and the media generally.  a critical starting point for feminist design historians is to acknowledge the fact that women experience the designed world differently from men. A female point of view in designed goods is essential as it sheds valuable insights into relationships between the female lived experience and traditional design ideals. 
To fully assess the effects of gender and design one must remain impartial to the assumptions which have become an established orthodoxy. though The assessment of design should not treat feminist perspectives as yet another addition to its range of methodologies for, as Lisa Tickner has remarked it is a politics rather than a method NEED REFF. This means that feminism, at its most radical, calls into question many of the most basic assumptions and practises of the discipline. In discussing design history and applying a feminist analysis to it, it is partiqularally relevant to be precise about the historical construct of the term ‘feminist’ and the changes it has undergone. Without an awareness that change is possible there is little point in taking a feminist perspective in the first place. The challenge of feminism is not restricted just to the lives women because it is also relevant to men (gender encompasses the masculine as well as the feminine). Consequently, there is a need for male scholars to examine their own social identities and positions. Such a project would serve a self-critical function in respect of male design historians. If men were to take the lessons of feminism seriously, then the predominantly male discourse of design history would be transformed
Design history still suffers from its provinence in the modern movement, where to some extent it remains, sealed in a time lock which still considers form the effect of function, and a concept of design- the product of professional designers, industrial production and the division of labour- which assumes that a womens place is in the home. Feminist perspectives offer design history a range of historical / critical methods which challenge the mainstream about how it defines design as a practice, about the parameters of what type of designed objects it should examine, about what values are given priority in assessing it and even who it calls designers. 
To advocate design improvements in the environment and in products mainly used by women at present should not be taken as the acceptance of the fact that such improivements can reinforce the traditional supobdinate place of women in society. Many feminist critiques of design point out how a definition of women as a supordinate group is reinforced and made to appear natural though design, though this is the result of the traditional production and consumption of goods. The gendering of production and consumption is the resultant of compliance to the notion that men and women solely exist in separate spheres, in which as a function of industrialisation, men occupied the public world of work (production) and women were confined to the private world of the home (consumption). In response, gendered analyses of design have frequently been concerned with the ‘feminine’ realm of domesticity, as a way of redressing the imbalance favouring the ‘masculine’ public world of work. The traditional narrative of design history assumes that particular areas of the design profession are ‘womens work’; thereby reflecting the predominant division of labour in society. Furthermore, it segregates the sexes through artefacts by endowing these with unnecessary gender definitions, while neglecting the special needs of women who want their own goods designed with them in mind.  
The role of design in forming our ideas about gender power relations often remains invinable, while at the same time it makes them concrete in the everyday world of everyday goods. ‘white goods’ such as washing machines and cookers may reduce the heavy manual labour women perform and those designed by women may satisfy their needs better than those designed by men, but such goods are still manufactured with women in mind- the implicit assumption is that it is they who will be doing the bulk of the washing and cooking, not men- hence the division of labour still remains unaffected by prodyct innovation and improvement. 
Isabelle anscombe’s a womans touch (1984) gives exclusive attentions to women designers who have participated in the history of major design movements since the 1960’s. it helps to set the record straight by giving more emphasis to those women who did manage to penetrate the professional arena- some of them, like charlotte perriand and Eileen grey already known in conventional design history- but who were often overshadowed by male designers with whom they associated through professional or personal ties. However, it soon becomes clear that this women designers approach does little except confirm the prejudice that women are inferior designers except in the so-called ‘feminine’ areas such as the decorative arts, textiles, interior design and fashion. Even where there was an opportunity to alter the emphasis by showing how some female designers were prevented from practicing in the more exclusively male areas of design also in the case of Eileen grey, Anscombe fails to do so. REFFERENCE 
There are other problems related to looking at women designers as the main focus. For instance the restrictions of method in the conventtinnal biography place them in a preset, hierarchical framework ijn which ‘great’ usually male design appears. Is this really because there have been no great women designers? Since linda nochlins essay on great women artists, written in the early 1970’s this has become a somewhat rhetorical question REFERENCE.
 Design is even less of an autonomous activity than art as it needs to be examined in close relationship with the social, cultural, economic and technological conditions which have nurtured its development as a practice. However the historiography which has produced some of the seminal works of design history has established a traditionof pioneers of modern design and an avant guard aesthetic in which few women figure. There is an urgent need therefore to bring to light the work of women pioneers of design careers who, at present face unwelcoming male-dominated enclaves in architecture, engineering, product design and industrial design, where all that is though necessary to meet the needs of women is an eaqual opportunities policy. REFFERENCE 

A considerable body of work has built up around an object-based study of the history of design, which avoids some of the more overtly sexist problems by not focussing on designers REFFERENCE it also marks out for itself a methodology distinct from conventional art history in which the cult of the artists rub off on the art work, thereby giving it a particular value distinct from the anonymous desined object. A woman- designers approach is based on the traditions of such an art history and cannot cope with the anonymous design. This is not to say that object-based study is innocent and neutral in matters of gender. On the contrary a higherarchy has built up around types of objects which gives importance to inductrial design and the ‘machine aestetic’- ie the more obviously masculine- while considering areas such as fashion as trivial and synonymous with ‘feminine’. But the limitations of a woman-designers approach not only diminishes women, it also devales design history as a discipline by using borrowed and inappropriate methodology. REFFERENCE. A feminist critique makes it possible to look at women designers in a new light and to assess their work in the context of the history of a profession which has consistently marginalized them. It also suggests a methodology for design hisyory which is not based on aesthetics or connourship but upon a concern for people. 
A feminist perspective can be quite specific in its focus on use-value. By providing historical explanations for women’s lack of visibility at the production stage, it is possible to understand better why dominant masculine values are constantly reproduced in the material world. Thus, a familiar critique of design history can become part of a more general movement of reform. It is at that particular intersection- that the transitive meaning of design as a verb, as an action can take place. In her essay ‘made in the patriarchy’ Cheryl Buckley uses a ctritique of patriarchy and capitalism to formulate a method for a feminist history of design. REFFERENCE 

Patreiarchy is a useful concept because it explains the dominance of masculine attributes transhistorically as a cultural phenomenon manifested by women as well as men. It serves to explain for example, why some women contribute to the production of sexist ads which degrade women. Nevertheless, because patricarchy depends on stereotypical definitions of male/female and is basically a-historical, it represents many difficulties as an operative concept , not the least of which is the contradictory task of reconciling rather crude male/female stereotypes with a history of changing gender relations.  It should not be ‘woman’ who is made the special case for treatment but the culture which supordinates people by gender, calass, race, etc. and does nothing to question the attributes which position them as ‘other’ and supports man as the ‘norm’. 




Atfield and Kirkham suggest, in A view from the interior, that ‘in order to validate the work of women in the field of production it is essential to assert the importance of the hand-made object produced in the small workshop or in the home itself. 


Now talk about how critiquing design from either perspective isn’tnt necciserally just about awarding accredditiation to women designers but is also about acknowledging what the effects of an almost entirely male dominated industry has left on the production of female use goods- case studied=s anbout subliminal feminine products. Then tail into feminine steryotyping I modern times reinforeces arhaic stereotypes. 




The nuclear family structure, historically glorified by western culture, identifies the elevated male position as its primary institution. The normalised concept of the traditional ‘family’ expounds outward to influence society, thus creating patriarchy that similarly mirrors the values of the family where women are found to be below the male in terms of social status.  

from a very early age girls are bombarded with the media messagery that directs them into believing that their self worth should be based around how they are physically built. this is reaffirmed by the toys that are designed specifically for them. As soon as a child's gender starts to become physically identifiable society guides them towards either pink or blue. The gendered colour scheme is of childrens toys is seems to 

the media represents such limiting stories of women leading them to naturally assume that there is only on the narrative that they can pursue, that of a pink demure existence. Theough the female targeted advertising is a hugely profitable pursuit for these media industries and for all of the advertisers. American women end us spending much more money of beauty in the pursuit of these ideals and myths than on education, which in fact would be of far more benefit in the long run and so under the rhetoric of  emporwement the media completely disempowers women. The media promotes the objectification of women from an early age which then 

the American psychological association has found in recent years that self objectification has become an national epidemic, the more women and girls self objectify the moe likely they are to be depressed, to have eating disorders, lower self confidence, lower abition, lower cognitive functioning and in turn academic performance. Thus if an entire generation of people who are normalised to the concept of womens objectification is just part of social discourse then theres a whole generation of whomen wo are losing out on a meriad of opportunities as a resuly 


Feminist and queer design theory

To fully assess the effects of gender and design one must remain impartial to the assumptions which have become an established orthodoxy, 


Gender of products


Genderless design 

The continual production of pink products for women is almost paradoxical for an industry which is supposed to be the pioneer of societal change , it portrays a lazy industry  which lacks in homogeneity and who do not consider the cultural evolution of an entire sex , but instead caractures the entire female population as a demure and feminine 
 
If designers were to abandon the current traditional approach of unnecessarily gendering the aesthetics of consumer goods, it would diminish the propagation of harmful stereotypes that reinforce the patriarchy and encourage women to resume a subordinate place within western society.

Cyborg Manifesto 

The continual production of pink products for women is almost paradoxical for an industry which is supposed to be the pioneer of societal change , it portrays a lazy industry  which lacks in homogeneity and who do not consider the cultural evolution of an entire sex , but instead caractures the entire female population as a demure and feminine 

In 1927 when time magazine surveyed ten major American department stores, half said that pink was the colour for boys, the association of femininity and pink only happened over the following decades, thanks in part to toy marketing in the 1980s- my little pony. 

The second-wave era of feminism aka 70’s  
Feminism is far more complex that political fervour, more basic than sexual identity it is the representation of femininity as a whole. 

Within femininity, beauty is seen as a commodity. Feminine icons such as Maralyn Monroe and Jane Russel. 
Suzy homemaker. 
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