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WORLD DESIGN HISTORY AND ASIAN DESIGN HISTORY: ISSUES OF 

INTEGRATION  

 

Dr Victor Margolin – Professor Emeritus, Design History, 

University of Illinois, Chicago  

 

 

World Histories: Status and Methods 

 

 World history, as an institutional enterprise with a community of 

scholars, a journal, and a professional association, is a comparatively 

recent phenomenon. Although comprehensive world histories by one or 

several authors continue to appear, there is also considerable activity 

by scholars who focus on specialised topics within a broad framework. 

Methodological issues are addressed at conferences and in a variety of 

publications. In short, world history has become a project with its own 

critical discourse. Among these scholars, however, design historians are 

yet to find a place, primarily because the question of what a world 

history of design might look like has only recently become a topic of 

discussion within the international design history community.  

 

Precedents for writing the world history of a particular cultural 

practice can be found in a number of other fields besides design. These 

include art, architecture, technology, literature, and science. What is 

always at stake in writing such a history is where and how the author 

or authors locate the practice in relation to the political and 

economic forces that have shaped the development of human societies. 

Does a specialist world history become simply the isolated chronicle of 

a particular practice or can that practice be related to other factors 

that contribute to the world's development? In the case of technology, 

for example, Arnold Toynbee recognised its pervasive power in human 

affairs as did Lewis Mumford in his imposing history, Technics and 

Civilization. However, histories of other practices related to design 

such as art, architecture, photography, and film have yet make the 

connection to political and economic forces effectively. 

 

Reviewing representative histories of various practices, one  

notes that each has peculiarities that contribute to the way world 

coverage is sought or achieved. For both histories of art and 
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architecture, inclusion is global so long as non-European cultures are 

treated as ancient, traditional, or native. In H.W. Janson’s History of 

Art, 3rd ed., (1986), for example, all coverage of non-Western art and 

architecture ceases once the Renaissance begins. Marilyn Stokstad's 

widely used Art History, as early as its first edition of 1995, sought 

to remedy this omission in modest and insufficient ways by including, 

for example, contemporary art by Australian Aborigine artists and 

covering figures like the Mexican artist Frida Kahlo, who is also part 

of the international canon. Histories dedicated exclusively to modern 

art such as Modern Art: Painting, Sculpture, Architecture, 3rd ed. 

(2000) do not reject art outside Europe and America entirely but they 

make only token references to it, usually because an artist from 

elsewhere such as the Colombian Fernando Botero or the Korean Nam June 

Paik has made some impact on the Western art scene.  

 

A World History of Design: Problems and Issues 

 

How then can a world history of design overcome some of the 

problems evident in the histories of other practices and in the 

founding texts of design history itself? I have been considering this 

question for more than ten years during which I have been writing such 

a history. Two volumes are complete and the third and final volume is 

in progress. 

 

The first issue to be faced is the limited definition of design 

that has for many scholars confined its study to industrialised regions 

of the world. Rather than consider design to be exclusively a product 

of industrialisation, we need to think of it more broadly as the 

conception and planning of material and visual culture. This enables us 

to find design in all cultures while at the same time, comparing the 

different conceptions of design in those cultures and their ways of 

organising design practice. The problem here is circular. Future 

scholars being socialised into the history of design encounter the 

existing narratives, which have limited coverage outside the Western 

mainstream as is true in the histories of other practices. What is 

mounting the strongest challenge to that limitation is the research 

that is coming from scholars outside the territory covered by the 

current texts. In countries like Japan, Turkey, Mexico, India, China, 

and Brazil, where design education is well established and design 

history is just emerging, aspiring scholars are now adopting 

methodologies from the Western mainstream but are looking to their own 
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cultures for subject matter. When seeking to integrate these local 

histories into a global or world history, we need to understand how 

different cultures have provided for their respective material needs as 

well as how larger forces of politics and economics have shaped the 

conditions for material production in those cultures.(Fig. 1) In a 

world context, we cannot escape discussions of economic exploitation 

and imperialism when seeking to explain particular forms of design in a 

given culture. Whereas Nikolaus Pevsner, writing in 1936, opined on the 

abominable aesthetics of the products on display at the Great 

Exhibition of 1851 (Fig. 2), he said nothing about how that exhibition 

served Britain’s imperial interests. Instead we had to wait for more 

recent scholarship by Jeffrey Auerbach, Louise Purbrick, and others to 

address this topic. 

 

As Karl Marx made abundantly clear in Das Kapital, production is 

firmly embedded in particular forms of economic organisation that 

establish roles for entrepreneurs, managers, and labourers as well as 

for practitioners of all the ancillary occupations such as banking, 

bookkeeping and retailing that comprise the system of modern 

capitalism. (Fig. 3) The changing role of the designer in relation to 

evolving methods of production is thus an important component of 

economic history and needs to be emphasised. If design has been hard to 

detect in economic history, although it is an integral component of 

modern production, a world history of design can and should argue for 

its vital role in economic development. This is one way to assert its 

meaningful connection to other human activities. 

 

>> On Fig. 3: Wedgwood showroom 

Margolin: “This is the Wedgwood showroom. What Wedgwood did was he 

would put all these product samples in the showroom, then they got the 

order and that allowed for just-in-time manufacturing. So when we talk 

about Wedgwood, we really want to talk about Wedgwood’s entire system 

of production, not just the factory and how they make it. It was an 

entrepreneurship combining manufacturing with selling and so forth. It 

was all part of one thing.” 

 

Another issue is the rise of nationalism, not simply as symbolic 

of a nation’s ideals but as the source of the architecture, products 

and instruments of communication on which the assertion of national 

identity has depended. When writing about Asia, for example, one can 
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see trajectories of varied lengths, ranging from the longue durée of 

China and India to the more recent nationalistic assertions of Japan 

and Thailand and later such decolonised territories such as Singapore. 

 

Design is heavily implicated in the drama of national 

competitiveness and it is here that a world history of design can 

assert a significant relation to broader world histories such as 

William McNeill’s, The Rise of the West. Although design is not a 

shaper of structure in the same way that monetary policy is, it is 

integral to the exercise of economic power through its role in the 

creation of technologies of production, commodities for trade, and 

media for communication. Thus, unlike the existing world histories of 

art, whose principal actors are individual artists, the actors in a 

world history of design are also manufacturing institutions and 

governments that have used design as an instrument of economic and 

political nation building. 

 

Within the community of scholars interested in world history, one  

of the principal debates addresses the question of whether the 

historian’s focus should be on abstract economic and social structures 

or whether history is instead a pattern of events in which social 

actors such as housewives, designers, and politicians are animating 

figures. Because design originates with the individual designer or 

design team, even if others shape the conditions of work, a world 

history of design must inevitably be a narrative in which designers as 

social actors play a strong role. The emphasis on the individual 

designer depends on when design as a professional activity appears to 

have begun in a particular country. In Asia, this happened relatively 

late, although if we adopt a broad definition of design as the means of 

providing the artifacts of daily life, we can see the origins of 

contemporary design in the history of national crafts.What gets lost in 

the abstract models of economic and social structures are social issues 

such as race, class, and gender that do relate to economics but have 

additional social meanings as well. A world history of design, for 

example, can and should address the question of race as part of a 

discussion of how nations have historically organised their systems of 

production. This topic has been notoriously absent in design history 

writing and a world history of design can demonstrate that race has 

played a larger part in design’s history than has previously been 

recognised. This has been a particular issue in the United States where 

African-Americans, Asians, Latinos and other minorities have had to 
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struggle for entrance to established professions that were once the 

purview of white people, particularly white men. (Fig. 4) 

 

>> On Fig. 4 - Posters by Charles Dawson, c. 1930s  

Margolin: “…American designers, for many years, were basically mostly 

white men, or a few white women, all middle class people. And then 

since the ‘40s there have been African-American designers on the 

fringes… These are the works by Charles Dawson, who is a major figure. 

He studied at The Art Students League and the School of the Art 

Institute of Chicago. He started a design firm in the black community 

of Chicago back in the ‘20s and worked for many African-American firms 

that were making skin and hair products. This is a poster he designed 

for an event.”  

 

It is also necessary to address the history of racism as it has 

been embodied in designed artifacts such as posters, book 

illustrations, sheet music covers, and other forms of visual culture. 

Stereotypical representations of Asians, for example, have been 

widespread until recent years in Western advertising and graphic art 

and were rampant during World War II when images of Japanese soldiers 

were shown as bucktoothed demons in American propaganda. (Fig.5 and 6) 

Derogatory images of Westerners, both white and black, have also been 

evident in Asia as exemplified by the example of Darlie Toothpaste, 

which was initially called Darkie Toothpaste and made use of a negative 

image of a black person.  

 

      The lack of diverse ethnicities in design history can be compared 

to the absence of women in broader historical accounts until the rise 

of the feminist movement. Sheila Rowbotham’s Hidden from History and 

other books by feminist historians addressed the way that women have 

been overlooked in historical narratives. Design historians such as 

Cheryl Buckley have argued for a redefinition of design in order to 

incorporate work that women have done which does not fit the dominant 

definitions of design practice although much design done by women 

within the mainstream practices remains to be documented. The greater 

inclusion of women such as Ray Eames in design history has begun to 

occur with exhibitions such as Pat Kirkham’s “Women Designers in the 

U.S.A., 1900-2000” of 2002. 
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Conclusion 

 

As I have argued in the previous section, a world history of 

design will most effectively explain design's place in human culture by 

discussing it within a narrative that is driven by political, economic, 

and social factors rather than treating it within a chronology of 

objects or styles that are distributed over time across a geographic 

terrain, no matter how wide. The latter is what historians of other 

practices have for the most part done thus far. 

 

In order to be chronologically and geographically inclusive and 

yet describe how the advent of mass production and mass communication, 

which occurred initially in Western Europe and the United States, 

created the conditions for modern design, I suggest a narrative 

structure is based on three premises:  

 

1) Throughout human history, all cultures have produced the basic 

material and visual artifacts they require to survive. In this 

sense, design in some form has been present in all parts of 

the world at all times. This is certainly the case in Asia 

and, in fact, we see that some Asian countries excelled in 

various forms of design during the early stages of human 

culture. Such examples would include printing from moveable 

type in China and the production of superb swords of finely 

honed steel in Japan. 

 

2) With the advent of the Industrial Revolution, however, 

designing responds to strong forces of economic and 

technological modernisation and becomes an integral component 

of mass production and mass communication. From this situation 

emerges the modern idea of a professional designer although it 

does not preclude alternatives to this idea. At this point, 

design history begins to move away from all non-European sites 

and starts to concentrate on those few countries which were at 

the forefront of industrialisation in the late 18th, 19th, and 

20th centuries.(Fig. 7 & 8) 

 

3) The spread of modernisation accelerates in the 20th century, 

particularly after World War II; hence the modern idea of 

design becomes increasingly evident in all parts of the world 

during this period. This has accounted for the increase in 
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design research in Asian countries. I have been incorporating 

it into my own world history but there is not yet a wider 

spread movement to create truly global histories. 

 

With exceptions such as Deborah Silverman, Jeffrey Meikle, Roland 

Marchand, and Paul Betts, relatively few scholars trained in the broad 

field of history rather than in design history have incorporated 

material culture or visual culture into their research. Therefore, a 

history of design that connects design to world-shaping social forces 

can become a powerful argument for a greater attentiveness by such 

scholars to the realm of things and images. It can also provide a point 

of departure for design historians to engage with other scholars whose 

specialties are economic, social, or political history. 

 

Writing a world history of design as a history of how empires, 

nations, and other political entities have used it to advance their 

political and economic agendas, while also showing how designed objects 

and images have contributed to the formation of personal, national, and 

global sensibilities, links design to the larger problems of world 

history. This is a worthy objective and its pursuit will help to 

confirm design’s central role in the development of human culture, a 

challenge that M+ would certainly be expected to accept. 
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* The following is written as Margolin’s personal reflection on Asian cultural 

production and the broad vision of M+ presented by Dr Lars Nittve 

 

FRAGMENTS 

 

Dr Victor Margolin – Professor Emeritus, Design History, 

University of Illinois, Chicago  

 

 

 

 I have adopted the title “Fragments” for my brief presentation 

today. It is a response to the broad vision for M+ that Lars Nittve 

presented in two inspiring videos that I watched on the Internet. I 

want to indicate that what knowledge of modern and contemporary Asian 

visual culture I have consists of many impressions and experiences that 

I have sought to piece together rather like a jigsaw puzzle, albeit one 

with a lot of missing pieces. I understand from Lars’ presentation that 

the audiences for M+ are multiple, ranging from Hong Kong residents who 

are at the centre of his circular diagram to those from abroad like 

myself who have an interest in Asian visual culture.  

 

 What I would like to do in the brief time I have today is give 

you a short autobiographical account of how I, an American who came of 

age in the late 1950s and 1960s, became aware of modern Asian arts and 

how this awareness continued to develop as I grew older. The growth was 

due not only to my interest and access to resources but to the 

expansion of those resources themselves – more exhibitions of modern 

Asian art, more promotion for Asian design, more recognition for Asian 

architecture, and more concerts and recordings of Asian music. From the 

1960s, artists in Asia have engaged intensively with modernism in all 

its forms from the Metabolists in Japan to graphic designers and art 

directors like Alan Chan in Hong Kong. I would also include here 

artists, architects, and designers of Asian descent in the diaspora, 

who have gained recognition as proponents of modern visual culture 

created with an Asian sensibility. I can think of many including the 

architects I.M. Pei and Maya Lin, the sculptor and industrial designer 

Isamu Noguchi, and the environmental artist Mel Chin and the conceptual 

artist Rikrit Tiravanija.  
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 When I was young, I encountered ancient Asian art in the National 

Gallery in Washington D.C., where I grew up. As a college student at 

Columbia University in New York, I took a course in what was then 

called Oriental Humanities. We read the classics of Hindu and Buddhist 

philosophy and literature such as the Ramayana; selections from the 

Qur’an and from the writings of historian Ibn Khaldun; several books 

from the epic Japanese novel The Tale of Genji; and writings by Chinese 

philosophers Confucius and Lao-Tze. My professors in the course were 

prominent scholars of Asian culture and I was also lucky enough to hear 

a lecture by Donald Keane, a Columbia University faculty member and 

America’s greatest scholar and translator of classical and modern 

Japanese literature. 

 

 I also took a course in Chinese calligraphy with the well-known 

calligrapher and author Chiang Yee, whose series of travel books 

featuring himself as the “Silent Traveler” combined Eastern and Western 

sensibilities both in his watercolour illustrations but also in his way 

of experiencing the many cities he visited and wrote about. I was 

fortunate as well to learn something about Asian music through a course 

on Music of the World’s Peoples that I took with the composer Henry 

Cowell, who was famous for his pieces that included sweeps and plucks 

of piano strings. Professor Cowell brought musicians from various 

cultures to class and one of them was a Japanese monk who played a 

Japanese flute, known as the shakuhatchi, for us. 

 

 My first encounter with modern Asian art was a drawing by the 

Chinese artist Zao Wou Ki. My mother had bought it somewhere and it 

hung in a prominent place in our family living room. Zao Wou Ki studied 

in Hangzhou but his career flourished in Paris. In fact, he was more of 

a School of Paris artist, though he was Asian by birth and training. In 

truth, I did not think of Zao Wou Ki as an artist from Asia and 

consequently did not think of his work as an example of an Asian 

sensibility. 

 

 While a student in New York, I was exposed to modern Asian Art 

through the large semi-abstract paintings of an Indian artist, Mohan 

Samant. Thanks to a friend, I was invited to a private concert of 

Indian music in his studio, whose walls were covered with his sizeable 

paintings. The principal performer was the great Indian sarod player, 

Ali Akbar Khan, who played with tabla accompaniment well into the 
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night. Among the fifty or so people at that concert were Isamu Noguchi 

and Red Grooms but I lacked the nerve to speak with either of them. 

 

 By the time I left Columbia I was at least aware of Asian 

culture, though mostly its historic forms. The art history textbooks 

then, as now, gave little or no attention to Asian arts after the 16th 

century so there was a kind of blackout of Asian modernism in those 

courses. In the early 1960s, the Asia Society gallery occasionally 

showed modern Asian artists as did a few of the commercial galleries I 

suppose but I don’t recall any particular exhibitions. 

 

Once I left New York and moved on to other places I had no 

contact with modern or contemporary Asian arts for many years until I 

began to teach design history in 1981. At that time none of the 

histories of industrial design made any reference to Asian design, 

while the prevailing history of graphic design by Philip Meggs only 

mentioned Japan among all the other Asian nations. In the 1960s, the 

design of both products and graphics was more advanced in Japan than in 

other Asian countries and in the United States we quickly became aware 

of Japanese cars, televisions, and radios as Japanese manufacturers 

competed successfully against their American counterparts. The course I 

taught in design history made little mention of Asian design except for 

the posters of Yusaku Kamakura, Ikko Tanaka, and a few other Japanese 

designers. I did eventually discover books like Scott Minick’s and Jiao 

Ping’s book Chinese Graphic Design in the Twentieth Century and Richard 

Thornton’s Japanese Graphic Design, and I also became aware of design 

in Hong Kong, when I was in Hong Kong in 2000. At that time, I picked 

up two catalogues of important exhibitions curated by Matthew Turner. 

One was Made in Hong Kong: A History of Export Design in Hong Kong 

1900-1960, which was at the Hong Kong Museum of History in the late 

1980s and Hong Kong Sixties: Designing Identity at the Hong Kong art 

Centre a few years later. I also met Wendy Wong during my travels and 

learned about her research on Hong Kong comics. 

 

 In 1989, Design Issues, the journal I co-edit published a special 

issue on Design in Asia and Australia. Our authors included Matthew 

Turner, writing about Hong Kong, as well as other authors dealing with 

design in India Japan and China. Since then we have sought other 

articles on Asian design and have managed to publish a number on design 

in China, Japan, Indonesia, and India.  
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In New York, where I lived for several years in the early 1970s 

and then in Chicago, where I have lived since then, the art and design 

museums devoted little attention to modern Asian art or design. It was 

not until the mid 1990s that the Philadelphia Museum of Art mounted its 

ambitious exhibition “Japanese Design: A Survey Since 1950”, which was 

impressive but did not break any new curatorial ground. I did see a 

comprehensive exhibition of Chinese art and photography from the 1980s 

at the National Gallery of Australia in Canberra about ten years ago 

and then “Between Past and Future; New Photography and Video from 

China” at the Museum of Contemporary Art in Chicago in 2004. While 

these shows were impressive, they appeared as if by magic, disregarding 

the long trajectories of modernism that stretch back at least to the 

beginning of the 20th century. One exhibition I saw that did address 

this problem was “Modern Boy, Modern Girl: Modernity in Japanese Art, 

1910-1935” which was shown at the Art Gallery of New South Wales in 

Sydney. Another historical exhibition from which I learned a lot was 

“Cubism in Asia: Unbounded Dialogues”, which I saw at the Singapore Art 

Museum in 2006. That exhibition, which was shown at several Asian art 

museums, was a revelation to me as I had not previously seen a single 

one of the works on display nor did I know any of the artists. No art 

history text had ever mentioned Cubism outside of Paris and its 

influence in other Western countries. I liked much of the work and felt 

that Western art historians were still labouring under a 

misapprehension that little modern art of value had been created in 

Asia.  

 

It thus seems unfair that Western galleries have been so taken 

with contemporary Chinese art of the PRC, while paying far less 

attention to and even ignoring art produced elsewhere in Asia. In 

design, it was Japan for a number of years that got all the Western 

attention, although with that country’s current economic difficulties 

interest in Japanese design has declined. In architecture, Ken Yeang, 

the Malaysian architect who has become a strong proponent of green 

design, and Wang Shu, the Hangzhou architect who recently won the 

Pritzker Prize, have come to international attention as Asian 

architects begin to assert their own talents after being overwhelmed by 

so many foreign starchitects such as Cesar Pelli, Rem Koolhaas and Zaha 

Hadid.  

 

I began working on a world history of design more than ten years 

ago and after two volumes, I am writing about the period after World 
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War II. I have extensive chapters on design in Asia during the 19th 

century and pre-WWII period. Thanks to good libraries, the Internet, 

and a network of colleagues, I have found ample material for my 

chapters and expect to discover much more when I begin to research the 

period after World War II. In art history, however, I have not yet seen 

a good modern survey of world art that give sufficient attention to the 

modernity, postmodernity, and contemporaneity of the Asian countries. 

 

This brings me to the mission of M+ and I will dedicate the 

remainder of my remarks to this subject. I have spoken about how I 

sought to gain an understanding of modern and contemporary Asian visual 

culture. I was fortunate to spend my university years in such a 

cosmopolitan city as New York and then to have the opportunity to 

travel as a design history scholar to other parts of the world. But 

even with that advantage, my knowledge of this culture remains 

fragmentary.  

 

I therefore want to explore the question of how M+ can become a 

hub or node for the display, debate, and dissemination of modern and 

contemporary visual culture both to remain an institution that 

primarily serves a local audience, but also one that speaks to non-

residents of Hong Kong whose interests may be served by an ambitious 

plan to position M+ as a global institution. I understand from the You 

Tube videos of Lars Nittve’s lectures that he does not intend to follow 

in the footsteps of Thomas Krens and I applaud that. Notwithstanding 

the success of the Bilbao Guggenheim, due in large part to Frank 

Gehry’s bold architecture rather than a powerful curatorial strategy, 

Kren’s strategy has been more about extending a brand name globally 

than in establishing strong local centres of curatorial activity. Krens 

has sought to reproduce a multitude of clones with his worldwide web of 

Guggenheims, all of which import Guggenheim branded art to different 

locales around the world. It is tempting to compare the global 

Guggenheim brand to Wal-Mart albeit with a higher quality of 

merchandise. Perhaps Swarovski Crystal is a better analogy. 

 

 Lars Nittve is also correct in recognising that the museum today 

is far more than a single building. It is a hub or node where knowledge 

accumulates and is then transformed into material and immaterial 

experiences. The physical museum has galleries for exhibitions but 

these galleries cannot handle the many new forms of art that range from 

the earth and land art of the 1980s such as Agnes Denes’ Wheatfield – A 
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Confrontation (1982) to the art actions and projects that have been 

inspired by the relational aesthetics of Nicholas Bourriaud. The fact 

is that the museum today must be organised to promote and manage art in 

multiple forms, both within the actual museum building and also beyond 

it. This means new strategies to commission and publicise new art forms 

that the physical museum cannot accommodate. On the one hand these 

might be physical works or actions but on the other they could be art 

designed specifically for the Internet, whether a home computer or a 

mobile phone. Such works fall loosely under the category of new media 

but it remains to be seen how museums can participate in these new 

media while still retaining a strong curatorial hand. 

 

 The precedent for this expanded field of curatorial and artistic 

practice is the history of collapsing boundaries between artistic media 

that occurred throughout the 20th century and now continues in the 

21st. Duchamp broke the traditional aesthetic boundaries with his 

urinal and ready-mades and this continued with the other avant-garde 

movements such as Futurism, Dada, and Constructivism as well as later 

movements such as Fluxus, exemplified here by Alison Knowles’ Identical 

Lunch. For the most part, these movements have been assimilated into 

museums as collections of artifacts, which is what museums generally 

know best how to deal with. One noteworthy exception was the recreation 

of the experimental Suprematist opera Victory over the Sun when the Los 

Angeles County Museum mounted an exhibit of Russian avant-garde art in 

1980. Today it is impossible to categorise art by forcing it into a set 

of traditional categories. Though art is still produced within 

traditional media of painting, sculpture, or even graphic design, and I 

am personally glad that it is, much work transcends these boundaries, 

not only within the field of art but within the comparative fields of 

art, design, architecture, and even film and theater. Some of these new 

art forms travel more easily than others, not only outside of the 

museum to other physical spaces but from physical space to digital 

space. Therefore, the museum today and for the future is a hub where 

flows of artifacts, images, and ideas are converted through curatorial 

direction into a program of visual culture. I would add here as well to 

this discussion of collapsing boundaries the breakdown of the 

categories of high and low art. Historically museums have been 

reluctant to show anything that might be seen as low art. When low art 

is a theme, as is the case of Jeff Koons for example, curators are 

obliged to present it in the museum as high art. I would like to see 

this binary demolished so that we could have exhibitions that combined 
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both high and low as is the case with the Museum of Corn-temporary Art, 

without the need to elevate both to the level of high art. To 

conclude, I want to return to the question I began with: how does a 

museum dedicated to Asian visual culture begin to establish a coherent 

vision of the present and future while also linking that vision to an 

informative narrative of the past? Exhibitions such as “Made in Hong 

Kong”, “Modern Boy Modern Girl”, and “Cubism in Asia” were all attempts 

to recuperate Asian art and design of the past from the black hole of 

oblivion that they had fallen into. Through the use of physical and 

digital space such a vision can be developed over time such that a 

young person who encounters Asian visual culture at the same stage of 

life that I did would be introduced to physical and digital spaces that 

encourage broader and quicker access to its growing multiplicity of 

forms than the spaces I encountered until recent years. 
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