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ГРАНИЦЫ ИСКУССТВА 

 
В статье рассмотрен вопрос разграничения искусства и неискусства как актуальный для современной культуры. Анализ осуществ-

лен со ссылкой на теорию Тьерри де Дюва, который выдвинул идею имени искусства как перформатива, который осуществляет разме-
жевание. Сам акт именования регулируется эстетическим суждением, которое сохраняет свои традиционные характеристики, но изме-
няет свой предмет. Наша задача – проверить эти теоретические допущения. На основании анализа доказывается, что перформативная 
сила имени искусства обусловлена не эстетической природой суждения, но социальными и культурными факторами, а суждение о прекра-
сном и суждение об искусстве являются различными по сути. Причем суждение "это – искусство" следует рассматривать как политичес-
кое, ведь оно регулирует не только разграничение искусства и неискусства, но и размежевание социальных позиций и права судить. 
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THE BORDERS OF ART 

 
The paper examines delimitation art and non-art as a crucial issue in contemporary philosophy of art. This thesis is developed with a special 

reference to Thierry de Duve’s nominalistic theory and is argued that this theory traces some opportunity for seeking answer the question indicated 
in the title. The author agrees with the main idea that name of an art is a performative, which makes changes in our mind and transform a mere 
thing into a work of art. This is an actual way to create the borders of art, which means to accept a unique point of view with a unique attitude to the 
world. The article states that the provocative statement "all can be art, but not all is art" gives us necessary tension to overcome the traditional 
essentialist mode of thinking. However, the author puts in question the ideas, which have implicit essentialist connotations. 

Duve’s theory argues that aesthetic judgement is a main condition for establishing the borders of art. The theory explores a crucial change of judgement about art. 
The judgment "this is art" is functioning like the judgment “this is beautiful” in the previous time and they two have equivalent attributes in the art and human life. I 
refute these ideas as not convincing and prove the alternative theses: the name of art performative power is determined primarily with social and cultural factors (not 
aesthetic judgment). The author offer the TV show episode The National Anthem (Black Mirror) as a model for testing the theory. It is evident that modern notion of art is 
tied to existence of the autonomous social "artworld" (Arthur Danto), or cultural field (Pierre Bourdieu) or social system (Niclas Luhmann). Any judgment about art 
cannot escape its destiny to divide people and social opinion. As a result, we have at least two subjects (instead of one) with different statuses and authority to say and 
to be heard. The author concludes that judgment “this is art” is political as such but judgment “this is beautiful” is not. 

Key words: Thierry de Duve, name of art, borders of art, art and non-art, system of art, art and policy, aesthetic judgment. 
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THEORETICAL FRAMEWORK AND METHODOLOGICAL CONCEPTS OF DESIGN CULTURE 

 
The article is devoted to introducing new theoretical frameworks and methodological concepts from the field known as science and technology 

studies (STS) and discussing their potential for design history. The concepts of design and culture are analyzed and compared within the article, provid-
ing the possibility of developing the complex concept of “design culture”. The study shows that design can be considered as a social and cultural phe-
nomenon, that design historians may find that the sociology and the history of technology can provide an appropriate theoretical framework and meth-
odological repertoire for studying design, not only as the part of art history. The article introduces main concepts from science and technology studies 
that might be of particular value to design history and culture, focusing on actor-network theory, script analysis and domestication.  
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Formulation of the problem. Trends in the study areas of 

design spread beyond consideration about it as historiography 
of "good designers" and "good design objects". In the twentieth 
century, design is not just a set of phenomena, though it ap-
pears to researchers in manifold aspects of the interaction of 
its elements: from the idea to the planning, production and 
consumption. The interweaving of tangible and intangible ele-
ments of everyday life traditionally belongs to the complex of 
discourse, actions, structures and relationships, derived by 
modern historians and cultural studies researchers as a sepa-
rate academic field delineated as a "culture of design". The 
study of the field reached the theoretical level, focusing on the 
methodological and conceptual aspects of the discipline. 

Design culture as a new field of academic research 
provides new ways of social and cultural studies, reveal-
ing the material world, which reflects the system of body, 
emotional, aesthetic and economic discourse.  

Analysis of research and publications. The theo-
retical framework of the design culture conceptualization 
is built within the concept Modern, modernity and mod-
ernism by Jean Baudrillard, episteme by Michel Foucault 
and discourse by Mihail Bakhtin. Among the researchers 
of the design history and design culture Judy Attfield, 
Anna Calvera, David Carlson, Kjetil Fallan, Garry Julier, 
Victor Margolin and John Walker are the most significant. 

Purpose of the article. The purpose of the study is 
built in a historical paradigm containing multi-conceptual 
components, addressing its proposes defining new paths 
not only within the history of art (which recently claimed 
the definition of design in the narrow frame of applied 
arts), but through implementation problems of design as 
substantive field of cultural studies, sociology, history, 
technology, aesthetics and social philosophy. 

Exposition of the main material of the study. Design 
today is considered not only as the aspect of everyday life, 
but also as the complex theoretical field of cultural and so-
cial studies. It allows researchers to see the most prominent 
paradoxes of modern society and culture. Nowadays it is the 
discussion on the level of ideas and the meanings they me-
diate, which helps constitute a rich conceptual material for 
cultural history. Coming this way, the first thing we need to 
do is to provide a comparative analysis of the design and 
culture terms, as D. Carlson does. “Design and culture have 
always been closely interrelated, but in many instances de-
sign is flaunted as the true measure of culture, rather than 
belonging to part of cultural context of the society. Design 
has become the embodiment of a larger process of creative 
‘culture-mongering’ that has become a means to capture 
ideation, innovation and enterprise and made to stand for 
cultural identity” [3]. 
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There are some conceptual issues within analyzing 
the both terms together, in connection with each other. 
That is why the researcher need to make a terminological 
reduction: “Design has become synonymous with the 
labelling of culture; ’designed culture’, now represents 
not only the emblem of cultural prosperity, but is consid-
ered as a means to legitimatize whole areas of urban 
regeneration, and for gaining international recognition as 
well as mediating for social change” [3]. 

The term of design culture cannot be studied without 
the framework of design history – the concept which also 
need explication. Design history was traditionally consid-
ered as the history of designed objects of high (aesthetic) 
quality and the designers, ideas, movements and institu-
tions that conceived those objects. But today we associ-
ate this term with practices and phenomena, as it be-
comes more and more difficult to maintain or establish 
neat definitions and categorizations of what makes up 
the subject matter for design history. As V. Margolin ex-
plains, “Design history as an academic subject received 
its first major impetus in the early 1970s in Great Britain. 
When design history first began to emerge in Great Brit-
ain, those involved felt it important to mark the subject 
“design” with boundaries that would shape the develop-
ment of its historical accounts” [7, p.34-35]. Modern re-
searcher find two main locations for design history – one 
in relation to the “discourse and particular concerns of its 
own practitioners” and the other in “relation to the wider 
field of design discourse”, where it can contribute to the 
ongoing research about design and its future. 

John Walker describes the term ‘design’ as one with 
complex meaning and structure, with changing attributes 
and connotations. Today we know this word having sev-
eral key meanings: “…like most other words, ‘design’ 
causes ambiguities because it has more than one com-
mon meaning: it can refer to a process (the act or prac-
tice of designing); or to the result of that process (a de-
sign, sketch, plan or model); or to the products manufac-
tured with the aid of a design (designed goods); or to the 
look of overall pattern of a product (“I like the design of 
that dress”)” [8, p.42]. 

That is why, there is a need to provide a wide study of 
these concepts within three aspect of disciplinary reflex-
ivity – historiography, theory and methodology, and epis-
temology. In this article historiography, theory and meth-
odology are being analyzed, concerning the interdiscipli-
narity of the subject.  

Historiographical survey presents a brief outline of 
the development of the design field, theoretical and 
methodological survey discusses a selection of recent 
perspectives and concepts appropriated from other 
fields of study and how it may enrich design history 
research.  

Talking about the general field of design history, K. 
Fallan says that it is “…normally thought to encompass a 
far wider subject matter, including pre-industrial and non-
industrial manufacture, and spanning graphic design, 
fashion, textiles, interior design and craft” [4, p.4]. 

It is important to remember the sources that played 
their big role in design history conceptual formation. For 
example, it was the journal Block, which was established 
in 1979 (and discontinued in 1989). Inspired in particular 
by French social theorists such as Pierre Bourdieu, Jean 
Baudrillard and Michel Foucault, this new journal provided 
the articles where art history, cultural studies and design 
history were exposed. Also, the authors of this journal did 
not agree with rejection of academic approaches of art 
history influencing the subject. They explained design his-
tory as ‘the undergrowth of visual culture’ [4, p.7]. 

Another important journal was the Journal of Design His-
tory has showed design history in variety of its representa-
tions, including articles about history of creative ideas and 
matching them with studies of economic and political history 
and post-colonial, feminist/social and cultural context, com-
bining with history of technology and business history. Other 
sciences presented in the journal were ethnology and psy-
choanalysis. The Journal of Design History enlightened 
such crucial subjects as “legal matters of designs (intellec-
tual property problems), consumption, propaganda films and 
television, design journalism, aviation design, participative 
design processes, eco-design, period furniture, toys, import 
trading, bicycles, packaging, product photography, com-
puters, artificial limbs and do-it-yourself boat building have 
been probed” [4, p.7]. The great number of topics and 
methods represented in that journal makes it ever more 
complicated to find the exact meaning of design, design 
history and design culture. But with the help of such diversity 
there is a big chance to discuss and understand as much 
aspects of this theoretical field as we can. 

Talking about the meaning of design history within the 
theoretical discourse, Judy Attfield, a prominent design 
historian, has taken a particular interest in material culture 
studies and considered one of the prime virtues of material 
culture studies approach to design history to be ‘that it 
does not exclude any artefact or part of the mundane eve-
ryday object-word and meant venturing into territories that 
were once considered beyond the pale’ [1, p.373]. 

The historiographical survey shows the importance of 
exploring how design history has developed over the XXth 
and XXIst centuries and has included some of the influen-
tial debates and concerns that have shaped the field.  

The theoretical and methodological concepts should be 
explored more thoroughly in design history. They can trans-
form the reception and vision of design history beyond than 
just the discipline of art history or technology history.  The 
narrative of design history usually stuck to formal and aes-
thetic aspects, although it needs the contextualization that 
can be different and more interesting one. 

One of the most popular method of design history rese-
arch is actor-network theory: the networks is a large and in-
tricate field of connections and communication between ac-
tors (actants), and the roles of the various actors highly dissi-
milar. K. Fallan explains the principle of the theory in details: 
“But who are these actors? Imagining the analysis of the de-
sign process, a general, tentative, and far from exhaustive list 
could look something like this; company management and 
board, product planners, product management, in-house de-
signers, consultant designers, engineers, technicians, produ-
ction workers, sales department, marketing department, ad-
vertising agency, trade unions, interest groups, media, distri-
bution systems, sales channels and a multitude of user 
groups. The list can no doubt be expanded and modified, de-
pending on the character of the case study, but it can at least 
indicate the contours of a network’s complexity” [4, p.69]. 

There is a challenging problem within this theory, con-
cerning the issues of interactions between human and non-
human actants inside the common network. Though it can 
develop into promising perspective of analyzing design proc-
esses, products and their meanings in the writing of a cultural 
history of design. Another problem is that researcher can be 
seduced by the agency of the co-called “great human actors”, 
losing sight of the other inhabitants – humans as well as non-
human – of the actor network, as K. Fallan also admits. “De-
signers thus refine actors with specific tastes, competences, 
motives, aspirations, political prejudices, and the rest, and 
they assume that morality, technology, science and economy 
will evolve in particular ways. A large part of the work of inno-
vations is that of ‘inscribing’ that vision of (or prediction about) 
the world in the technical content of the new object. I will call 
the end product of this work a ‘script’ or ‘scenario’” [4, p.79]. 
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This methodological possibility while analyzing the cul-
tural history of design is called “script analysis”. This theory 
can be a very convenient tool if researcher wants to get 
how a user of a product functions, aesthetic expressions, 
social meanings and cultural identities are constructed. 
Therefore, the script analysis verifies the highest possibili-
ties that design sphere in its historical perspective. 

Both actor-network theory and script analysis aim at 
moving back and forth between the sphere of production 
and the sphere of consumption/use in order to under-
stand the co-production of meaning. Consumers/users 
play active roles in forming their lives through creative 
manipulation of objects, meaning and social systems 
according to their needs, desires and abilities. As K. Fal-
lan says, “In their daily lives people use products by inte-
grating and consuming them. At the same time, people 
are consumed by the products as they respond to them 
and engage with their properties, functions and forms” [4, 
p.90-91]. This specific relationship between human and 
non-human actors (people and products) is what the Brit-
ish sociologists (e.g. R. Silverstone) name as the final 
stage of a “process of domestication”, which is another 
methodology used within design cultural history research. 

The process of domestication means that consumers 
transform the things they use so they suit their needs and 
desires in the best possible way (utilitarian, emotional, and 
symbolic). And this is a reciprocal process: consumers be-
havior, feelings, and attitudes are transformed by the artifacts 
they own. When the products’ meaning has been negotiated, 
constructed and stabilized, it can function as a personal ex-
pression for the user. K. Fallan provides a definition of do-
mestication concept: “Domestication is a multidimensional 
process of negotiation that involves human and non-human 
actants and is characterized by conflict collaboration. … Do-
mestication is thus neither a harmonious nor a linear process 
– it is normally conflict-ridden and dynamic. … Needs and 
desires might change, external symbolic codes might be 
internalized or new users might be enrolled. Such situations 
can lead to redomestication of the artifacts. … Using the 
concept of domestication as a prism can provide new insight 
into what the consumption and use mean” [4, p.92]. 

This methodological theory in some cases can be the 
best way for the researcher: some kind of intermediate 
position arise, where parts of the script is subscribed to 
and other parts rejected or misunderstood (de-inscribed), 
and a process of negotiation commences where both 
product and user are adapted and transformed until a 
satisfactory degree of domestication is achieved.  

There is an interesting example about old American 
automobiles are not only changed and adapted by their 
owners in Cuba, but also, though they are everywhere on 
the Cuban streets and in whole Cuban culture and eve-
ryday life, the cars also change and adapt their users. 
This process is what domestication is all about.  

The concept of domestication is a methodological tool 
used to analyze how consumers turn things in their artifi-
cial environment into useful things, memorable objects 
and valuable symbols. “One of its most attractive quali-
ties is that it follows the artifacts way past the purchase 
phase and thus facilitates studies not only of consump-
tion but also of use” [4, p.97]. Agreeing with K. Fallan, we 
can say that the feature of domestication can reveal its 
deep meaning in design cultural history.  

More interesting is the concept of “domestication of 
ideology” created by Anna Calvera. Her idea is that con-
tents, forms and meanings of ideas, theories and knowl-
edge are transformed by their consumers – just as with the 
domestication of artefacts [2]. But researchers find some 
problems in this theory: “What is lacking in Calvera’s de-

scription to make it domestication proper, however, is that 
such a process entails not only the adaptation of the 
ideas/aesthetics/technologies but also the adaptation to 
the ideas/aesthetics/technologies. Domestication is rela-
tional, dialectic, reciprocal – it is co-production” [4, p.100]. 

Looking at all the possibilities of research, design his-
tory has a vast tradition in appropriating theoretical per-
spectives and methodological approaches from other con-
ceptual fields, from the material of art history, or cooperat-
ing with material culture studies today. The methodological 
theories provided here are aimed to support the theoretical 
possibilities of design history, to make it better analyzed to 
meet the challenges of present and future. 

Design in all its controversy, from conceptual contents to 
historical paradigms, from production, through mediation 
and to final use. Its subject matter has expanded far beyond 
the narrow attention to “good design” and “great designers” 
that once were the most significant within the discipline that 
it might perhaps be beneficial to use term “design culture”. 
G. Julier defines “Design Culture enquiry traces a cartogra-
phy that exposes and analyses the linkages of artifacts that 
constitute information flows and the spaces between them. 
Second, while one might dwell on individual artifacts, this 
process requires these to be seen relationally to other arti-
facts, processes, and systems. Third, it may be mobilized 
not merely as analysis, but as a generative mode that pro-
duces new sensibilities, attitudes, approaches, and intellec-
tual processes in design practice. In this way, it promises a 
critical and knowing pathway toward the amelioration of this 
runaway world” [5, p.76].  

Conclusion. Today the most prominent researchers 
admit that design history does not have a very well-
defined theoretical framework and methodological appa-
ratus, nor has this seemed to be a particularly prioritized 
area of inquiry. But critical discussion of the discipline’s 
own history is therefore essential to its present and future 
practice. First of all, it lies out of the critique of the heri-
tage from art history. But now we know that the theoreti-
cal field of design history is better suited to deal with a 
subject matter far beyond the applied arts. And then it 
develops into the broader academic domain of cultural 
studies and the humanities, still remaining in various rela-
tions to design practice and design research.  

In such way, the aspect of design history got from 
material culture studies before ending up arguing for a 
cultural history of design with design culture as an object 
of study. As Fallan states, “…that includes both the mate-
rial and the immaterial aspects of everyday life. On one 
level it is articulated through images, words, forms and 
spaces. But at another it engages discourses, actions, 
beliefs, structures and relationships. This shift in the fo-
cus and practice of design history is grounded and re-
flected in changes in the theoretical and methodological 
aspects of the discipline” [6, p.16].  

We can’t expect that all humanities and social sciences 
will be charged within design culture as their point of em-
pirical convergence. But if design history is thought of as 
“the history of design culture” or as “the cultural history of 
design”, then it will be relevant to the humanities and so-
cial sciences more and more and appropriately, and it will 
also help integrate the field design history with cultural and 
social disciplines and integrate their research of new prob-
lematic and methodological instruments.  

D. Carlson says that “There is an opportunity … to 
employ an approach to combine the knowledge of in-
digenous people’s and ethical ecological design, to per-
mit an exemplary form of sustainable ‘cultural permacul-
ture’ to be evolved. Central to this new concept would be 
to develop an approach to Culture that maintains an au-
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thenticity and meaningful use of identity, through a broad 
based and holistic approach. This progression involves a 
paradigm shift in the nature of cultural dependence – 
from relying primarily on universal globally imported cul-
tural criteria, to more specific, locally based, and the ref-
erencing of native traditions, rituals and symbolism. It is 
necessary to look further and include values such as 
authenticity, aesthetics, affectivity and compatibility, and 
to see the real value of culture as designing through the 
lens of humanity, to create memorable experiences, and 
emotionally rewarding objects [3]. 

Following these prominent ideas, there is assurance 
in the vast perspectives of design cultural history re-
search. And after the discursive levels of historiography, 
theory and methodology, there is a need to talk about 
epistemological level of design culture perception. 
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ТЕОРЕТИЧНЕ ТА МЕТОДОЛОГІЧНЕ ОБҐРУНТУВАННЯ КУЛЬТУРИ ДИЗАЙНУ 
 
Стаття присвячена введенню нових теоретичних основ і методологічних концепцій з галузі, відомої як науково-технічні 

дослідження, та обговоренню їх потенціалу для розробки історії дизайну. У статті здійснюється порівняльний аналіз понять 
дизайну та культури, що забезпечує можливість розробки комплексної концепції "культури дизайну". Дослідження показує, що ди-
зайн може розглядатися як соціальне і культурне явище, історики дизайну вважають, що соціологія та історія технології можуть 
забезпечити відповідну теоретичну основу й методологічний інструментарій для вивчення дизайну не лише в якості аспекту 
історії мистецтва. У статті представлені основні поняття з галузі науково-технічних досліджень, які мають важливе значення 
для розробки історії та культури дизайну, увага зосереджується на акторно-мережевій теорії, сценарному аналізі та теорії одо-
машнення. 

Ключові слова: дизайн, культура дизайну, історія дизайну, історія мистецтва, акторно-мережева теорія, сценарний аналіз, теорія одомашнення. 
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ТЕОРЕТИЧЕСКОЕ И МЕТОДОЛОГИЧЕСКОЕ ОБОСНОВАНИЕ КУЛЬТУРЫ ДИЗАЙНА 
 

Статья посвящена введению новых теоретических основ и методологических концепций из области, известной как научно-
технические исследования, и обсуждению их потенциала для разработки истории дизайна. В статье осуществляется сравнительный ана-
лиз понятий дизайна и культуры, обеспечивающий возможность разработки комплексной концепции "культуры дизайна". Исследование 
показывает, что дизайн может рассматриваться как социальное и культурное явление, историки дизайна полагают, что социология и 
история технологии могут обеспечить соответствующую теоретическую основу и методологический инструментарий для изучения 
дизайна не только в качестве аспекта истории искусства. В статье представлены основные понятия из области научно-технических ис-
следований, имеющие важное значение для разработки истории и культуры дизайна, внимание сосредоточивается на акторно-сетевой 
теории, сценарном анализе и теории одомашнивания. 

Ключевые слова: дизайн, культура дизайна, история дизайна, история искусства, акторно-сетевая теория, сценарный анализ, теория одомашнивания. 
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КУЛЬТУРОТВОРЧІ ВИМІРИ ХУДОЖНЬОГО ОБРАЗУ 
 
Дослідження культуротворчих вимірів художнього образу є актуальною проблемою естетичної науки внаслідок того значення, 

якого набувають мистецькі образи в сучасній культурі, а також нових культуротворчих підходів до сфери мистецтва, котрі 
зумовлені новими реаліями у сфері культурного буття людини у світі. У вiтчизнянiй науці є усталеною i загальноприйнятою теза 
про те, що мистецтво, переважно у своїй образнiй формi, стає активною культуротворчою силою, що безпосередньо дiє на духовно-
емоцiйний свiт людини. Водночас, на нашу думку, культуротворча активнiсть мистецтва може виявлятися i поза безпосередньо 
образним втiленням художньої iдеї. Твiр мистецтва у своєму змiстi здатний вiдбити науково-теоретичнi, моральнi, правовi й інші 
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