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ABSTRACT

This study analyzes the evolution of chair design in the Argentine Republic as a sequence of paradigmatic transformations analogous to those described by Thomas S. Kuhn in The
Structure of Scientific Revolutions. Through a qualitative hermeneutic approach, it examines three emblematic cases - the matera chair, the B.K.E chair, and the Aro chair - all situated

within the American Liberal Social Order, but corresponding to three successive aesthetics: non-modern (proto-rationalist), modern (neo-rationalist), and postmodern (eclecticist).

The analysis draws on the categories proposed by Jordi Llovet, who critically adapted Jean Baudrillard’s semiological concepts to the field of industrial design. Llovet’s four
constitutive values of the designed object - functional, aesthetic, symbolic, and economic - are expanded here with a fifth, emergent value: socio-environmental use-value,

integrating ecological sustainability, social justice, and the revaluation of local knowledge.

The findings show that the matera chair exemplifies a phase of Kuhnian normal science (artisanal), in which the functional, aesthetic, and symbolic values appear unified. The
B.K.E. chair, by contrast, embodies a Kuhnian paradigmatic revolution (industrial), characterized by the fragmentation of these values and the hegemony of exchange-value.
Finally, the Aro chair illustrates a new crisis of the Kuhnian paradigm (industrial) and the gestation of a hybrid-sustainable paradigm (semi-industrial, semi-artisanal), in which

the values are critically and ethically reintegrated.

The study confirms that the everyday object — in this case, the chair — functions as a material document of historical revolutions, in which worldviews, modes of production,

and social relations are contested.

*Corresponding author
Ibar Federico Anderson, National University of La Plata, Argentina.

Received: August 08, 2026; Accepted: August 12, 2026; Published: August 28, 2026

Keywords: Chairs, Jean Baudrillard, Jordi Llovet, Thomas Kuhn,
Matera Chair, BKF Chair, Aro chair, Argentine Republic

Introduction

The present study is part of a recent line of research that has
been developing a theoretical framework for understanding the
historical evolution of chair design in Latin America, with an
emphasis on the Argentine Republic. This trajectory has made it
possible to articulate an analytical model capable of interpreting
design objects not merely as functional artefacts, but as material
documents of the social, economic, and symbolic transformations
that run through societies.

The research begins from a central question: how does chair design
transform over time in response to changes in social orders, modes
of production, and cultural worldviews? To answer this question,
a theoretical scaffolding has been progressively built, combining
Marxist historical materialism, the concept of the spirit of the age,
Jordi Llovet’s semiology of objects, and, more recently, the theory
of scientific paradigms [1,2]. This interdisciplinary approach
makes it possible to read furniture design as a paradigmatic field
analogous to the scientific one, in which periods of stability, crisis,
and revolution succeed one another, as Kuhn describes.

Previous studies addressed the epistemological problem of teaching
the History of Industrial Design, which lies in the confrontation
between industrial capitalism and earlier modes of production,
such as feudalism, as described by Karl Marx. It was argued there
that there exists an attitude more political than scientific in denying
the artisanal past within the academic discipline of Industrial
Design - which, as its name indicates, privileges the industrial
over the artisanal. The main theoretical contribution of that work
was the formulation of three analytical categories of Social Order
- feudal, absolutist-monarchical, and liberal - which shaped four
types of aesthetics applied to furniture design: (1) feudal-monastic
aesthetic, (2) courtly-monarchical aesthetic, and (3) a double
bourgeois aesthetic (non-modern and modern), which was later
expanded into a triple bourgeois aesthetic (pre-modern, modern,
and postmodern). In addition, the intrinsic relationship between
the history of architecture and furniture design was exemplified,
as in the use of the pediment in Renaissance furniture, and the
evolution from the chest to the chest of drawers, and from this to
the iron kitchen range, was analyzed as a paradigmatic case of a
technological piece of furniture [3].

Subsequently, a detailed study of chair design was carried out
from a hybrid approach linking Art History with Design History,
overcoming the traditional epistemological separation between
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the two disciplines. A periodization into cultural phases was
proposed, inspired by Giedion’s Zeitgeist, spanning from the
ceremonial-symbolic phase of Pharaonic Egypt (Tutankhamun’s
folding chair), through the logocentric phase of classical Greece
(klismos and diphros), the jurisprudential phase of Rome (curule
chair), the religious phases of European Gothic (cathedra chairs),
up to the courtly phase of the Louis XIV, XV, and XVI styles.
In the industrial era, phases such as the rational and imaginative
(Thonet No. 14 chair), the technical-formal expressionist phase
of the Bauhaus (Rietveld’s Red and Blue chair), the technical-
productivist phase (Breuer’s Wassily chair), the hedonistic Pop
phase, and the ephemeral, eclectic Postmodernist phase (chairs
by Venturi and Starck) were identified [4].

The approach was carried over to Latin America by questioning
the academic notion of what we term country style [estilo campo],
traditionally denied by university teaching but deeply rooted in the
popular and professional imaginary of craftspeople [5]. Through
Jordi Llovet’s semiology of objects, the four constitutive values
of design were analyzed: (1) functional use-value (the useful),
(2) aesthetic sign-value (the beautiful), (3) symbolic use-value
(the symbolic), and (4) capitalist exchange-value (the economic).
Three historical hypotheses were proposed: (1) the pre-modern
hypothesis, characterized by the unity of values in artisanal
contexts; (2) the modern hypothesis, marked by fragmentation
under industrial logic; and (3) the postmodern hypothesis,
which simulates a recovery of pre-modern unity within a hybrid
framework [6].

The typology of the matera chair was then examined in greater
depth through the iconography of Florencio Molina Campos,
whose illustrations capture gaucho life and the mate ritual. It
was argued that the minimalist, austere geometry of the gaucho
piece of furniture — its so-called proto-rationalism - formally
anticipates the European Modern Movement, without having been
influenced by it. This thesis was reinforced through ethnographic
analogies with the Shaker community in the United States and with
the African masks that inspired Picasso’s Cubism, demonstrating
that geometric abstraction is not an invention exclusive to Western
modernity, but a practical rationality present in multiple non-
industrial cultures [7].

The theoretical construction was consolidated by proposing the
notion of the chair as a machine-tool for-sitting, a paraphrase
of the celebrated phrase the house is a machine for living in
(Le Corbusier, 1923) [8], but with intellectual roots in Marx’s
definition of the machine-tool [9] as the starting point of the
Industrial Revolution. Marx’s tripartite analogy - (a) motor
mechanism, (b) transmission mechanism, (¢) machine-tool - was
applied to the structure of the chair, identifying in the latter the
part that supports, contains, and shapes the human body [10].

This framework was further enriched dialectically by applying
Hegelian dialectics to explain cultural syncretism in American
design. A triadic sequence was established: (a) thesis: the mythic-
cosmogonic aesthetic of pre-Columbian peoples (15,000 BCE—
1492 CE), exemplified by the Piedras Negras Throne, in which
functionality, symbolism, and spirituality merge; (b) antithesis: the
Spanish absolutist-monarchical social order (1474—1812), which
imposes hierarchical aesthetic codes, represented by the Throne
of the Alcazar of Segovia; (c) synthesis: the gaucho ethos, which
emerges in the nineteenth century as a hybrid configuration, proto-
rationalist, austere, and functional, combining local materials
(carob wood, cowhide) with colonial influences, reflecting a semi-
nomadic way of life and a mestizo worldview [11].

Finally, the European and American frameworks were consolidated
into a comparative table correlating social orders and aesthetics. It
was noted how vernacular design, such as the matera chair, began
to be reproduced in mechanized workshops, fragmenting the link
between design, craftsmanship, and meaning, and prioritizing a
standardized utility. In this context, it was proposed to incorporate
a new analytical category for the contemporary period (from
2000 onward): socio-environmental use-value, which articulates
ecological sustainability, social justice, the revaluation of local
knowledge, and artisanal practices at risk of disappearing.

This article focuses on the application of the Kuhnian model to
three emblematic cases of Argentine design: the matera chair
(representative of a phase of artisanal normal science within the
First American Liberal Social Order, 1789—-1914), the B.K.F.
chair (synthesis of an industrial paradigmatic revolution within
the Second American Liberal Social Order, 1914—1959), and a
contemporary designer chair belonging to a recent postmodern
collection (2020-2024), identified here as the Aro chair for its
distinctive circular form (indicative of a new crisis of the industrial
paradigm and the gestation of a hybrid-sustainable paradigm
within the Third American Liberal Social Order, 1960-2024).

The central hypothesis holds that the evolution of chair design
in Argentina does not follow a linear progression, but rather a
sequence of non-cumulative paradigmatic transformations, in
which each historical configuration radically redefines what
constitutes good design. This perspective challenges teleological
narratives of design history and emphasizes the historicity,
contingency, and politics of everyday objects.

The aim of this article is, therefore, to analyze this paradigmatic
sequence through a qualitative hermeneutic methodology, applying
the theoretical categories built in previous research to the three
cases mentioned. In this way, the study seeks to confirm that the
chair - far from being a neutral object - functions as a symbolic
and material battlefield in which worldviews, modes of production,
and social relations are contested.

This article forms part of a broader program of doctoral and
master’s research conducted by the authors on the history of
furniture and interior design in Argentina, including earlier studies
on the domestic interior landscape, bourgeois collecting, interior
decoration, and the theory and criticism of furniture design [12—
19].

Theoretical Framework

The analysis of chair design in the Argentine Republic requires
a theoretical scaffolding that articulates historical, economic,
aesthetic, and symbolic categories. This framework is built on four
interrelated axes: (1) social orders as macro-historical structures
that shape modes of production and cultural codes; (2) historical
aesthetics as sensible manifestations of these orders, or social
orderings; (3) the values of the design object proposed by Jordi
Llovet and expanded in recent research; and (4) the Kuhnian
model of paradigmatic revolutions as an interpretive lens for
non-cumulative transformations in material culture [5].

The sources confirm that Jordi Llovet adapted Jean Baudrillard’s
semiological concepts to the analysis of industrial design.
Baudrillard (1929-2007), in his work For a Critique of the
Political Economy of the Sign drew on semiotics to analyze how
objects are encoded within a system of signification [20].
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According to Jean Baudrillard, especially in For a Critique of the
Political Economy of the Sign and The System of Objects (1968)
he defines and unpacks four logics of what he terms values, or
logics of signification, starting from a rational configuration of the
concept of value originally defined by Saussure and Marx [20,21].

-Use-value (functional or utilitarian logic): This value is governed
by utility and practical operations. It refers to the technical capacity
of the object to solve a problem or satisfy a need. Nevertheless,
Baudrillard criticizes the notion of use-value, considering it a
fallacy or myth of utility that functions as the alibi of exchange-
value. Use-value functions as the horizon and end-goal of the
system of exchange-value.

-Exchange-value (Economic Logic): This value is governed by
equivalence and is grounded in the market. It is defined as the
power to acquire other goods, or the possibility of endless exchange
and the autonomization of the monetary sign. In Baudrillard’s
analysis, exchange-value is a simulacrum of use-value.

Sign-Value (The Logic of Social Status or Good Taste): This is
the central logic of consumer society, governed by difference
and status. Sign-value is the object’s capacity to act as a social
differentiator, to connote prestige and fashion. Consumption is
understood as a system of exchange and signs, in which objects
are manipulated as distinguishing signs. Today, this sign-value
holds a hegemonic place over all social significations. It is
well known among artists, artisanal or industrial designers, and
architects that certain chairs bearing the designer’s surname are
clear evidence that the user (or owner of the piece of furniture)
possesses knowledge and good artistic, stylistic, or design taste.

Symbolic Value (The logic of Symbolic Exchange): This concept
is difficult to grasp because of the symbolic function possessed
by objects, artefacts, or products; perhaps it is better understood
through an example than through a definition. The piece of
furniture, armchair, or chair was not purchased, but rather given
by a loved one at a significant moment (e.g., an anniversary), and
is valued not for its price or its design, but for what it symbolizes:
affection, personal history, or the relationship between giver and
receiver. Its functional use may be secondary; what matters is the
affective and symbolic bond it represents.

These values, according to Jordi Llovet in Ideology and
Methodology of Design address the relationship of objects to
civilization and put forward a critique of design from a semiological
perspective [5]. The thematic index of his work shows that the
analysis of objects and civilization is structured fundamentally
around three values within capitalism: use-value, exchange-value,
and sign-value. These three values, together with the symbolic
function, form a fundamental dialectical triad in design.

Use-Value (Functional or Utilitarian): This is the practical or
performance functionality of the design. In pre-modernity,
functional use-value was unified with aesthetic use-value (the
beautiful) and symbolic use-value (values that become alienated
from one another in modernity).

Economic Exchange-Value or Exchange-Sign-Value (Capitalist
Exchange): This is the economic value of the object in the market,
arising from its aesthetic surplus (the beauty of the design, the
surname of the author: artist, architect, or industrial designer).

Sign-Value (Aesthetic and Symbolic): This is the value added

to the object that confers on it a value of signification or symbolic
connotation, of socioeconomic status (as exchange-sign-value).
It refers to the aesthetic surplus (or symbolic surplus) over
functionality itself. This Kantian adherent-beauty defines the
economic power of its buyer (user) and the taste of whoever
owns it. Sign-value, which in pre-modernity was aesthetic
use-value, becomes in modernity an aesthetic-symbolic value
(socioeconomic).

The importance of the synthesis of these values lies in modern
industrial society, where the object is governed by exchange-sign-
value, which is the result of the sum of capitalist exchange-value
plus symbolic sign-value, thereby defining the culture of the user/
consumer.

For a more refined segmentation and better calibration of the
values of the design object [20,5]. four constitutive values of the
design object are proposed here [7]. which allow its polysemy to
be analyzed in a way that is more clearly disentangled from one
another (removing ambiguities such as the Llovetian exchange-
sign-value):

Functional Use-Value (The Useful): This refers to the object’s
capacity to satisfy a concrete, operational need within a given
context. This value focuses on direct utility, contextual ergonomics,
and adaptation to the user’s physical and practical demands. In
the matera chair, for example, its low height responds to the
posture required for the mate ritual by the fire. This value is
directly linked to the practical functionality inherited from native
cultures and adapted to the Argentine rural environment, so that
the chair responds to concrete needs (not only of posture, but of
semi-nomadic mobility, durability, and the resistance of materials
to rural or countryside use).

Aesthetic sign-value (the beautiful): This is linked to the
experience of enjoyment or pleasure that the object generates
through its formal, material, chromatic, and textural qualities. It
is not applied decoration, but a harmonious integration of form,
material, and simplicity that produces an experience of inherent
beauty. In the matera chair, the minimalist, proto-rationalist
character does not respond only to function, but also to a distinct
aesthetic; beauty arises from formal simplicity and the honesty
of the materials (leather, wood, iron). This aesthetic value is not
decorative, but inherent to the design, expressing a unification
of the beautiful with the useful that visually and culturally
distinguishes the object.

Symbolic Use-Value (The Symbolic): This involves the
spiritual, psychic, and social aspects of use. It is the cultural and
identitarian dimension of the object, through which it conveys
meanings, belongings, and collective memories. The matera
chair, for example, is not merely a seat, but a symbol of gaucho
culture, rural labor, and the traditions of the asado (barbecue)
and the guitarreada (communal guitar gathering). Its symbolic
and identitarian dimension lies in its being a bearer of cultural
memory, mestizaje, and belonging. It represents the fusion of
worlds (Indigenous, European, Creole), embodies the gaucho ethos
(courage, autonomy, connection to the land), and acts as a symbol
of a rural, communal, and resilient way of life. Its value lies in
what it means, not in what it costs (monetarily) or in what it does.

Capitalist Exchange-Value (The Economic): This refers to
the mercantile dimension of the object as an exchangeable good
within an economic system. In capitalist societies, this value tends
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to subordinate the others, prioritizing profitability, brand, and
social status over intrinsic functionality or cultural symbolism.
The global mass production of the B.K.F. chair by companies
such as Knoll exemplifies how a design with local roots can
be absorbed by the logic of exchange-value. A matera chair of
artisanal manufacture (100% rural) can be exchanged by barter
with other objects or artefacts (or even using money); or, if
manufactured (semi-industrialized, with an urban component
involving a workshop, electricity, and modern machinery used
in its production), it can increase its value on today’s capitalist
market if sold at fairs or furniture stores in cities or towns in the
middle of the humid pampa.

To these four values, the most recent research adds a fifth,
emergent value: socio-environmental use-value. This value
articulates sustainability, social justice, and the revaluation of
local knowledge. In a matera chair, for example, the use of raw
(untanned) leather, not tanned with chromium, the recovery of
artisanal techniques at risk of disappearing (punto punzén — awl-
point stitching in horsehide), and collaboration with local artisans
evidence an ethical commitment that transcends mere aesthetics
or functionality. This value does not replace the previous ones,
but mediates and reconfigures them, generating a new logic of
valuation proper to contemporary design.

On the other hand, the notion of social order articulated with the
concept of the spirit of the age makes it possible to understand
the evolution of design not as a succession of isolated styles, but
as the materialization of deep socioeconomic structures [1,22].
In the Western context, three fundamental social orders are
identified, each with its aesthetic correlate (the following ideas
are the authors’ own intellectual constructions).

The Feudal Social Order (476-1643): Characterized by a
subsistence economy, an estate-based hierarchy, and a theocentric
worldview. Its aesthetic, termed feudal-monastic, manifests in
vertical, robust, and symbolically charged furniture, such as Gothic
cathedra chairs, which functioned as extensions of ecclesiastical
power and reflected the ascetic aspiration of the medieval world.

The Absolutist-Monarchical Social Order (1643—1789):
Corresponding to the Ancien Régime, in which the centralized
State replaces the Church as the axis of power. Its aesthetic,
courtly-monarchical, is expressed in sumptuous, ornamented, and
hierarchical furniture such as the Louis XIV, XV, and X VI chairs
designed to accommodate ceremonial garments and project the
glory of the monarch. Here, the object not only serves; it speaks:
it communicates status, divine legitimacy, and control of the
body at court.

The Liberal Social Order (1789-2025): Emerges with the
bourgeois revolutions and unfolds in three successive phases
with three (3) aesthetics: (a) the non-modern bourgeois aesthetic
(1789-1914), associated with a manufacture of artisanal-industrial
transition, such as the Thonet No. 14 chair, which combines
productive rationality with a certain artisanal warmth. Then comes
(b) the modern bourgeois aesthetic (1914—1959), dominated by
the Modern Movement and its functionalist, universalist, and
anti-historical ideology, exemplified by the Eames chairs or the
Bauhaus. And finally, (¢) the postmodern aesthetic (1960-2025),
characterized by eclecticism, irony, and the critical recovery of
the past, as in Philippe Starck’s Ghost chair.

In Latin America, these orders are transformed through a process
of cultural syncretism:

The Pre-Columbian Social Order (15,000 BCE-1492 CE):
Defined by a mythic-cosmogonic aesthetic, in which objects —
such as the Maya Piedras Negras Throne — fuse ceremonial
functionality, religious symbolism, and connection to the cosmos.

The Social Order of the Spanish Absolutist Monarchy
(1474-1812): Which imposes a courtly aesthetic on American
soil, adapted to local materials and colonial functions, as with
the throne of the Alcazar of Segovia, symbolically transferred to
viceregal furniture.

The American Liberal Social Order (1789-2024): Which
unfolds in three moments parallel to the European ones, but
with its own features and a triple aesthetic: (a) a vernacular,
proto-rationalist non-modern aesthetic (matera chair), (b) a Latin
American modern aesthetic (B.K.F. chair), and (c¢) a decolonial
and ecological postmodern aesthetic (Aro chair).

Regarding Hegelian dialectics and cultural syncretism in America,
Indo-Ibero-American design cannot be understood as a mere
imitation of European models, but as the result of a dialectical
process of cultural syncretism (between Europe and America);
applying the Hegelian triad (thesis-antithesis-synthesis), we obtain
the following:

*  The thesis is the pre-Columbian mythic-cosmogonic aesthetic,
with its indissoluble integration of the useful, the beautiful,
and the sacred.

*  The antithesis is the imposition of the Spanish absolutist-
monarchical order, with its hierarchical, ornamental, and
centralized logic.

»  The synthesis is the gaucho-Creole ethos, which emerges as
a hybrid, proto-rationalist, and semi-nomadic configuration.
The matera chair is the paradigmatic artefact of this synthesis:
it uses native materials (carob wood, cowhide), responds
to the practical needs of the rural environment (lightness,
portability), and carries a profound cultural symbolism
(gaucho identity, the mate ritual). This object is not primitive,
but a historically situated response of Guarani culture, which
formally anticipates principles of the Modern Movement
in Architecture and furniture design without having been
influenced by it.

On the other hand, the Kuhnian model as a lens for the history of

design draws on the theory of scientific revolutions [2]. and offers

a productive framework for interpreting the evolution of chair

design not as linear progress, but as a sequence of non-cumulative

paradigmatic transformations, in which:

*  The artisanal normal paradigm corresponds to the pre-
industrial period, in which the functional, aesthetic, and
symbolic values are unified (pre-modern hypothesis).

o The industrial paradigmatic crisis and revolution manifests
in modern fragmentation, in which capitalist exchange-value
imposes itself and the other values become alienated (modern
hypothesis).

*  The contemporary semi-industrial extraordinary paradigm
is characterized by the search for a new hybrid synthesis, in
which values are reintegrated within a socio-environmental
and decolonial framework (expanded postmodern hypothesis).

This model allows everyday objects - such as the chair and the three
(3) cases analyzed here — to be read not as mere products, but as
material documents of historical revolutions, in which worldviews,
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modes of production, and social relations are contested.

Materials and Methods

The present study was framed as a qualitative, hermeneutic
investigation oriented toward the historical-theoretical analysis of
chair design in Latin America, with an emphasis on the Argentine
Republic. Marxist historical materialism was applied as one of the
initial epistemological theoretical frameworks, complemented by
concepts drawn from Jordi Llovet’s semiology of objects, Hegelian
dialectics, and Thomas S. Kuhn’s theory of scientific paradigms.

As primary materials of analysis, documentary and visual sources
from previous academic research in the field of Latin American
design were used, which constituted the empirical and theoretical
basis of the work. In addition, recourse was made to certain
historical iconography (such as the illustrations of Florencio
Molina Campos), paradigmatic examples of chair design (the
matera chair, the B.K.F. chair, and a contemporary designer chair
identified as the Aro chair for its distinctive circular form), and
other key theoretical references such as Giedion.

The method of analysis consisted of the identification, classification,
and comparison of historical cases through previously constructed
analytical categories: (1) social orders (feudal, absolutist-
monarchical, American liberal in its variants), (2) the associated
aesthetics (pre-modern, modern, postmodern), and (3) the four
values of the design object proposed by Llovet-Baudrillard
(functional use-value, aesthetic sign-value, symbolic use-value,
and capitalist exchange-value), to which a fifth, emergent value
was added: socio-environmental use-value, introduced in recent
research.

The interpretation of the cases was carried out through a dialectical
and paradigmatic reading, in which ruptures, continuities, and
transformations in the evolution of chair design were traced,
applying Kuhn’s model of scientific revolutions to identify
moments of normal science, anomalies, crises, and paradigmatic
shifts in furniture production.

Finally, an interdisciplinary approach was adopted, integrating
perspectives from art history, design theory, the sociology of
consumption, and cultural studies, in order to understand the
design object not only as a functional artefact, but as a historical,
symbolic, and socioeconomic product.

Results

The analysis of the selected cases made it possible to identify three
distinct historical configurations in the evolution of chair design
in the Argentine Republic, all situated within the framework of
the American Liberal Social Order, but corresponding to three
successive aesthetic and productive moments: non-modern (proto-
rationalist), modern (neo-rationalist), and postmodern (eclecticist).
These configurations reflected not only formal or stylistic
transformations, but also profound mutations in the relations
between production, cultural meaning, market insertion, and,
in the contemporary period, socio-environmental responsibility.

Each case was examined through the system of analytical
categories proposed by Jordi Llovet which distinguishes four (4)
constitutive values of the design object; and, in keeping with the
most recent research, a fifth emergent value was incorporated into
these categories: socio-environmental use-value (understood as the
ethical, ecological, and communal dimension that characterizes
certain contemporary designs committed to sustainability, social
justice, and the revaluation of local knowledge) [5].

The systematic comparison of the three cases revealed a clear
evolution in the articulation of these values over time. In the first
case (the matera chair), an integrated unity of the first three values
(functional, aesthetic, and symbolic) predominated, typical of pre-
industrial contexts in which the object responds to practical needs,
cultural expressions, and aesthetic codes that are inseparable
from one another. In the second case (the B.K.F. chair), a marked
fragmentation of the values was observed, a direct consequence
of'the logic of capitalist industrial production, in which capitalist
exchange-value imposed itself as the organizing axis of the design,
subordinating or dissociating (fragmenting) it from the other
dimensions. Finally, in the third case (the Aro chair), an attempt
at a critical, partial recomposition of the values was identified,
mediated by new contemporary demands: the recovery of semi-
artisanal and semi-industrial techniques, decolonial identity
claims, and the explicit incorporation of ecological and social-
justice criteria, giving rise to the emergence of the fifth value.

This sequence should not be interpreted as a linear or teleological
progression, but as a series of historically situated responses,
conditioned by specific socioeconomic, technological, and cultural
transformations. The three (3) cases (the matera chair, the B.K.F.
chair, and the Aro chair), although belonging to the same American
Liberal Social Order, evidenced distinct ways of articulating
design, society, and economy, and made it possible to trace a
genealogy of the chair-object as a material document of Argentine
history.

Case 1: The Matera Chair

The matera chair was identified as an object representative of the
First American Liberal Social Order (1789-1914), corresponding
to a pre-modern, proto-rationalist, and vernacular aesthetic. Its
formal and functional configuration emerged in the context of
the South American Southern Cone, particularly in the Rio de
la Plata region, as the result of a prolonged process of cultural
mestizaje among Indigenous knowledge, colonial practices, and
rural Creole ways of life.

The origin of the matera chair cannot be attributed exclusively to
a specific ethnic tradition, but it is closely linked to the social and
ritual practices associated with the consumption of yerba mate
(Illex paraguariensis), a plant native to the subtropical forests
that geographically coincide with the extent of the Guarani
Aquifer and the ancestral territory of the Guarani people. The
Guarani, original inhabitants of what today comprises northeastern
Argentina, southern Brazil, Paraguay, and southeastern Bolivia,
were the first to use yerba mate for medicinal, energizing, and
ceremonial purposes, calling it ka’a (translated as herb in the
Guarani language). Following colonial contact, this practice
was adopted and transformed by Creole communities, becoming
established as a central social ritual in rural life along the Rio de
la Plata.

The matera chair responded functionally to the demands of this
ritual: its low height allowed the user to sit close to the ground,
near the fire where water was heated in the kettle, while the
infusion was shared in a circle. This posture not only facilitated
social interaction, but was also adapted to the semi-nomadic
way of life of the gaucho, who required objects that were light,
resistant, and easily transportable. The chair was manufactured
using Creole artisanal techniques, using native woods such as
carob and nandubay, and, in some cases, raw leather — materials
available in the immediate environment.
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From the perspective of the design values proposed by Llovet the
following was observed [5].

Functional Use-Value: The chair fulfilled a clearly defined
function within the domestic and social rural context. Its design
prioritized contextual (not universal) ergonomics, adapting to the
height of the fire and to the bodily posture required for the mate
ritual. Constructive simplicity, the absence of a backrest (in some
cases), and structural lightness responded to practical needs arising
from the mobility and rusticity of the gaucho habitat.

Aesthetic Sign-Value: The design was characterized by a
minimalist geometry, with a predominance of simplified straight
lines and an absence of ornamentation. This austere aesthetic, based
on economy of means and material honesty, formally anticipated
certain principles of the European Modern Movement, though
without programmatic intention or modern stylistic awareness.
Formal purity derived from practical and cultural conditions
(proto-rationalism), not from an explicit aesthetic theory.

Symbolic Use-Value: The matera chair acquired a strong
identitarian and cultural content. It became a symbol of gaucho
culture, rural Argentine life, and communal practices such as the
asado and shared mate. Its symbolic meaning was reinforced
and disseminated through popular iconography, in particular the
illustrations of Florencio Molina Campos (1891-1959) for the
almanacs of the Alpargatas company, where it appeared recurrently
in scenes of country life. These representations contributed to its
consolidation in the collective imaginary as an icon of the country
style or Creole-gaucho style.

Capitalist Exchange-Value: During the period analyzed (1789—
1914), this value was marginal or non-existent. The matera chair
was not conceived as a commodity, but as an object for domestic
use (not as a product possessing the traits of a commodity),
produced through Creole-type artisanal manufacture (DIY) -
that is, made by the user himself or by local artisans to satisfy
immediate needs. There was no insertion into mass mercantile
circuits, nor industrialized (Fordist) productive standardization.
Only with the arrival of industrialization at the beginning of the
twentieth century did some examples begin to be reproduced
in semi-industrialized (manufactured) workshops, marking the
beginning of the fragmentation between design, production, and
meaning.

Taken together, the first three values - functional, aesthetic, and
symbolic - appeared unified, consistent with the pre-modern
hypothesis formulated in previous research. This unity reflected
a logic of production in which the object was not conceived as a
commodity, but as an extension of the user’s cultural and material
environment. The matera chair should not be interpreted as a
primitive design, but as a historically situated response, deeply
articulated with the social, ecological, and symbolic conditions
of'its time and place.

Figure 1: This design is part of the First American Liberal Social
Order. The vernacular design of the matera chair, together with
other stools, is an example of Creole DIY manufacture (“Do It
Yourself”), in which the gaucho solved problems with the materials
and tools available in the area and the place - in this case, the
matera chair or low Creole chair (non-modern, proto-rationalist
aesthetic). The matera chair is an emblematic object of the material
culture of mate in the Rio de la Plata region, representative of the
First American Liberal Social Order (1789—1914), and a cultural
product of Creole D/Y manufacture (“Do It Yourself”). In this
period, the values (utility, aesthetics, and symbol) tended to be
unified. It is important to note that, in the pre-modern matera
chair, functional use-value, aesthetic use-value, and symbolic use-
value were unified. With the arrival of Modernity and industrial
capitalism, these values tend to fragment or become alienated
from one another. Source: ArtyHum No. 85, p. 15. Source: https://
www.artyhum.com/revista/91/#p=8

Case 2: The B.K.F. Chair (Butterfly or Hardoy)

The B.K.F. chair was analyzed as an icon representative of the
Second American Liberal Social Order (1914—1959), a period
characterized by the consolidation of the modern aesthetic and
Latin American neo-rationalism in design. It was conceived
between 1938 and 1940 in Buenos Aires by the Grupo Austral, a
collective of architects formed by Antonio Bonet, Juan Kurchan,
and Jorge Ferrari-Hardoy, all of them influenced by European
rationalist currents and, in particular, by Le Corbusier’s practice
in Paris, where Bonet and Kurchan had previously worked.

The piece was publicly presented at the Third Salon of Decorative
Artists of Buenos Aires in 1940, marking a milestone in the history
of Argentine design for its capacity to synthesize principles of the
Modern Movement with local references. Its design was directly
inspired by the Tripolina chair, a folding campaign seat of Italian
origin, patented in 1877 and used by European military forces.
The Tripolina, in turn, descended from Arab and North African
models, situating the B.K.F. within a long chain of transnational
cultural and technical transfers.
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Figure 2: Regarding its origin and historical context, the B.K.F.
was designed between 1938 and 1940 in Buenos Aires by the
Grupo Austral, composed of the architects Antonio Bonet, Juan
Kurchan, and Jorge Ferrari-Hardoy. This design became a symbol
of Argentine national design throughout the world. The chair was
presented at the Third Salon of Decorative Artists of Buenos Aires
in 1940. In the B.K.F. chair, functional use-value, aesthetic use-
value, and symbolic use-value, with the arrival of Modernity and
industrial capitalism, tend to fragment (become alienated) from
one another. Source: B.K.F. Chair. Photograph by Kippelboy,
the image corresponds to a JPG file licensed under the *“Creative
Commons Attribution-Share Alike 3.0 Unported” license. Source:
https://commons.wikimedia.org/wiki/File:BKF Chair.jpg

The B.K.F. chair was not conceived as a luxury object, but as
a functional and economical response to the needs of modern
housing in expanding urban contexts. Its structure was composed
of solid round iron rods (12.7 mm in diameter), painted with an
epoxy coating through high-temperature baking, and a single-piece
leather seat, tensioned by means of a simple anchoring system.
This configuration allowed for an informal and flexible posture,
breaking with the rigidity of traditional seating and adapting to
new modes of domestic sociability.

From the perspective of the design values proposed by Llovet the
following was observed [5].

Functional Use-Value: The chair responded to a logic of technical
efficiency and spatial adaptability. Its design allowed for versatile
use indoors and outdoors, and its lightness facilitated movement.
The metal structure and leather seat were selected not only for their
durability, but also for their compatibility with serial production
processes. Although fully Fordist industrialization was not achieved
in Argentina at that time, the design was conceived from the
outset for functional standardization and technical reproducibility,
anticipating the logics of modern industrial production.

Aesthetic Sign-Value: The piece embodied the fundamental
principles of modern rationalism: formal cleanliness, clear
geometry, absence of ornamentation, and material honesty.
The combination of iron - a material associated with industry
and modernity - with leather - a traditional raw material of the
Argentine countryside - constituted a symbolic and material
synthesis between the industrial and the vernacular. This fusion
did not seek folkloric imitation, but a critical reinterpretation of
local resources within a universalist aesthetic framework. The
resulting form, with its winged silhouette and apparently floating
structure, generated a strong visual identity that transcended its
utilitarian function.

Symbolic Use-Value: The B.K.F. chair rapidly acquired the status
of an Argentine national symbol on the international stage. It was
exhibited in design museums in Europe and the United States,
and became a reference point for modern Latin American design.
However, within the context of industrial modernity, its symbolic
meaning fragmented. Unlike the matera chair, whose symbolism
was rooted in communal practices (mate, the asado), the B.K.F.
was associated primarily with the professional identity of the
designer, upper-middle-class urban consumption, and, later, with
the status of a collector’s object. Its symbolism ceased to be
collective and became individual, tied to the aesthetic taste and
cultural capital of the user.

Capitalist Exchange-Value: This value became the dominant
axis of the piece’s historical trajectory. Although the design was
patented in Argentina, no international protection was sought,
which allowed foreign manufacturers - especially in the United
States - to begin reproducing it en masse without authorization or
payment of royalties. Knoll Associates, among other companies,
marketed versions under the name Butterfly Chair, contributing
to its global dissemination. More than 500,000 units are estimated
to have been produced legally worldwide, in addition to countless
unauthorized copies. This mass production consolidated its status
as a global commodity, whose economic value far exceeded its
original functional or symbolic value. The chair, initially conceived
as a design proposal committed to accessibility, ended up being
absorbed by the logic of the capitalist market, where its image
was disconnected from its context of origin.

Taken together, the four design values appeared clearly fragmented,
consistent with the modern hypothesis formulated in previous
research. This fragmentation reflected the logic of capitalist
industrial production, in which exchange-value imposes itself as
mediator and, in many cases, as the ultimate end of the design
process. The B.K.F. chair, therefore, should not be interpreted
solely as an aesthetic achievement, but as a material document of
the transition from artisanal to industrial design in Latin America,
and as a paradigmatic example of how design objects can be
decontextualized, commodified, and re-signified within the global
capitalist system.

Case 3: The Aro Chair by Cristian Mohaded

The Aro chair, belonging to the Entrevero collection by Argentine
designer Cristian Mohaded, was analyzed as a representative
example of the Third American Liberal Social Order (1960-2024),
a period characterized by a postmodern and eclecticist aesthetic,
as well as by post-Fordist and hybrid modes of production. This
context was distinguished by the coexistence of industrial, artisanal,
and semi-industrial logics, in response to new cultural, ethical,
and environmental demands that questioned the universalist and
functionalist principles of Modernity.

The piece was situated within a contemporary trend in Latin
American design that seeks to critically revisit local cultural
heritage without resorting to folkloric or stereotyped reproduction.
Rather than imitating traditional forms, the design operated
through a symbolic and material reworking of gaucho, Indigenous,
and urban references, integrating ancestral knowledge with
contemporary technologies. This strategy responded to an explicit
intention of decolonial revaluation, understood as the recovery
of peripheral practices, materials, and aesthetics in opposition to
the Eurocentric canons of modern design.
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Figure 3: The Aro chair by Cristian Mohaded (from the
Entrevero collection), with a postmodern-eclecticist aesthetic,
of the postmodern American “gringo” style (1960-2024). It is
classified as a piece of eclecticist post-Fordist furniture. This
design is situated within the Third American Liberal Social
Order, characterized by a critical reinterpretation of vernacular
and modern design. Postmodernity in design is distinguished by
eclecticism, the mixing of historical styles, irony, and the rejection
of the great modernist dogmas. These designs critique the capitalist
system from within and seek the integration of the local and the
peripheral. Source: ArtyHum No. 84, p. 45. Source: https://www.
artyhum.com/revista/84/#p=45

From the perspective of the design values proposed by Llovet [5],
and expanded with the fifth, emergent value (socio-environmental
use-value) introduced in recent research, the following was
observed:

Functional Use-Value: Functionality was reinterpreted not as a
technical imperative, but as one possibility among other dimensions
of the object. The structure was composed of linearly welded
steel, while the seat was resolved in cattle leather, a traditional
material in Argentine furniture production. Unlike modern designs,
which prioritized ergonomic efficiency and standardization, the
Aro chair did not seek to optimize posture or reduce costs, but
rather to articulate functionality with cultural identity and material
responsibility. Lightness, stability, and comfort were achieved
without sacrificing the formal complexity or the symbolic charge
of the object.

Aesthetic Sign-Value: The piece integrated a complex, deliberately
eclectic aesthetic, characteristic of postmodernism. Notable were
artisanal details of high technical complexity, such as the legs
covered in punto punzon - a traditional textile technique using
interwoven strips of horsehide in a warp-and-weft system - as
well as the incorporation of hammered and chiseled nine-hundred-
fine silver bracelets, elements evoking both Creole silverwork
and the ornamental practices of the Argentine countryside.
These components were not added as surface decoration, but as
constitutive parts of the formal language, generating an aesthetic
that avoided folkloric literalism and opted instead for a refined
symbolic abstraction. The combination of industrial steel with
organic, artisanal materials produced a visual and tactile contrast
that reinforced the design’s hybrid identity.

Symbolic Use-Value: The design functioned as a critical rereading
of Argentine cultural heritage, articulating diverse historical and

geographic references: from the figure of the gaucho and rural
practices to Indigenous knowledge and contemporary urban
dynamics. Unlike the matera chair, whose symbolism was
rooted in a specific communal practice (mate), the Aro chair
operated in a more reflexive and self-referential register, typical of
designer pieces. Its symbolism was not directed at a homogeneous
collective identity, but at a vindication of cultural diversity and
material memory. A clear intention was observed to decolonize
the design imaginary, incorporating techniques and materials
marginalized by the modern narrative, and situating the object in
critical dialogue with local history.

Capitalist Exchange-Value: The relationship with the market
was ambiguous and contradictory. On the one hand, the chair
was marketed as a designer object, with limited production and
a high price, situating it within the sphere of cultural luxury
consumption. On the other hand, its economic value increased not
through productive efficiency, but through the incorporation of
ethical and ecological attributes, such as the use of raw (untanned)
leather, a biodegradable, low-environmental-impact material. This
phenomenon reflected a contemporary logic in which sustainability
and cultural authenticity become attributes of market value,
integrated into strategies of the social economy, fair trade, and
responsible design. Thus, exchange-value did not disappear, but
was reconfigured to include previously excluded symbolic and
ethical dimensions.

Socio-Environmental Use-Value: This emergent value, proposed
as an analytical category for the contemporary period, was
explicitly manifested in the Aro chair. The choice of raw leather
— which requires no chromium tanning processes and generates
no toxic effluents — responded to a commitment to ecological
sustainability. In addition, the recovery of artisanal techniques at
risk of disappearing (such as punto punzon in leather) contributed
to the preservation of intangible heritage and the strengthening of
local economies. Finally, the articulation with principles of the
circular economy — through the use of renewable, biodegradable
materials — and of social justice — through collaboration
with artisans and recognition of their knowledge — evidenced
an intention to integrate environmental, cultural, and social
responsibility into the design process. This fifth value did not
replace the previous ones, but mediated and reconfigured them,
generating a new logic of valuation proper to contemporary design.

Taken together, the Aro chair exemplified a partial and critical
recomposition of design values, mediated by the ethical, ecological,
and cultural demands of the twenty-first century. Unlike the pre-
modern unity (Case 1) and modern fragmentation (Case 2), this
case showed a deliberate and reflexive integration of functionality,
aesthetics, symbolism, market, and sustainability. This was not
a nostalgic return to the artisanal, but a hybrid synthesis that
questioned modern hierarchies and proposed an alternative model
of design, in which the local, the peripheral, and the sustainable
acquired conceptual and material centrality.

Discussion

The results of the analysis make it possible to interpret the
evolution of chair design in the Argentine Republic as a sequence
of paradigmatic transformations analogous to those described
by Kuhn [2]. Within this framework, the three cases studied -
the matera chair, the B.K.F. chair, and the Aro chair - do not
constitute mere stylistic variations, but material manifestations
of distinct epistemological, productive, and symbolic regimes
corresponding to successive phases of the historical development
of design under the American Liberal Social Order. This analogy
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does not imply a mechanical application of the Kuhnian model,
but a critical adaptation that recognizes the design object as a
historical document capable of registering crises, ruptures, and
cultural reconfigurations.

Kuhn characterizes the development of scientific knowledge
through a cyclical sequence of non-cumulative stages, in
which moments of stability alternate with moments of radical
transformation. These stages are: (1) pre-science or the pre-
paradigmatic period, (2) normal science (the paradigmatic
period), and (3) crisis, extraordinary science, and scientific
revolution, which give rise to a new paradigm. This sequence is
applied below to the analysis of the three cases, demonstrating
that the design of everyday objects can be read as a field of
paradigmatic activity analogous to the scientific one.

Phase 1: Pre-science or the Pre-Paradigmatic Period: In
Kuhn'’s terminology, the pre-paradigmatic phase is characterized
by the absence of a unifying theoretical and methodological
framework. During this period, multiple schools, traditions, and
approaches coexist without consensus on legitimate methods,
relevant problems, or criteria of validation. The result is a state
of fragmentation and competition among incompatible visions,
in which no cohesive scientific community exists (which we
might term a cohesive community of designers). Although
chair design in Latin America did not go through a pre-science
phase in the strict sense - since it inherited already-paradigmatic
European frameworks - the pre-industrial Rio de la Plata context
operated, in practice, as a relative pre-paradigmatic space. Before
the consolidation of industrial capitalism, no hegemonic design
paradigm existed; instead, vernacular, colonial, and artisanal
modes of production coexisted, without a unified theory or an
institutionalized community of designers. Each workshop, each
region, each social group operated with its own codes, materials,
and purposes. In this scenario, the matera chair did not emerge
as the solution to a puzzle within a paradigm, but as a situated
response to specific needs, without universal pretension. Its
form was not the result of a design theory, but of the historical
convergence of Guarani Indigenous practices (the mate ritual),
colonial carpentry techniques, and the semi-nomadic way of life of
the gaucho. Therefore, although it does not fully correspond to the
Kuhnian pre-paradigm, this moment reflects a pre-paradigmatic
plurality in which the object is defined by its context, not by an
abstract model.

Phase 2: Normal Paradigm: According to Kuhn, this is a period
of stability in which a community shares a paradigm - a set of
theories, methods, standards, and exemplars - and devotes itself
to solving the puzzle within that framework (creating designs
within the theoretical framework). The objective is not to question
the paradigm, but to articulate it, refine it, and extend its domain.
In Argentine chair design, this phase is identified with the First
American Liberal Social Order (1789-1914), during which a
vernacular artisanal paradigm was consolidated. Within this
paradigm, there existed an implicit consensus among producers
and users as to what constituted a good chair: it had to be low,
light, resistant, made of native woods, and adapted to the mate
ritual. The matera chair represents the paradigmatic solution
par excellence: it coherently resolves the problems specific to
its era - how to sit near the fire, how to transport the piece of
furniture in a mobile rural context, how to express gaucho identity
- without questioning the foundations of the system. This is not
a case of disruptive innovation, but of the successful articulation
of an existing paradigm. In this period, the values proposed by
Llovet [5] - functional, aesthetic, and symbolic - appear fully

unified, reflecting the integration of form, function, and meaning
characteristic of pre-industrial contexts. Capitalist exchange-
value is marginal or non-existent, confirming that the object did
not function as a commodity, but as an extension of the user’s
vital environment. This configuration therefore corresponds to a
phase of artisanal normal paradigm, in which design operates
as a communal practice, not as a separate technical discipline.

Phase 3: Crisis and Extraordinary Paradigmatic Revolution: The
third phase of the Kuhnian model begins when the dominant
paradigm can no longer solve certain puzzles, which are
transformed into anomalies. When these anomalies accumulate and
undermine confidence in the paradigm, a period of extraordinary
paradigm opens, characterized by experimentation, the search
for new frameworks, and the fragmentation of the community of
designers. If the crisis is not resolved within the old paradigm, a
paradigmatic revolution occurs: the total or partial replacement of
the old paradigm by a new, incompatible one. In Argentine chair
design, this phase manifests in two successive moments.

First, the B.K.F. chair (Case 2) embodies the crisis of the artisanal
paradigm and the beginning of an industrial revolution. Designed
between 1938 and 1940 by the Grupo Austral, this piece emerges
in a context of profound transformation: the expansion of industrial
capitalism, accelerated urbanization, and the emergence of an
urban middle class with new demands. The B.K.F. chair introduces
clements that radically challenge the artisanal paradigm: its solid
round-iron structure contrasts with local wood; its production,
conceived for standardization, breaks with the logic of the
single, unique piece; and its rationalist design imposes itself
over historical ornamentation. These characteristics constitute
paradigmatic anomalies that cannot be resolved within the artisanal
framework (the matera chair). The B.K.F. chair thus operates
in a zone of tension, as a transitional object that anticipates the
principles of the new industrial paradigm: technical efficiency,
the separation of design from manufacturing, and the primacy of
capitalist exchange-value. Its global mass production — especially
following unauthorized reproduction in the United States —
evidences the consolidation of this new industrial paradigm, in
which the object becomes a commodity and its meaning fragments.
Symbolic value, formerly collective, becomes individualized;
aesthetic value is subordinated to the logic of serial production;
and functionality is redefined in universal, rather than contextual,
terms. The B.K.F. chair, therefore, is not only a successful design,
but a material document of the paradigmatic revolution that
replaced artisanal logic with industrial logic.

Second, the Aro chair (Case 3) illustrates the beginning of a
new crisis, this time of the Fordist industrial paradigm. Within
the context of the Third American Liberal Social Order (1960—
2024), characterized by postmodernity, post-Fordism, and growing
ecological awareness, the industrial model begins to show its
limits: cultural homogenization, environmental impact, the loss
of local meaning, and user alienation. These tensions generate
new anomalies that the industrial paradigm cannot resolve. The
Aro chair responds to this crisis through a hybrid strategy that
reintegrates previously dissociated elements. Its welded-steel
structure - a legacy of industrial logic - is combined with complex
artisanal techniques (punto punzoén in horsehide, nine-hundred-
fine silverwork), recovering local knowledge and revaluing native
materials. This fusion is not nostalgic, but critical: it seeks to
decolonize the design imaginary by incorporating gaucho and
Indigenous references without falling into folklorism. Moreover,
the choice of raw (untanned) leather, biodegradable and of low
environmental impact, explicitly introduces socio-environmental
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use-value, proposed as a fifth analytical category. This value does
not replace the previous ones, but mediates them, generating a
new logic of valuation in which sustainability, social justice, and
cultural identity acquire centrality. In Kuhnian terms, the Aro
chair signals the beginning of a contemporary extraordinary
paradigmatic phase, in which the anomalies of the industrial
paradigm (pollution, delocalization, loss of meaning) generate
experimentation and the emergence of hybrid practices that
could, in the future, crystallize into a new paradigm: the hybrid-
sustainable paradigm.

As a final theoretical reflection, this interpretation makes it
possible to qualify the linear, progressive vision of design history.
Far from being a cumulative evolution, chair design in Argentina
presents itself as a series of non-cumulative ruptures, in which each
paradigm radically redefines what counts as good design, which
materials are legitimate, which forms of knowledge are valued,
and what function the object fulfils in society. This approach,
inspired by Kuhn but adapted to the field of design, aligns with
contemporary currents in material culture studies that reject
universalist narratives and emphasize the historicity, contingency,
and politics of objects [1,9]. Moreover, the incorporation of the
fifth (socio-environmental) value extends Llovet’s analytical
model to account for the new ethical demands of the twenty-first
century, demonstrating that theoretical frameworks must evolve
alongside the phenomena they seek to explain [5].

In sum, the application of the Kuhnian model to chair design
proves not only pertinent, but productive: it makes it possible to
identify not merely formal changes, but profound transformations
in the relationship between society, technology, economy, and
culture. The three cases analyzed thus function as sensitive
indicators of the paradigmatic revolutions that have run through
Argentine history, confirming that the everyday object - far from
being neutral - is a symbolic and material battlefield in which
worldviews are contested.

Conclusions

The present study made it possible to analyze the evolution of chair
design in the Argentine Republic as a sequence of paradigmatic
transformations. Through the analysis of three emblematic cases,
three distinct historical configurations were identified, all situated
within the framework of the American Liberal Social Order,
but corresponding to successive aesthetics: non-modern (proto-
rationalist), modern (neo-rationalist), and postmodern (eclecticist).

The results confirmed that each case represented a specific phase
of the Kuhnian cycle. The matera chair (Case 1) exemplified a
phase of artisanal normal science, in which the values proposed
by Llovet [5] - functional, aesthetic, and symbolic - appeared fully
unified, consistent with the pre-modern hypothesis formulated
in previous research. During the First American Liberal Social
Order (1789-1914), the object functioned as an extension of the
user’s cultural and material environment, without subordination
to capitalist exchange-value, reflecting a communal, vernacular
logic of production.

The B.K.F. chair (Case 2), by contrast, embodied the moment
of crisis and paradigmatic revolution. Designed between 1938
and 1940 by the Grupo Austral, this piece introduced anomalies
within the artisanal paradigm - an industrial structure, standardized
production, disconnection from the rural context - that anticipated
the principles of the new industrial paradigm. During the
Second American Liberal Social Order (1914—1959), design

values fragmented: capitalist exchange-value imposed itself as
the organizing axis over the others, while symbolism became
individualized and aesthetics were subordinated to the logic of
serial production. This case evidenced the transition from artisanal
design to industrial design in Latin America, as well as the global
commodification of the design object.

Finally, the Aro chair (Case 3) illustrated the beginning of a new
crisis of the industrial paradigm and the gestation of a possible
emergent paradigm. Within the context of the Third American
Liberal Social Order (1960-2024), characterized by post-Fordism
and ecological awareness, the design operated through a hybrid
strategy that reintegrated previously dissociated elements. The
fusion of welded steel with artisanal techniques (punto punzon
in horsehide, nine-hundred-fine silverwork) and the incorporation
of socio-environmental use-value as a fifth analytical category
evidenced a decolonial and sustainable intention. This value did
not replace the previous ones, but mediated them, generating a
new logic of valuation in which environmental responsibility,
social justice, and cultural identity acquired centrality.

Taken together, the study demonstrated that the evolution of chair
design in Argentina did not follow a linear progression, but rather
a series of non-cumulative ruptures, in which each paradigm
was radically redefined. This interpretation, inspired by Kuhn
but adapted to the field of design, aligned with contemporary
approaches in material culture studies that emphasize the
historicity, contingency, and politics of objects.

In sum, the three cases analyzed functioned as sensitive indicators
of the paradigmatic revolutions that have run through Argentine
history, confirming that the everyday object - far from being
neutral - is a material document in which worldviews, modes of
production, and social relations are contested.

This approach offers a useful theoretical-methodological tool for
analyzing not only furniture design, but also other cultural artefacts
in peripheral and postcolonial contexts.
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