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on DiStinction 
AnD Style. 

noteS About
the DAnDyiSm 

of pSJm

“Money is a category of thought”. Spengler

“Since we find ourselves in the realm of material issues, suffice it to know that, good or bad, everything 

is for sale; it is a question of constancy”. Baudelaire

In House Decoration, one of the first lectures that Oscar Wilde gave in the United States, he stated that 

what characterised art was its stagelike quality and how one should be dressed on it. The loss of the suit 

had been, curiously, the annihilation of modern sculpture and, he declared that in that country, there was 

only one kind of well-dressed man, the miners out west1: “Their wide-brimmed hats, which shaded their 
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faces from the sun and protected them from the rain, and the cloak, which is by far the most beautiful 

piece of drapery ever invented, may well be dwelt on with admiration. Their high boots, too, were sensible 

and practical. They wore only what was comfortable, and therefore beautiful”2. The artist’s ironic criticism 

aside, we can reach a conclusion in regards to the MARX® project that PSJM is presenting in CAAM 

and LABoral: usefulness can well be a promise of happiness. Because, these days, the construction of a 

boutique in a museum comes as no surprise. Also, usefulness and happiness have always gone hand in 

hand with materialism. And, in this shop, cool garments are sold under the brand name MARX®, with a 

Hegelian motto that encourages the individuality characteristic of the dialectic: “Be Like Us, Be Different.” 

This union of the postulates of William Morris’s heir and his utopian incursions into socialism, together 

with the meditation on the consequences of Marxist thought in the spectacle of capital society, can charac-

terise PSJM’s current work and the development of their most recent work. As they say: “art consumption 

at everyone’s reach.”

The notion of a state that has to control power like a Leviathan, the adaptation of anything that might 

weaken it, or the absence of any real internal threats, is the neutralising capacity of power practiced as a 

self-nourishing machine. The rebel, then, has no other choice but to adopt a position that is linked to the 

creation of simulation, without aspiring to provoke revolutionary change. This is the true space of politics 

in art, to appear as a more available and desirable object, capable of making money flow, after destroying, 

in the strict sense, the economy: “Through money, democracy destroys itself, after money has destroyed 

the spirit”3. The relationship between otium and negotium make the time of work into the opposite of the 

temple of leisure. We work to keep the economy in good working order, so that later, we may consider 

extravagance to be a question of sin and willpower. Negotium negates that time of leisure, because it is 

an activity of acquisition; however, these days, they have merged: the time spent at the mall brings them 

together. Then, business was called commercium. This was when, as Spengler suggests, credit—and 

even worse, debit—emerged, reaching a point in which the only viable thing was to adapt it to the needs 

of each social stratum. Luxury becomes the privilege of a few, since it is more a question of class vanity 

than of individual personality. And what PSJM’s MARX® project reveals is that we realise it is precisely 
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this belief in socialism that leads to the individuality typical of a kind of dandyism that is inevitably linked 

to the urban scene: “[the advantage of Socialism is that it] would deliver us from that sordid necessity 

of living for others”4. Since it is naive to think we can solve the problems of the poor simply with a good 

disposition and, given the current state of democracies, which seem not to have any poor, we are destined 

to individualism. If property is within everyone’s reach, personal care seen in terms of image is everyone’s 

destiny. It is a tension between what is personalised and what makes us like everyone else, a question 

we point out in the case of PSJM with their recreation of fictions. It is the becoming of the real when this 

brand speaks of the new5.  

In the end, what one finds is a clear diferenzia where, rather than demolishing the old—we mustn’t forget 

that behind this brand’s determination is Dada, the understanding of the ready-made, or a kind of poetics 

linked to a libertarian and minimalist spirit—a simulation is reconstructed, which Jünger clearly saw when 

he understood the place of art within the configuration of work6. Because the worker who, in this case, has 

access to a bourgeois product, has constructed his image from a world he did not belong to. Furthermore, 

as a man from Seville pointed out, “If I work, I don’t make any money.” In that sense, Jünger pointed out 

three important distortions regarding this access to a universal—rather than global—economic level: the 

worker has been compared to a fourth estate, safety and comfort have become categories of the welfare 

state, and, lastly, the dictatorship of the economy has been identified as its original motor. Actually, what is 

happening is that you must get dressed starting with your feet, and, as the advertising for this finery in its 

peculiar eroticism encourages us to do, we have learned to not neglect the body by showing it. Therefore, 

PSJM proposes a brand name that makes reference to a philosopher who tried to understand the society 

of capital, through a shop that offers products which are available to everyone7. But here we should take 

notice of a fact that is crucial to PSJM’s work: this is not simply advertising, fashion or industrial design; it 

retrieves a conceptual ideal taken from the ready-made and the poetic destruction of artistic comfort.

Regarding the consumer who squanders his money, Adorno already pointed out in his criticism of Veblen, 

that life in society also implies a struggle for existence. It is in this selective adaptation where we must 
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abolish property as private, a term which refers to personal enjoyment as well as its eudemonistic inclina-

tion8.  Adorno underlines the fact that “Veblen has seen in trinkets, in artistic scrap, an element that es-

caped aesthetic critics, but which has surely contributed to explain that expression of sudden catastrophe 

that so many architectures have today and so many interiors from the 19th share: they express repression.” 

Adorno states that, for Veblen, culture is nothing more than propaganda, prohibition, exhibition of power/

plunder, and profit, that is: prohibited, private property9. 

Like the cultural criticism that PSJM puts forth, we are aware that these are consumer goods: Culture, as 

Adorno states, came from market and communication. These are the three strata that support the ironic 

vision this brand has dedicated to philosophers, architects and artists. As Walter Benjamin said after his 

strolls through the shops of Paris, where it seems he never really bought anything, “As long as there is 

still one beggar around, there will still be myth.” This is the immediacy typical of dandyism, which is 

always urban, and its unflagging persecution of society, revealing that individuality does not lie in one’s 

clothes, but rather in the way they are worn. A way to distinguish style emerges in this place of modernism 

proposed by PSJM. It is distinction and difference which make us absolutely modern, without interruption. 

The company never sleeps: “Sometimes,” wrote Ramón Gómez de la Serna, “stylisation seems defeated, 

but it is not. It is the only invincible thing. The only thing in the world that is imposed on the world. Politi-

cal revolutions can stop, sometimes they sleep, they are eclipsed; but the revolution of art is permanent, 

it opens shop every morning.”



65

1. Speaking of the lecture that took him to the Rocky Mountains, Wilde wrote with irony: “I was told that if I went there they 

would be sure to shoot me or my travelling manager. I wrote and told them that nothing that they could do to my travelling 

manager would intimidate me. They are miners—men working in metals, so I lectured them on the Ethics of Art. I read 

them passages from the autobiography of Benvenuto Cellini and they seemed much delighted. I was reproved by my hear-

ers for not having brought him with me. I explained that he had been dead for some time which elicited the inquiry “Who 

shot him?”. They afterwards took me to a dancing saloon where I saw the only rational method of art criticism I have ever 

come across. Over the piano was a printed notice: ‘please do not shoot the pianist. He is doing his best’, Oscar Wilde, 

Impressions of America, in The Artist as Critic: Critical Writings of Oscar Wilde, Chicago: The University of Chicago Press, 

1982, p. 10.

2. Oscar Wilde, House Decoration, in Essays and lectures, Rockville: Arc Manor, 2008, p. 88.

3. It is not surprising that Spengler dedicates the end of The Decline of the West to his notion of money. In his analysis of 

capitalism, he looks at the relationship between the scepticism of city cynics—citing Pyrrho as their utmost representa-

tive—and Marx. Interestingly enough, he found this urban space in London, with Engels. William Morris thought that this 

English sojourn was what made Marxist socialism possible, more than the French influence of Blanqui or Fourier.

4. Oscar Wilde, The Soul of Man under Socialism, Whitefish: Kessinger Publishing, 2004, p. 1.

5. “There is no form or concept of distance in Art other than innovation. Just as a walker who, in order to advance, has to 

tread spaces that were not behind him but that lay ahead, if an artist does not innovate, he becomes stationary and merely 

spins around in his big wheel. One has to devour the new in order to have the right to publicity. It has to be devoured, 

because then it will not appear again as new, but it will give rise to other calories of novelty. And, right away, the new must 

be devoured mercilessly, so as to move on to another novelty”, Gómez de la Serna, Ramón, Ismos, IVAM, pp. 14-15.

6. “At the beginning of the century, the degradation in the dress of the masses went hand in hand with the degradation 

of individual physiognomy. There is probably no other time in which we may find the masses dressing as poorly and as 

absurdly as during this period. The spectacle gave the impression that the cheap, assorted stocks of huge second-hand 

clothing shops had been scattered in the streets and squares, and that people were wearing those clothing items with gro-

tesque dignity. […] And so it happens that the masses appear to be particularly poorly dressed on Sundays”, Ernst Jünger, 

El trabajador, Tusquets, 2003, pp. 119-121. [published in English as The Worker].



7. This window display, which follows a romantic, Benjaminian gaze, is the discovery of the specialised shop. As the 

advertising of a Spanish department store proclaimed, “we’re specialists in you”, without even trying to offer what we 

don’t need, but emphasising, instead, the importance of the what for, whether it is in connection with the home or with the 

weekend spent with the family: “you get bored just like in any other car, but it’s half the price.” In that sense, advertising is 

no longer a means, but an end: it creates quarters, rooms, spaces where it is not easy to go. And art appears as an elitist 

place, separated from the rest of natural life, when it is precisely the opposite. Thanks to art, we have access to nature and 

we have access to work. The fact that the museum is the place where the artistic appears as an artefact that is to be valued, 

to a great extent, because of historical questions, is precisely what prevents its usefulness. The MARX® project by PSJM 

shows the intertwining of the real and the fictional, where art has been a true, pleasant deception.

8. The private makes reference to a stripping-bare, a déposer. It is a discontinuation and a prohibition; a privation of the 

pleasing and a non-privation of the unpleasing. This focus on taste as negation underpins PSJM’s project for LABoral, 

given its conflation of art and industry.

9. “Political slogans, which are specially designed for mass-manipulations, unanimously stigmatise any cultural element 

that displeases curators as luxury, snobbery or highbrow. Only when the established order is accepted as a measure of 

all things does its mere reproduction in the conscience becomes a truth. Cultural criticism then becomes indignant and 

speaks of superficiality and loss of substance. However, since in spite of this, it is kept in the network where culture and 

commerce intertwine, criticism itself takes part in this superficiality. Criticism proceeds, therefore, like those reactionary 

social critics who contrast usurious capital and productive capital. But, in fact, all culture participates in the total guilt of 

society, for, like commerce, it lives thanks to the injustice perpetrated in the sphere of production”, Theodor W. Adorno, La 

crítica de la cultura y la sociedad, in Crítica cultural y sociedad, Ariel, 1969, pp. 216-217.




