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Introduction



e The name Marset has been associated with light for generations. Each one has contributed
its own perspective, and over time, this vision has been enriched, becoming a fusion of
different approaches, ideas and ways of interpreting light.

In a similar way, the aim of this book is to explore the phenomenon
of light from all angles, showing its different facets according to
the eye contemplating it and the form surrounding it. As if it were a
living entity, we want to show the relationship between the different
ways of looking at light.

Because light is such an important, crucial issue in our li-
ves and in our history that addressing it from a single point of view
would minimise its importance. Anatomy, from the Greek word
anatomé, means dissection. And that’s the idea; to explore and
separate all the parts in order to examine them more closely and
achieve a broader, more detailed and personal view of the whole.
That’s why this isn’t just a book by Marset but a book that exists
thanks to many different perspectives. The Anatomy of Light is a
collaborative, multifaceted and, above all, luminous work that
has been created to be read and enjoyed more than once.

Although the main protagonist is light, professionals from
different fields give it a voice. Some, as would be expected, are
prominent figures in the world of design and interior design but



our reading wouldn’t be complete without other kinds of people
who explore the very nature of light from other disciplines.

Thinkers, creatives, architects, psychologists, writers,
artists, ophthalmologists and a long etcetera that have made this
work a compendium of diverse conversations and opinions with
which to broaden our own.

All of them illuminated by Marset lamps, which are shown
here as we’ve never seen them before, revealing themselves to the
reader in surprising ways.

Make yourself comfortable and let these pages enlighten you.






History & Founders



1943

1960

1970s

1975

1983

1990s

Francisco Marset sets up a metal foundry that will give rise to today’s Marset.

His son José enrols at the Escola Massana and, thanks to him, Marset takes the
step towards becoming a lighting design brand.

Marset develops internationally and makes a name for itself at trade fairs in Milan,
Hannover, New York and Madrid.

The Salon International de la Lumiére in Paris recognises Marset for its innovation
and design in lighting. The MS Marset Seleccidn collection is awarded the prize for
best design, thanks to its ability to combine aesthetics and functionality, a balance
that still forms the basis of all our designs today.

Jesus Marset takes charge of the company, bringing a more commercial vision to the
brand and boosting its awareness, taking advantage of the technological developments
in lighting.

Javier and Carlos Marset join the company, helping to establish a strategy with a
visionary approach that seeks to differentiate the product through design. During this
period, they come into contact with Lluis Porqueras, founder of the company Vapor.
Going against the hyper-technological trend of the decade, this firm produces simple
lamps with the aim of conveying a critical, demanding but poetic spirit to the product.
Captivated by this essential vision of design, an agreement is reached for a large part
of collections to become part of the Marset catalogue. Joan Gaspar, Vapor’s designer,
also joins Marset as product director.
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2000s

2015

2025 and beyond

Under the influence of brothers Carlos and Javier, the company continues to focus
on its international development. The brand’s slogan, “Taking care of light”, encapsu-
lates its overall approach and the dedication and care with which each step is handled.
The wide range of proposals received by the company translates into a portfolio of
designers that spans every corner of the world: Christophe Mathieu, Inma Bermu-
dez, Joanna Laajisto, Jaume Ramirez, Xavier Mafiosa & Mashallah, Jordi Canudas,
Yabu Pushelberg, Ciszak Dalmas, Pérez Ochando, Marco Zanuso Jr, Lluis Porqueras,
Mathias Hahn, Fabien Dumas, kaschkasch, Francesc Rifé, Yonoh, Sputnik Estudio,
Josep Lluis Xucla and Joan Gaspar. Marset begins to expand and now has a subsidiary
in the United States, as well as showrooms in Milan, New York and Barcelona.

Marset receives Spain’s National Design Award, adding to countless other prizes
and awards.

Marset focuses on developing more environmentally responsible products and
programmes through eco-design methods, circularity and the minimal consumption
of energy and resources. At the same time it continues to research into the effects of
light on well-being, health and relaxation, creating new collections, systems and pro-
jects dedicated to improving people’s quality of life.
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MOD. LAURO |
DISENO: J. Pérez Mateo
P. Aragay

ACABADQO: Cromado.
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MOD. KENTIA |
DISENQ: J. Pérez Mateo
P. Aragay

ACABADO: Cromado

y detalles marrdn oscuro.,
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KALIMA

J. Pérez Mateo

DISENO

P. Aragay
cromado.

ACABADO
Se fabrica con pantalla

metalica o pantalla

metacriigto.




LAURO I

DISENO: J. Pérez Mateo

P. Aragay

ACABADO: cromado




MO_D. FLASS
DISENO: J. Pérez Mateo
P. Aragay

ACABADO: Pantalla y
base cromada, varillas
marrén (13) 6 pantalla y
base marron (13) y
varillas cromo.




MOD. KARPA
DISENO: J. Pérez Mateo
P. Aragay

ACABADO: cromo,
marrén (13) blanco
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CHANG

+ Col-leccié de llums
amb la caracteristica
comuna de la doble
pantalla conica que,
sense disminuir la seva
capacitat luminica,
evita I'enlluernament
que produeix la bom-
beta. A més a més, la
simplicitat d'aquesta
doble pantalla s'enri-
queix amb les diverses
tonalitats de llum que
es creen. La col-leccid
esta formada per tres
models: llum penjant
de sostre, llum de peu
i llum de sobre taula.
Les pantalles poden
ser de teixit translucid
o de metacrilat molde-
jat; els llums de peu i
de sobre taula poden
ser d'alumini anodit-
zat, daurat o platejat,
o de fusta de faig en
color natural o tenyit
de color caoba. L'inte-
rruptor esta incorpo-
rat a la tija, facilitant
aixi el seu accés. Amb
la pantalla de metacri-
lat es pot posar una
bombeta de 100 W
opal, i amb la pantalla
de teixit, Unicament
de 60 W.

# Coleccion de lampa-
ras con la caracteristi-
ca comun de la doble
pantalla cénica que,
sin disminuir su capaci-
dad luminica, evita el
deslumbramiento que
produce la bombilla.
Ademas, la simplicidad
de esta doble pantalla
se enriquece con las
diversas tonalidades
de luz que se crean. La
colecciéon esta forma-
da por tres modelos:
lampara colgante de
techo, de pie y de
sobremesa. Las panta-
llas pueden ser de teji-
do traslicido o de
metacrilato moldeado;
las lamparas de pie y
sobremesa pueden ser
de aluminio anodiza-
do, dorado o platea-
do, o de madera de
haya en color natural
o tenido de color
caoba. El interruptor
esta incorporado a la
tija, facilitando asi su
acceso. Con la panta-
Illa de metacrilato se
puede poner una
bombilla de 100 W
opal, y con la pantalla
de tejido, unicamente
de 60 W.

#+ Collection de lampes
ayant la caractéristi-
que comune du dou-
ble abat-jour conique
qui, sans diminuer la
capacité d'éclairage,
évite I'éblouissement
produit par I'ampoule.
La simplicité de cet
abat-jour s’enrichit a
cause des tonalités de
lumiéres diverses crées.
La collection est com-
posée de trois mode-
les: lampe de suspen-
sion, lampe de pied
et lampe de table.
L'abat-jour peut étre
en tissu translucide ou
moulée en méthacryli-
que; la lampe de pied
et de table peut étre
en aluminium anodisé,
en or, en argent ou en
bois d'hétre dans sa
couleur naturelle ou
teint en couleur aca-
jou. L'interrupeur est a
la tige, rendant ainsi
plus facile son accés.
Avec |'abat-jour en
méthacrylique on peut
utiliser une ampoule a
100 W; avec I'abatjour
en tissu seulement a
60 W.

+ A collection of lamps
with the shared cha-
racteristic of a double
conical shade, which
effectively cuts out
glare from the bulb
without sacrificing the
quality or intensity of
the light produced. In
addition, the different
tones of light thus cre-
ated enhance the
attractive simplicity of
this distinctive double
shade. The collection
consists of three diffe-
rent models: ceiling
lamp, standard lamp
and table lamp. The
shades are available
in either translucent
fabric or moulded pers-
pex. Both standard
and table-top versions
come in gold or silver
anodized aluminium,
or in natural-finish or
mahogany-stained
beechwood. The switch
is incorporated into
the body of the lamp
itself, making it easly
accesible. The perspex
shade is designed for
a 100 W opal bulb,
while a 60 W bulb is
recommended for use

with the fabric shade.

+ Ein gemeinsames
Merkmal der Leuchten
dieser Kollektion ist der
kegelférmige Doppel-
schirm, der die Leucht-
kraft der Lampe in kei-
ner Weise beeintrach-
tigt, aber Blendwirkun-
gen durch die Gluhlam-
pe verhindert. Das schlich-
te Design des Dop-
pelschirms wird zudem
durch die verschieden-
artigen Lichtnuancen
bereichert, die an der
Lampe entstehen. Die
Kollektion besteht aus
drei Modellen: einer
Deckenleuchte, einer
Standleuchte und einer
Tischleuchte. Die Lam-
penschirme kénnen in
transparentem Stoff
oder in Acryl ausge-
fuhrt sein. Bei den
Standleuchten und den
Tischleuchten stehen
eloxiertes Aluminium,
Gold, Silber oder natur-
farbenes bzw. mahago-
ni-gebeiztes Buchen-
holz als Endverarbei-
tungen zur Auswahl.
Der Schalter ist am
Stander angebracht
und somit muhelos zu
erreichen. Die Leuch-
ten mit Acrylschirm
kénnen mit 100-W-
Opalglas-Gluhlampen
bestiickt werden, wah-
rend bei den Leuchten
mit Stoffschirm Gluh-
lampen von maximal

60 W verwendet wer-
den kénnen.
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El diseno como conocimiento,
como ciencia, es un gran arbol con
raices, tronco, y ramas. Y esto hasta
tal punto que seria mas légico que
muchos  profesionales salieran del
tronco comun del disefio, que el
que sumen el diseno como una
disciplina complementaria.

Por razones histdricas, esta reestruc-
turacion solo se podria hacer con las
nuevas profesiones, grafismo, inte-
riorismo, moda, tejidos, en definitiva
algunas areas del diseio ambiental y
muchas del diseno con base visual.

" HAY QUE FORMAR A UN

GENERALISTA

Al establecer que la ensefianza del
disefio, ha de tener un poderoso
tronco comun, bien enraizado, que
soporte el peso de una espesa
enramada, estamos condicionando
a que el disefiador profesional, sea
un generalista. Es decir que parta de
lo general, el tronco, hasta lo
particular, la rama.

Siguiendo el curso de la humanidad
a través de la antropologia, nos
encontramos con el Homo Faber de
Max Frisch, como aquel que fabrica
instrumentos. .










Flamenco P design: mT. 1995
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Faro design: Carles Bermudo. 1990

Lampara de sobremesa de baja tension realizada en fundicion de aluminio. Incorpora regulador de intensidad.
Acabados: Aluminio y negro antracita.

Low voltage table lamp made in cast aluminum. Includes potentiomelter.

Finish: Brushed aluminum, black.

Lampe de table en fonte d'aluminium, avec variateur.

Finitions: Aluminium, noir.

Niedervolt mit Dimmer. Aluminiumguss. Beweglicher Schirm..
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Vision

Vision



e Think of ancient humans, thousands of years ago, gathered around a fire. That primal
light still lingers in our subconscious. Its warmth evokes intimacy, security, comfort,
well-being. That light, and that emotion, are what we want to continue sharing.

35

A light that creates shadows, nuances and depth. That lives side
by side with darkness, without trying to overcome it. A light that
transforms space, that delimits it, that explains it, creating hierar-
chies. And a healthy light, of just the right brightness, that respects
people’s rhythm and rest.

In our work, creating this quality of light is a fundamental
and obvious premise. But the quality of the object’s design is equally
crucial. Because a lamp has two lives: one when it’s lit and another
when it’s not. In both, the object itself brings personality and har-
mony to its surroundings, but we perceive it very differently.

Our goal has always been to create luminaires that, beyond
being functional, also add character to the spaces they inhabit.
Timelessness. Uniqueness. Identity. Every object we bring into the
world seeks to become an icon.

That’s how we think about light. That’s how we take care of
it. Trying to improve every day, keeping the fire alive. Illuminating
life and giving life to illumination.
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Funiculi, Lluis Porqueras 2011, 135 x 24,8 cm
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Jaima, Joan Gaspar 2017, 194 x 43 cm
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(B)

Discocod
Christophe Mathieu

53 x 42,5 cm

2008

(D)

Funiculi
Lluis Porqueras

135 x 24,5 cm

2011

(F)

Tam Tam
Fabien Dumas

85,9 x 102,7 cm

2012

(A)

Atlas
Joan Gaspar

23x 11 cm

2001

(C)

Ledtube
Daniel Lopez

11,3 x 4,5 cm

2009

(E)

Pleat Box
Xavier Manosa
& Mashallah

21x 18 cm

2012

(G)

FollowMe
Inma Bermudez

28,8 x 12,3 cm

2014
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(1)

Theia
Mathias Hahn

43,5x32cm

2016

(K)

Bicoca
Christophe Mathieu

22,5x 14 cm

2017

(M)

Bohemia
Joan Gaspar

84 x 41,5 cm

2019

(0)

Fragile
Jaume Ramirez

35x30,5cm

2023

(H)

Ginger
Joan Gaspar

42 x 8,6 cm

2014

(J)

Jaima
Joan Gaspar

194 x 43 cm

2017

(L)

Dipping Light
Jordi Canudas

22,2x12,5cm

2018

(N)

Ambrosia
Ciszak Dalmas

120 x 180 cm

2021
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t Anatxu Zabalbeascoa is a visionary journalist and art historian
who has shaped design discourse for three decades. Creator of the acclaimed
design podcast La Gran D and author of influential books, she has been bringing
her distinctive perspective also to El Pais newspaper, illuminating the world of
design and architecture.
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SEEING LIGHT, BEING of LIGHT

Light can’t be seen. But it makes the things around us visible. It’s a
physical agent that has a presence but no form. It inundates space
and yet can’t be trapped. Or can it?

In Spanish, we use the word luz (light), and its associated
verbs dar a luz (give birth) and alumbrar (illuminate, enlighten), to
indicate a beginning: a birth, a creation, a discovery. Also to reveal
something that’s hidden.

We say something “sees the light of day” when it emerges or
appears. However, when people “see the light” it means they perceive
hope, glimpse it perhaps after having lost it because, like light, hope
can’t be seen but it can certainly be felt.

As it’s a physical phenomenon, is light something spiri-
tual? In the Gospel according to John, light is everything. It’s life
and “ life was the light of all mankind”. Such light isn’t just hope; it
also has a practical side. It’s guidance. It’s everyday life. Like life,
at the same time it’s the most precious but also the most routine: it
happens every day, it’s renewed every day. It defies classification.
Not only in the words of Saint John but throughout the Bible, light
appears as the opposite of evil, as a synonym for truth, a symbol
of knowledge and wisdom, as an attribute of grace and goodness.
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The association between light and knowledge makes
strange connections. It unites religion with science. And it’s not
exclusive to any one faith. For Buddhism, enlightenment is a state
of profound understanding of nature. Also of existence and, con-
sequently, of oneself. Enlightenment is knowledge. It is awakening
and it is truth. Perhaps that’s why, in Spanish, someone who knows
how to see the good in others, be it innately or learned, is called a
serde luz or “being of light”.

That might seem easy but it’s quite the opposite. We know
that opposites coexist. Most of the time we’re familiar with the hy-
brid form of things. We inhabit the grey; we live in the combina-
tion, in some shadow. There would be no light without darkness,
no darkness without light. That’s why a “being of light” radiates
not light but benevolence: the attribute that combines compassion,
respect and generosity, a magnanimous nature that seeks the good
for oneself and for others. The benevolent reveal their light in their
gestures and decisions. It radiates from their gaze. They attract
us in the same way as lamps attract moths: they enable us to see,
offering warmth and clarity.

The purpose of a lamp is to illuminate without dazzling.
Like “beings of light”. Its success and presence depend on the
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designer’s skill. But light is so elusive that there are lamps, called
“blinder lights”, that shine on the audience during concerts. Pa-
radoxically, when the spectators are illuminated, they’re blinded:
they can no longer see the artist.

We could conclude that a “being of light” has seen the light,
has perceived clarity, but I'm inclined to think that what they com-
prehend is darkness. And they’ve been able to grope their way out
of this darkness, getting back up each time they fall, by using their
intuition and by allowing themselves to be guided by hope.

When it exists, light is freedom. It both dazzles and illu-
minates. It helps us realise that, in order to illuminate, contrast or
darkness is also necessary. It reveals that there are barely visible
materials which, as they’re translucent, they allow light to pass
through; they domesticate it, make its presence felt and transform it
into companionship. Every day, when it gets light, the world comes
alive. Switching on a lamp is therefore like activating a micro-world.
Enjoying progress, making sure the light never goes out.



e Valeria Palmeiro, AKA Coco Davez, is a visual artist known for her
bold portraits and geometric style, blending pop art influences with contem-
porary aesthetics. She has gained recognition for her distinctive artistic
vision and also for her acclaimed podcast about creative blocks Participantes

para un delirio.
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There’s a fragment of the day when a pact is created between light
and shadow. The earth succumbs to the night whilst the sky still
clings to the day, as if reality were wavering between two truths.

Magritte portrayed this moment in his L'Empire des lu-
miéres, showing us a dark street surrounded by trees in silhouet-
te, whose forms are picked out by a street lamp and a light from
the first floor of a house, which someone has just switched on.
However, once your eyes have become accustomed to the intimacy,
we're betrayed by a soft blue sky dotted with white clouds floating
in the calm of midday. Magritte hasn’t painted a scene but rather an
idea, playing with the rules of logic and, strange as it may seem, we
decide to believe him.

I took the photograph that accompanies this text in the
Berlin summer. I felt this picture like an echo of Magritte’s painting,
that precise moment conducive to intimacy wwhen the world turns
on its lights, but the sky has yet to surrender to the night.

Light exposes us while shadow shields us. Light has the
ubiquity of an enthusiast, shadow the maturity of one who knows
how to remain silent. We need to find the middle point where the
light shines without distorting everything. We must flee from blin-
ding dazzle; it’s in the shadows where the forms are made out that
enable us to plumb the depths.
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Since time immemorial, humans have swung between the
two. We light fires to chase away the darkness but seek refuge in
the shade to save ourselves from the scorching sun. We live in this
wonderful contradiction: we long for light but, over the years, we
begin to value the beauty of darkness, dancing between the visible
and the hidden, between what we want to show and what we allow
others to see.

When night and day touch there’s an invitation to discov-
er that they’re not opposites but complementary reflections that
coexist in perfect balance. Pablo d’Ors says that darkness is light
that hasn’t realised it yet and that, in turn, light is darkness illumi-
nated, showing us that, in its essence, one contains the other.
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t lsabel Coixet is a Barcelona-born historian, filmmaker, screen-
writer and bon vivant, known for her introspective exploration of human
emotions, identity and relationships. Her work blends intimate storytelling
with philosophical depth. Coixet’s distinctive approach to filmmaking has
established her as one of Spain’s most remarkable directors.
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Praising Light in In Praise of Shadows

First published in Japanese in 1933, Jun’ichird Tanizaki’s In Praise of Shadows
demonstrates the timelessness and universality of the Japanese aesthetic. Going so
far as to consider the toilet as a place conducive to contemplation, to meditation,
“a place of spiritual repose”, Jun’ichird Tanizaki delights in the details of design.
One wonders how the author manages to speak lyrically over three pages about the
charm of Japanese toilets but, nevertheless, the essence of this aesthetic lies in the
details: a certain degree of dimness, absolute cleanliness and quiet, rain-soaked
moss, the intimacy of raindrops falling from the leaves of trees...

Other impressive descriptions in the
essay include the smoky patina of
a worn silver saké cup, the sheen
of lacquer reflecting the wavering candlelight,
the meditative experience
of tasting confectionary served
in a lacquer dish.

The author observes everything and everyone: the architecture, paper,
women, the skin colour of the Japanese, kabuki and noh actors, recipes and even
literature from the perspective of the duality of light and shade or light and dark.
He glides from one thing to another, like entering a room by sliding a shoji, those
movable partitions he describes so well. He’s never interested in colour although
brilliance and gold, under the effect of darkness, are a source of beauty.

This dichotomy of light/shade is what makes us see and feel the world.
How we modulate it is up to us....



e Marta D. Riezu is aSpanishjournalist and writer whose work en-
compassestherealmsofculture,fashionandpersonalreflection.Shehaspub-
lished two books: Agua y jabon and La moda justa. Her writing explores the
interplay between aesthetics and ethics and the subtleties of elegance
through everyday, understated objects and moments.

4/16

82



83

A benevolent light

A certainty in which to believe: we may have lost a lot along the
way but we’ll leave light behind for those who come after us. We
won’t be able to impart much else because each generation under-
stands in its own way, with a different significance each time, by
instinct and by dint of failing.

Light is the ancestral contact with vitality, the passage
from stillness to movement. The dark, cool homes in a village in con-
trast to that first excursion to the big city and the dazzle of cinemas,
shops, neon lights and screaming streets. The intimacy of candles
that pales before the rude might of a glaring spotlight. Illumination is
carried out for a purpose but is surrounded by metaphysical questions
such as presence, the invisible and character.

Even after many years have passed, we still remem-
ber the physical nature of a house, its light and its corners, three
elements which are interrelated. A home is a living organism and
each inhabitant experiences it in their own absolutely personal
way. We could learn a lot from the animals that live with us, who
settle down without hesitation in the most familiar, comfortable
and kindly-lit corner. Light absorbs the vestiges of everyday life.
It frames and elevates the ordinary to a spiritual plane. It shapes
rituals and creates happy accidents, often the most interesting part
of our daily lives. It plays a key role in the continuous transforma-
tion that is our life. A lamp is associated with the evocative, the
delicate, the whimsical.

When we choose light according to how we believe
we might impress others, rather than by intuition, we erode a very
precious part of our identity. There’s no greater aesthetic curse
than the insipid, impersonal style of fake refinement that makes
a house look like a hotel. Perfection is a mirage. A lamp, appa-
rently uniform, is actually malleable and temperamental, inviting
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us to be ingenious. It dresses an idea sensitively, in a mysterious,
introspective way. Its adaptability relaxes us and induces trust. It
changes and keeps on changing. We want to live in flexible, ge-
nerous, protective places that encourage enjoyment and dialogue.
We need imperfect places. A home in which to nurture, read, sleep,
work, loaf around, be ourselves. It’s paralysing to live together with
something that only looks good if you don’t touch it.

My favourite lamp is the one that marks out a small
path. Simple, effective, slight, domestic. I like it to confer an al-
most childlike joy onto the room. For it to invite contemplation
and sociability. For it to create a shared and intimate circle be-
tween myself and the objects. For it to distance me from the world
but allow me to remain attentive.
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e Curro Claret is a designer of artifacts, products and objects that
aim to focus on situations, communities and resources often overlooked by
society, challenging elitist perceptions and exploring more equitable and ba-
lanced ways to engage with life.
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Regarding penumbra and just the right amount of light

Those of us of a certain age can remember how, when we were chil-
dren, every now and again the electricity would be cut off during a
hunderstorm and the lights would go out. Whenever this happened,
some candles would be lit so we could get on with whatever we’d
been doing at the time. But I seem to remember that, on many oc-

casions, it was impossible to continue by candlelight, something
hich often brought the people in the house together. And, for 4
child, that situation generated a very special feeling; a strange mix-
ure of adventure, mystery and calm. Everyone getting togethe
ended to give rise to a certain kind of conversation, a certain kind
of intimacy, and people would open up about things they wouldn’
have talked about normally.
Lighting a space with candles can also lead to images of “roman-
ic” dinners, a setting in which we’re predisposed to be, talk and
act in a certain way. Or perhaps something very different comes to



mind, such as how monks and nuns must have lived, with images
of them walking down a long corridor holding a candle or simple
candlestick or reading in an austere cell.

The dictionary produced by the Royal Spanish Academy defines
“penumbra” as the weak shadow between light and dark, withou
being able to perceive where one begins or the other ends.

In this respect, we must clearly mention Tanizaki’s book In Praise
of Shadows, in which he delights in explaining why penumbra is (0
was) so important in Japan. Rereading it nowadays, it’s surprising
how far we’ve moved away from that kind of light. How our entire
domestic life used to be so conditioned by it. How it had a positive
influence on all our daily actions. How, in the kitchen, it harmonised
with the type of food being prepared and how dishes were elevated
by it. How a dim light in the bathroom favoured certain physiological
actions (and also concealed dirt). And how it encouraged mysticis

and meditation.

On reflection, perhaps we still enjoy a certain legacy from those
imes, in the form of low lighting in bathrooms, the dim lighting i
“cool” restaurants that focuses almost entirely on the food, and the
minimal lighting to be found in religious buildings.
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Sl Tanizaki explains that it wasn’t merely a question of the amount of light, attaching simi-

lar importance to the finishes of surfaces, at a time when they were almost never glossy,
and reflections and glints were mostly avoided. In this respect, varnish played a major
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role in objects, creating delicate nuances and chiaroscuro.

The writer also goes on to describe the evocative effect o
such lighting on people whose appearance, and the wa
hey were dressed, with the type of fabrics and colours
used, were infinitely enhanced.
Google provides a less enthusiastic answer when asked
hat it means to live in penumbra and what it’s like, re-
ferring to other, less attractive aspects. It says that “pe-
numbra” refers not only to the absence of electricity bu
also to the lack of the right to live with dignity. The case
of people who are forced to live with almost nothing
leads us to other areas beyond the confines of this text...
Although, ultimately, a relationship to everything can|
be found.
I believe the fundamental issue here is how to achieve,
in the present day, exactly the right amount of attractive
lighting. Lighting that promotes a good quality of life



in all senses of the term. It seems that the emergence o

LEDs has all too often led to precisely the opposite, to

hem being overused to a certain extent. This abundance

of light seems to have established standards that, whe

lighting falls a little below “the norm”, people seem to

miss it.

Another aspect that may differentiate the present da

from Tanizaki’s time is that most of us are now aware o
he impacts and repercussions of our actions on the planet. There are some very precise
ools that help us to measure these impacts, such as our carbon footprint (the greenhouse
gases emitted by any human activity) as well as those that look at the conditions of the
people involved in making something possible. One essential challenge we must tackle
oday is to cross-check all these considerations with the effects and qualities we expect

from a light source. Merely taking some of them into

account and not considering them as a whole seems fa
too out of keeping.

Actually, as I write these lines, a seminar has just been|

held at the French Institute in Barcelona on the con-

cept of frugal architecture, a term that comes from and

refers to the appropriate use of the Earth’s resources,
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o moderation, simplicity and sustainability, with the slogan “the
future is ancestral”. A future that seems attentive in order to take
advantage wisely of the knowledge developed in the past, no

simply replicating it but bringing it “up to date”.
Knowing and feeling that we’re using “just the right amount of light”

o give each moment its proper dimension and make it supremel
attractive, whilst also harmonising as much as possible with the
circumstances and realities of the planet and living beings. In a
way, doesn’t this have something to do with what poets are always

striving for?



t Mesura is a Barcelona-based studio that defies singular style or
format. While rooted in architecture, their work is shaped by design, culture
and art, transforming abstract concepts—feelings, and identities into intuiti-
ve experiences. Each project reflects their unwavering attention to detail and
construction.
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2.

The first interior light

Curves and light

Candle

A box of light

Light at Casa IV and Casa Ter

Light and curves

The light of Najdi architecture

The history of the kingdom embraced by Najdi

3.

The first interior light
4,

Curves and light

5.

Light at Casa IV and Casa Ter
Light and curves
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t Eduard Sanchez Ribot is a still-life photographer based between
Barcelona and Paris. After graduating as a multimedia engineer, he deci-
ded to quit his profession to investigate photography and learn about it in
a self-taught way. By looking at photography in a deep, delicate and also in-
tense way, he creates orderly compositions that give him peace of mind.
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Thank you for creating the images that illustrate this book.
We can’t help but ask you, how can light be lit?

The question you ask is indeed a very stimulating one. I've given a lot of
thought to this paradox and, although I still don’t have a definitive answer, I
think my approach lies in the search for a sensory experience. In my creative
process, I always try to build spaces that provoke me, that evoke something
beyond the obvious. My philosophy is based on illuminating light: I usually
work with a single main source, a principle inspired by the relationship be-
tween the Sun and the Earth. From there on, I try to give the light an organic
quality, almost as if it were breathing in space.

I remember that, in my early days, I only found comfort working
with the light at dusk. There was something about that transition between
brightness and shadow that resonated deeply with me, an almost mystical
feeling that invited me to create. Over time, I've learned to experiment with
different types of light, always seeking a balance between technique and
emotion. My goal isn’t just to capture an image but to create an atmosphere
that strikes up a dialogue with the viewer, that provokes and lingers.

Do you have any references? Who's inspired you to forge
your style? What light has guided you?

My influences are diverse and not limited to photography alone. I find in-
spiration in music and, especially, in film, two disciplines I consider essen-
tial in order to understand time, movement and narrative. In photography,
my references are Wolfgang Tillmans and William Eggleston. Tillmans fas-
cinates me in the way he approaches the everyday with an almost spiritual
depth, while Eggleston redefines the perception of light and perspectives.
Both influences intertwine in my work, leading me to explore a visual lan-
guage that seeks to be a synthesis of these two visions.

Beyond photography, filmmakers such as Michael Mann, Spike Lee
and Jim Jarmusch, along with the cinematography of Robby Miiller, have
shaped my understanding of atmosphere and colour. On a conceptual level,
artists like Sophie Calle inspire me to explore personal and narrative as-
pects. Music also plays a fundamental role in my creative process, from the
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soundscapes of Enya and Burial to the rhythmic structures of Caribou and
Enigma. This amalgam of influences allows me to build a visual universe
that transcends the limits of a single discipline.

What do contrasts bring?

Contrast is one one of the most important tools in my photography because
they add that depth that somehow evokes nostalgia. I like to play with light
to create the idea of warmth and proximity but not so much through tonal-
ity - rather through depths and layers within the image. This approach has
become a very characteristic aspect of my work nowadays, because it con-
nects me with certain emotions I want to convey. However, it doesn’t mean
that I’ll always resort to this resource.

How important is shadow in your work?
What’s hidden in the darkness?

When I include shadows, I'm not just looking for a visual effect but also a
narrative tool that enables me to convey deeper emotions. Like light, shad-
ows tell a story. I like to think that, in the darkness that hides so much,
there’s also an invitation to discover, to look beyond the obvious. It’s in that
tension between the visible and the hidden that I find an emotional force
that connects with introspection and mystery.

The direction and intensity of light, often defined by shadows, also
guide the viewer. I'm interested in how shadows not only delimit spaces
but also suggest ambiences, times and moods. A soft shadow can envelop a
scene with warmth and gentleness while a harder shadow can add drama or
even a sense of emotional distance.

Working with shadows and light is, in essence, a balancing act. Each
image becomes an interplay of opposites: light and dark, warmth and cold-
ness, presence and absence. For me, that balance is what breathes life into pho-
tography because it reflects the same dualities that exist in human emotions.

Where does the beauty of an object come from?
How do you get to it?

I could define three key aspects that I consider in order to find beauty in
an object: its shape, its material and its details. These three elements must
complement each other in a balanced way to achieve a sense of perfec-
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tion. However, often this balance isn’t achieved, and we end up focusing
on a single detail, the one that’s most representative. It’s in that detail that,
I believe, the connection is made that enables us to understand how beautiful
an object can be.

When this unique aspect is combined with the best possible light, it’s
revealed in all its splendour. Light has the power to transform and amplify
that beauty, taking it to a higher level.

I firmly believe that all objects have their own beauty but it’s essen-
tial to observe, understand and touch them. It’s through this interaction that
an emotional connection with them is created. This affective connection
allows us to appreciate them in a deeper way, almost as if we “want” or
“love” them. And when you reach that point, you feel it, and that’s when you
get the best out of them.

(Donde radica la belleza de un objeto?
.Como llegas hasta ella?

Podria definir tres aspectos clave que considero para encontrar la belleza en
un objeto: su forma, su material y sus detalles. Estos tres elementos deben
complementarse de manera equilibrada para alcanzar una sensacion de per-
feccion. Sin embargo, muchas veces ese equilibrio no se da, y terminamos
fijandonos en un solo detalle, aquel que resulta mds representativo. Es en ese
detalle donde creo que se genera la conexion que nos permite comprender
cuan bello puede ser un objeto.

Cuando este aspecto unico se combina con la mejor luz posible, se
consigue resaltar todo su esplendor. La luz tiene el poder de transformar y
amplificar esa belleza, llevandola a un nivel superior.

Creo firmemente que todos los objetos tienen su propia belleza, pero
es fundamental observarlos, entenderlos y tocarlos. Es a través de esta inter-
accion que se crea una conexion emocional con ellos. Esa conexion senti-
mental nos permite apreciarlos de una manera mas profunda, casi como si
los “quisiéramos”. Y cuando llegas a ese punto, lo sientes, y es ahi cuando
logras sacar lo mejor de ellos.
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t Dimitra Doumpioti is a psychologist, teacher and supervisor
specializedinrelational-systemic intervention. Founder of Hestia and aca-
demic collaborator at ESADE, she is the author of Historia de lo nuestro and
develops innovative projects such as the Institute of Interpersonal Arts.
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Enlightenment in Human Life: A Journey of Discovery and Wisdom

Human life can be seen as a process of “enlightenment”. Our passa-
ge through the world is a continuous learning process, an explora-
tion in which we gradually shed light on what surrounds us, and, in
particular, on what resides in ourselves. From birth, each experien-
ce and each encounter help us to discover who we are, how the world
works and our place in it. This process of conscious learning, of
comprehension and revelation brings us closer to the essence of our
existence and the purpose that guides our way through life.

Guides of Wisdom and Knowledge

The great teachers, be they psychologists, philosophers or scientists,
act as beacons in this process. By expressing profound concepts in
words, they “illuminate” what, deep down, we already know in some
way. They bring to “light”, the light of awareness, that wisdom and
knowledge that beat within us and in the very structure of the cos-
mos itself. Scientists, for instance, refer to universal laws, formulas
and theories, attempting to decipher the codes of an intelligence that
precedes us. Each of these discoveries adds a glimmer of clarity to
the vast web of the universe.
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Hestia and the Fire Within

In this respect, one inspiring figure is the goddess Hestia, guardian
of fire and light in Greek mythology. Hestia represents the sacred
fire that burns at the centre of the Earth and also at the centre of
each one of us. In the homes of Ancient Greece, Hestia’s fire was
a symbol of the hearth, of well-being and togetherness, providing
warmth, light and a source of life for families and, by extension,
for the whole of human society. This sacred fire nurtured relation-
ships and was the pillar of collective well-being, the essence of com-
munal harmony and vitality. Thus light not only helps us to see; it
also brings us together.

Knowledge as a Light in Our Lives

When life is enlightened by wisdom, our relations with others be-
come less complicated, living together more pleasant and the path
clearer. Light enables us to identify each thing in its individuali-
ty, to appreciate its shape, its colour, its nuances. Thanks to light,
we can observe ourselves, interact and recognise the unique angles
of our experiences and perspectives. With each new insight, light
grows in us and invites us to explore, to experiment and to create
art, which is a manifestation of this inner enlightenment. Human
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life per se is the greatest artform but it’s an art that only achieves
fullness when it becomes conscious, when it’s enlightened.

Knowledge and self-knowledge are processes of continuous enlightenment
In this respect, light is crucial to the human experience because it
makes us aware of what was previously hidden from our perception,
bringing clarity and discernment to every corner of our existence.

The Beauty of an Enlightened Life
Ultimately, life is more beautiful when it’s enlightened and light
is our companion on this journey, helping us to see the world with
wiser eyes and to live with a deeper sense of purpose.



t EnrichR. is a Catalan painter whose minimalist abstract
works explore the intersection of space, time and memory through subtle
layers of colour and texture. His compositions evoke a poetic essence, blen-
ding sensuality with tension, while engaging with the philosophical dimen-
sions of perception and materiality.
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t Jaume Ramirez is a Barcelona-based designer whose approach
blends minimalism with philosophical exploration. Drawing inspiration
from contemporary thinking, his designs speak of the evolving nature of
modern life. His work has earned multiple prestigious awards and has been
exhibited at the Museum of Modern Art of Paris.
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OPEN YOUR EYES

When I'm asleep, I have no sense of my existence but my whole body
still functions, a bit like when you put your mobile on airplane mode.

Once I wake up, my brain switches on but I'm not sure
whether that happens before, after or at the same time as I open
my eyes. I think it’s before because, every morning, with my eyes
closed, I tend to see a great many things. While the vertical bar of
the cursor on the screen is blinking, I slowly practice closing and
opening my eyes so I can describe exactly what I feel when doing so.

Today we’re flying north, where eight o’clock is nine
o’clock, where the sun rises at ten and sets at two. On the way to
the airport, the dawn’s light is visible in the sky, along with that of
the great harbour lights and that of the stars. Once on the plane,
I stand, waiting, in the aisle. Someone catches my eye a few seats
ahead. My seat’s next to theirs. It’s hot in the plane and I take off my
sweater. As soon as the wheels come up off the ground, I notice the
unfamiliar white hand of my seatmate gripping my bare forearm
tightly, without warning. Their fear has won out over respect and
mine has rendered me immobile. It takes a minute of skin on skin
for the hand to move back to its normal position.
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Atmy destination, I soon pay a visit to Olof at the cemetery.
Half a dozen sturdy snow shovels in unfamiliar shapes and brooms
with long, thick hairs await as I enter. I grab one of each and head
for his grave. I greet him, knowing that, like when you’re reading
a book, no matter how hard you try to talk to the author they won’t
give you any answers. I start to clear the snow and realise that the
opposite is happening to me as when I wake up: here, with my eyes
open, I can’t see what’s in front of me. Olof is smiling at me and I'm
smiling, too. I feel tears sliding down my cheeks as I methodically
shovel snow. It’s soft and there’s a lot of it. When I finish, we all
stand upright - the shovel, the broom and me - and we remain like
that for a while, trying to comprehend the good, strong emotion I'm
feeling. Such nobility. I light a candle. The field of the dead I can
see when I turn my head is full of light.

When some people die, others have to decide what to do
with the objects they’ve left behind. Those with the greatest sen-
timental value are divided among the relatives, some are given to
others to sell while a large number, as we tend to have so many
belongings, are thrown away. Alla Tiders Antikt is a used furni-
ture store in the city centre. I enter through the back door, up seven
steps, and a large, fairly stiff wooden door welcomes me. The pla-
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ce is a kind of ethnographic and anthropological museum where the
passage of time casts doubt, in its own particular way, on the value
of things. Objects which once seemed to be the most useful are now
useless whilst other, more ornamental pieces gleam with the pas-
sage of time. I always spend a lot of time there because, as well as
furniture, they have a ceiling full of lamps so close they’re touching,
with as much information as in the fresco of the Sistine Chapel.

In a cluttered, double-height space you can walk between
the furniture along a kind of irregular aisle. In the centre are some
shelves, used to hold glassware. On the second shelf from the top,
a vase first caught my eye more than a decade ago. I usually vi-
sit it twice a year. I always stare at it before grasping it and then,
very carefully, I pull it out and hold it in my hands for a while. It’s
the Avena 3429 vase, designed by Tapio Wirkkala in 1970 and pro-
duced by Ilttala. This year, a few weeks before travelling there, I'd
already decided to buy it but, when I got to the shelf, it was gone.
I found it on another set of shelves, accompanied by other glass
objects by Timo Sarpaneva and Kaj Frank. What a trio.

The shopkeeper had a hard time removing the price tag
that was stuck on the bottom. He wrapped newspaper around the
vase and lowered his head politely as he handed it over. He also
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lowered the price without asking. We both seemed equally happy.

On the way out I stop at the door and look up. As I breathe
in the clean, cold air, and thinking about the assignment to write
this text, a question comes to mind that I was asked after a talk I
gave in Madrid: “Do you prefer technical or decorative lighting? I
remember answering “Is the Sun technical or decorative?”.

I look for some information. Al informs me that our star
is composed mostly of hydrogen and helium. A beautiful process
of nuclear fusion takes place in its core, transforming hydrogen
into helium and releasing enormous amounts of energy, like an
alchemist. This same element is also responsible for the beauty of
sunrises which constantly change depending on highly technical
external factors. I haven’t seen the sun for six days, but I've seen a
lot of snow.

I realise I don’t know how to respond to the dichotomy if I
can only choose one of the two. In her essay entitled Gender Trou-
ble (1990), Judith Butler exploded the gender binarism, feminine/
masculine, establishing a richer, more complex order of which I
feel a part. Why not explode the convention we’ve created for our-
selves in the trade about technical or decorative lighting to create a
hybrid and more complex whole?
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Now I look down; otherwise, I can’t walk. I concentrate
on taking very small steps, accompanied by a rocking of the shoul-
ders. I'm a penguin. I alleviate my sense of ridicule by thinking
that, if I make my steps even a little bit bigger, I'll feel much more
ridiculous on the ground. The Finns have an admirable ability to
walk on ice which I lack. It’s dark again and we haven’t had lunch
yet. I keep my eyes open and see.
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e Jordi Canudas is a product designer with a research-based
practice. His various projects related to light have led him to experiment
with a wide range of materials that can end up becoming products and/or
installations. He combines his professional studio practice with lecturing at
several European universities and is also co-director of the Master beyond
Products at the Elisava design school. Jordi Canudas’ work has been exh-
ibited internationally and can be found in the MoMA collection in New York
and the design museum Die Neue Sammlung in Munich.
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Colour Matters

Light itself is invisible and we can only see it when it bounces onto mat-
ter. However, our eyes can’t perceive matter per se, only light, so that
everything we can see is emitting light, in the form of colour.

Natural light is alive. It’s constantly changing direction,
intensity, colour and texture. The blue of the sky is different in every
square centimetre and different every second that passes.

Imperceptibly small changes in light constantly change
our perception of colour. A passing cloud diffusing the sunlight, some
light bouncing back from the red cover of a book or a slight change in
the angle of the paper. Light is always altered by a complex combina-
tion of factors that constantly affects everything we see.

We've printed these postcards to celebrate these obvious
yet fascinating facts on the nature of light. To make them, we mixed ink
colours on poster-size paper and then cut them into single postcards,
one for each book.

Postcard created by Jordi Canudas.
Impressed in collaboration with Dunja Jankovic at her serigraphy atelier.



e Jordi Vila is a renowned Catalan chef who opened his acclai-
med restaurant Alkimiain Barcelonain 2002. Winner of both a Michelin star
and three Repsol suns, he masterfully evolves traditional Catalan cuisine

while maintaining its essence.
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For me, light means seeing what others don’t see.

Luckily cooking, like other disciplines, arouses emotions
within those who eat the food, and these emotions emanate from
the senses being stimulated. The first is what it looks like, and that
depends on various factors.

It’s worth noting that there’s a sensitivity to food and to life,
which would be an inner light that’s activated and which, at that mo-
ment of pleasure, we can perceive intimately. Even in that wonderful
act of closing our eyes with pleasure, a light is kindled inside us.

I say that because the light on a plate, or in a space, helps us
get into a feeling that’s warm, fun, sensual... but there’s another light
that’s shaped by us within our brain.

There’s a light that even the blind can see.

When creating dishes, and this is no small matter, I try to bring
out my inner light and, when it does, all the dishes are illuminated.

For me, a luminous recipe has to shine, normally by using
fats (which have a multiplying effect on light), and it should be pre-
sented on a white plate. Even water and consequently sauces and
emulsions, add light. An egg yolk is the ultimate expression of bril-
liance and perfection. My Surf and Turf of pig’s ear with sea cu-
cumber and my blue soup are the dishes that best express my light.
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The light I like best is at springtime, in a garden. But, in an
indoor restaurant, I like the spaces in-between to be quite dark while,
on the other hand, the light at the tables should be concentrated
but also warm. And it should always, always, always make people
look attractive.

But seriously, light is fundamental to a restaurant’s ambience.
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e Juli Capella is a Barcelona-born architect whose influential ca-
reer spans design, architecture and urban planning. His architectural and in-
terior design works include landmark projects worldwide. As an author and
curator, he has shaped Spanish design discourse through his books while
serving as president of FAD-Foment de les Arts i del Disseny (2001-2005).
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B In response to the stupid question “What, in your opinion, is the
best light?”, Ingo Maurer smiled and said, “The best is the light that
comes from people’s hearts”.

And I thought “But no light comes out of humans. At
most perhaps a reflection, but we’re not fireflies or beacons”. He
stared at me, waiting for my response. He knew I'd been surprised
by his explanation and that I'd been expecting a literal answer from
the master, of the type: the best light is the orange light of a sunset; the
vibrant flame of a candle; the moon’s reflection in a lake; a light bulb,
like a small sun... Or other such kitschy things. And then I suddenly
remembered that Maurer hated being called the “poet of light”, a
nickname used in the headlines of half of the numerous articles pu-
blished about him at the time.

But Maurer was indeed referring to the light emitted
by people. I asked him if he actually meant a kind of figurative, me-
taphorical light; in other words those congenial, vivacious people
who can be described as “luminous”... But he insisted that it was real
light; that when he met someone and got close enough to them, he
could perceive the inner light they emanated. It wasn’t a sensation
but an actual perception. He could see it.

Perhaps his eyes were special. In fact, there are some
people who can perceive colours beyond the 400 to 750 nanometre
wavelength, which is the very small range a human being can usual-
ly see. We know that certain animals exceed these thresholds. And
just as ultrasound is inaudible to humans (whereas other creatures
can hear it), perhaps Maurer’s eyes had extraordinary retinas, with
cones and rods capable of detecting light waves not visible to the
vast majority of mortals. Theoretically the wavelength spectrum is
infinite. It was a possibility.

And if that were the case, was it an innate gift of his or
had his eyes been transformed, with exercise, so they could pick up
the photons that escaped the rest of us? Perhaps he was perceiving
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what, in some ancient cultures, has been identified as the aura, or
the halo or aureole that crowned the saints? I'd be surprised; Maurer
was very hippy but didn’t go in for esotericism.

I had other opportunities to discuss this with him, half
in jest, half seriously. I was impressed by how he could pick up dif-
ferent vibrations of light that matched the character of certain in-
dividuals. Not only could he perceive the light coming from people
but he could also identify them depending on its colour (although
perhaps it’s inapposite to speak of colour in the case of a light that
can’t be seen). And he was a finely tuned detector as I know he was
extremely accurate in his portrayal of some people. He was spot on.

I think about that sometimes. About people as if they
were lamps; warm, affable, affectionate... Or cold, aggressive, un-
nerving. Some seduce you; others repel you and most you ignore.

But today I'm thinking the opposite; about lamps as
people. Could it be that some lamps are alive? I believe there’s one
or more lamps with a soul in Marset’s collection. I get closer and can
notice its breath. I smell it and I feel it.

November 2024

In this photo we can see a doctor attending to his terminally ill patient in bed.
He’s dying while his eyes radiate a kindly light that’s gradually waning. The doc-
tor emits a protective aura that fills the space with compassion. The wall lamp
helpfully bears witness, aware of the pain. There are three sources of light; two
of them inner light. In the bed, my father before he died, being comforted by my
friend, Dr. Valentin Rio.
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e Dr. Borja Corcostegui is a world-renowned surgeon and ophthalmolo-
gist specialising inretinal conditions. His pioneering work includes developing
surgicalinstruments and techniques for vitreoretinal surgery, withongoingre-
searchinretinal chip development and new treatments for ocular pathologies.

Jordi Saladié is a lighting designer with an extensive career in
creating environments with minimal environmental impact. His fascination
with nocturnal spaces has led him to research human health and the percep-
tion-emotion of low-intensity lighting.
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 Light not only enables us to see the world around us but also profoundly influences our
emotional well-being, our health and how we interact with places. Thanks to technological
advances, new opportunities are emerging to rethink how we use light in different contexts.

Dr. Corcéstegui, co-founder and former Medical Director of IMO Barcelona, sur-

geon, ophthalmologist, retina specialist and eye health expert, and Jordi Saladié, lighting
design specialist and researcher, explore how lighting transforms our everyday lives.
(DC) Lightis vital for human life but it can also be a double-edged sword. In
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modern environments, the light used is often excessive or ill-adapted.
For instance, on a football pitch we’ve managed to eliminate shadows

to improve the visual experience but, at home, we want just the oppo-
site: warmth, serenity and an atmosphere that encourages relaxation.

(J)

That’s something I've also noticed in my projects. For years I've
been working on creating environments with low lighting because
I believe that too much light, especially cold light, creates unneces-
sary tension. My initial doubt was whether reducing the light could
harm people’s eyesight but working with you has confirmed that
we’'re moving in the right direction.

The human eye is an extension of the brain and has an incredible

ability to adapt to darkness, but this adaptation takes time. If done

progressively, the eye not only adjusts but also creates a feeling of

comfort. This can be applied to domestic lighting: gradually reduc-

ing the intensity of light as we come to the end of the day improves
our sleep and reduces stress.

(J)

That’s the origin of my Low Light Atmosphere concept. I propose re-
calibrating the amount of light and its colour temperature for night-
time activities. Instead of the typical 50 or 100 lux, I've found that
much lower levels, with warm tones between 1200 and 1800 Kelvin,
not only save energy but also promote emotional well-being.
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(DC) When a proper transition to lower lighting levels is achieved, the
brain perceives a restful environment. And we should also bear in
mind the environmental benefits: less light means less consump-

tion and less impact on the planet.

(J) In countries like the UK they’re already working with low light en-
vironments in restaurants and homes, creating magical atmospheres,
and I'm convinced this paradigm shift can also be adopted in other
countries. We have the technology; from sensors that automatically
adjust the lighting to more efficient light bulbs.

(DC) The future of lighting lies in personalisation. We need designs that
not only illuminate but also adapt to our physiological and emotio-

nal needs. What’s more, lighting also plays an aesthetic role.

(J) I believe lighting design should focus on beauty and comfort. In a
well-lit space with warm tones, imperfections are concealed,objects
become harmonious, and people feel more at ease. It’s as if light acts
as a language that connects with our emotions. Light has the power
to transform not only places but also our lives. It’s time we used it
intelligently and sensitively.
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t James Rhodes is a British pianist, author, and mental health
advocate, known for using music to heal personal trauma. He has released
eight albums, five books and performed in some of the world’s most presti-
gious venues. He is recognized for his passionate performances of classi-
cal music.

15/16

164



165

“Man reading should be man intensely alive. The book should be a
ball of light in one’s hand.”

I love this quote by Ezra Pound. Perhaps it’s my musical
bias but I would suggest that score is as equally valid a word as book
in this instance. Light, like oxygen, is necessary for our existence.
It enhances life. Makes things visible and shows us the way. While I
am playing my piano, the score of Beethoven is a ball of light from
two centuries ago shining on my life in 2024. The same in a concert
hall. Light balances things, it is a great equaliser, it provides context,
atmosphere, nuance, intimacy. I can be on stage at the Liceu in front
of two thousand people and the positive difference between having
the entire place illuminated and having one single light shone on the
keyboard with the rest of the hall in darkness is profoundly, stag-
geringly quantifiable.

How easy it is to take everyday things for granted -
the cool touch of our ceramic coffee cup in the early morning, the
crumbs falling from the loaf of bread we tear apart, the smell of an
old book as we turn the page. Sometimes the greatest happiness is
in the smallest things. And when I return home from a cold, long
day and switch on the light by my favourite chair in the corner of
my living room, I notice it. I feel comforted. And in a world with so
much darkness there is nothing more important.



e Gonzalo Guzman is a sculptor from Madrid based in Barcelona
who transforms his lucid dreams into striking metal sculptures. Through
this intimate dialogue between consciousness and craft, he explores the
depths of self-discovery, turning ethereal visions into tangible art.
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e Light is the oldest sculptor of all, revealing every nook and cranny of what we’re able to see
and understand. Natural light has always been a harbinger of time: it moves, changes hue,
weakens, departs and returns. It’s a cycle in eternal movement, transforming colours and shad-
ows and showing us, in its transitions, that time moves on, that each instant is ephemeral.
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But artificial light is different; in essence it’s an act of rebellion. A
tool that allows us to mould the moment to our liking. It makes it
possible for us to halt the passage of time, to create a pause. It’s not
a time machine because it doesn’t take us to the past or the future,
but it does help us to suspend the present.

Artificial light enables us to crystallise an instant; it gives us
the power to outline each detail with precision, to anchor a setting in
the “now”. And so, by directing light, we create a reality that persists
and doesn’t fade with the constant changing of nature. With each
spotlight turned on, with each shadow designed, we freeze-frame the
world as we’d like it to be, immortalising the emotion of that precise
moment until the sunlight returns and reclaims its sovereignty.

It’s in the darkness where artificial light becomes that chisel
that halts time. As we use this light to create our own perception of
the moment, we’re reminded that time - though passing and fleeting
- can, at least for an instant, come to a halt under the spell of light.
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The Anatomy of light is an initiative made for Marset conceptualized
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