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Aesthetics drives the form, or the visual aspect.
Interior designers also need to determine whc(hcr:
design is successful in a particular context, place, an
time. The design should serve its intended I?“'P"_sj'
that is, the function. Although we all have mdwu‘-
val tastes and preferences, depending on il ke
ences, there is general consensus rcgnrdmg wl‘mt 15
pleasing to the senses and what a positive C"Pc_"c?fc
1s. Fashions come and go but the essence ol‘w 1at
makes for good design remains, sometimes referred
to as classic design. ‘

Examining the bones, not merely the Skl.n' nf‘a
composition helps a designer detcrminc‘ what is valid
or convincing. Although we might not favor the fUS?y
fashion during Queen Victoria's reign (disc:l.:sscd in
Chapter 12), an experienced, attuned, and trained eye
will be able to discern the good Victorian from the bad,
and what lies in between. The universal standards

for good design tend to transcend culture, geography,

and time, although applied as wonderful variations.

Understanding the rules of aesthetics, through knowl-

edge, observation, and research, gives the designer the

confidence to break the rules intentionally, not by hap-

penstance. Innovators in art and design have an under-

standing of how the general population will react to
their work. For example, the 20th-century artist Pablo
Picasso aimed to upset the status quo and generate a
variety of responses, even negative ones, to his cre-
atons. This came well after he had understood and
applied his classical training to his art. Good design is
understandable on some level; it has integrity and some
sense of completeness.

To create or synthesize a composition, whether
it is an interior, a building, a sculpture, or a painting,
it is helpful first to analyze. What are the most basic
building blocks of the composition? What are the
existing components? What problems or solutions do
they pose? What may be developed, added, changed,
or eliminated? How does a designer group these ele-
ments? The purpose of any design is to organize its
various parts into an integral whole. How are the com-
ponents in the composition combined to create har-

mony? These are some of the questions explored in
this chapter.

Design theory is influenced by many factors,
such as historical precedent, environmental design
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Figure 3-4

Daniel Libeskind utilizes a series of sharp angles in the Denver Art Museum. (© Prisma Bildagentur AG/Alamy Stock Photo)

Figure 3.5

Solom \
Omon R, Guggenheim , New York City, complctcd
n1959. De : ) .
2. Designed by Frank I_loyd Wrightin the latter part of his

Career tha 7 ; 2 -
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hat were more linear. (STAN HONDA/AFP/Getty Images)
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aspects of a space, we are speaking of mass. The exam-
ples of solid and void, use of negative and posinve
space, and the different experiences they evoke relate
to volume and mass (Figure 3.6).

Shapeisa two-dimensional unit that describes the
contours of lines. Two broad categories of shape are

geometric and organic. Geometric shapes, whether
s include

straight or curvilincar, are regular. Example .
With

the square, rectangle, triangle, and circle.
knowledge of one dimension, a mathematical for-
mula can be used to calculate other dimensions.
For instance, if you know the diameter of a circle,
and the appropriate formula, you can calculate its
circumference.

Considered an introverted shape, the circle is
often associated symbolically with a feminine sensi-
bility, in contrast to shapes composed of straight lines,
which are thought of as having a more masculine
identity. The square, with its equilateral sides (lines
of the same dimension), denotes regularity and tran-
quility. The rectangle, with less equality between
length and height, is the most commonly used shape
in interior architecture. The triangle’s dynamic use
of three lines has been associated with energetic
stability.

Organic shapes are based on nature and living
objects, whether in the animal (and human) or plant
kingdom. One type sometimes used by designers may
be described as amorphous or amorphic, that is, with-
out a definitive shape. Yet another type of organic
shape is boranical, representing the plant world,
including vines, leaves, flowers, and fruits. Sometimes
the term vegetal is used, especially in referring to fabric
prints and patterns.

As straight and curved lines move in more than
one dimension, they take shape, forming the square,
rectangle, triangle, and circle. As they take on the third
dimension of depth, they are called forms. Often a com-
bination of straight and curvilinear forms makes for a
satisfactory arrangement.

Organic shapes may be naturalistic (that is, realis-
tic), stylized (meaning representational, denoting the
basic or essential components of the shape of an object),
Qi abstract (nonrepresentational, in that they are not
recognizable as given objects in the real world)

re 3.7).

Figure 3.6

An intriguing yet relaxing use of solid and void in this children’s
space. (Design © Rosan Bosch Ltd., photographer, Anders Sune

Berg)

Figure 3.7
Menorahmorph by Karim Rashid. (Julia Ewan/The Washmgion
Post/Gerty Images)

Scale

The size of an object can be measured by the length,
width, and depth of its surfaces. When comparing the
relative size of two or more objects, we speak of scale.
Scale is the relative size of one thing as it relates to
another of known size. Often, we speak of comparing
something to the human scale. Despite idiosyncratic
differences among people, there is consensus about
a recognizable, constant range of what we expect
human size to be. A high-pitched ceiling, known 3
a cathedral ceiling, evokes a sense of grandeur that i
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Color

Considered by many to be the most recognizable

design element, color is a powerful tool that proj-
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same colors before they can identify shapes. Chapter
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Figure 3.9

Calor’s three antributes: Munsell’s theory describes hue, the fam-

ily of color; value, the lightness or darkness of color; and chroma,
the brightness of color. (Fairchild Books)

Figure 3.10
Tacule textures, such as those found in narure., mayv be enhanced
by age or simulated with faux painted techmiques, such as Vene-
Texture tian plaster. {Decorfin)
The features of a surface, both its construction and its
finish, are its texture. Texture is a sensory experience
that may be tactile, meaning that it can be felt by touch,
in addition to being visual.

Certain visual textures merely appear to possess
a three-dimensional structure that could be felt. For
example, with a simple faux (meaning fake) paint-
ing technique called sponging, colors are layered so
that the surface appears to have a structural texture.
Although the sponged surface is flat to the touch,
visual interest is enhanced by this illusion of tactile tex-
ture, as if it had depth (Figure 3.10). Trompe I'oeil is
another artistic technique that tricks the eye, causing

the viewer to imagine a structure having significant

Figure 3.11 o
Beige with texture. (Barbara Barry Chalet collection 11g%

Kravet showroom, New York Design center, New York Ciny: ¢
colors used in a space are muted or uniform. In these of author)

three-dimensionality rather than being flat.
Texture becomes even more significant when the
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For example, p;!isft'_\' (discussed further in Chap-
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markings of the hides of exotic animals, such as the
leopard (Figure 3.13 c).

A pattern may also be described in terms of its scale
(Figure 3.14). It is important for designers to keep in
mind that when the individual components of a pat-
tern are very small in scale, or viewed at a distance, the
pattern will appear as a texture.

Patterns and combinations of patte

rns in both resi-
dential and contract interior design ca

n produce a vari-
ety of physiological and emotional responses, reflecting

their symbolic and cultural meanings.

7 :
People perceive
patterns differently,

depending on their demographic
characteristics (including gender, regional, and age dif-
ferences) and personal and cultural experiences. Pat-
tern is significantly influenced by the setting in which
itis applied. The extent to which mixed patterns are

perceived as pleasing is also a matter of cultural prefer-
ence and personal taste.

BSEN Cuarrer 3

Figure 313 a, b,and ¢
a: Paisley print fabric; b: Toile

print fabric. (z: Courtesy of the
PhilipCad(a/iStock)

print fabric; and c-
author; p- WWDy(c,

e
The same floral patterns used to upholster the same chair "
onstrate significantly different scale. (Phoros ”f"”‘“ ;‘i'
Jennifer Angulo provided by author from her collecrion
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PRINCIPLES OF DESIGN

The second most fundamental way 1o ;mt.'||)'7r :Iv(:t:ﬁlp,ll

composition is to consider how the ]“""t'l:\lvs;.‘ll: :‘::i?

are apphied, Design principles are llmu;‘; 1 ('n .. mor
complex than elements, \Vln-rv;u t'l('lﬂn.(nls .Il‘(. su:n;_,l
lar components of a design f‘l)ll!'!()"ltli)ll. principles
of design are the rules or guidelines lh:lt‘ g(wcn: the
use of these clements within the composition. T hus,
the aspects previously fl](,‘llflﬁ(‘(l as c-lcmcnts may be
thought of as components of the principles.

The discussion that follows focuses on six design

principles:

®* Balance

* Harmony and unity
* Rhythm

* Empbhasis and focus
* Contrast and variety
* Proportion
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Figure3.16 a, b, and ¢
a: This museum displays the formal mirror-imag? approa.ch of
symmetrical balance, in which elements are id.enncal on either
side of the vertical axis; b: A living room inlcnor‘ by Drc\\;{ ;
McGukin demonstrated skilled use of visual w'cigl.:t l:;lﬂfd;:ng
asymmetrical balance; c: Radial balance is appl;lcd l:,;,a: oo
room by designer Paula Grace. (a: Courtesy of 1 e: pWRd
tesy of Drew McGubkin; photograph by Brett Beyer, ¢
Cover/Ken Hayden)
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d 1n design: sym-
and radial (Figure 3.16 a—).
“mmemul balance 1s a formal, static, and traditional

-d thre ug rh the arrangement of

a mirror image. With symmetrical balance,
igner and the client need to recognize that
“oe in one item will necessitate a change in its

tical counterpart on the other side of the axis.
Asy mmetrical balance is defined as the achieve-

nt of equilibrium through equal visual weight of

1

nidentical elements around an axis. The resul

Although asymmetrical
to achieve than symm

Achieving

ing threads or common charact

™
achieved in a variety of ways.
ity of shape throughout the space, \th as the rej
tion of circular forms. There may be harmony 1n the
application of a unified color scheme (Figure 3.17 a) or
a neutral color scheme (Figure 3. l/ b) discussed fur-

ther in Chapter 4




Rhythm
Rhythm is characterized by a recurrence of successive
clements in a periodic pattern of repetition. As with

musical notes, the spacing may be regular or irregular.

The intervals between notes in a waltz, which is regular,  point. The concept of emphasis requires that something ;;
may be contrasted to those in a jazz interpretation, with  hold a dominant status compared with other componeny,
. . &
its stops and starts, representing less regularly spaced :

intervals. The cadence of the waltz is more orderly and
stable than that of the jazz piece, although the rhythm of
the jazz piece may be more exciting with certain notes
providing emphasis with less gradation between notes.
Rhythm in design may be created through the use
of linear components, such as a series of architectural
columns or windows. Other rhythmic elements can be
achieved through the use of colors or shapes positioned
thoughtfully around a space or in sequence. A progres-
sion of lighting or dispersion of a pattern throughout
a space may also provide a rhythmic sensation. It is
important to recognize that repetition alone does not
convey rhythm. The concept of movement as one per-

ceptually travels through the design is essential, as seen
in Figure 3.18 a and b.

Figure3.18aand b

Emphasis and Focus
When a designer employs the principle of emphasis, i},
result is a composition in which one feature demﬂndg
attention. That feature is also known as

a focus, o focg]

in the space, which are then considered subordinate.

Dominance, or importance, may be assigne by virtue

of any of a number of factors. A feature may commang

attention because of its large size in relation to the space
a focal point may be
established by the interest of detailing, texture, architec

tural or historical factors, color, and so on (Figure 3 19)
The tools available to a designer to create 4 focal poj

or other objects within the space. Or,

nt
are numerous. However, using too many focal points in 3

space may become distracting and may defeat the purpose
of the design. Conversely, a composition with no focys
may be perceived as monotonous and bland.

Contrast and Variety

Contrast is the way we perceive the differences
between things. Although sameness, or unity

, 1S an

: : : : : or)
a; Rhythm in architectural elements is seen in this colonnade of columns and arches; b. Rhythm through color. (a and b: Courtesy Of”l'”"th
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Figure 3.20
Figure 3.19 Contrast is achieved through lightness and darkness, straight
Dale Chihuly’s glass sculptures demand and attract attention as a lines, and curves. Here a metal sculpture by Pablo Picasso is
focal point. (Courtesy of the author) cilhouetted in the Chicago Institute New Wing through the con-
trast against filtered light. (Courtesy of the author)

}  F’mﬂlLFum or under differ- ;

; I oroamstances, the ! E ; m;—‘!’l

“perenced 252 pheasing level of st o i may be mmdmmﬂybcaxbdcordnmdc,orcvmpcr-
of simulation or arousal.  ccived as chaotic. (Courtesy of the author)
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Proportion

In contrast to scale, which describes the relative size
of an object to one or more objects ourside itself, pro-
portion is concerned with the relationships of parts
within a whole. In other words, scale involves exter-
nal relationships, and proportion involves internal
relationships. Proportion may encompass the rela-
tionship of parts to a whole object, or the relation-
ship of parts to other parts within a composition that
is seen as a whole entity.

This concept is not limited to the study of interior
design. In our day-to-day lives, we use proportion in
a variety of situations. For example, in describing a
woman as short, we compare her overall stature with
a known size, perhaps an average height for an adult
woman of 5 feet, 5 inches. This is an example of scale,
that is, a comparison of something with an external
object. Alternatively, a description of a man as stocky
denotes proportion: an internal comparison of parts
and of width in comparison to height (his width is
wider than expected in comparison to his height).
Similarly, squat and elongated denote proportion; they
address the ratio of certain dimensions (in this case,

width and length) within the whole, compared wip,
cach other and with our expectations for thar particy
lar form.

Another everyday example that can help explain
this principle is a cooking recipe. One person's apple
pic might be sweeter than another’s becayse the
ratio of sugar to the other ingredients in the recipe
is greater in the former than in the latter, It is not the
absolute quantity of sugar that makes for the sweeter
taste, but its quantity relative to the amounts of each
of the other ingredients and the tota] ingredients of
the whole.

Much of our perception of proportionate of dis-
proportionate relationships occurs instinctively. In fact,
we are more likely to perceive “out of proportion” thap
we are to perceive “in proportion,” which we consider
the given, or expected. In examining the terms sye/)-
proportioned and ill-proportioned, the architect Arrol
Gellner concludes that sometimes we just need to let
our rational minds step back and let our instincts tell s
what looks right.'” Nonetheless, over the years numer-
ous mathematical formulations have been devised asa
means of understanding and quantifying these ratios.

\ = .
\ Figure3.22 a, b, and c
\ 1 - E} 1d3 an: b Pallad ;
\ r j I — a: Golden mean; b: Palladian structure;
Y c: Le Corbusier’s modular grid based on the
\\ | _l_ _I_ proportions of the human body. (g, b, and c:
I Fairchild Books)
—_— ) o o
) o ©0000oO
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Although good design is expected to be aesthetic, it
needs to serve a purpose, such as functionality and
comfort for the user. This is the balance between
form and function. There are many influences on
design theory, including historical precedent and
environmental and technological considerations.
Design considerations are best made within a holis-
tic and contextual framework combining emotional,
creative, ethical, and rational processes.

The most basic of the building blocks of design
are called elements. They are form, scale, color, tex-
ture, pattern, and light. Form that is three-dimensional
1s derived first from a point, next from a line that is
one-dimensional, and then from a shape that is two-
dimensional. Scale is the relative size of one object
compared with an external object of known size.
Designers often rely on comparisons with human
dimensions when demonstrating scale. The human eye
can perceive a wide range of color, known as the vis-
ible spectrum, from red, the warmest hue, to violet, the
coolest. Color conveys feelings and mood.

Texture may be visual or tactile, or both. Texture is
a tool that interior designers use to create interest, espe-
cially when the color scheme is muted. A pattern made
up of very small-scale motifs takes on the appearance
of a texture. Patterns, cither structural or applied, are a
repetition of a motif. Motifs are often based on features
in the natural world and may be imbued with much
symbolism and feeling. Patterns are described as being
cither geometric or organic and are expressed in natu-
ralistic, stylized, or abstract ways.

Without light, there would be no visible form,

color, or texture. Lighting, a powerful tool for the

§'ur_nmary
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designer, serves many purposes, among thep, Provi
vid-

ngh[lng soly.
I'Cly on onc or
ambicm, task,

ing visibility and establishing a mood,
tions, whether natural or electric, may
a combination of the following layers:
and accent lighting.

Principles of design include balance, |,

) . rmony
and unity, rhythm, emphasis and focus, cont

) ) rast and
variety, and proportion.

Balance, or a state of equilibrium, is achieyed
through a system of visual weight. This can be
accomplished symmetrically, asymmetrically, or ip ,
radial way around an-axis point.

A composition is considered to be successful,
good, and whole if it has achieved harmony. Har.
mony presumes a pleasing balance between unity and
variety.

The repetition of features, like the notes of a
musical composition, produces a rhythm that takes
the eye through a space. Juxtaposing features with
contrasting importance creates emphasis or a focal
point. Factors affecting the degree of importance a
feature holds may be its size, intricacy, lighting, color,
or location, among others. Differences create contrast,
a vital part of an interesting composition. Designers
may contrast a variety of elements, such as shapes,
colors, scale, or pattern.

Although many mathematical formulas, such as
the golden section, or golden mean, can be used
judge proportion, it is often perceived instinctively,
based on our experiences. Whereas scale speaks to
external relationships, proportion deals with internal
relationships: the comparison of parts within a whole
to one another or to the whole.
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