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Introduction


Until very recently, there has been a limited range of reference books that document the history and practice of interior design as a specific activity, and there has been a scarcity of relevant texts to promote critical thinking in interior design. However, a more complete and inclusive history is beginning to emerge and interior design texts, readers, and guides are being introduced by new authors and educators who are informing contemporary practice. We have drawn upon these references, and it is hoped that this book makes its own contribution, particularly as a resource for the design student who is seeking to learn more about the use of materials in the interior design context.


Understanding how materials are selected, composed, and assembled is an essential skill for interior design. Designers must be able to assess the aesthetic and functional properties of materials while maintaining an ethical, investigative, and innovative approach to design. They must also understand how their choice of materials will define the character of an interior environment and inform how the space is experienced by its occupants.


This book aims to explore these themes: the relationship between materials and the interior environment. It examines how and why materials are selected for different contexts, the “readings” and meanings of materials, how materials are assembled and applied, how the designer’s material concepts and intentions are represented and communicated at various stages of a project, and the sources that designers can use when selecting materials, material types, and methodologies for classifying materials. The book also includes case studies that exemplify different uses of materials in the interior.
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“étapes” exhibition at Villa Noailles, Hyères, France, 2008. The exhibition included three products by the Bouroullec brothers: Raintiles, a fabric tile with integral connectors, designed for Kvadrat (left); Algues, designed for Vitra (top right); and Roc, a prototype room definer/ divider also designed for Vitra using fabric-covered cardboard components (bottom right).


The book is organized under the following principal headings:


Part I. Historical context of materials and interior design


How materials are used in an interior environment can be informed by historical, cultural, and physical contexts, and the traditions and conventions that the designer absorbs. Traditional uses of materials and construction processes will vary according to time and place; established practices can be adopted or adapted by designers, and these methods may be combined with, or replaced by, contemporary technologies and materials. When selecting and assembling materials, designers might also draw inspiration from other cultural practices of their society or the wider, global community of artists and designers, such as painters, sculptors, fashion designers, and furniture designers.


This section introduces some of the influences that informed the use of materials in interior design during the nineteenth and twentieth centuries.
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The Castelvecchio Museum, Verona (left) and Querini-Stampalia Foundation, Venice (right), exemplify Carlo Scarpa’s mastery of the selection and juxtaposition of materials in historic building projects.


Part II. Selection


When considering materials for an interior at the initial stages of a project, the designer will need to engage with the client, the brief, and the site. As part of this briefing process, key design issues and considerations such as the client’s visual identity, values, functional aspirations, and spatial needs; cost; program; and issues concerning sustainability will be discussed and defined. This analytical process of engagement will also include a “reading” of the site—this may be an existing site, one that exists only in the form of drawings and models, or an imagined locale yet to be identified.


These initial discussions generally result in a more clearly defined brief and an understanding of opportunities and limitations: the creative parameters within which designers will generate their ideas and select materials. At this point, design concepts may begin to emerge and will be presented using precedent images or reference projects, material samples, and experimental sketches and models. Discussions and debates will ensue, alternatives will be tested and the refinements of the concept progressed until a clear design proposal is identified and agreed.


During this process, a palette of materials will be considered: materials of both the existing site and those of the interior intervention. These materials may be the generators for the concept and form-making or may be assembled as a response to the spatial concepts (i.e. form follows materials or materials follow form). Designers may draw their inspiration for using materials directly from the site and the project brief, or they may look beyond these starting points to the work of other practitioners operating in a wide range of disciplines.
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Papercut, Yeshop Inhouse showroom, Athens, by dARCHstudio. In some cases the choice of main material is a generator of the project, and in other cases the choice of material is a response to the site or the brief.
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Ruth Morrow and Trish Belford’s product “Girli Concrete” (a concrete and textile tile) exemplifies how conventions can be challenged and how different materials can be juxtaposed.
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Consideration of a material’s color and texture is a vital part of concept development. Designers will often begin by gathering together samples (in this case for carpet).


Part III. Application


Once design concepts have been proposed and agreed upon, the designer will begin a rigorous process of assessing the materials palette and the various aesthetic and functional properties of the materials selected. This will include issues of composition, durability, and sustainability.


The materials that are finally selected will be specified to create a cohesive whole, a specific atmosphere, and a “balanced” relationship of functional and sensory properties. Subtle changes or adjustments to any of the ingredients could change the reading of the interior environment.


In addition to the overall palette, the designer will also consider how materials will be juxtaposed and assembled: the detail of joints, junctions, fixings, and fastenings (often the generator for design concepts, a starting point rather than the end of the process).
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Finely detailed junctions between marble elements at Scarpa’s Castelvecchio, Verona.


[image: image]


“Camper Together,” 2009, Paris and Copenhagen, by Studio Bouroullec. In this retail interior the designers have considered the composition of complementary colors and contrasting textures.


Part IV. Communicating from concept to completion


The process of recording observations, thinking through drawing, and developing concepts and design proposals for the use and application of materials in interiors can be represented and communicated in many ways by the designer. Some methods, such as sketching, form part of the designer’s personal journey and inquiry of design, while other methods are used to communicate intentions to a wide group of people, including the client, the occupants, the contractor, and the installer.


When communicating the visual quality of an interior and the properties of the materials selected, drawings such as freehand sketches, measured perspectives, and axonometrics may be used. Designers will also use models, computer-generated images and animations, and material samples.


To accompany these often seductive visual images and artifacts, more precise plans and sections are required to locate the material in context. Technical detail drawings are also completed to describe how the materials are to be assembled and constructed.


At the construction stage of a project, materials may also need to be described in writing. This written documentation is usually referred to as a specification: a list of materials that will be used in a space and a description of the sources or suppliers, how the materials will be finished and assembled, and any special issues that need to be addressed.
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A freehand perspective drawing is often the most effective way to communicate an early concept to a client. This example illustrates the Sportsmuseum, Flevohof, the Netherlands, by Rem Koolhaas and Luc Reuse (OMA).
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A computer-generated visualization for a sports venue.


Part V. Material classifications and sources


Materials can be grouped and described using a number of different approaches. They might be classified according to their constituent parts, i.e. natural, synthetic, composite, etc.; or according to their possible applications or functional requirements, i.e. walls, floors, ceilings, etc. There are many other methods of archiving and classifying materials, such as scientific, sensory, or aesthetic groupings, which can challenge the designer’s conventional practice. Different material types are also manufactured and finished using a range of traditional and contemporary processes. 


There is a vast range of manufacturers and suppliers who can provide information and samples of materials that designers might collect in their practice library. In addition, designers have access to established archives and libraries of materials—physical, in books and online—that can provide inspiration and suggest alternative uses and applications of those materials.


Such libraries and archives can often unite the scientific production of materials with the innovative designer looking for new possibilities and solutions. 


Part VI. Case studies


A number of case studies have been identified in order to exemplify particular uses of materials, for example: how materials are used to communicate a client’s brand, values, and identity; sustainable approaches to using materials; methods of construction; an artist’s approach to materials in interior design; interdisciplinary approaches to using materials in interiors; and creating atmospheres through the selection of materials.


A selection of various materials:
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Woven plastic
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Mother-of-pearl mosaic
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Natural seagrass flooring
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Glass mosaic
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Marble
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PART I HISTORICAL CONTEXT OF MATERIALS AND INTERIOR DESIGN







1. THE INDUSTRIAL AGE: DESIGN MOVEMENTS AND THEIR MATERIALS 


2. THE EVOLUTION OF MATERIALS


3. THE HISTORICAL INFLUENCE OF THE ENVIRONMENTAL AGENDA AND ITS IMPACT ON MATERIALS 


4. THE TWENTY-FIRST CENTURY







Now is an exciting time to practice interior design. Owing to environmental and economic pressures, buildings are frequently being reused rather than rebuilt and interior designers are recognized as having the skills to make a sensitive intervention within an existing interior. In addition, design studios often have an interdisciplinary approach to design whereby interior designers, graphic designers, product and furniture designers, textile designers, artists, and architects work collaboratively on projects: interior designers work on graphics, architects detail products, and textile designers and artists work spatially. This interdisciplinary approach to design allows boundaries to be crossed and methodologies to be transferred, producing fertile working environments and innovative design solutions. This is particularly relevant when considering how materials are used in an interior.


Alongside these shifts in working practices, new technologies have transformed design and manufacturing processes, producing a new generation of sophisticated materials that the innovative designer can combine with more traditional methods to create inspiring contemporary interiors.


All designers are influenced by the particular time and place in which they practice; design concepts are conceived and executed within a particular cultural context and are informed by the opportunities and constraints of society. Traditions of design are inherited, absorbed, and adapted to respond to contemporary environments and users’ needs. Design can be reactive to taste and informed by a range of social and cultural influences, from economics, politics, and technology to film, literature, fashion, and textiles to art and architecture. Designers are also influenced by their predecessors, who have provided a rich seam of inspiration and knowledge to be mined by successive generations.


In this section of the book we shall examine how historically, some of these issues have influenced the selection of materials for interior applications, and we will identify some of the key individuals who are recognized as having had a significant influence on the design of interiors.
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“Ideal House” exhibition 2004, Cologne, Germany, by Studio Bouroullec. In this installation, Studio Bouroullec use polymeric, injection-molded components (called “Algues”) which are connected to create a division of space.




1. The Industrial Age: Design movements and their materials


The Industrial Revolution in Europe and America transformed methods of production and the use of materials in product, furniture, and interior design. Manufacturing processes became increasingly mechanized, coal-fueled steam power was adopted (replacing water mills, humans, and animals as the primary source of power) and transportation improved, giving industries access to a plentiful supply of minerals and raw materials. These changes were particularly significant for iron and steel production and also the textiles industry, which increased its capacity to produce a diverse range of fabrics for different applications; the quest for wholly man-made materials (synthetics) can also be traced back to this period.


The Industrial Revolution led to a shift away from the handcrafted product to mass-produced goods such as ceramics, furniture, carpets, and other domestic objects. The production of wallpapers and textiles for curtains and upholstery, formerly hand block-printed, was transformed by mechanization and the invention of cheap aniline dyes1, which replaced the natural pigments extracted from insects, leaves, and flowers. These changes allowed wallpapers and textiles to be produced in abundance and in a kaleidoscope of colors and patterns.


During this period standards of living were rising and the middle-class consumer emerged with the income to invest in the design of their domestic interiors, following fashionable trends and often adopting a style that emulated the homes of their social superiors.2 Items that had previously been regarded as luxurious were viewed as necessities, and an era of mass consumerism and the quest for instant gratification began. The populace was enthralled by the novelty of abundance,3 and industry now had the potential to deliver good and affordable design to a mass market.


Another significant change triggered by the Industrial Revolution was artificial lighting. In the age of candlelight and gaslight (introduced into homes in the Victorian era) dark materials were selected to mask the dirty marks left by flames, and reflective materials, gilt, and mirrors were used in interiors to enhance the effect of the lighting. By the end of the Victorian period, electric light was used in many homes and this changed the functionality and aesthetic qualities of some of the materials selected.
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The Tea, oil on canvas, c.1880, by Mary Cassatt. A depiction of a middle-class interior furnished with the products of the Industrial Revolution: mass-produced textiles, wallpapers, crockery, and silverware. (Photograph ©2012 Museum of Fine Arts, Boston.)


Not all designers and commentators of the period embraced these changes. John Ruskin (1819– 1900), a very influential artist, poet, and critic, lamented the shift away from craft production and considered it to be dehumanizing and immoral:


It was Ruskin’s bitter denunciation of the design of industrially produced objects that impacted most strongly on the Arts and Crafts movement. The assumption that machine-made things would inevitably be tasteless and garish led to advocacy of a return to hand craft as the only possible route to reform.4


The Arts and Crafts Movement was founded by William Morris (1834–1896) a writer, designer, and socialist. He believed in the intrinsic value of handmade products, which, unlike mass-produced artifacts, are imbued with the mark and mind of their maker. He established Morris, Marshall, Faulkner & Co. with partners including Edward Burne-Jones and Dante Gabriel Rossetti; this company became Morris & Co., makers of hand-printed textiles and wallpaper that are still available today. The handcrafted approach to the use of materials can be seen in the design of Morris’ own home, Kelmscott Manor: hand-printed wallpaper; richly colored and decorative handmade rugs as wall hangings—the mark of the carpenter, the metalworker, and the upholsterer are all visible. Stylistically and philosophically, the Arts and Crafts Movement had much in common with the Gothic Revivalists, including a tendency to look back to and romanticize the past.
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William Morris’ preference for the handcrafted is evident in his own home, Kelmscott Manor, Gloucestershire, England.
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The dark stained wood used in Charles Rennie Mackintosh’s Glasgow School of Art, Scotland, has a handcrafted quality.


Charles Rennie Mackintosh (1868–1928) was a Scottish architect and designer known for his architecture, interiors, and furniture designs. He inherited some of the traditions of the Arts and Crafts Movement, evident in his highly crafted use of materials in projects such as Hill House in Helensburgh, 1902, and the Glasgow School of Art, 1907–9. However, having traveled in Europe he was also influenced by and was a proponent of the Continental art and design movement, Art Nouveau, which grew in the 1890s.


Art Nouveau advocated an interdisciplinary approach to design, with artists, designers, and architects working collaboratively on fully integrated interiors and architecture (an approach that can be observed in many design practices today). Its exponents embraced some of the changes brought about by the Industrial Revolution, particularly the production of new materials:


The progress made in iron construction during the second half of the nineteenth century is crucial for the development of the Art Nouveau interior. ... The early Art Nouveau’s frank exposure of metal in the domestic interior had radical implications in the context of the traditional styles and materials used by Beaux-Arts architects.5


In 1862, at the London International Exhibition, European artists and designers were exposed to a significant collection of Japanese art and artifacts including lacquered woodwork, woodcuts, prints, and textiles. Although Japanese art and design had long since been influential in the West, this exhibition (and Japonisme in general) had a significant impact on the artists and designers of the period and also those of subsequent generations, such as Eileen Gray (1878–1976) and Aubrey Beardsley (1872–98). Beardsley’s use of fluid line and composition clearly references the art of Japan, and in turn his work was inspirational to leading designers of the Art Nouveau movement—for example, Victor Horta in Belgium and his use of exposed, decorative metalwork and vegetal forms; and Hector Guimard in France, famous for his designs for the Paris Métro. The Art Nouveau designers used materials to create organic forms and highly decorative, patterned surfaces, rich in color and texture.


As well as being influenced by European design, Charles Rennie Mackintosh had a significant influence on the Vienna Secessionists. The Secessionists were keen to break away from established practices and traditions of art and architecture in Austria, and like the Art Nouveau designers they blurred “professional” boundaries and aimed to unite the arts: painting, design, architecture, and music. Like the practitioners of the Arts and Crafts Movement, they had a preference for good-quality handcrafted fixtures and fittings, and artwork that was integrated in order to create holistic and decorative interiors.
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The woodwork of the dining room at the Victor Horta Museum, Brussels, exemplifies the distinctive organic forms of Art Nouveau.
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Hector Guimard used decorative ironwork and glass to create the distinctive vegetal entrances to the Paris Métro.


In 1917, a period influenced by the emergence of the Modernist movement in architecture and Art Deco, Eileen Gray designed the interior for the rue de Lota apartment. She conceived all the interior elements—the rooms, the furniture, and the products—creating a hybrid of Modernist and decorative approaches to design. She furnished the apartment with her own products, including her Pirogue Chaise, Serpent Chair, and lacquered Block Screen (she had learned how to use Japanese lacquering techniques). Other items of furniture were also designed by Gray for this context, resulting in a cohesive “whole”; this interior, along with her other work, had a significant influence on her contemporaries and future generations of designers.
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Architects, artists, and designers collaborated on the design for the XIV Secessionist Exhibition interior, Vienna, 1902. Gustav Klimt’s frieze, which was painted directly onto the walls, can be seen in the background.
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The use of materials in Eileen Gray’s rue de Lota apartment in Paris bridged Art Deco, the Moderne, and Modernism. This image shows the apartment after a refurbishment in 1930 by Paul Ruaud; her Pirogue Chaise can be seen on the left.
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A designer of furniture and interiors, Emile-Jacques Ruhlmann was influenced by Art Nouveau, the Arts and Crafts Movement, and eighteenth-century furniture. He used opulent materials, particularly rare woods, as illustrated in this 1926 watercolor of an interior.


The Art Deco movement gained recognition in France in the 1920s, and grew to have an influence on international art and design—particularly in the UK and America. Art Deco referenced a diverse range of design influences, from African art, Aztec designs, and Egyptian art and design. In 1922 Howard Carter unearthed the tomb of Tutankhamen, and this gave a significant stimulus to the public’s interest in Egyptian styling, a fashion adopted by Art Deco designers: cinemas, factories such as the Hoover Building, and furniture were “Egyptianized.” Opulent, rare, and ostentatious materials such as inlaid mahogany and ebony, real animal furs, and highly lacquered finishes were combined with more modern materials such as aluminum and Bakelite, the first mass-produced plastic.


The Deco style was interpreted for Hollywood film sets, for example in the designs of Cedric Gibbons for films such as Grand Hotel (1932) and Born to Dance (1936); Fritz Lang’s Metropolis (1927); and Darrell Silvera’s sets for Swing Time (1936). These glamorous films helped to internationalize and popularize the movement’s style, use of materials and decoration, which was then adapted for ordinary, domestic interiors. During this period, a number of prominent women began to have a particularly pronounced influence on interior decoration and design, for example, Candace Wheeler, Edith Wharton, Elsie de Woolf, and Syrie Maugham—the last-named known for her white interior, designed for a villa in Le Touquet.


Another important figure in the history of interior design also working in this period was Pierre Chareau (1883–1950). Like Eileen Gray, his use of materials was also influenced by both Modernist principles and the decorative arts. In his design for the Maison de Verre (House of Glass, 1928–32) in Paris, France, he juxtaposes exposed structural steel beams, used to create a free plan (a plan without load-bearing partitions), with Art Deco furnishings; glazed elevations (using glass blocks) with decorative room dividers; and contemporary materials such as perforated metals, rubbers, and concrete with refined wooden furniture and fabrics.
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