

[image: ]




Product Design


Paul Rodgers and Alex Milton


Laurence King Publishing




[image: ]


Published in 2011 by


Laurence King Publishing Ltd


361–373 City Road


London EC1V 1LR


United Kingdom


email: enquiries@laurenceking.com


www.laurenceking.com


© text 2011 Paul Rodgers and Alex Milton


Published in 2011 by Laurence King Publishing Ltd


All rights reserved. No part of this publication may be reproduced or transmitted in any form or by any means, electronic or mechanical, including photocopy, recording, or any information storage and retrieval system, without prior permission in writing from the publisher.


A catalogu record for this book is available from the British Library.


ISBN: 978 1 85669 751 4


Portfolio series design concept by Jon Allan, TwoSheds Design


Design by Vanessa Green, The Urban Ant Ltd.


Senior editor: Zoe Antoniou


Picture research: Fredrika Lökholm


Copyeditor: Nicola Hodgson


Printed in China


Frontispiece: (p. 4) Clouds, designed by Ronan & Erwan Bouroullec for Kvadrat, 2008.


Chapter openers: (p. 5) Ruminant Bloom by Julia
Lohmann; (p. 19) Add-On Radiator by Satyendra Pakhalé; (p. 55) mood board by Tom Harper; (p. 77) Blown fabric lanterns by Nendo; (p. 107) Algue by Ronan & Erwan Bouroullec; (p. 167) Pewter Stool by Max Lamb; (p. 201) page from sketchbook by Tom Harper; (p. 229) Z. Island by Zaha Hadid Architects.


Front cover: Tide, by Stuart Haygarth, 2005.
Back cover: cobi™ chair by PearsonLloyd designed in conjunction with Steelcase Design Studio.




Introduction


 


It is fair to say that we live in an almost completely designed world. We are surrounded by a multitude of designed products, spaces, systems, services, and experiences that have been created in response to some physical, emotional, social, cultural, or economic need. In its simplest definition, product design is the design of products, but it also has a wider meaning that includes the generation of ideas, the development of concepts, product testing, and manufacturing or the implementation of a physical object, system, or service. The role of a product designer encompasses many disciplines, such as marketing, management, design, and engineering, and also combines art, science and commerce in the goal of producing tangible artifacts.


What is product design?


Product design regularly blurs the boundaries between specialist areas such as lighting, furniture, graphic, fashion, interaction, and industrial design. It can encompass the design of products such as spectacles, scissors, cameras, fly swats, trash cans, vases, fruit bowls, telephones, door mats, clothes hangers, razors, bottle stoppers, kettles, cigarette lighters, fire extinguishers, cutlery, salt and pepper shakers, shelving systems, MP3 players and computers. From chairs and lights to consumer and environmental objects, product design is about enriching quality of life, whether in the home, workplace, or public domain. Product design is also a commercial activity that can help businesses by ensuring they create and sell products that appeal to, please, or challenge consumers. It can provide ways of answering unmet needs, improving function and appearance, or offer new ways of critically engaging with objects. Design is fundamentally about making things better: better for consumers and users, better for business, and better for the world.


The Industrial Revolution, which began in Britain during the eighteenth century, saw the emergence of mass production, with the production of goods revolutionized by new manufacturing processes and the division of labour. Historically, products had been conceived and manufactured by craftspeople, and were often the work of an individual operating within an aesthetic tradition. Manufacturers rapidly identified the competitive advantages designers could bring to their products through divorcing designing and making, and positioning designers as the planners of a complex process. The full integration of design into the industrial production process saw product design become an identifiable discipline, one that has evolved to play an important role in the wider process of developing new products of every type. In some cases this is for high-volume (mass) production, but it can also be for smaller batch production or even one-off products, with designers re-engaging with the notion of neglected craft traditions.


The activity of product design is always relevant to any company manufacturing physical products, and especially consumer (or consumer-facing) products. The word “product” is widely, and confusingly, used to describe everything, from a life insurance scheme to a new savings account. But, wherever “hardware” and people interact you will find product design relevance. Perhaps less obviously, many manufacturers of industrial products benefit greatly from the integration of designers, design thinking, and design process into their normal development activities. This is especially true of any manufacturer whose products need an edge in a competitive climate.
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Product designers are directly involved in the creation of a wide range of products. Clockwise from top left: Blanke Ark by Blueroom Designstudio, Innovativoli Industridesign & Kadabra Productdesign, 2008; Craftsman power tool by IDEO for Chervon, 2006; iPhone 3GS by Jonathan Ive and Apple Design Studio, 2009; Girls Ski Helmut by Per Finne for Kari Traa AS, 2008; My Beautiful Backside by Doshi & Levien for Moroso, 2008; Picturemate Printer by Industrial Facility with Epson Design, 2005; and retro design Fiat 500C by Roberto Giolito, 2009, alongside original 1957 model by Dante Giacosa.


For any company involved in the manufacture and marketing of products, the design of the product affects nearly every aspect of the company’s business – most obviously and directly on marketing, research and development (R&D), and new product development, but also upon logistics, distribution, sales, public relations (PR), and customer services. This is why senior management typically exerts such interest and influence over the process. Most crucially for a company, the design of its products is invariably the single most important manifestation of its brand.


Public services also make use of product design. This may involve the design of furniture, street furniture, interactive facilities (such as public information points), transport systems, and public service equipment (such as fire, police, and ambulance), as well as medical, health, and even military hardware. They may focus on improving learning, services, environments, or other facilities, or simply on enhancing the quality of life for the products' users or operators.


Product design is increasingly being seen as an important strategic tool in creating preference and deeper emotional values for the consumer. Its benefits for the consumer include products that are more usable, attractive, reliable, and cost-effective, and that enable greater emotional ties. These benefits may result in the consumer having increased loyalty to the product in question.


Types of products


Product design covers the range of different types of products outlined below. These classifications are not intended to be viewed as unique or complete, but as fluid and overlapping. Individual products may appear in one or more classification or cross the boundaries.


Consumer durables


The largest category of objects, by some margin, that a product designer is directly involved in is that of consumer durables. Such products cover a wide range of designed objects including lighting, domestic appliances, medical products, audio-video equipment, office equipment, automobiles, personal computers, and furniture. Consumer products need to work on a number of levels: they need to work well (function), they need to look good (aesthetics), and they need to be made available at a suitable cost (to both the client and the customer). A feature of many of these types of product is that they possess numerous components and are, therefore, designed by a team of people including mechanical and electronic engineers, ergonomists (who assess the fit between a person and their work, considering the job being done and the demands on the worker, the equipment used, how appropriate it is for the task, and the information used), and manufacturing specialists. A vital feature of modern consumer products is that they have an appropriate appearance and operability; they must also project the right brand values of the product and of the manufacturing (or selling) company.
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Z. Island by Zaha Hadid Architects, 2006, an example of one-off artistic product design, is a radical innovation in kitchen design that features an intelligent environment for browsing the internet, watching television, or listening to music while cooking.


One-off artistic works


Some classic designed products are considered as much works of art as the works of a designer. The iPod, the Coca-Cola® bottle, and the Volkswagen Beetle car are frequently cited examples in this regard. However, the creation of actual one-off, limited-edition designed products has been a growing area for product designers in recent years. Many designers regularly create one-off pieces for the yearly design shows at locations throughout the world, such as the Milano Salone, the ICFF (International Contemporary Furniture Fair) in New York, and the London Design Festival. Within the confines of this type of product, appearance is the primary driver; functionality tends to be less important.
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Folding Plug, designed by Min-Kyu Choi, 2009, 2010 Brit Insurance Design of the Year winner. This ingenious space-saving plug demonstrates how designers can transform an everyday impractical object into something more innovative.


Consumables


The next group of products is consumables, such as packaged butter, motor oil, bottled water, newspapers, or soft drinks. Here, the focus for the product designer is mainly in the design of the packaging, branding, and advertising campaigns. Product designers tend not to be involved in the design of the consumable itself—be that butter, oil or a soft drink – but in the product’s packaging, branding, advertising and marketing.


Stock items


Stock items (also known as commodities, or bulk or continuous engineering products) are raw materials used in the manufacture of other products. This includes metal rolled sections, rod and bar stock plastics, woven sheet and foil, and laminates. Product designers may occasionally be involved in the processes and manufacturing of these products, such as in embossing (the process of creating a three-dimensional image or design in paper and other ductile materials), surface texture, and finishes for other products.


Industry products


Industry products are items or assemblies that are bought by a manufacturing company for assembling into their own products. The appearance of this type of product is secondary to the primary requirements of functionality and performance. These products include ball and roller bearings, electric motors and controllers, circuit boards, crane hooks, and gas turbine engines for aircraft.


Industrial equipment products


Industrial equipment products are self-contained devices (i.e. machines) that perform a complex function and are intended for use within industry. Again, the appearance of this type of product is secondary to its functioning and performance. Among these types of products are industrial work-stations, machine tools, goods vehicles, earth-moving machinery, and passenger aircraft.


[image: ]


Perrier water bottle, an example of a consumable and packaging design.
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Jet engine, an example of an industry product.
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Airbus A380 passenger jet, an example of an industrial equipment product.


Special purpose products


Special purpose products include jigs, bespoke tooling, fixtures, special purpose robotics machinery, and specialized manufacturing and assembly machinery. This type of product is usually produced to order as single items (one of a kind) or a small series. The design and development of these products generally takes place specifically for one customer. Product designers involved in the development of this type of product need to be flexible, as the types of tasks change rapidly from one contract to the next. The majority of product design companies involved in this class of product are small to medium-sized enterprises (SMEs).


Industrial plant


Industrial plant consists of industrial equipment products and devices to provide control and connections between them. The plant and devices are usually designed to special order and bought from specialist suppliers. This type of product typically incorporates other products, and the task of designing them, and their associated components, is usually the suppliers’ responsibility. Examples of this type of product include plant and components for water purification systems, electric power station equipment, and telephone networks.
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A purified water-filling plant, an example of industrial plant.


[image: ]


KR5 Arc Hollow Wrist robotic arm from Kuka Automation + Robotics, 2008, an example of a special purpose product.


What does a product designer do?


Product designers design many of the things that we commonly use in our day-to-day activities, from toothbrushes to kettles, DIY tools to cell phones, vacuum cleaners to laptops. A product designer’s role includes making things easier to use, perhaps by improving particular aspects of a product’s function; making products more efficiently, by exploiting the latest manufacturing and technological developments; making products cheaper to produce by utilizing new and innovative materials; or enhancing a product’s emotional appeal through exploring and pushing new aesthetic boundaries.


The work of the product designer involves at its core some form of problem-solving. It typically starts with a problem statement given to the designer by the client, or the company involved can initiate the statement in-house. Generally speaking, product design problems have a set goal, some constraints within which the goal should be achieved, and some criteria by which a successful solution can be judged.


There are three main categories of product design: routine, where everything the designer needs to know is provided; variant, where some aspects of a brief are open to development; and creative, a more unusual scenario where new products or inventions are required.


Product designers are heavily involved in the process of taking a product from a description of users’ needs and wants to a developed brief, making initial sketches, preparing detailed drawings, making models and working prototypes. In recent years, the role has moved beyond its traditional hard skills of concept modeling, new product development, styling, and product graphics to embrace newer soft skills such as branding, CAD (computer-aided design), trend and forecasting, and graphical user interface (GUI) products based on the foundation of qualitative user and market research.


In general, a product designer today observes people, listens and asks questions, holds conversations with people (end users, manufacturers, clients, managers, engineers, and so on), generates design ideas, communicates them to others, explores and evaluates, makes and tests prototypes, produces detailed drawings, and possibly becomes involved in the final manufacture of the product(s) itself.


Finally, another important aspect of design to be emphasized is the role of the client. The client expects the designer to interpret the problem set before him or her and contribute to it perhaps by highlighting sub-problems and opportunities that the client has initially overlooked. The client also expects the designer to resolve these problems, while at the same time dealing with issues of form, materiality, aesthetics, and manufacturing, among others. The client–designer relationship works in two ways: the client expects the designer to consider other problems that may arise during the design process, and the designer expects a certain degree of freedom and flexibility to interpret and define new problems and issues that the client may not have considered. For this reason there is always, not unsurprisingly, an element of tension between the two. Both are dependent on each other and both are anxious about the other exerting too much control. The harmony of their relationship is therefore a hugely important factor in the successful development of new products.
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The DC24 Dyson BallTM upright vacuum cleaner is a good example of variant design, where some aspects of the design brief were open to development.


Are product designers artists?


It can be hard to separate design from art. This is particularly difficult today given the rise in the number of “celebrity designers” producing one-off pieces for design shows and auction houses across the world, or even to exhibit limited-edition pieces in galleries, just as artists do. The products of design are often seen by the public as works of art and designers themselves are often referred to as artists. In recent years, the creative processes involved in art and design practice, and the talents required to participate in them, have undoubtedly come closer.
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The Tournament, designed by Jaime Hayon, 2009, a leading proponent of DesignArt. Here, 32 handcrafted ceramic pieces are created in a oversized chess set, which was launched at the London Design Festival. Hayon’s work regularly blurs the boundaries between design and art.


Creating a product


Typically, the creation of a new product begins with an idea and ends with the production of a physical artifact. The creation of any new product is a collaborative venture involving many individuals working together as a team. There are many different disciplines involved in the process. Some of the key people involved include product designers, engineers, anthropologists (who study the origin, behavior, and the physical, social, and cultural development of people), marketing personnel, sales staff, ergonomists, manufacturers, clients, and customers.


Four key functions are almost universally involved in new product design and development:


Design


The design team is responsible for the overall physical form of the product that will best meet the customers’ needs. Design, in this sense, can mean the engineering design (i.e. mechanical, electrical, software, and so on), and the product design (i.e. aesthetics, ergonomics, user interface, and so on).


Research


Increasingly, researchers such as anthropologists and ethnographers (ethnographers study culture and cultural processes using multiple ways to research, observe, and document people, events, or artifacts) are asked to support the design and development of new products by bringing their expertise and knowledge of observing and recording how consumers interact with the designed world. Typically, research staff are more involved toward the front end of the process, exploring the real needs and desires of end users.


Marketing


The marketing department is the point of contact between the company developing the product and its customers. Marketing individuals often facilitate the identification of product opportunities, help define market segmentation, and support the design team with the identification of customer needs, wants, and desires. Typically, the marketing department also oversees the launch of the product, helps set the price plans, and negotiates communication between the company and its customers.


Manufacturing


The manufacturing team is responsible for designing and operating the production system that produces the product. Sometimes, the manufacturing department also undertakes tasks associated with the purchase of raw materials and the distribution and installation of the new product. 




The main stages of product design


In summary:


This chart shows the breakdown of the elements involved in the process of designing and producing a product design. It is important to remember, however, that some stages may occur in a different sequence or may even be omitted altogether, as each product has its own unique set of requirements and the product designer’s role may, as a result, vary.




Research




	background stage


	exploratory stage





The brief




	identifying customer needs


	completing the Product Design Specification (PDS)





Concept design




	generation of ideas


	sketches, drawings, and renderings


	evaluation of concept





Design development




	technical drawings


	prototypes





Detail design




	exploring materials


	exploring manufacturing techniques


	testing and refinement





Production




	marketing


	supply


	disposal 














INTERVIEW


Julia Lohmann


Biography


Julia Lohmann’s work explores provocative contemporary issues such as the contradictions in our relationship to animals as sources of food and materials. The German-born, London-based designer regularly transforms the practice of product design into a rich and complex medium of social investigation and debate. By working with off-cuts of leather and other meat industry waste products, she probes those contradictions while giving value to leftovers. Her work is often polemical, but everything Lohmann designs is intended to be useful.


Interview


What is your definition of product design?


I have a very wide definition of product design; or rather, I do not really believe in the segmentation of design into different disciplines. Design in its widest sense is about identifying problems and addressing them. Product design concerns itself with the three-dimensional world and our interaction with objects.


What do you do in this field?


With my products I trigger thoughts about our interaction with products. How do we sustain ourselves? How much do we know about the objects we buy and consume? The objects I make have a dual function: you can use them as objects in the established sense, for example, by sitting on them, but also as objects that help you consider and define your own position towards the man-made world. A writer once described them as “Ethical Barometers”.


How do you start to design a product?


I usually start by identifying an area of thought that intrigues me; for example, a question I have been asked or a fundamental one facing our society. Why do we accept something? Where are we going? A fascination with a particular material, such as seaweed, is another starting point. Nature, science, travel, or social interaction can all spark off projects. The final outcome of the process from inspiration to production is not predetermined. I do not sit down planning to make another chair or light; the object becomes a chair or light because I believe it to be the best possible way of communicating a particular thought or concept.


What problems do you commonly have to address?


I address the same problems that every designer is faced with: Can it be made? What should it be made of? How do I source materials? Who can help me make it? What happens with it when it breaks? Can it have another life or function? How can I design out waste? I also address questions through the concept behind the design: Why are we acting like we do? Have we made the most of this material? Do we understand how and why we like something? What does an object say about its origins, maker, user, and life cycle? I am trying to design the story the object tells just as carefully as the object itself.
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Kelp Constructs, 2008. These seaweed lamps are one of the first experiments with kelp by the designer.
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Ruminant Bloom, 2004. These flowerlike lights are made of preserved cow and sheep stomachs, perhaps provoking mixed feelings somewhere between attraction and aversion.
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Cowbenches, 2005. These benches explore the threshold between animal and material.





About this book


The aim of this book is to bridge the gap between traditional product design education and the fast-moving world of contemporary product design practice by demystifying the discipline and offering a variety of routes to a successful product design career. The text provides a general framework for the study and practice of product design, intended for use as a starting point for devising personal product design strategies.


Over the years, many models of the design process have been developed. There are descriptive and prescriptive models and many of these historical models suggest a strict linear design process. This book, however, stresses that the modern design process is highly flexible, iterative, dynamic, and often overlapping, and certain tasks may well be ignored, repeated, and conducted out of sequence.


Chapter 1 provides a brief historical and cultural context for product design from 1750 to the present day and introduces some key figures in the discipline. Chapter 2 goes on to explain the early stages of the design process, from research to brief to Product Design Specification (PDS). Chapter 3 explores the concept design stage and details the tasks associated with drawing up a number of different viable concept designs that satisfy the requirements outlined in the PDS. Chapter 4 covers the key stages of detail design, manufacture, marketing, branding, visual language development, and sales. Chapter 5 explores and explains some of the more significant issues—green, ethical, universal, and emotional—that surround modern product design practice. The final chapter covers a range of topics relating to design education and beyond, such as preparing for product design presentations and assessment, engaging with industry, and getting that all-important product design job in one of the most rewarding industry sectors in the world.


Each chapter is richly illustrated with examples of product design projects, artworks, and diagrams. Boxes are included that provide useful information, guidelines, and advice, and a number of interviews discuss key design issues with leading figures from the world of product design. A glossary, a list of valuable product design resources, and a comprehensive further reading list are provided at the end of the book.






1.


Historical and cultural context 





 


Product design, as we understand it today, is a relatively young discipline. It is generally recognized that it emerged as an activity during the Industrial Revolution of the mid-eighteenth century. Until then, what is now commonly described as craft production had existed as the sole means of producing objects. Makers of objects were the originators of that design, or guardians of a design handed down through generations of designer-makers, often remaining unchanged or unquestioned. Since the emergence of product design as a profession, the discipline has been characterized by a spirit of reform. A number of individual designers, self-styled movements, and writers have attempted to establish its role in society. This chapter examines the profession’s development within a social, theoretical, and cultural framework from 1750 to the present day.


The Industrial Revolution: 1750s to 1850s


The Industrial Revolution heralded mass production. This industrialization was characterized by factory owners commissioning specialists to supply drawings and instructions that could be interpreted and manufactured by semiskilled or unskilled factory workers, producing goods in large numbers far more economically than the previous craft methods. As the production process became increasingly complex, and the business of making became ever more divorced from the role of determining a product’s form, a profession known as “product designer” emerged whose primary role was to give form to these mass-produced items.


The mid-eighteenth century saw a number of significant industrial developments. For instance, in 1752 Benjamin Franklin (1706–90) discovered electricity and, by 1765, James Watt (1736–1819) had developed the steam engine, which enabled the rapid development of efficient semi-automated factories on a previously unimaginable scale. Without some notable earlier inventions, however, including the spinning jenny and the flying shuttle, some of the later achievements such as Watt’s steam engine might never have been possible. Industrial mass production heralded the production of all sorts of consumer goods and modern transportation systems. The division of labour enabled factory owners to produce goods cheaply, eventually resulting in the workforce being paid low wages and regularly working long hours in horrendous and often dangerous conditions. Inevitably the drive for more and more goods at lower prices led to bitter poverty, poor living conditions, and a miserable life for the working classes.




Josiah Wedgwood


Josiah Wedgwood (1730–95) spent most of his life in the Wedgwood family’s pottery business, which was based in Staffordshire. He was responsible for revolutionizing pottery-manufacturing techniques in order to increase production and sell to a wider market during an era largely characterized by handwork. Faster production led to wider availability and increased affordability. Wedgwood transformed the pottery industry and established a mass-manufacturing production system, where he exploited advertisement by royal association that elevated his pottery’s status. Wedgwood’s approach to manufacturing split areas of labor into a production-line concept, which distinguished design from manufacture and production. Jasperware vase, twentieth century (right).
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In the process of transition from handwork to industrial production, the planning of an object began to be separated from work by either hand or machine. Pattern books and portfolios were widely distributed in the mid-eighteenth century in order to solicit and secure orders. Furniture, for example, was produced in advance and offered for sale as finished pieces in larger magazines and sales catalogs. The first known pattern books of the early industrial era in Britain came from Thomas Sheraton (1751–1806) and Thomas Chippendale (1718–79), both of whom were to have a major influence throughout Europe. Design had, therefore, acquired significance not only for production but also for sales. Josiah Wedgwood (1730–95) founded his pottery factory in 1769 in Stoke-on-Trent in Staffordshire, Britain, to serve not only the aristocracy but to feed a wider market among the middle classes with more everyday pottery.


The Great Reform movements: 1850s to 1914


By the middle of the nineteenth century, the awful conditions in factories led to widespread worker unrest and the formation of workers’ unions and parties. In 1867 Karl Marx (1818–83) wrote Das Kapital, one of the most important socioeconomic books ever produced, in which he analyzed the new structures of industrial production and society. The increasing mechanization of the Industrial Revolution encompassed not only production methods but the products themselves. The nineteenth century was the time of the engineer, and by the middle of that century the United States had taken over the leadership of engineering developments. In 1869, the east and west coasts of America were united by the Union Pacific Railway, and in 1874 the first electric streetcar debuted in New York. The following year, Thomas Edison (1847–1931) developed the incandescent lightbulb and the microphone. Since 1851, Isaac Merrit Singer (1811–75) had been producing the household sewing machine, and Alexander Graham Bell (1847–1922) exhibited a working telephone at the Philadelphia World’s Fair in 1876.
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Chair 214, by Michael Thonet, 1859. The famous coffee house chair is still influential today, since some 50 million were produced up until 1930. It was awarded a gold medal at the 1867 Paris World’s Fair.


In Europe, at around the same time, a great deal of mechanical furniture was being produced, including swivel chairs and space-saving folding furniture for the increasing number of hair salons and offices that were emerging. In Munich in 1854, Michael Thonet (1796–1871) presented his first bentwood chairs, and by 1859 the Thonet chair No. 214 became the model for all bentwood chairs and a prototype for modern mass-produced furniture.


Toward the end of the nineteenth century, a second wave of industrialization spread across Europe. The technical advances of the century resulted in new methods of production, new commodities, and equipment with new functions.


Arts and Crafts: 1854–1914


A number of significant reform movements emerged during the second half of the nineteenth century that advocated a return to nature and handcraft as an answer to the excessive development of industry, large cities, and mass production. William Morris (1834–96), the father of the Arts and Crafts Movement, was the most important voice for the renewal of artistic handwork. Morris, along with the art critic and philosopher John Ruskin (1819–1900) and the painter and illustrator Walter Crane (1845–1915), took inspiration from the Pre-Raphaelites (a group of English painters, poets, and critics, founded in 1848 by Dante Gabriel Rossetti and others) in their pursuit of a return to nature as well as to clear and simple organic forms. Morris and Ruskin also campaigned for a better quality of life for those living in an industrialized society. 




William Morris


William Morris (1834–96) was, among many things, a poet and dreamer, a businessman, and a political campaigner. He had great design and craft skills and executed several pieces of work of outstanding beauty in wallpapers, in printed, woven, and embroidered textiles, and in book production. Morris founded a firm, Morris & Co., to retail furnishings produced in his own workshops, where craftsmen were given free rein. The firm’s products, however, while intended to brighten the lives of ordinary people, were too expensive to sell to any but the wealthy. Anemone wallpaper, nineteenth century (right).
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Art Nouveau: 1880–1910


Around the turn of the century, Art Nouveau, a reform movement shaped by the Arts and Crafts philosophy, developed into a fully formed international movement in many of the key centers of Europe, including Paris, Nancy, Brussels, Vienna, Barcelona, Glasgow, Darmstadt, Munich, Dresden, Weimar, and Hagen. Art Nouveau was known by many names throughout Europe. In Britain it was called Decorative Style, in Belgium and France Art Nouveau, in Germany Jugendstil (“youth style”), in Italy the Stile Liberty, in Austria Sezessionsstil, and in Spain Modernista.


A significant amount of Art Nouveau work was influenced by geometrical forms drawn from Japanese art as the Western world discovered Asian culture. This was due in some part to a trade treaty being agreed, in 1854, between the United States and Japan that approved the import of Japanese art after almost 200 years of isolation. At this time, much Japanese art used imagery from nature—birds, insects, and botanical studies of plant life—as primary sources of inspiration. Moreover, Japanese art’s use of flat perspectives and block colouring was a revelation to many Western artists. One of the main aims of Art Nouveau was to transcend the boundary between pure and applied art. Practitioners were supposed to design not just “art” but jewelery, wallpaper, fabric, furniture, tableware, and more. As a response to mass-produced wares, the movement strove for a comprehensive artistic reformation of all areas of life.
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Writing desk and chair, by Henri van de Velde,1897–98. The design displays an organic aesthetic common to Art Nouveau.




Christopher Dresser


Christopher Dresser (1834–1904) is generally acknowledged as being one of the first independent product designers. Born in Glasgow, he won a place at the newly established Government School of Design at the age of thirteen. This new art training system was set up to improve the standard of British design for industry by joining the disciplines of art and science. Dresser championed design reform in nineteenth-century Britain, while embracing modern manufacturing techniques in the development of a range of products from textiles, ceramics, glass, furniture, and metalware. He was a household name, famed for his promotion of product design as a force for furnishing ordinary people with well-made, efficient, and engaging goods. His commercial success is all the more remarkable as he also pioneered what we now recognize as the spruce, simple, modern aesthetic. Some of Dresser’s products, notably his 1880s metal toast racks, are still in production today. Geometric teapot, 1880 (right).
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Victor Horta (1861–1947) and Henri van de Velde (1863–1957) were two of the most famous representatives of Art Nouveau in Belgium. Horta utilized the new materials of iron and glass that had been exploited in the building of London’s Crystal Palace in 1851 and the Eiffel Tower in Paris from 1884 to 1889. He used the floral ornamentation of Art Nouveau as both a surface decoration and a construction element. Among Horta’s most important works are the Maison du Peuple (1896–99), the Tassel House (1893), and villas Solvay (1894). Henri van de Velde enjoyed more success than Horta in his work as a theoretician and furniture designer. He demanded a stronger relationship between organic ornamentation and function in the theories that he disseminated through various publications and lectures. 


Modernism to pre-war luxury and power: 1900s to 1945


The first half of the twentieth century was a time of political and economic upheaval across much of Europe and also in Asia. At the end of World War I, Germany signed the Treaty of Versailles, which resulted in the loss of a significant part of its territory, limited the size of the German army, and imposed massive reparations. It was not until 1933, when Adolf Hitler (1889–1945) became the leader of Germany and democracy was abolished in favor of Fascism, that a massive rearming process took place. In Russia, the Civil War (1918–21) led to the creation of a Soviet government headed by Vladimir Ilyich Lenin (1870–1924) and later to the Communist regime of Joseph Stalin (1879–1953). In Italy, Benito Mussolini (1883–1945) seized power as a Fascist dictator, promising to create a “New Roman Empire.”


The history of China in this period was also one of political turmoil and endless wars. Decades of struggle preceded the establishment of the Communist Party in 1921 and followed it with fighting between the Communists and the ruling Nationalist party, the Kuomintang (KMT). Throughout the 1930s, the increasingly militaristic Japanese empire also continued its push into Chinese territory.
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Wenger Swiss Army Knife, 1970. The multifunctional knife and tool was originally developed in 1908. The knife is held in the permanent collection of the Museum of Modern Art in New York.


Deutscher Werkbund: 1907–35


The Deutscher Werkbund was founded in 1907 in Munich as a response to widely held worries that Germany’s rapid industrialization and modernization were coming at the cost of its national culture. It involved artists, architects, craftsmen, industrialists, politicians, and designers. Its main leaders were Hermann Muthesius (1861–1927), Henri van de Velde, Peter Behrens (1868–1940), Karl Ernst Osthaus (1874–1921), and Friedrich Naumann (1860–1919).




Peter Behrens


Peter Behrens (1868–1940) initially worked as a painter, illustrator, and bookbinder. At the turn of the century, however, he was one of the leaders of architectural reform and was a major designer of factories and office buildings in brick, steel, and glass. In 1907, AEG (Allgemeine Elektricitäts Gesellschaft) retained Behrens as artistic consultant. He designed the entire corporate identity (including logotype, product design, and publicity) and for that he is considered the first industrial designer in history. Behrens was never an employee for AEG but worked in the capacity of artistic consultant, and in 1910 designed the AEG Turbine Factory. Fan (model GB1), 1908 (right).
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Alvar Aalto vase, 1936, produced by Iittala. It was first shown in the Finnish Pavilion at the International Exhibition in Paris, 1937.


The Werkbund was primarily interested in the link between the artistic and the economic aspects of mass production. It was against revivalism and believed that architecture should be a representation of the zeitgeist, or “spirit of the age.” Industrial development was very much the spirit of Germany at this point and this was reflected in the works of the Werkbund. With this in mind, it set out to produce architecture that utilized mass production but still made use of craftsmanship. Handcraft and art were still to be used, but in a way that complemented the spirit of modern Germany. The founders set out to prove that through cooperation between the applied arts and industry a national style in tune with the modern age could be developed.




Marcel Breuer


Marcel Breuer (1902–81) is best known as one of the early twentieth century’s most influential furniture designers. At the Bauhaus, Breuer became one of the first apprentices to join the new furniture workshop. His first piece was the hand-carved and painted Romantic Chair (also known as the African Chair). By 1923 his work, most notably the Wood-Slat Chair, was increasingly influenced by the abstract aesthetic of De Stijl. Firmly established as one of the most prolific members of the Bauhaus, and a protégé of its director Walter Gropius, Breuer eventually ran the furniture workshop at the new Bauhaus in Weimar, where one of his first projects was the 1926 Steel Club armchair (later renamed the Wassily, after the Bauhaus teacher Wassily Kandinsky). Wassily Chair (model B3), 1927 (right).
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Ludwig Mies van der Rohe


Ludwig Mies van der Rohe (1886–1969) was one of the most important designers of the Modern movement, and his architecture is famous for its transparency and clarity. He designed one of the most influential buildings in history, the German pavilion at the World Exhibition in Barcelona in 1929, and also created the Barcelona Chair, a design icon made of flat strips of chromed steel welded together by hand and with leather upholstery. Between the 1940s and 1960s, van der Rohe designed some of his most famous buildings, including the Farnsworth House, Illinois (1946–50), the Lake Shore Drive Apartments, Chicago (1950–52), and his masterpiece, the famous 37-story bronze and glass Seagram Building in New York (1954–58). Barcelona Chair, 1929 (right).
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Bauhaus: 1919–33


The Bauhaus, which translates literally as “building house,” opened in Weimar in 1919 and, under its first director Walter Gropius (1883–1969), integrated magnificently the disciplines of art and design under one roof. The Bauhaus made an invaluable contribution to the Modern movement in design because it brought highly creative and talented thinkers and practitioners together in one place.


Several of the most important individuals in the history of design were instrumental in the running of the Bauhaus at one time or another, such as Gropius, Marcel Breuer (1902–81), Ludwig Mies van der Rohe (1886–1969), Johannes Itten (1888–1967), Wassily Kandinsky (1866–1944), and Hannes Meyer (1889–1954). By 1923, the Bauhaus had staged a landmark exhibition that featured a number of important designs including Gerrit Rietveld’s Red/Blue chair of 1918 to 1923 and graphics incorporating the New Typography inspired by the Dutch art movement De Stijl and Russian Constructivism. This success was relatively short-lived and, when the Bauhaus’ budget had been slashed by half in 1924 and the Nazis seized power in Weimar in 1925, the Masters voted to break up the school and relocate it to Dessau.


With Nazism on the ascent, political pressure mounted, and in 1928 Gropius resigned. Both of his successors, Meyer and van der Rohe, spent most of their directorships mired in political strife before agreeing to dissolve the Bauhaus in 1933. Many of the Bauhaus Masters emigrated to the United States to escape persecution. In 1938, a retrospective of Bauhaus design was held at the Museum of Modern Art, New York, which reinforced the school as the most important design institution of the twentieth century.


Modernism—The International Style: 1914–39


Modernism was the dominant force in twentieth-century Western culture, influencing art, music, literature, and design. The main characteristics of this movement were its emphasis on experimentation, formalism, and objectivism. As the century began, the Modern movement in design believed it was necessary to create buildings and products that expressed the spirit of a new age and that would surpass the styles, materials, and technologies of earlier work. The aesthetics of the Modern movement in architecture and design differed radically from what had gone before. Modernist designers felt nineteenth-century architecture and design was usually either oppressively bound to past styles or annoyingly picturesque and eclectic.


Some architects, enraptured by the powerful machines that were developed in the late nineteenth century, sought to devise an aesthetic that conveyed the sleekness and energy of a machine. This aesthetic crystallized in the International Style of the 1920s and 1930s. “Truth to materials” and “form follows function” were two of this movement’s most representative mottos. Modernism gained momentum after World War II, when its theories were particularly influential in the planning and rebuilding of European towns and cities that had been destroyed in the war, and also in the building of North American cities.


Art Deco: 1920–39


Art Deco was an eclectic decorative arts style that first appeared in Paris in the first half of the twentieth century. Characteristics of the style manifested themselves in a range of decorative arts and architecture from as early as 1910, and spread across the Western world until the 1940s. The Art Deco style made its first large-scale public appearance, drawing an estimated audience of more than 16 million, at the Exposition Internationale des Arts Décoratifs et Industriels Modernes held in Paris in 1925. The fact that the name “Art Deco” was drawn from the title of this exhibition highlights the significance attributed to the event in launching the style.


The Art Deco style drew inspiration from an eclectic range of sources including the Bauhaus, avant-garde movements such as Cubism, Russian Constructivism, and Italian Futurism, American developments in industrial design and architecture, and even the principles of aerodynamics. The range of material affected by the Art Deco style was as eclectic and far-reaching as the influences that shaped it—interior and product design, textiles, furniture, jewelery, fine art, sculpture, photography, film, and architecture all exploited, and in turn furthered, the remit of the style. The 1980s witnessed the revival of much of Art Deco’s excess and exuberance in the works of Post-Modern designers such as Robert Venturi, Hans Hollein, and Charles Jencks. 

OEBPS/images/pg_24.jpg





OEBPS/images/pg_10a.jpg





OEBPS/images/pg_27.jpg





OEBPS/images/pg_10b.jpg





OEBPS/images/pg_17a.jpg





OEBPS/images/pg_17b.jpg





OEBPS/images/pg_20.jpg





OEBPS/images/pg_22.jpg





OEBPS/images/pg_23b.jpg





OEBPS/images/pg_13.jpg





OEBPS/images/pg_23a.jpg





OEBPS/page-template.xpgt
 

   
    
		 
    
  
     
		 
		 
    

     
		 
    

     
		 
		 
    

     
		 
    

     
		 
		 
    

     
         
             
             
             
             
             
             
        
    

  

   
     
  





OEBPS/images/pg_26b.jpg





OEBPS/images/pg_11d.jpg





OEBPS/images/pg_11b.jpg





OEBPS/images/pg_11c.jpg
Ty Yufuy, |





OEBPS/images/pg_12.jpg





OEBPS/images/cover.jpg





OEBPS/images/pg_11a.jpg





OEBPS/images/pg_26a.jpg





OEBPS/images/pg_25a.jpg





OEBPS/images/copy.jpg





OEBPS/images/pg_17c.jpg





OEBPS/images/pg_25b.jpg





OEBPS/images/pg_7.jpg





OEBPS/images/pg_9.jpg





