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Optic nerve
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I 1 S Fine focus
1) L

Form
Shape
Color
Texture
Light
Proportion
Scale
Balance
Harmony
Unity and Variety
Rhythm

Emphasis
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* FPeripheral vision -
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. — " "\ Color vision

Our ability to focus on and perceive detail is
restricted to a fairly narrow cone of vision. In
surveying our visual field, our eyes continually

move, scan, focus, and refocus to discover visual
information. To make sense of what we see, the brain
interprets the visual data gathered by our eyes and
assembles the information into visual patterns that
we can recognize and understand.

The normal process of perception is utilitarian and
geared toward recognition. When we see a chair, we
recognize it to be a chair if its form and configuration
fit a pattern established by chairs we have seen

and used in the past. If we look carefully, however,

we would also be able to perceive the chair's specific
shape, size, proportion, color, texture, and material.
This ability to see beyond recognition and utility

is extremely important to designers. We must
continually strive to see and be conscious of the
specific visual characteristics of things and how they
relate and interact to form the aesthetic quality of
our visual environments.
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VISUAL PERCEPTION

-

Qur perception of the visual shape, size, color,

and texture of things is affected by the optical
environment in which we see them and the
relationships we can discern between them and their
visual setting. If our visual field were undifferentiated,
we would see nothingness. As a perceptible change
in tonal value, color, and texture occurred, however,
we would begin to discern an object or figure as
Afferentiated from its background. To read the lines,
shapes, and forms of objects in our field of vision,
therefore, we must first perceive contrast between
them and their background.

Figure-Ground Relationships

Visual Contrast
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FIGURE-GROUND

Those elements that appear to stand out from or
o) in front of their background are called figures. In
[\//3 addition to tonal value contrast, what distinguishes
@ @ a figure from its background are its shape and size
51 @Hf relative to its field. While a figure shares a common
F ﬂ @ @ border with its background, it has a more distinct
and recognizable shape that makes it appear as
an object. Figures are sometimes referred to as
positive elements—having a positive shape—while

backgrounds are described as negative or neutral
elemente—lacking a clear or discernible shape.

Figures are most discernible when surrounded by a
generous amount of space or background. When the
size of a figure is such that it crowds its background,
a the background can develop its own distinct shape
and interact with the shape of the figure. At times,
S an ambiguous figure-ground relationship can occur
wherein elements in a composition can be seen
alternately, but not simultaneously, as both figure
and ground.

e Our visual world s, in reality, a composite image
S constructed from a continuous array of figure-ground

relationships. In interior design, these relationships
= can be seen to exist at several scales, depending on
& ' one’s point of view.
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FORM

The point is the generator of all form. As a point
moves, it leaves a trace of a line—the first
dimension. As the line shifts in direction, it defines
aplane—a two-dimensional element. The plane,

extended in a direction oblique or perpendicular to its °

surface, forms a three-dimensional volume.

Point, line, plane, and volume. These are the primary

elements of form. Al visible forms are, in reality,

three-dimensional. In describing form, these primary

elements differ according to their relative dimensions

of length, width, and depth—a matter of proportion

and scale.

Point . ® ® = * 2
% :

Line m :

Plane

Volume
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POINT
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Point SN~
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\ Centered

Multiple points define lines and shapes.

A * a * * ”

Relatively small shapes can read as pointe.

1511
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A point marks a location in epace. Conceptually, it
has no length, width, or depth. It is, therefore, static
and directionless. As the prime generator of form, a
point can mark the ends of a line, the intersection of
two lines, or the corner where the lines of a plane or
volume meet.

As a visible form, a point is most commonly
manifested as a dot, a circular shape that is small
relative to its field. Other shapes can aleo be seen
as point-forms if sufficiently emall, compact, and
nondirectional.

When at the center of a field or space, a point is
stable and at rest and capable of organizing other
elements about itself. When moved off-center, it
retains its self-centering quality but becomes more
dynamic. Visual tension is created between the
point and its field. Point-generated forms, such as
the circle and the sphere, share this self-centering
quality of the point.

|
|
1

Centered Off-Centered Reinforcing a Point Center of Attention

Point-generated forms, such as the circle and the sphere, are self-centering.
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LINE

A point extended becomes a line. Conceptually, a

line has only one dimension, length. In reality, a line's
length visually dominates whatever thickness it must
have to be visible. Unlike a point, which is static

and directionless, aline is capable of expressing
Movement

movement, direction, and growth, « . Y
Direction

As visible forms, lines may vary in weight and

character. Whether bold or delicate, taut or limp,

graceful or jagged, a line's visual character is due

to our perception of its length-to-width ratio, its
contour, and its degree of continuity.
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A line can also be implied by two points. Carried

further, the simple repetition of similar elements, if S ———

continuous enough, can define a line with significant :
textural qualities,
i
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Lines varying in weight, contour, and texture
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Equilibrium

Tension

A straight line represents the tension thay exists
between two points. An important charactms;k 0
a straight line is its direction. A horizontal line cap
represent stability, repose, or the plane y

we stand or move. In contrast to this, 3 vertical fin
can express a state of equilibrium with the forgg gf
gravity,

Diagonal lines, deviations from the horizontal and
the vertical, can be seen as rising or falling. In eithe
case, they imply movement and are visually active g
dynamic,

A curved line represents movement deflected by
lateral forces. Curved lines tend to express gentle
movement. Depending on their orientation, they cas
be uplifting or represent soldity and attachment, -
to the earth. Small curves can express playfulness,
energy, or patterns of biological growth,
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L}M i6 an essential element, in the formation of any
isul construction. Without lines, we would not be

;iﬂew define shape—that characteristic by which
. Wlty recognize things. Lines describe the

wiaes of a shape and separate it from the space

ground it. In addition, the contours of these lines

wmibue the shape with their expressive qualities.

LINEAR ELEMENTS

 in addition to describing shape, lines can articulate e
the edges of planes and the corners of volumes. i R W
These lines can be expressed either by the absence
of material—reveals and recessed jointe—or by the

application of trim. ‘
Lines can also be used to create texture and - = -
patierns o the surfaces of forms, Q - ‘

Lines articulating edges Lines creating textures and patterns
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LINEAR FORMS

Linear forms have traditionally been used to provid
vertical support, span and express movement acro
space, and define the edges of spatial volumes, Thi
structural role of linear elements can be seen at tt
scale of both architecture and interior space and
furnishings.

Within the design process itself, lines are used simy
as regulating devices to express relationships and
establish patterns among desigh elements,

We often use lines to regulate relationships in drawing
and design.

90



PLANE

Ia direction ather than it intrinsic
a plane. Conceptually, a plane has
—width and length—but no depth. In
' width and length dominate whatever

characteristic of a plane. It i
he contour of the lines defining the
e, Since our perceptions of a plane’s

md by perspective, we see the
plane only when we view it frontally.

-

shape, planar forms have significant
s of material, color, texture, and
visual characteristics affect a plane's:

Material and Color

Texture and Pattern

Lpded

Surface Characteristics of Planar Elements
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PLANAR FORMS
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Planar forms are fundamental elements of
architecture and interior design. Floor, wall, and
ceiling or roof planes serve to enclose and define
three-dimensional volumes of space. Their specific
visual characteristics and their relationships in space
determine the form and character of the space they
define. Within these spaces, furnishings and other
interior design elements can aleo be seen to consist
of planar form.
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Shape is the primary means by which we distinguish
one form from another. It may refer to the contour
of a line, the outline of a plane, or the boundary of

4 three-dimensional mass. in each case, shape is
defined by the specific configuration of the lines or
olanes that separate a form from its background or
surrounding space.

There are several broad categories of shapes.
Natural shapes represent the images and forms of
our natural world. These shapes may be abstracted,
ssually through a process of simplification, and stil
«etain the essential characteristics of their natural
50UrCES.

Nonobjective shapes make no obvious reference to

1 specific object or to a particular subject matter.
some nonobjective shapes may result from a process,
such as calligraphy, and carry meaning as symbols.
Jthers may be geometric and elicit responses based
n their purely visual qualities.

seometric shapes dominate the built environment of
wth architecture and interior design. There are two
ieparate and distinct types of geometric shapes—
ectilinear and curvilinear. In their most reqular form,
urvilinear shapes are circular while rectilinear shapes
1clude the series of polygons that can be inscribed
fithin a circle. Of these, the most significant
leometric shapes are the circle, the triangle, and

he square. Extended into the third dimension, these
riary shapes generate the sphere, the cylinder, the
one, the pyramid, and the cube,

i
L
Natural Shapea

A

Nonobjective Shapes

I

Geometric Shapes

Sphere Cylinder Cone

Pyramid




CIRCLE
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The circle is a compact, introverted shape that has
its centerpoint as ite natural focus. It represents
unity, continuity, and economy of form.

A circular shape is normally stable and self-centering
in its environment. When associated with other lines
and shapes, however, a circle can appear to have
motion.

Other curvilinear lines and shapes can be seen to
be fragments or combinations of circular shapes.
Whether regular or irregular, curvilinear shapes are
capable of expressing softness of form, fluidity of
movement, or the nature of biological growth.




TRIANGLE

The triangle represents stability. Triangular shapes
and patterns are often used in structural systems
since their configuration cannot be altered without
bending or breaking one of their sides.

From a purely visual point of view, a triangular shape
is also stable when resting on one of its sides. When
tipped to stand on one of its pointe, however, the
triangular shape becomes dynamic. It can exist in

a precarious state of balance or imply motion as it
tends to fall over onto one of its sides.

The dynamic quality of a triangular shape is also
due to the angular relationships of ite three sides.
Because these angles can vary, triangles are more
flexible than squares and rectangles. In addition,
triangles can be conveniently combined to form any
1umber of square, rectangular, and other polygonal
shapes.

o= b Steel Frame Chair, KF: Mario Botta




CIRCLE

The circle is a compact, introverted shape that has
its centerpoint as its natural focus. It represents
unity, continuity, and economy of form.

A circular shape is normally stable and self-centering
in its environment. When associated with other lines
and shapes, however, a circle can appear to have
motion.

Other curvilinear lines and shapes can be seen to
be fragments or combinations of circular shapes.
Whether regular or irregular, curvilinear shapes are
capable of expressing softness of form, fluidity of
movement, or the nature of biological growth.
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TRIANGLE

he triangle represents stability. Triangular shapes
nd patterns are often used in structural systems
nce their configuration cannot be altered without
anding or breaking one of their sides.

‘'om a purely visual point of view, a triangular shape
also stable when resting on one of its sides. When
oped to stand on one of its points, however, the
ianqular shape becomes dynamic. It can exist in
precarious state of balance or imply motion as it
nds to fall over onto one of its sides.

¢ dynamic quality of a triangular shape is also

¢ to the angular relationships of its three sides.
cause these angles can vary, triangles are more
«ble than squares and rectangles. In addition,
angles can be conveniently combined to form any
nber of square, rectangular, and other polygonal
apes.

Steel Frame Chair, KF: Mario Botta
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The square represents the pure and the rational. The
equality of its four sides and its four right angles
contributes to its reqularity and visual clarity.

A equare shape has no preferred or dominant
direction. Like the triangle, the square i6 a stable,
tranquil figure when resting on one of its sides,
but, becomes dynamic when standing on one of ite
corners.

All other rectangles can be considered to be
variations of the square with the addition of width or
length. While the clarity and stability of rectangular
shapes can lead to visual monotony, variety can be
introduced by varying their size, proportion, color,
texture, placement, or orientation.
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TEXTURE

ure is the specific quality of a surface that

Its from its three-dimensional structure,

ire is most often used to describe the relative
Jthness or roughness of a surface. It can also be
to describe the characteristic surface qualities
miliar materials, such as the roughness of stone
jrain of wood, and the weave of a fabric.

3

> are two basic types of texture. Tactile texture
il and can be felt by touch; visual texture is seen
¢ eye. All tactile textures provide vieual texture
2l Vieual texture, on the other hand, may be

ry or real,

enses of sight and touch are closely intertwined.
Ir eyes read the visual texture of a surface, we
respond 1o its apparent tactile quality without
illy touching it. We base these physical reactions
s textural qualities of surfaces on previous
‘iations with similar materials,
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. 1
 I— -
e 1

%

Texture refers to the three-dimensional structure of a surface.

Texture is intertwined with our
senses of sight and touch.
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TEXTURE AND SCALE

aR

Scale, viewing distance, and light are important
modifying factors in our perception of texture and
the surfaces they articulate.

All materials have some degree of texture. But the
finer the scale of a textural pattern, the smoother
it will appear 10 be. Even coarse Lextures, when

seen from a distance, can appear 10 be relatively
smooth. Only upon closer viewing would the textures
coarseness become evident.

The relative scale of a texture can affect the
apparent shape and position of a plane in space.
Textures with a directional grain can accentuate a
plane’s length or width. Coarse textures can make a
plane appear closer, reduce its scale, and increase its
visual weight. In general, textures tend to visually fil
the space in which they exist.




1t influences our perception of texture and, in . , .
n, is affected by the texture it illuminates. Direct A
t falling across a surface with physical texture ‘ ot
enhance its visual texture. Diffused lighting

mphasizes physical texture and can even obscure : ‘ -
three-dimensional structure. : S

ooth, shiny surfaces reflect light brilliantly,
rear sharply in focus, and attract our attention.
faces with a matte or medium-rough texture
orb and diffuse light unevenly and, therefore,
ear less bright than similarly colored but ; :
sother surfaces. Very rough surfaces, when T . e
ninated with direct lighting, cast distinct shadow l{.lkgwh}mgidlre?cmon e teu.
terns of light and dark. | : P O LT S
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TEXTURE AND CONTRAST

Contrast influences how strong or subtle a texture
will appear to be. A texture seen against a uniformiy
smooth background will appear more obvious than
when placed in juxtaposition with a similar texture.
When seen against a coarser background, the texture
will appear to be finer and reduced in scale.

Finally, texture is a factor in the maintenance of the
materials and surfaces of a space. Smooth surfaces
show dirt and wear but are relatively easy to clean, ;
while rough surfaces may conceal dirt but are difficutt &
to maintain. E

Texture can also result from the manner in which materials are assembled in construction.
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TEXTURE AND PATTERN

ture and pattern are closely related design

nente, Pattern is the decorative design or 8 N EEEEFEEEEEEEEE
amentation of a surface that is almost always Motif Pattern
ied on the repetition of a motif—a distinctive T T
. . X \VJ WARCARYS
I recurring shape, form, or color in a design. “rﬂfé ________ N Ve ’L O “Qn{’ N thﬂo N0 | Dpa | Opd th' <7
“repetitive nature of a pattern often gives the
amented surface a textural quality as well. When ~ SR O PR
elements that create a pattern become so small RN B T S jasssnagace:
t they lose their individual identity and blend into ! y BENaESEs oS
one, they become more texture than pattern. > T +
attern may be structural or applied. A structural DOWEDES ,
tern results from the intrinsic nature of a < >
erial and the way It is proceseed, fabricated, or 4 P—p—p— \ -
embled. An applied pattern is added to a surface
or it is structurally complete.
A pattern reduced in scale becomes texture,
f |
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TEXTURE AND SPACE

Texture Filling Space

Texture is an intrinsic characteristic of the materials

we use to define, furnish, and embellish interior space.

How we combine and compose differing textures is
just as important as the composition of color and
light and should suit the desired character and use
of a space.

The scale of a textural pattern should be related

to the scale of a space and its major surfaces, as
well as to the size of secondary elements within the
space. Since texture tends to fill space visually, any
textures used in a small room should be subtle or
used sparingly. In a large room, texture can be used
to reduce the scale of the space or to define a more
intimate area within it.

A room with little textural variation can be bland.
Combinations of hard and soft, even and uneven,

and shiny and dull textures can be used to create
variety and interest. In the selection and distribution
of textures, moderation should be exercised and
attention paid to their ordering and sequence.
Harmony among contrasting textures can be
sustained if they share a common trait, such as
degree of light reflectance or visual weight.
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VOLUME

ine extended in a direction other than along its
ace forms a volume. Conceptually and in reality a
1¢ exists in three dimensions.

is the term we use to describe the contour
werall structure of a volume. The specific

of avolume is determined by the shapes and
“glationships of the lines and planes that
-be the boundaries of the volume.

16 three-dimensional element of architectural
aterior design, a volume can be either solid

‘e displaced by the mass of a building or building
:nt) or a void (space contained and defined by
Yoo, and ceiling or roof planes). It is important
rceive this duality of containment versus
wement, especially when reading orthographic
 elevations, and sections.

T

Solid
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SOLIDS AND VOIDS

The duality of solid forms and epatial voids
represents the essential unity of opposites that
shapes the reality of architecture and interior design.
o Visible forms give space dimension, scale, color, and
e texture while space reveals the forms. This symbiotic

P ERTTES U B i

relationship between form and space can be seen at
several scales in interior desigh.
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Form and Space Forms in Spai/// -
e -
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o s, like shape and texture, an inherent visual
verzy of all form. We are surrounded by color in

2=, ronmental settings. The colors we attribute
o5 'ects, however, find their source in the light that
viv ates and reveals form and space. Without light,
=+ 2065 not exist.

ccence of physics deals with color as a
pe+ty of light. Within the spectrum of visible
-, color i determined by wavelength; starting
one longest wavelength with red, we proceed
sugh the spectrum of orange, yellow, green, blue,
40, and violet to arrive at the shortest visible
elengths. When these colored lights are present
light source in approximately equal quantities,
y combine to produce white light—light that is
arently colorlese,

Radio waves
Microwaves

Infrared rays

Visible white light

Ultraviolet rays

X-rays

Gamma-rays

Electrico-magnetic Spectrum
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COLOR

Incident white light Reflected reddish light
/\

Red surface

Red

Yiolet Yellow

Blue Green

Cyan
Colored lights combine by additive mixing.

Red

Magenta

When white light falls on an opaque object, selective
absorption occurs. The surface of the object absorbs
certain wavelengths of light and reflects others. Our
eyes apprehend the color of the reflected light as the
color of the object.

White light, such as noon sunlight, is composed of
the entire spectrum of colored lights. Some light
sources, such as fluorescent lamps or light reflected
off a colored wall, may not be well balanced and may
lack part of the spectrum. This lack of certain colors
would make a surface illuminated by such light appear
to also lack those colors.

Which wavelengths or bands of light are absorbed and
which are reflected as object color is determined by
the pigmentation of a surface. A red surface appears
red because it absorbs most of the blue and green
light falling on it and reflects the red part of the
spectrum; a blue surface absorbs the reds. Similarly,
a black surface absorbs the entire spectrum; a white
surface reflects all of it.

A surface has the natural pigmentation of its
material. This coloration can be altered with the
application of paints, stains, or dyes that contain
color pigments. While colored light is additive in _
hature, color pigments are subtractive. Each pigment =~
absorbs certain proportions of white light, When
pigments are mixed, their absorptions combine to
subtract various colors of the spectrum. The colors
that remain determine the hue, value, and intensity of
the mixed pigment.

Yellow
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Pigment colors combine by subtractive mixing.
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COLOR DIMENSIONS

or vaa three dimensions:

e

- attrivute by which we recognize and describe a
or. 5.ch as red or yellow.

ue
degree of lightness or darkness of a color in

rion to white and black.

yration
prilliance or dullness of a color: this depends on
amount of hue in a color.

of these attributes of color are necessarily
rrelated. Each principal hue has a normal

te. Fure yellow, for example, is lighter in value

n pure blue. If white, black, or a complementary
i5 added to a color to lighten or darken its

Ie, its saturation will also be diminished. It is
icult Yo adjust one attribute of a color without
ultaneously altering the other two.

-
U]
oc

umber of color systems attempt to organize
re and their attributes into a visible order.
simplest type, such as the Brewster or Prang
r wheel, organizes color pigments into primary,
ondary, and tertiary hues.

primary hues are red, yellow, and blue.
secondary hues are orange, green, and
1. The tertiary hues are red-orange,
w-orange, yellow-green, blue-green,
~violet, and red-violet.

Blue-Violet

T\ 3 v )3//0
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COLOR SYSTEMS
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Munsell Color Space

A more comprehensive system for the accurate
specification and description of color is the Munsell
system, developed by Albert H. Munsell. The system
arranges colors into three orderly scales of uniform
visual steps according to their attributes of hue,
value, and chroma (intensity).

The Munsell system is based on five principal hues
and five intermediate hues. These ten major hues are
arranged horizontally in a circle.

Extending vertically through the center of the hue
circle is a scale of neutral gray values, graded in ten
equal vieual steps from black to white.

Radiating out from the vertical scale of values are
equal steps of chroma or intensity. The number of
steps will vary according to the attainable saturation
of each color's hue and value.

With this system, a specific color can be identified
with the following notation: Hue Value/Chroma, or
HVIC. For example, 5R 5/14 would indicate a pure red
at middle value and maximum chroma.

While the ability to accurately communicate the hue,
value, and intensity of a specific color without an
actual sample is important in science, commerce,
and industry, color names and notations cannot
adequately describe the visual sensation of color.
Actual color samples, seen in the color of the light in
which they will be used, are essential in the design of
a color scheme.




COLOR SYSTEMS

wre advent of color computer monitors and
-ere, the need for a universal language of color
runication has become even more pressing.
~or designers often must indicate a color to

The boundary of the color
space represents the maximum
saturation of the spectral

ged uniformly in paints, textiles, graphic design colors.
er'a6, and other media, Pl |
S N / : -1~ The color space contains the
rission Internationale 'Eclairage (CIE) standards r B X - entire range of human color -
rased on the precise measurement of light waves S perception, ie., all of the
cted by a surface, factored by sensitivity curves colors of the visible spectrum
. niave been measured for the human eye. : , perceivable by the human eye.
ough cumbersome to use, CIE standards are o
ified by most American furniture manufacturers. e @ Any color can be expressed in
R S gt terme of the two chromaticity
- maps, such as the color space developed by N coordinates for hue and
sell and described on the previous page, allow i\ e saturation, x andy.
“communication between any two individuale with ° ° \ o
same map. foormad D Achromatic point

(x = 1/2; y= 1/3)

ems like Fantone® for architecture and interiors CIE Chromaticity Diagram

de the interior designer with a way to specify,
nunicate, and manage color choices for a wide
ty of materials, both online and offline.

ronic color analyzers to identify color data from
les and color viewing lights that simulate varied
ng conditions are also available.

A Sampling of
Pantone® Color Swatches

109




COLOR PIGMENTS

110

White

Black

Analogous

Object colorants, such as paints and dyes, are means
to modify the color of the illuminating light, which we
interpret to be the color of the object. In mixing the
pigments of paints and dyes, each of the attributes
of color can be altered.

The hue of a color can be changed by mixing it with
other hues. When neighboring or analogous hues on
the color wheel are mixed, harmonious and closely
related hues are created. In contrast to this, mixing
complementary hues, hues directly opposite of each
other on the color wheel, produces neutral hues.

The value of a color can be raised by adding white and
lowered by adding black. Lightening a hue's normal
value by adding white creates a tint of that hue;
darkening the hue's normal value with black creates a
shade of the hue. A normally high-value color, such as
yellow, is capable of more shades than tints, while a
low-value color, such a red, is able to have more tints
than shades.

The intensity of a color can be strengthened by
adding more of the dominant hue. It can be lowered
by mixing gray with the color or by adding to the

color its complementary hue. Hues that are grayed or

neutralized in this manner are often called tones.

Hue




COLOR AND LIGHT

rert changes in an object’s color can also result
tre effects of light and from the juxtaposition
rec.nding or background colors, These factors
specially important to the interior designer, who
zarefully consider how the colors of elements in
«erior space interact and how they are rendered
¢ ‘gt illuminating them.

of a particular hue, other than white, is rarely
for general illumination. Not all sources of

light, however, are epectrally well balanced.
descent bulbs cast a warm glow, while many
scent lamps cast a cool light. Daylight, too, can
'm or cool, depending on the time of day and
rection from which it comes. Even the color of

¢ reflecting surface can tint the light within an
r gpace.

light tends to accentuate warm colors and
ilize cool hues, while cool light intensifies cool
and weakens warm hues. If light is tinted with
fcular hue, it will raise the intensity of colors

t hue and neutralize colors of 4 complementary

e s e e s A ey emenes oo ik

parent value of a color can also be altered by

tount of light used to iluminate it. Lowering the

t of ilumination will darken a color's value and

lize it hue. Raising the lighting level wil lighten
or's value and enhance its intensity. High levels

lination, however, can also tend to make colors
less saturated or washed out.

‘he natural fluctuations of light in an interior

| alter colors in often subtle ways, it is always
st colors in the environment in which they
7¢ viewed, under both daylight and nighttime
ne,

Strong Numination Medium lllumination Low Illumination
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SIMULTANEOUS CONTRAST

While mixing two complementary color pigments
results in a neutralized or grayed hue, placing them
next to each other can produce the opposite effect.
In the phenomenon known as simultaneous contrast,
the eye tends to generate a color's complementary
hue and project it as an afterimage on adjacent
colors. Thus two complementary colors placed side
by side tend to heighten each other's saturation and

Analogous colors push brilliance without an apparent change in hue.
each other toward the

other’s complement. When the two colors are not complementary, each
will tint the other with its own complement and shif
it toward that hue. The result is that the two colors
are pushed farther apart in hue.

Simultaneous contrast in hue is most easily
perceived when two colors are fairly uniform in value.
If one color is much lighter or darker than the other,
the effects of contrasting values become more
noticeable.

Simultaneous Contrast

Complementary Colors Analogous Colors; Contrasting Values Analogous Colors; Similar Values
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SIMULTANEOUS CONTRAST

«. zaneous contrast also affects the apparent
.2 5% & color, which can be made to appear lighter
savker according to the value of its background
>+ A light color will tend to deepen a dark color
e z dark color will tend to brighten a light color.

v clack and white have a visible effect on colors
v zrought into contact with them. Surrounding
> with black tends to make them richer and

¢ vibrant, while outlining with white often has the
ocite effect. A large area of white will reflect light
5 adjacent colors, while thin white lines tend to
2ad and tint the hues they separate.

effects of contrasting hues and values depend
reas large enough to be perceived as separate

rs. If the areas are small and closely spaced, the
does not have enough time to adjust to their
rences and mixes the colors optically. The effects
ptical mixing are often used in the weaving of

iles to create an impression of many hues and

25 with a limited number of colored yarns or

ads.

Effect of outlining colors
with white or black.

Optical mixing occurs
when dots or strokes of
colors merge to produce
more luminous hues.

Contrasting values alter perceived values.
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COLOR AND SPACE

Normal Values of Hues in
Standard Color Wheel
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In addition to how colors interact and alter one
another's attributes, it is important to note how
color might affect our perception of form and the
dimensions and qualities of interior space.

Colors are often divided into warm and cool
categories. Reds, oranges, and yellows are considered
to be warm colors that advance. Blues, greens, and
violets are cooler and tend to recede. Neutrals, such -
as grays, may be either warm (brownish) or cool !
(bluish).

The warmth or coolness of a color’s hue, along

with its relative value and degree of saturation,
determines the visual force with which it attracts our
attention, brings an object into focus, and creates
space. The following generalizations summarize some
of these effects of color.

Warm hues and high intensities are said to be
visually active and stimulating, while cool hues
and low intensities are more subdued and relaxing.
Light values tend to be cheerful, middle values
undemanding, and dark values somber.

Bright, saturated colors and any strong contrasts
attract our attention. Grayed hues and middle values
are less forceful. Contrasting values in particular

make us aware of shapes and forms. Contrasting

hues and saturations can also define shape; but if 3
they are too similar in value, the definition they afford 3
will be less distinct.




COLOR AND SPACE

leep, coci colors appear to contract. Light, warm
olors zend to expand and increase the apparent

ize o an object, especially when seen against a dark
ackgrzind.

hen uced on an enclosing plane of a space, light
slues, ool hues, and grayed colors appear to recede
nd ircrease apparent distance. They can therefore

s usea 1o enhance the spaciousness of a room and
crease its apparent width, length, or ceiling height.

arm hues appear to advance. Dark values and
aturated colors suggest nearness, These traits

in be used to diminish the scale of a space or, in an
Isionary way, shorten a room's dimensions.

¢ should acknowledge here that our emotional
actions to color vary with our personal experiences
id cultural associations, In addition, favored color
mbinations are subject to fashion trends, with
rtain color palettes closely tied to specific times
places.

effect of color on spatial boundaries
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COLOR SCHEMES

Intensity

Monochromatic color schemes Analogous color schemes use two or
vary the value of a single hue. more hues from the same quarter of
the color wheel.

Complementary color schemes use Split complementary color schemes
two hues on opposite sides of the combine one hue with the two hues
color wheel. adjacent to its complement.

Triadic color schemes use colors Contrasting hue schemes, based
located at three equidistant points on complementary or triadic color
on the color wheel. combinations, are inherently more

rich and varied since they always
include both warm and cool hues.
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Although each of us may have favorite colors and a
distinct dislike of others, there is no such thing as a
good or bad color. Some colors are simply in or out of
fashion at a given time; others may be appropriate
or inappropriate given a specific color scheme. The
suitability of a color depends ultimately on how and
where it is used and how it fits into the palette of a
color scheme.

If colors are like the notes of a musical scale, then
color schemes are like musical chords, structuring
color groups according to certain visual relationships
among their attributes of hue, value, and intensity.
The following color schemes are based on the hue
relationships within a color group.

There are two broad categories of hue schemes,
related and contrasting. Related hue schemes,
based on either a single hue or a series of analogous
hues, promote harmony and unity. Variety can be
introduced by varying value and intensity, including
small amounts of other hues as accents, or bringing
shape, form, and texture into play.

e i o




) COLOR SCHEMES

i schemes merely outline the approaches one can
ke in organizing a combination of hues, In designing
~2lor scheme, other color relationships must also
considered.

> color triangle developed by Faber Birren

strates how modified colors—tints, tones, and
wies—might be related in a harmonious sequence.
triangle is based on the three basic elements,

¢ color, white, and black. They combine to create
secondary forms of tint, shade, gray, and tone.

+ of the bold-line paths illustrated to the right

ne a harmonious sequence since each ivolves a
es of visually related elements.

White, tint, and
pure color

Black, shade, and 3
pure color . |

nately, whether a color scheme is lively and
rerant or restful and quiet will depend on the
matic and tonal values of the hues chosen. Large
vals between the colors and values will create
‘contrasts and dramatic effects, Small intervals
esult in more subtle contrasts and patterns.

and black

o . . e e e e

Cray, tone,
and tint

and shade

Tint, tone, shade, Pure color, white,
and gray and black
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CHROMATIC DISTRIBUTION

In developing a color scheme for an interior space,
one must consider carefully the chromatic and tonal
key to be established and the distribution of the
colors. The scheme must not only satisfy the purpose
and use of the space but also take into account its
architectural character.

Decisions must be made regarding the major

planes of an interior space and how color might

be used to modify their apparent size, shape,

scale, and distance. Which elements will form the
background, middle ground, and foreground? Are
there architectural or structural features that
should be accentuated or undesirable elements to be
minimized?

Usually, the largest surfaces of a room—its floor,

) walls, and ceiling—have the most neutralized values.
Against this background, secondary elements such
as large pieces of furniture or area rugs can have

34 greater chromatic intensity. Finally, accent pieces,

Tate | accessories, and other small-scale elements can

S " have the strongest chroma for balance and to create-

‘ interest.

i

Neutralized color schemes are the most flexible. For

a more dramatic effect, the main areas of a room

can be given the more intense values while secondary
elements have lesser intensity. Large areas of intense:
color should be used with caution, particularly in a
small room. They reduce the apparent distance and
can be visually demanding.

Large areas of intense color can be both dramatic and vieually demanding. Balance large neutral areas with smaller areas
of stronger intensity.
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TONAL DISTRIBUTION

¥ ea.al importance to chromatic distribution is

onai distribution, the pattern of lights and darks in
space. It 16 generally best to use varying amounts
flig=> and dark values with a range of middle values
0 senve as transitional tones. Avoid using equal
mourts of light and dark unless a fragmented effect
i desived.

wically, large areas of light value are offset by

naller areas of medium and dark values. This use
‘light values is particularly appropriate when the
ficient use of available light is important. Dark color
-hemes can absorb much of the light within a space,
sulting in a significant loss of illumination.

1other way of distributing values is to follow the
ttern of nature. In this tonal sequence, the floor
me has the darkest value, surrounding walls are
the middle to light range, and the ceiling above is
rly light.

Jourse, the distribution of values and their degree
ontrast, will also depend on the size, shape, and

le of the space. Because light values tend to

de while dark values advance, their placement can
lify our perception of these spatial dimensions.
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DESIGN PRINCIPLES

| |

/ Proportion
e
{l}_ Scale

8 Balance

4

‘ Unity and Variety

mmmmmm Rhythm

Emphasis
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Interior design involves the selection of interior design
elements and their arrangement within a spatial
enclosure to satisfy certain functional and aesthetic
needs and wishes. This arrangement of elements

in a space includes the act of making patterns. No
one single part or element in a space stands alore.
In a design pattern, all of the parts, elements, or
pieces depend on one another for their visual impact,
function, and meaning.

We are concerned here with the visual relationships
established among the interior design elements in a
space. The following design principles are not intended
to be hard and fast rules but rather guidelines to

the possible ways design elements can be arranged
into recognizable patterns. Ultimately, we must learn
to judge the appropriateness of a pattern, its visual -
role in a space, and its meaning to the users of the
space. These principles, however, can help develop and
maintain a sense of visual order among the design
elements of a space while accommodating their
intended use and function.

————— Arranging Design Patterns




PROPORTION

yportion refers to the relationship of one part to
other or to the whole, or between one object and
other. This relationship may be one of magnitude,
antity, or degree.

[ 2
®

L d
[ ]
[

+——o Magnitude

.0 ,
) o0 ... Quantity

. Degree

The apparent size of an object is influenced by the
relative sizes of other objects in its environment.

When dealing with forms in space, one must
consider proportion in three dimensions,
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PROPORTIONING SYSTEMS

Ratio A:B A/B

Proporfion A:B:C A/B=B/(

1,1,2,35,813 21,34, 55...
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In the course of history, a number of mathematical or
geometric methods have been developed to determine
the ideal proportion of things. These proportioning
systems go beyond functional and technical
determinants in an attempt to establish a measure
of beauty—an aesthetic rationale for the dimensional
relationships among the parts and elements of a
visual construction.

According to Euclid, the ancient Greek
mathematician, a ratio refers to the quantitative
comparigon of two similar things, while proportion
refers to the equality of ratios. Underlying any
proportioning system, therefore, is a characteristic
ratio, a permanent quality that is transmitted from
one ratio to another.

Perhaps the most familiar proportioning system
is the golden section established by the ancient
Creeks. It defines the unique relationship between two
unequal parts of a whole in which the ratio between
the smaller and greater parts is equal to the ratio
between the greater part and the whole.

The Fibonacci series is a progression of whole
numbers in which each term is the sum of the
preceding two. The ratio between two consecutive
terms approximates the golden section.



PROPORTIONING SYSTEMS

though often defined in mathematical terms, a
sportioning system establishes a consistent

t of visual relationships among the parts of
;omposition. 1t can be a useful design tool in
ymoting unity and harmony. Our perception

the physical dimensions of things is, however,

en impreciee. The foreshortening of perspective,
wing distance, even cultural bias, can distort our
ception.

» matter of proportion is stil primarily one of
ical visual judgment. In this respect, significant
‘erences in the relative dimensions of things are
ortant. Ultimately, a proportion will appear to
sorrect for a given situation when we sense that
-her too little nor too much of an element or
racteristic is present.

Thin

ohals that are parallel or perpendicular to each other indicate
the rectangles they bisect have similar proportions,




PROPORTIONAL RELATIONSHIPS

Between Parts of an Element

I
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In interior design, we are concerned with the
proportional relationships between the parts of a
design element, between several design elements,
and between the elements and the spatial form and

enclosure.

Between Elements
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Main Emphasis 7o
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SCALE

¢ design principle of scale is related to proportion.
ith proportion and scale deal with the relative

125 of things. If there is a difference, proportion
rtains to the relationships between the parts of a Ie) 1 2 A 4
mposition, while scale refers specifically to the size ’ L , 0 [ 0 [ e [
gomething, relative to some known standard or
‘ognized constant.

112 units

K~ @1inch/unit =12 inches
@ 4 feet | unit = 6 feet

chanical scale is the calculation of something's @ 8 feet / unit = 12 feet

sical size according to a standard system of
asurement. For example, we can say that a table
according to the U.5. Customary System, 3

t wide, 6 feet long, and 29 inches high. If we are
tiliar with this system and with objects of similar
3, we can visualize how big is the table. Using the
srnational Metric System, the same table would
1sure 914 mm wide, 1829 mm long, and 737 mm

PN
PN
1

— R
Our bodies can serve as a system

of measurement.

Mechanical Scale
Size relative to an accepted
standard of measurement.
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VISUAL SCALE

e
i Small-scale
:"‘ /
N

Large-scale

126

—— 3

Visual scale refers to the size something appears
to have when measured against other things around
it. Thus, an object’s scale is often a judgment we
make based on the relative or known sizes of other
nearby or surrounding elements. For example, the
aforementioned table can appear to be in-scale or
out-of-scale with a room, depending on the relative
size and proportions of the epace.

We can refer to something as being small-scale if
we are measuring it against other things that are
generally much larger in size. Similarly, an object can
be considered to be large-scale if it is grouped with
relatively small items or if it appears to be larger
than what is considered normal or average in size.

Small-scale space or large-scale furniture

Visual Scale
Size relative to other objects in the
environment or to the surrounding space

Bk als
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HUMAN SCALE

—

juman scale refers 1o the feeling of bigness
omething gives us. If the dimensions of an interior
pace of the sizes of elements within it make us feel
mall, we can say they lack human scale. If, on the
ther hand, the space does not dwarf us or if the
lements offer a comfortable fit with our dimensional
squirements of reach, clearance, or movement, we
an say they are human in scale.

\
\

lost of the elements we use to ascertain human —
cale are those whose dimensions we have become
ccustomed to through contact and use. These
clude doorways, stairs, tables, counters, and

1
!
i
!
t
|
i
1
|
|
|
!
!
|
1
|
!
|
!
|
i
|
]
I

|
|
i
|

o e e e b e

—d S
ious types of seating. These elements can be e "
iious Lypes o scating | gl 2 S 5
sed to humanize a space that would otherwise lack !
Jman scale. L

We can judge the scale of a space by the relative size of the interior elements
within it.

We often use doorways, window sills, tables and chairs to discern human scale
because we have become accustomed to their dimensions.

i il

iman Scale
2 feeling of emaliness or bigness a space or an interior element gives us.

127




SCALE RELATIONSHIPS

The issue of scale in an interior space is not limited

to one set of relationships. Interior elements can be
related simultaneously to the whole space, to each
other, and to those people who use the space. It is

not unusual for some elements to have a normal,
orderly scale relationship but have an exceptional
scale when compared to other elements. Unusually
scaled elements can be used to attract attention or
create and emphasize a focal point.

L\

veseset e LR

A et of scale relationships can exist within a larger context.
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Doorways and windows may be scaled to the dimensions
of a space while sill heights and wainscots retain 4
human scale.
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BALANCE

srior spaces—and their elements of enclosure,
tishings, lighting, and accessories—often include a
of shapes, sizes, colors, and textures. How these
1ents are organized is a response to functional

ds and aesthetic desires. At the same time,

s¢ elements should be arranged to achieve visual
nce—a state of equilibrium among the visual

es projected by the elements.

1 element in the ensemble of interior space
specific characteristics of shape, form, size,

r, and texture. These characteristics, along with
factors of location and orientation, determine
/isual weight of each element and how much
ntion each will attract in the overall pattern of
e

acteristics that will enhance or increase the
il weight of an element—and attract our
tion—are:

:gular or contrasting shapes

ght colors and contrasting textures

e dimensions and unusual proportions
borate details

Ting attention with...,

Unusual proportions

Interiors: a mix of shapes, colors, and textures

LT TTITTTT
LTI TTTTITTT]
LITTTTTTT]
LITTTTTTITT]
ITTTTTTTT]
LITTTTITTT

—

Elaborate details

Contrasting texbhweg
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VISUAL BALANCE

Visual balance must be considered in three dimensions.

130

Our perception of a room and the composition of ite
elements is altered as we use it and move through
its space. Our perspective varies as our point of view
shifts from here to there. A room also undergoes
changes over time as it is illuminated by the light

of day and by lamps at night, occupied by people
and paraphernalia, and modified by time itself. The
visual balance among the elements in a space should
therefore be considered in three dimensions and be
strong enough to withstand the changes brought
about through time and use.




sre are three types of visual balance: symmetrical,
lial, and asymmetrical. Symmetrical balance

iults from the arrangement of identical elements,
responding in shape, size, and relative position,
out a common line or axis. It is also known as axial
bilateral symmetry.

nmetrical balance most often results in a quiet,
osed, and stable equilibrium that is readily

arent, especially when oriented on a vertical plane.
sending o its spatial relationships, a symmetrical
angement can either emphasize its central area or
us attention on the terminations of its axis.

. Focus on termination of an axis

W7/

Focus on the middle ground
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RADIAL BALANCE &
Ry
Symmetry is a simple yet powcrfu! device to cstabﬁ* g
visual order. If carried far enough, it can imposea
strict formality on an interior space. Total sym
however, is often undesirable or difficult to achieve
because of function or circumstance. i

cun
§

Feng P

It is often possible or desirable to arrange one or -
more parts of a space in a symmetrical manner and A2
produce local symmetry. Symmetrical groupings f
within a space are easily recognized and have a -
quality of wholeness that can serve to simplifyor
organize the room's composition. :

e

The second type of balance, radial balance, resulte ,_;‘
from the arrangement of elements about a center =
point. It produces a centralized composition that %
stresses the middle ground as a focal point. The 1
elements can focus inward toward the center, face
outward form the center, or simply be placed abouta

central element.

.'.‘:« !
gt
=

Localisymmetry
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ASYMMETRICAL BALANCE

mmetry is recogrized as the lack of

espondence in size, shape, color, or relative

tion among the elements of a composition. While
mmetrical composition requires the use of pairs
entical elements, an asymmetrical composition
porates dissimilar elements.

shieve an occult or optical balance, an

nmetrical composition must take into account
rsual weight or force of each of its elements
employ the principle of leverage in their
rgement. Elements that are visually forceful
attract our attention—unusual shapes, bright
', dark values, variegated textures—must be
terbalanced by less forceful elements that are
r or placed farther away from the center of the
wsition.

Dark values

Unusual shapes

AR
N\ \\3\\
\\\ \“\\\\ “:
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.................. Variegated texture

HEAVY Z& Light
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ASYMMETRICAL BALANCE

Asymmetrical balance is not as obvious as symmetry -
and is often more visually active and dynamic. it

is capable of expressing movement, change, even
exuberance. It is also more flexible than symmetry

r and can adapt more readily to varying conditions of
function, space, and circumstance.
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HARMONY

Harmony can be defined as consonance or the
sleasing agreement of parts or combination of

sarts in a composition. While balance achieves unity
-hrough the careful arrangement of both similar and
fissimilar elements, the principle of harmony involves
-he careful selection of elements that share a
;ommon trait or characteristic, such as shape, color,
exture, or material. It is the repetition of 4 common
rait that produces unity and visual harmony among
he elements in an interior setting.

Sharing a Common Trait

Similar materials

25.7

4

Similar detail characteristics
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CREATING HARMONY

Introducing Variety

Harmony, when carried too far in the use of elements -
with similar traits, can result in a unified but
uninteresting composition. Variety, on the other hand,'
when carried to an extreme for the sake of interest,
can result in visual chaos. It is the careful and
artistic tension between order and disorder—between
uriity and variety—that enlivens harmony and
creates interest in an interior setting.

Given  set of identical shapes, variety can be introduced by:

Varying orientation

L

CH2MG U

n
Yarying size Varying color
\ W \‘
I
Varying texture Varying detail characteristics
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UNITY AND VARIETY

s important to note that the principles of balance

harmony, in promoting unity, do not exclude the
suit of variety and interest. Rather, the means
achieving balance and harmony are intended to
ide in their patterns the presence of dissimilar
1ents and characteristice,

example, asymmetrical balance produces

librium among elements that differ in size, shape,
r, or vexture. The harmony produced by elements
+ share a common characteristic permits the

¢ elements to also have a variety of unigue,

idual traits.
her method for organizing a number of dissimilar Asymmetrical schemes.can organize a variety of
ents is sitmply to arrange them in close proximity shapes, colors, and texfures into their layouts.

1¢ another. We tend to read such a grouping as
Wity to the exclusion of other elements farther
. To further reinforce the visual unity of the
10sition, continuity of line or contour can be
slished among the elements’ shapes,

Grouping related to an overhead plane

llar elements can be organized by grouping them in close
ty or by relating them to a common line or plane.
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RHYTHM

v -

¢

The repetitive nature of structural elements creates a natural rhﬁhﬁ% in three dimensions.

138

The design principle of rhythm is based on the
repetition of elements in space and time. This
repetition not only creates visual unity but also
induces a rhythmic continuity of movement that a
viewer's eyes and mind can follow along a path, within
a composition, or around a space. '

The simplest form of repetition consists of the
reqular spacing of identical elements along a linear
path. While this pattern can be quite monatonous,
it can also be useful in establishing a background
rhythm for foreground elements or in defining a
textured line, border, or trim.




RHYTHM

re intricate patterns of rhythm can be produced

taking into account the tendency for elements to 00 0 00 0 00 O 4o
joually related by their prodimity to one another  treeeseeeeeesemoe B EE L S HE
-heir sharing of a common trait. DD'UDHDDEDH
] o

.ﬁpacingofthgr@curr]’ngglgmgntg’andthu5thg DU.DDDU.DU
¢ of the visual rhythm, can be varied to create Uu"a [ a%= 0 u¥a (]
o and subsets and to emphasize certain poinss T L R E S MRS,
he pattern. The resulting rhythm may be graceful . D D ? . 5’ D D F. . “. D D B ; [I[l
| flowing or crisp and sharp. The contour of the — [ T WA
[’,hmic patwm and the 5hap6 Ofthe [ndiv'dual ...................... D. ...... -[]g ...... [J.D ...... qﬂ.
nents can further reinforce the nature of the Nleeallleaocllaesll
nce WD TRAE ERARRRAR Y

le the recurring elements must, for continuity,
re a common trait, they can also vary in shape,
ail, color, or texture. These differences, whether Detail variations in rhythm

tle or distinct, create visual interest and can

oduce other levels of complexity. An alternating

shm can be superimposed over a more regular one D B D D D D
he variations can be progressively graded in size
‘olor value to give direction to the sequence.

Gradation in value or color

-
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Gradation in size
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hm existing at the detail level
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VISUAL RHYTHM

Visual rhythm is most easily recognized when the
repetition forms a linear pattern. Within an interior
space, however, nonlinear sequences of shape, color,
and texture can provide subtler rhythms that may
not be immediately obvious to the eye.

Vertical rhythm

Layered rhythms
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SPATIAL RHYTHM

2hythm may refer to the movement of our bodies as
ve advance through a sequence of spaces, Rhythm
ncorporates the fundamental notion of repetition
15 a device to organize forms and spaces in
architecture. Beams and columns repeat themselves
;0 form repetitive structural bays and modules of
space. Spaces often recur to accommodate similar

or repetitive functional requirements in the building
rogram.
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rtical and horizontal rhythms The manner it which stairways and railings express
movement haturally results in rhythmic patterns.
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EMPHASIS

OO0 000 O The principle of emphasis aseumes the coexistence
of dominant and subordinate elements in the
O OO0 0 OO0 ' ' ' ' ' ' composition of an interior setting. A design ‘
O 0 0O 0O 0O O N EEREX without any dominant elements would be bland
and monotonous. If there are too many assertive :
O 000 O0O0 elements, the design would be cluttered and chaotic,
OO0 0 OO0 0 ' ' ' ' ' ' detracting from what may be important. Each part of
a design should be given proper significance according 4
O O 0O O O O o 6 & 06 0 O to its degree of importance in the overall scheme. !
No dominant elements. .. Too many dominant elements... i
no emphasis no emphasis An important element or feature can be given
visual emphasis by endowing it with significant size, |
© 00000 a unique shape, or a contrasting color, value, or
o oo o O texture. In each case, a discernible contrast must be
= established between the dominant element or feature ,
OO0 o0 O0O0o0 Foints of emphasis can be created by and the subordinate aspects of the space. Such
O 0O O O O O a perceptible contrast in size, shape, contrast would attract our attention by interrupting
color, or tonal value. the normal pattern of the composition.
O O O O e O
O€ O 0 0 O /\—_—
L1 T T

Exceptional size

ST &

Exceptional shape
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An element or feature can also be visually emphasized
by its strategic position and orientation in a space.
It can be centered within the space or serve as

the centerpiece of a symmetrical organization. In

an asymmetric composition, it can be offset or
isolated from the rest of the elements. It can be

the termination of a linear sequence or a path of
movement.

To further enhance its visual importance, an element
can be oriented to contrast with the normal
geometry of the space and the other elements

within it. It can be lit in a special manner. The lines of
secondary and subordinate elements can be arranged
to focus our attention on the significant element or

feature.

EMPHASIS t

Shift in geometry

O O O
o ° o |
o O O
© 0 @O0 © ©
coeo ® O O |
O O O O O E
o O 0 O o O
4
f'%
Points of emphasis can also be created by the
strategic positioning of important element.
—
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DEGREES OF EMPHASIS

Just as there may be varying degrees of importance
H'Ill ' f among the elements in an interior setting, there
I can also be varying degrees of emphasis given to

3 them. Once the significant elements or features are

R — established, then a strategy for orchestrating the

subordinate elements must be devised to enhance

the dominant ones.
= e 5 A room'’s focal points should be created with some
= ; S > ' subtlety and restraint. They should not be so visually
>‘/ dominant that they cease to be integral parts of the

overall design. Secondary points of emphasis—visual
accente—can often help knit together dominant
T i and subordinate elements. Following the principle of

- harmony, related shapes, colors, and values can also
Q help retain unity of design.
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