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CURRICULUM CONSIDERATIONS
FOR TEACHING FURNITURE ARRANGEMENT
TO COLLEGE ART STUDENTS

55—
DR. MUSTAFA S. OTHM

Academy Of Arts, Egypt

INTRODUCTIO

Education systems, both in Egypt and in other parts of the world, have continued to make
marked changes throughout history. Teaching practices and procedures, including numer-
ous varieties of methods and materials, are constantly under surveillance for possible im-
provement. The educator sees trends come and go, but he must be the final appraiser to
Judge the progress being mad as he works with students in the classroom. Experimenta-
tion through empirical research has served to provide him with substantive evidence to
assist in weighing the value of different procedures.

Interior design, as a field of study, is still in its infancy. Even so, there has already
been a great deal of discussion and controversy over subjects matter content, teaching
methods and materials, and techniques of evaluation. Although many diverse methods
have been tried, there has been a preoccupation in the past with drawing board practices
for teaching interiors. Not all educators in the field agree that students can best learn basic
principles of interior design by becoming skillful with a pen and pencil. As a result, other
methods have been introduced, not as much a reaction against the drawing board as a sup-
plement to it.

More specifically, in supplying training in the arrangement of home furnishings, three
major practices have been followed. The first of these is the two-dimensional method
which consists either of drawing pieces of furniture on a flat surface or cutting out pieces
of paper to represent furniture which can then be easily manipulated on an area symboliz-
ing a room. Both of these are done to scale with the latter providing slightly more flexibil-
ity.

A third dimension is introduced by the use of scale models. These have been constructed
ol cardboard, balsa wood, and other lightweight materials. In addition to showing length
and width proportions, they also display the element of depth. By including the wall ele-
vations in makeup fashion, it is possible for the student to see in miniature form what
could be accomphished in an actual room.

Full scale conventional type furniture is the third and probably the most recent method

to be employed in this area. It requires a relatively large laboratory which can represent
the space facility for any problem which might be given to a class of interior design stu-
dents. The use of real furniture enables them to view a set-up in full scale as well as to
move around among the pieces and see the whole form different angles. The need for
their imaginative processes to work is somewhat reduced by this simulation of an actual
situation.
There has been little cffort in recent years to up-date these techniques or to develop new
ones for luture use. No research has been conducted for the purpose of determining
which, if any, of methods are superior or to investigate any of the problems inherent in
their use.
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The Problem

individuals working in the field of interior design have somewhat recently made a strong
attempt to organize into professional units in an effort to maintain standards of design and
professional practice. Organizations have been formed on the local, state and national lev-
cls to promote this cause. The American Institute of Interior Designers and the National
Society of Interior Designers have state, regional and national chapters which are regulat-
cd under one set of by-laws for cach organization at all levels. their objectives are clearly
stated and serve as criteria by which to judge interior designers. Increasingly, specialized
schools and universitics that train interior designers are looking to these professional or-
ganizations for leadership and direction. This is particularly true in curriculum planning.
Concentrated efforts are being made to gear the academic program to meet the needs of
future interior designers as viewed by prolessionals currently working in the field
{Henton, 1962).

According to the most recent definition given by the American Institute of Interior De-
signers, the interior designer is one who: :

Designs, plans and furnishes interiors of houses, commercial and insti-
tutional structures, hotels, clubs, ships, theaters, as well as set decora-
tions for motion picture arts and television, makes drawings and plans
of rooms showing placement of furniture, floor coverings, wall deco-
rations, and determines color scheme. Furnishes complete cost esti-
mates for client’s approval. Makes necessary purchases, places con-
tracts, supervises construction, installation, finishing and placement of
furniture, fixtures, and other correlated furnishings, and follows
through to completion of project (American Institute of Interior De-
signers, 1960).

In providing a cusriculum for the person studying to become an interior designer, there-
fore. educators must provide experiences in which the student can acquire the competen-
cics necessary for the professional activities he will expect to assume.

The current investigation deals only with one aspect of the above characterization,
“placement of furniture”. Recognition of the need for providing experience in furniture
placement has encouraged interior design-educators to experiment with a variety of meth-
ods to determine which ones bring about the best results.

Secondly, it has been noted that there is an increasing number of interior design departments
that provide a large laboratory to be used for fumiture arrangement. As an interior design
educator, himself, this writer has recognized a need for providing a .

PURPOSE OF THE STUDY |

The purpose of this study is three-fold: (1) to determine practices regarding furniture ar-
rangement curriculum offered at universities and colleges in United States. (2) to use data
gathered from these institutions as a basis to develop some recommendations that would
be available to researchers interested in this arca of study. (3) reviewed literature concern-
ing the proposed topic of study. The review included theses, dissertations, books, articles
from professional magazines, leaflets and bulletins.
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The literature reviewed herein is dealing with three general areas of concern. These topics
include: (1) criteria for evaluating furniture arrangement; (2) testing ability in or apprecia-
tion for effective furniture arrangement and (3) the concept of modularity.

DESIGN OF THE STUDY

In order to discover the important considerations that should be given to the field of
teaching Furniture arrangements to college art students who enrolled in interior design
courses, and how important this considerations to the interior design educators . A ques-
tionnaire was mailed to the interior design program coordinators in twenty home econom-
ics degree-granting institutions throughout the United States. The schools were selected
from a publication of the U. S. Department of Health, Education, and Welfare, Home Ec-

ics i - i ituti (U. S. Department of Health, Education, and
Welfare, 1960), by the use of a table of random numbers. An 80 percent return of the total
number was received. .

REVIEW OF THE LITERATURE

This investigator reviewed literature concerning the proposed topic of study. The review
included theses, dissertations, books, articles from professional magazines, leaflets and
bulletins. :

The literature reviewed herein is dealing with three general areas of concern. These topics
include: (1) criteria for evaluating furniture arrangement; (2) testing ability in or apprecia-
tion for effective furniture arrangement and (3) the concept of modularity.

 Criteria for Evaluating Furniture Arrangement

In an effort to identify exactly what phenomena should be explored in judging effective
furniture arrangement, a number of interior design textbooks were surveyed to determine
what authorities in the field believe is involved in learning to arrange furniture. In a great
majority of the texts that were reviewed, precedence seemed to be given to making appli-
cation of the design principles. The following are brief examples from several of the ref-
erences. :

Balance

“Balance is the basis of good furniture arrangement (Rutt, 1961, p. 227).” Several authors
suggest balance as being the study of relative weights in a room. It is important that there
be balance within groupings of furniture as well as a balance of furnishings with architec-
tural features. The distribution of furniture should be relatively even (Nygren, 1965; Rutt,
1961; Whiton, 1963; Waugh, 1965).

Proportion .

Proportion refers to establishing a pleasing relationship between parts. One must concern
himself with keeping pieces of furniture and groups of furniture in scale with the room.
Also, the individual furniture pieces must be kept in proportion with each other (Whiton,
1963; Nygren, 1965). 8

o, g A
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Harmony

There need to be a pleasant blending of all the elements that make up the whole. Each ob-
ject contributes to the room resulting in a feeling of unity. The harmony or unity is en-
hanced by not having the room over-crowded or under-crowded, by having the center of
the room clear for circulation and by keeping furniture lines parallel rather than diagonal
to walls. Grouping the pieces of furniture in a room also tends to create a unified effect
(Whiton, 1963; Rutt, 1961; Faulkner and Fanlkner, 1960; Stepat De Van, 1964).

Emphasis

Nygren (1965) refers to emphasis as giving one element of design dominance. There are a
variety of things that one could use to create a center of interest in a room. For example,
one piece of furniture might be used or a particular color used effectively could be em-
phasized. Making a select element of design dominant creates an interesting diversion
from the ordinary (Halscy, Ed., 1959; Rutt, 1961).

Rhythm

Rhythm is movement produced intentionally by the use of design elements. An easy,
graceful motion is usually the most pleasing and can be accomplished by achieving a con-
tinuity of lines. A certain degree of repetition of color, shape, etc. is a good means for
providing a feeling of rhythm. Variety of lines and shapes cause the eye to move in a par-
ticular direction. Lines of furnishings that follow structural lines of the room promote
rhythm in addition to unity and harmony (Nygren, 1965).

The preceding examples have given only a slight indication of some of the principles in-
volved with effective furniture arrangement. Nevertheless, they suffice to illustrate the
importance of the design principles in successfully achieving a pleasing result.

There is another factor, however, that must not be overlooked when investigating what
makes for effective furniture arrangements. Anna Rutt states:

Functional considerations are even more important than aesthetic con-
siderations when furniture is being arranged. The first requisite for all
rooms is comfort, but additional needs must also be met; for example,
living-room arrangements must not handicap sociability (Rutt, 1961).

Rooms must be planned according to the specific purposes for which they are to be used.
“Everything in a room should have meaning; it should relate to the people who use it and
their activities (Obst, 1963, p. 209).” Faulkner and Faulkner (1968) stress the importance
of grouping furniture into conversational areas in order to be the most functional. Howev-
er, crowded conditions should be avoided.

These approxnmate measurement should be allowed in front of furni-
ture pieces for “use” space: two feet in front of chair, three feet around
a dinning table, eighteen inches for dining chairs (in addition to the
width of the chairs), eighteen inches for serving in back of dining
chairs,two feet at the end of the bed and at each side of the bed
(Obst, 1963, p. 210).

Van Dommelen (1965) alludes to this functional element of arrangement when he dis-
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cusses placement of furniture in bedrooms. It is a wise choice when the chest of drawers
is placed near the closet where one dresses, and when a chair is arranged near the bed for
holding robes and for putting on shoes.

Sherrill Whiton sums up the matter concisely when he says:

The study of the arrangement of furniture is a problem of floor compo-

sition. It must be approached less from the point of view of line, form,

and mass than from practical considerations of convenience and use

(Whiton, 1963, p. 775).

|

It was for these reasons that the investigator concluded that a survey of the existing art
measures should be made to determine whether or not there were available instruments
which would tap both the design principles and the functional aspect of furniture arrange-
ment.

Testing Ability in or Appreciation
for Effective Furniture Arrangement

One of the most serious Problems that is prevalent in the fields of art and design today is
the deficiency of testing instruments to explore various phenomena concerned with these
areas. There have been many attempts at constructing evaluation devices, but difficuities
with reliability and validity have prevented many of them from being very successful in
their endeavors.

In the study currently being undertaken by the investigator, there is a need for discovering
some way to evaluate an individual’s ability to judge furniture arrangement floor plans ef-
fectively. In an effort to find such an instrument, a review of the literature dealing with
existing tests and measurements in art was conducted. It was found that there were no
scales which had been designed specifically for the purpose of measuring ability in furni-
ture arrangement. Therefore, it was necessary to survey what was available in order to de-
termine if there would be one suitable for use in furniture arrangement.

After careful consideration, the following tests were found, but non of them designed spe-
cifically for the purpose of measuring ability in furniture arrangement:

(1) Aesthetic Sensitivity Test, 1966, Donna S. Queeney and William J. McHale;
(2) Art Ability Test, 1932, Alma J. Knauber and S. L. Pressey;

(3) Art Acceptance Scale, 1956, Kenneth R. Beittel;

(4) Barron-Welsh Art Scale, 1952, Frank Barron and George S. Welsh;

(5) Design Judgment Test, 1946-1948, Maitiand Graves;

(6) Hoffa Test, 1960, H. E. Hoffa;

(7) Horn Art Aptitude Inventory, 1938-1944, Charies A. Horn and Leo F. Smith;
(8) Kieselbach Test, 1956, Alfred G. Kieselbach;

(9) McAdory Art Test, 1929-1930, Margaret McAdory; ’
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(10) Meier Art Judgment Test, 1940, Norman Charles Meier;
(11) Selective Art Aptitude Test, 1940, William H. Varmum;

(12) Test in Fundamental Abilities of Visual Art, 1927, Alfred S. Lewerenz;
(13) Welch Test, 1946, Livingston Welch.

It was deemed necessary to define the terms * art aptitude™ and * art appreciation” for a
better understanding of what the major focus of these measures involve.

One author defines these two terms in the following manner:

(Art aptitude indicates) a person’s potential ability for performance of
a certain type of activity of a specialized kind and within a restricted
range. Aptitude tests are to be distinguished from those of general abil-
ity, and also from tests of skill or proficiency acquired after training or
experience. They should be distinguished, too, from education
achievement tests which are designed to measure an individual’s quan-
tity and quality of learning in a specified subject of study after a period
of instruction.

(Art appreciation) is generally talked of as a lift of spirit, a moment of
inspiration, an overpowering feeling of beauty, or a feeling of perfec-

tion and satisfaction. The words “aesthetic response” enter the picture
as a part of or a synonym of appreciation (MadelJa, 1959, p. 3).

The Concept of Modularity

One major aspect of educating an individual in the art of interior design is teaching him
how to work properly with the element of space. “what is it that we see in a space when
we have taken every thing out of it ? The answer to this is simple -- what we see is space
itself. Space is the single most important element in architecture -- not walls, or columns,
or ceilings or details (Barnes, 1960, p. 13).” This is a statement made by Edward Larrabee
Barnes who presents an interesting and worthwhile approach to the study of interiors. He
de-emohasizes the amount of concern one should have regarding factors such as whether
or not chairs have carving on them. He believes the more important matters are, for exam-
ple, the relationships between the height of the ceiling and the height of the chairs. Bames
says: :

Now if all our ceilings were high, the height of the chair backs would
be relatively unimportant. And if all our rooms were spacious, the bulk
of furniture would not loom as problem. But this is not so. We are not
building palaces with great halls 100 feet long. We are building bed-
rooms just big enough to sleep in, and dining rooms just big enough to
eat in, and living rooms just big enough for a fireplace. Too often by
the time we have put in the bare essentials, the lower 4 feet of the
room has been lost in a sea of chair backs and lamp shades. We have
sacrificed space for possessions.We have lost the floor plane and the
bottom of the room (Barnes, 1960, p. 14).
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He has made a plea for achieving additional space and has proposed a method for doing
so. A closer collaboration between the architect and furniture designer developing a type
of modular coordination may be an answer to the problem.

What is modularity? Philip Morrison describes it this way:

The whole even of our world--radiant energy and protean matter, crys-
tals and cells, stars and atoms--all is built of modules, whose identity
and simplicity belie the unmatched diversity of the works of man and
nature. The world is atomic, which is to say modular; our knowledge
is modular as well. All can be counted or listed; our very analysis im-
plies atoms of knowing, as the material itself is atomic. The prodigali-
ty of the world is only a prodigality of combination, a richness beyond
human grasp contained in the interacting multiplicity of a few mod-
ules, but modules which nature has made in very hosts (Kepes, Ed.,
1966, p. 1).

Everything in the universe can be broken down into units. These units are not just placed
at random, but definite patterns of shapes and sizes can be determined. A degree of stan-
dardization is noticeable when the whole is divided into its respective parts. Great ad-
vances are being made in the area of furniture design by the innovation of standardized
modules One room in the house, the kitchen, has become easier to design and easier to
furnish by the use of standard sized units.

Details have been refined so that units are interchangeable,

refrigerator doors have been designed so that they swing out without

encroaching on the adjacent cabinet. Of all the rooms in the house, this

one is the most technically advanced, and here there is the best collab-

oration between architect and manufacturer. The same collaboration

should be possible elsewhere (Barnes, 1960, p. 15).
Le Corbusier (Kepes, Es., 1966) believes that in order for an object offers a means of fa-
cilitating the functional relations between things. It would be very difficult to standardize
house and furniture for adapting to body size of the individual, but this is his wish. He
views the man and the machine or building as being interdependent, one directing yet re-
sponding to the other.

This concept of modularity is actually being put to use in a number of ways even today.
Furniture used for both regular utilitarian purposes and for teaching materiais is being
produced and used on an experimental basis. One explanation of this current trend was re-
cently discussed in an issue of Industrial Design:

A vocabulary of today’s sounds must include the noises people make
knocking down, building up, inflating and collapsing their furniture. A
whole rang of furniture that can be constructed, arranged and rear-
ranged in the home at anyone’s who has invaded the furniture market,
Perhaps as a reaction to the immobility and high price of so-called re-
productions, or simply for its own sake, more and more people are
turning to paper, plastic and plywood for furniture. Not only are the
designs straightforward and the materials cheap, colorful and light-
weight, but also, considering the materials used, such furniture is sur-
prisingly indestructible (Scott, 1967, p. 76). 33
-~ - ]
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Although this furniture is designed to be disposable, people have rebelled against throw-
ing it away and have turned it into rather permanent pieces instead. '
In the educational field flexible units have been experimented with at the University of
Minnesota in interior design classes. Various methods were tried in teaching home plan-
ning and furnishing. Hazel stoackeler, the instructor, stated that:

... it was found that lectures with slides or other visual materials, sup-
plemented by scale-drawn layouts of assigned problems, are not
enough. There must be personal involvement in the design of full-
scale living spaces and manipulation of the plastic elements (color,
texture, line, form, and space), and to successfully create functional,
expressive, and aesthetic space (Stoeckeler, 1966, p. 347).

From Sweden, Kerstin Wickman (1966) writes that in their training rooms (laboratories)
they are now using flexible knockdown furniture symbols made of beech plywood. The
plywood sheets are painted either red, white or blue. these are parts for an easy chair,
sofa, chair, two types of side tables, shelf, two different end tables, four different dining
tables and two types of beds. Three to seven parts are needed to make a furniture symbol.
The pupils can produce furniture forms, furniture groupings and colors and arrive at their
own solutions. They are not faced any more with the finished product and there are no
longer discussions about ugly or pretty, taste and quality, terms which are so dated.

From all indications it appears that collapsible, semi-permanent furnishings for use in the
classroom may be great boon to interior design educators in future years.

The review of literature indicates that furniture arrangement is one vital area in which the
student of interior design needs training, and if it is so to be of the greatest value he
should have actual experiences in a space laboratory situation.
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SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

Summary of the Procedure

A questionnaire was mailed to the interior design program coordinators in twenty home
economics degree-granting institutions throughout the United States. The schools were
selected from a publication of the U. S. Department of Health, Education, and Welfare,
Home Economics in Degree-Granting Institutions (U. S. Department of Health, Educa-
tion, and Welfare, 1960), by the use of a table of random numbers. An 80 percent return

of the total number was received.

The Statistical Methods Used for
Data Analysis

To analyze the research data, a one way analysis of variance using the computer program
StateVeiw+ was performed, using Apple Macintosh color classic personal computer .
Finding and Conclusions

The returned questionnaires indicated that 81 percent of the educators thought it was
‘“very important” to teach furniture arrangement, while 19 percent considered it to be
“somewhat important”. :

The respondents were then asked to indicate how valuable they considered the use of fuil
scale conventional type furniture to be in teaching furniture arrangement. The responses
split evenly with 50 percent falling into each of the two categories “very valuable” and
“somewhat valuable”.

Those educators who are familiar with interior design programs which do not afford their
students the opportunity of working in a furniture arrangement laboratory gave the fol-
lowing reasons for this lack of provision: (The respondents were permitted to state as

many reasons as they desired.)

Reasons | Percent of Total Responses

1. Insufficient funds for purchasing

the fUINITULE. ......oovcerriiciense st ssenens 81
2. Insufficient space for StOrage ........ccovrvrrvsescenresisecsaesennes 69

3. Difficulty in manipulating full
sCale FUMMIIUE ......ovocveeerntinicirecee et sersaens 25

4. Consider provision of this type of
laboratory unimportant...............cvneiisnunnienne. 25

From the information obtained from the questionnaire it was concluded that a large num-
ber of professionals in the field of interior design education share the concerns of this
writer regarding the inviolability of full scale furniture for teaching furniture arrange-

w:}s
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ment. As one respondent so succinctly stated on the questionnaire, “I should like to see
some basic shapes or prototypes designed to represent scale and mass of furniture, per-
haps adjustable, heightwise, in full scale for furniture arrangement laboratories.” This,
along with other responses, have at least partially confirmed the belief that some schools
would like to provide this type of facility for their students but, due to some of the rea-
sons listed previously, are unable to do so. further, it would seem that one can infer from
the information received that educators in those schools which have a furniture arrange-
ment laboratory would consider it desirable to be able to use the room for more than one
purpose. Therefore, by substituting something more flexible for the convectional furniture
they, too, could benefit by freeing their laboratory for other activities.

on the basis of the support just stated, it appears that it would be valuable to develop a
new type of furniture to be used specifically for the purpose of training students in the are
of furniture arrangement. These pieces would ideally eliminate the disadvantages inherent
in the use of full scale furniture (such as high expense, difficulty in maneuvering, and
large space needed for storage) by making them of some durable, yet relatively inexpen-
sive, material and by making them collapsible. On the other hand, they would retain one
major advantageous characteristic of conventional furnishings by being full scale.

In addition to the support found in interior design textbooks stating the necessity of teach-
ing fumniture arrangement at the college or university level, the investigator also wanted
to know how interior design educators feel who are currently working in the field.

Recommendations
for Future Research

A review of the data from this study seemed to indicate that more research needs to be
done to: (1) determine practices regarding furniture arrangement curriculum offered at
universities and colleges in other parts of the world; (2) Expanding the study to include a
larger random sampling of universities throughout the United States would enable the re-
searcher to compare responses on a regional basis increasing the number of schools. This
might reflect differences between regional or national schools; (3) Research should be
conducted to determine the cost-effectiveness relationship between conventional furniture
arrangement and modular furniture arrangement; (4) The development of a reliable test-
ing instrument that would adequately assess the effectiveness as related to furniture ar-
rangement floor plan; (5) Research should be conducted to determine whether or not sig-
nificant differences would result when comparing modular units with conventional
furnishings for teaching furniture arrangement; (6) Continued research should be con-
ducted for the purpose of improving the reliability and validity of the testing instrument;
(7) One final recommendation is in exploring different modular units for making new
combinations of furnishings and, thus, expanding the number and variety of arrangement
that can be made in the laboratory.
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APPENDIXA

QUESTIONNAIRE
TO INTERIOR DESIGN PROGGRAM COORDINATORS

I am conducting a study concerned with teaching furniture arrangement in interior
design programs at the university level. It is important for the purposes of my study to have
the cooperation of interior design educators who are involved with undergraduate
preparation in this field. I would gently appreciate your filling out the enclosed
questionnaire and returning it to me as soon as possible in the envelope provided.

Thank vou for helping me in my stu

very truly yours,

39
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Please circle the letter preceding your to the following questions.

How important do you consider it to be to teach furniture arrangementin
an interior design program at the college or university level?

(A) Yery important

{B) Somewhat important

{C) of little importance

{D) Mot important

How would you rate the value of using full scale conventional type
furniture in teaching furniture arrangement?

(A) Yery valuable

{B) Somewhat valuable

{C) of little value

(D) of na value

Are you familiar with interiors programs that do not afford students the
opportunity of working in a furniture arrangement laboratery?

(A) Yes
(B) No

{If “YES™) What would you consider the major reasons for not having a
furniture arrangement laboratory? (You may check more than one item)

{A) Insufficient funds for purchasing the furniture

{B) Insufficient epace for storage

{C) Difficulty in manipulating full scale furniture

(D) Consider provision of this type of laboratory
unimportant

{E) Gther

B R R kL

In those school where épsce for furniture arrangement laboratories is
provided, do you think most interior design educators would prefer to be
able to use the labs for more than one purpose?

(A) Yes
(B} No
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