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ABSTRACT

The purpose of this study is to investigate aseries of issues around the primary theme ofvaue

constructions and the ways that these inftuence the cons1rUction of interior spaces and impacton

its occupants. The ways in which knowledge is disseminated currently in our society and the

noticeable absence of the female voice in that knowledge construction is perpetuated in social

relations. Spatial designs create an envelope that formalizes these relations and create symbols of

status, hierarchy and power at the expense of voices of collaboration and experience. Secondary

issues about the absence of female voice in the undertying values that shape space are alsa

studied, as they have evolved historically and as these exist in todays social and economic

climate. Theoretical themes are woven around examples of situations in pedagogy and the

practice of interior design and architecture.
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RÉSUMÉ

cette étude apour but de développer une série de théories, concernant le thème principal

c'està dire la construction ou la composition des valeurs et de l'effet qu'elles ont sur les

espaces et leurs occupants. Les manières actuelles de dispersion de connaissances dans

notre société, le manque d'implication de la femme dans la construction de cette connaissance,

produisent des conséquences durant nos relations sociales.

Le design des espzes crée une enveloppe qui régul8ise ces relations ainsi qu'un statut

symbolique, un statut de pouvoir et un statut hiérarchique en négligeant l'expression de la

collaboration et l'expérience.

Les théories secondaires, au sujet du manque d'expression des idées féminine dans les

valeurs moins signifiantes qui forment l'espace sont également étudiées, autant (ors de leur

évolution dans le passé que dans l'étatque nous les trouvons aujourd'hui dans notre climat

social etéconomique.

Les thèmes théoriques sont démontrés ou façonnés avec des exemples de situations dans

l'enseignement pédagogique etdans la pratique du design intérieuret de l'architecture•

ii
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PROLOGUE

1would like to tell astory. This story will have atheme, athread, if you will. to guide you

through the ideas that 1will present This story is about interior designers and the spaces that they

design for people. It is also about men and women and our experience ofthe spatial environment

This story is acircular one. In it 1will present ideas that will weave around several

concepts. The interior designer designs aspace with voices. This story is about these voices:

whose voices we express, what these voices say. and the polities that underpin what voices are

represented. Whose values do we express when we design spaces, as we edueate designers and

as we create spaces?

Interior design is aboutpeople and their relationship with other people in spatial

environments. Interior designers create solutions for problems of interior space: how people live.

work and function in various types of interior spaces. But interior design is not astatic entity.

According to Joy Malnar and Frank Vodvarka (1992) in The interior dimension, ~uch ofthe

problem lies in the complexity of the human subject that is. the human organism is always in a

state of learning aboutthe environment and attering consequent interaction accordingly.· (Malnar

and Vodvarka, 1992. p. 290).

lnterior design is acomplex process. Although finishes and fumishings play apart in the

final solution, there is alot more. Spatial design, the manipulation of\WO- and three-dimensional

images, and the developmentof technical solutions involving electrical, mechanical. structural and

environmental systems are ail partofthe interiordesigners' responsibility. Butmost important is

the raie ofthe client and end user. Their motive. their reason, and their desire for a particular
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aesthetic solution govems partofthe approach; the motives, desires and ideas that the designer

creates need ta respect the client in areciprocal manner.

Interior design is abouteducation. ln this realm the concern is two-fold. First the interior

design field trains and educates students ta become professionals who represent their clients in

the design and production ofthree-dimensional ideas inta real spaces for personal use, commerce

and/or trade. This process is adifficult one te grasp, as designers know when they try ta explain il

ta their clients. The process involves research, two-dimensional and three-dimensional imagery,

aesthetic considerations and fiscal considerations. Secondly, within interior design education,

there are undertying values that are reinforced through the curriculum consciously and

unconsciously. The question arises as te how these values become social constructions that form

part of the design process?

Interior design is about gender. Bath genders design, but there are differences in how

females and males design space. What is the voice of females in design? What happens te female

designers in school, upon graduation from design schaols, and in the workplace? Is there agender

difference in how we think as designers? How do gender differences affect interior designers, their

perception of space, and their way ofworking? How do social constructions affect the performance

and success of female designers in the workplace?

Gender influences interior design and gender influenced designs of spaces affect our

society. How do designs of interiors affect gender relations, power relationships between mates

and femalest through the use ofspace? Few studies consider the interrelationship ofgender and

space (Span, 1992; Malnar &Vodvarka, 1992), yet il is in our interiors thatwe fonn many ofour

xi
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social relations. Gender, design and education is about the politics ofvoice. This story is about this

relationship.
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INTRODUCTION

GENDER, DESIGN AND EDUCATION: THE POLITICS Of VOleE

1am bath aprofessor and astudentof the interior design of space. 1have worked for the

pastseventeen yeil'S as an interior designer and, as such, situate myselfon aconstant learning

CUNe in my practice. As aprofessor of design since 1987 and as chairperson of Dawson CoUege's

Interior Design Program, 1see students entering Dawson College with values that have been

nurtured since birth in the home, at school, and for some, in the work environmentln her book,

Gendered spaces, Daphne Spain (1992) states that

·Until the classrooms in which the most socially valued information is taught are
degendered, women's acquisition ofknowledge will be less than men's.•..once the design
professionals responsible for the built environmentbecome more aware ofthe power of
spatial arrangements for gender differenees in status, degendering spaces in homes,
schools and workplaces may become easierto accomplish.8 (Spain, 1992, p. 237).

AJthough Spain speaks ofarchitecture specifically, she studies interior space and evolves

the relationship between the gendering of spaces and power relationships. As Spain mentions, it is

in the classrooms that values are created, and il is in practice that these values translate inta

"gendered spaces.8 As aprofesser, 1aise often wonder aboutwhat we teach and how students

design spaces: What are these fundamental values that we live by, what values do we teach as

designers and ultimately. whose values and social constructions create the spaces in which we

live. work and play?

From the momentof birth, spaces shape who we are and how we function as males and

fem8es. The social cons1ructions ofspace and place, at leastin Part create the social roles and

relations thatgovem how we live, wcrk and play. 1believe thal lI1ere is arelationship between

gender and spKe, and thal social constructions atrect this relationship.

1
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As Daphne Spain (1992) states:

IISpatiai arrangements between the sexes ft socially created, and when they provide
access ta valued knowledge for men while reducing ~cess 10 thatknowledge for women,
the organization of the space may perpetuate status ditrerence...To quote geographer
Doreen Massey, IIlt is not just that the spatial is sociaUy construeted; the social is spatialy
constructed tao-" (Spain,1992,3-4)

Spaces impact on us as humans, and create the social constructions that govem social and power

relations between men and wornen. Notonly do these value cons1rUctions influence how we see

space and how designers create spaces for people, they also contribute ta the reproductions of the

values through the spaces that vehicle them.

llove ta teach design studio. As adesign teacher, 1find that the climate and dynamic

created by students and teacher affects how the students learn. Avignette ofmy experience as a

teacher ilIustrates the issues that 1will explore throughoutmy thesis. 1teach a design studio on

Fridays with acolleague; 1teach three hours ofstudio in the morning, and she continues the class

in the aftemoon. Each one ofus teaches very differently, and the students tell me that they have ta

"switch gears- each time they see one of us. 1have aise noticed, in our discussions about

pedagogy and course content, that she has very different ideas structurally regarding conduet

studio dynamies and curriculum dissemination. 1use our example as ameans ta present the

various ideas that 1will present 1will use our stary to weave the themes that 1will explore

throughout the thesis.

Fundamental values that we accept and live by in society are al the core ofunderstanding

issues of gender. Values are embedded in bath how we see space and how we are atrected by il

as men and women. As teachers, our experiences affect the interrelationships ofgender and spze

and how we teach the design ofspace; the way we live, the values thatwe take for granted and the

implications for interior design educalion.
2
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0.1 THE INTERRELAnONSHIP OF VALUE, SPACE, GENDER AND EDUCAnON

As an interior designer, 1am concemed with the undertying values that shape the way in

which design is viewed and taught Values that we take for granted are not apparent nor are they

always indicative of the true nature of the needs required for aparticular environment The

undertying values that we, as interior designers, are taught systematically notonly shape who we

are as designers, but determine how we succeed in the field. Quite often in the case ofwomen,

these values consciously (and unconsciously) notonly undermine who we are as designers, but

they undermine our ability ta equally access power and knowledge relationships, when these

relationships become entrenched in spatial designs.

0.2 THE THESIS QUESTION

There are two questions that 1will evolve in this thesis. The fundamental question has ta

do with issues revolving around value constructions, and the ways that they influence space and its

occupants. How are ways of knowing perpetuated in social relations. and how does spatial design

entwines social relations created in society and reinforced at home?

The secondary question 1will evolve is what is the impactof the lack of female voice in the

formation ofunderlying values that shape space? N, Daphne Spain (1992) states:

The spatial structure of buildings embodies knowtedge of social relations, or the taken for
granted rules thatgovem relations of individuals to each other, and to society...Thus,
dwellings reftect ideals and realities about relationships between women and men within
the family and in society. The space outside the home becomes the arena in which social
relations are produced, while the space inside the home becomes that in which social
relations are reproduced. (Spain, 1992, p. 7)

1would go one step further. 1believe thatsocial relations thatn produced at home are

reinforced in society as weil. secondary issues thataffect us include why spaces impacton us, and

the ways in which the teaching of design impacts on how we design•

3
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0.3 METHODOLOGY

ln evolving these questions, 1will engage in atheoretical examination of the issues. 1will

also draw on my persanal experiences.

1will evolve the thesis questions using atheoretical grounding offour primary ideas:

values, the female voice and feminist cons1rUcts in art history, various interpretations in society of

physical and perceptual spaces, and social cons1ructions of space as they relate te gender. 1define

these terrns in the literature review in Chapters 1and 2, where 1formulate atheoretical grounding

ofthe issues. In Chapter 3, 1will explore the social cons1rUctions of school and the ways that

education transmits and perpetuates society's values. In Chapter 4, 1wnl look at feminist

epistemology and how art history as influences the values an interior designer lens in design

school. In Chapter 5, 1will present three examples that draw together the theoretical discussions. 1

will use experiences and examples found in daily lite: the home, the school, and the designers

taol: the design process. Finally, 1draw implications trom each aspectofmy study in formulating

possible approaches for future research.

1will also draw on my personal experience. 1will use examples ofmy experiences as a

student apracticing designer, aprofessor and an administrator, ta provide further insight and

situate the discussion. 1will, when possible, present the theory in the cantext of the issues

explored, with visual and verbal eX8fl1)les that 1will draw tram my own personal observations as a

teacher and tram the field of interior design.

As such, in this thesis, 1will evolve the arguments through the additional tooI ofqualitative

analysis, which, as Nancy Jackson (1991) states, is·...(a) basic recognition ofthe socially

constructed nature ofknowledge.... (Jackson, 1991, p. 131). This method of study questions the

idea ofllfacr as asocially accepted mode ofconstrueting events such as art. science or history.ln

4
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his paper, Science: The VetY ldea (1988), Steven Wooigar iIIustates that even in science, the

conceptofthe ·subjecf as removed and the scientistas ·objective- is questionable. He states that

science could be seen as asocial activity and as such Il•• .involves teamwork...ali scientific tacts

are imbued in pre-selection.- (WooIg., 1988, p. 89). Notonly is the researcher asubject not

separate tram the abject but the abject of study is also "subjecr. For example, Bronwyn Davies

(1982) studies children qualitatively, including her own children, and her own observations in the

analysis of her data. She states that she studied IIhow the world looked ta children•..• (Davies,

1982, p. 15). The essence ofher research was ta immerse herself in the childrens' social wood,

and she started with atheory: apreconceived idea. N, she observed the children, she found new

possibilities and redefined her original theory, "stood back- and created a new way ta consider the

events.

When 1design 1am always trying te interpretwhat my client means, and aise how 1react

ta that meaning bath objectively and subjectively. If1cannot interpret the meanings and values

behind what my client is saying then 1cannot begin ta legitimately solve the problem.

1will discuss these issues in the contextofmy experiences as astudent in adegree

program, as apracticing professional, as an educator and as an administratorof an interior design

program. Mostofmy professional experience is based in Quebec, so it will be primanly tram the

Quebec perspective that1draw my own experiences. However, ta supportmy experience 1will

draw tram sources in design, in architecture and in parallel fields where indicated, bath within

Canada and internationally•

5



•

•

CHAPTER 1

DEFINITIONS: VALUES AND THE FE.ALE VOICE

1.1 VALUES

Ta begin atheoretical discussion ofvalues, gender and space, 1will first address the

fundamental values that we learn as instrumental in forming that which we are and, consequendy,

how spaces impacton how we design as mates and females. As 1suggest that fundamental values

underline how we see space, and thus design interiors, 1feel that adiscussion of the definitions of

values is necessay in order ta ground the ideas that 1will present subsequenUy.

1.1.1 Whlt il • valu.?

As 1mentioned earlier, values are at the root of discussions about gendered space, as we

live with values and value systems in our everyday lives. Butwhat are values? As an interiar

designer, before 1can even begin to design aspace, 1must evaluate the "problem". To an interior

designer, ta solve the problem is in part ta establish the underlying values that create aneed for a

solution, and in part il is ta answer ta criteria provided ta solve the problem.1

Historians, philosophers and academics have long debated the definition of "value". An

aesthetic value is one attached ta an abject (Kant, 1991; Frondizi, 1963; Peperzak, 1986;Plato

1980) whereas we as asociety collectively believe in "values" such as 1ruth" or "beauty" (Plato,

1980; Sacrales, 1991; Kant 1991; Locke, Hume, 1961). Oefining value as an entity is difticult

history has shown us that philosophers vary gready on what value is.

Nevertheless, as a society we believe in "values- and these have govemed our social,

1 See Appendx Band Chapter 5forfurther uplanalïon ri the design prccess.
6
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religious, politieal and economic institutions for centuries. But again, what are these -Values-?

The dictionary defines value as simply •...wortht desirability, utility, qualities on which these

depend...• (Concise Oxford dictionêIY ofcurrent English, 1983, pp. 1186-1187). Philosophically,

value is complex concept and values are seen by some as properties that can be isolated: as

values of and for objects and ideas (Frondizi, 1963). or as value as attaehed ta awareness.

objectivity and subjectivity of value (Peperzak. 1986). For exampfe, Frondizi eradicates the

previously held philosophical idea ofvalue"...as an isolatable idea. and that an idea...as...being

from value....• (Frondizi, 1963, p.1). According ta Frondizi, until the latter part of the twentieth

century t values were considered inherent in "themes· such as beauty, justice, goodness and

hoUness (Frondizi, 1963, p. 1) and that

...each value, rather, was studied in isolated fashion. Beautyt for example. was of interest
in and of itself, and not as representative ofalarger category. White interest in the studyof
beauty has not been lost aItogether. beauty as such appe.-s today as one of the
manifestations ofapeculiar mannerof looking out upon the world. amanner called value.
(Frondizi, 1963, p. 1)

Thus, values are the underlying notions that are attaehed ta concepts, such as the value of

beauty as an aesthetic thing. amoral issue, an ethical issue, and 50 on. According ta Frondizi,

Western philosophers based their value assumptions on the existence of three worlds. He

describes Western philosophers and how they Il•••began 26 centuries ago with aconcem for the

external world••.whatwas the principle realityt they understood reality ta mean nature...'ideal'

wortd...and 'psycho-spiritual world'•.•• (Frondizi, 1963, p. 3). Thus. Frondizi sees Western

philosophieal thought as based on three separate entities •arguing that value is, in Western

thought, that which is attached ta an abjector thing ofthis -external- wood (Frondizi, 1963, pp. 3-

5)•
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Frondizi aise presents Husserl's view of value. He states that

...values belong te that class ofobjects whieh Husserl calls "not independent, that is, they
do not possess substantivenesslt

••••value is aquality......before becoming embodied
within their respective carriers, values ft but mere ·possibilitieslt

••••One should net
confuse values with what Husserl calls "ideal objects·-essences, relations, concepts,
mathematieal entities; the ditferenee lies in the fact that the latter are ideal, white values
are unreal. The ditrerence can bestseen ifone compares beauty, which is avalue, with
the idea of beauty, which is an "ideal· abject We capture beauty, primarily via the
emotions, white the idea ofbeauty is apprehended intellectually. Awork dealing with
esthetics does notcali forth emotion within us, since it is made up ofconcepts and
propositions which.-e intellectual in their sense and meaning. (Frondizi, 1963, p. 8)

This is afundamental value assumption in Western art and culture. Beauty is seen as sepa-ated

from the viewer, and as aseparate "entit( and as something ta be lIevaluatedlt
• In feminist

epistemology, Griselda Pollock (1992) and Luce lrig.ay (1994) question these assumptions; 1will

consider the feminist viewpoint later on, as apredecessor ta the propositions made about space

and gender.

Frondizi uses the example ofpoetry, which can be ap.allel ta art, music, and interior

design. Poetry is subjective in nature, but ta say that the IIstudy ofpoetrytt can be "objectivelt is

questionable. Frondizi states that the study of poetry also becomes subjective. Why? Because the

interpreters values, ideals and modes of thought and perception ill1Jaet on how he/she reads the

poem and interprets il ln this way, the person or ~nowe'" studying the "idea ofpoetrf cannot

remave themselves completely. They use sep.ate aspects of the human being for their

endeavour, as they attempt to remove emotions and to lbe objective·. However, according to Plata,

and his philosophie. counterparts, it is through the lremoval· ofemotion (a lfsubstand.d- human

emotion), that "one- therefore is able ta seek lfabsolute truthlt
• According ta Adriaan Peperzak

(1986), in his article Vailes: Objective - subjective (1986):

The worId ofmodem science is the triumph of the beliefthat the subject-object-scheme is
the fundamental structure of reality. This may explain why modem science is netcapable
ofsaying anything adequate abouttypically human features, inter-subjectivity, history,
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religion, morality, art...Indeed, the evaluation, but also the ·perception· ofahuman face, a
speech...an emotion, a thought cannot be described as asimple opposition between a
subject and an objectifiable and graspable entity•..self-knowledge, tao, has another
structure than the relationship ofasubject faced with an object .. (Peperzak, 1986,
pp. 76-77)

The subject can be male or female and neither is able te ·objectify an objecr. Alternative

structures ofknowledge exist and the possibility that the subject is part of the object (the Iknowef

is partof the "knownj exists (Code, 1991; Field Belenky, McVicker Clinchy, Rule Goldberger and

Mattuck Tarule, 1997).2

1.1.2 '.cAon Il implCting on valu. Illumptionl

According ta Peperzak, there are several ways ta define value, and Its' very definition is

grounded in perception; on whether or not for example, the outlook is social or philosophical in

nature (Peperzak, 1986, p. 71). He states that

Certain things, such as money..."have value· or are valuable". Itwould be wrong--<)r al
least very misleading-to cali aconcrete thing avalue. Values belong te certain
things.....human values·,...Values are certainly not restricted te the narrow sense of the
word "things·, because ideals, trends, events, customs, characters, attitudes, properties,
etc., can ail be appraised as valuable....it is natural ta ask whetherthe conceptofvalue
has or has not the same extension as the conceptofbeing: Are ail realities valuable? ....A
theoretical approach regards value as the property ofsomething that exists actually or
possibly and is this or that .•.But do values manifest themselves, do they open themselves
and give what they are ta an approach that is oriented ta capture the presence of some
being...•.Feelings seem ta be more subjective than perceptions, obselVations, concepts
and theoretical predications. This impression is, however, an illusion•..•The ·subjectivit( of
values and !heir appraisal through feelings does not oppose their being as ·objective" as
the abjects ofperceptions, concepts and propositions which are equally ·subjective- as
feelings and atrectivity. (Peperzak, 1986, pp. 71-72)

Thus, according to Peperzak, concepts of subjectivity or objectivity ofvalues is acircular or

cyclical entity, in that values that are based on feelings and emotions can be as ·objective" as are

Z ln Chapter 4. 1mve further these notions of abjectand SlJJiecl as detrimental to females as artists and
tracing how historically ttis has been viewed by femirist epstemology. 1will suggest thatootonty do tradtional notions
aboutvalue negate female thought. but also that ta a large extentfemale thought has been equated with -emotiorf, not
-rationar thought. and that this is COft1)OUrtded by otherabsoIute truths al the upenseofart and, in the twentieth
century. with interior design.
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so-called ·objective- values. These ideas imply, however, thal there is sornehow ahierarchy of

values, that sorne values in society are considered more equal than other values.

1.1.3 Objective valu•• hillWChiçal • Fronclzi and th. iN of hillWChiCiI

valu"

As 1have stated, in Western philosophieal thought there are ideals and values whose goal

philosophically becomes the search for -absolute truth-. Peperzak (1986) and Frondizi (1963) not

only define values but also explore the IIhierarchieal- nature of values. Frondizi maintains thal there

is a"standard- to which preferences and differences are measured: this is done in lia table of

values-. For example. Frondizi states that

Values are arranged hierarchically..•there .e inferior and superior values...the existence
ofahierarchical order is aperennial stimulus ta creative action and moral
elevation...lndividual man, as weil as communities and specifie cultural groups guide
thernselves according ta astandard. It is certain that such stand.ds are not fixed....yet it
cannot be denied that our behaviour towards our fellow man•..our esthetic preferences are
adjacent ta atable ofvalues....nevertheless, he will be unable to determine critically a
table ofvalues - without first examining the validity of the criteria to be used in the
formulation. (Frondizi, 1963. p. 10)

Other examples include Rokeach's (1973) tabulation of values in ahierarchy of

importance, or Rath, Harrain &Simon's model of -7 requirements•• .in order for avalue ta resulr

(source unknown). AnoUler universally known example ofa1able of values- is the Bible's Ten

Commandments. They have been the criteria for what constitutes a"good Christian- for centuries.

However, in our society, there are underlying values that govem those -mble ofvalues- which, on

the, surface seem quite cie•. Forexample. how do these conmandments remain consistent with

the conceptofwar or ofcapital punishment which seem to be in contradiction to the

commandment -rhou shall oot km-? What Frondizi observes is that in Western philosophical

thought there is a-standald- ta which preferences are measured. But he also questions the criteria

formulating the values that in tum crelle these hierachies and -ulbies-.
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ln asimilar way. the hierachy ofvalues tables can be paralled in interior design. For

eXéIfY1)le, in the preliminary design stages, we make agreateffort ta teach students the importance

of research and understanding the clients needs. Students are taught ta analyze ail the

parameters ofaproject and write areport tabulating ail the various needs and requirements.

However, when the students reach the design stage, many ofthem abandon this research. They

have made impressive lists and charts, but are nct able te translate the data into the problem that

they are solving. Students are encouraged ta record the full range of requirements that an interior

designer would be concerned with in the field, but we rarely look at values in the context of the

actual problem.

This example demonstrates one ofthe problems ofcurrent pedagogical approaches in

design. Frondizi's (1963) questioning of the criteria used ta determine whose values are ofmore

worth is one root question that does not always get asked. This is also part of the question that 1

wish to taekJe, as 1believe that there are voices missing from interior design education. It is, in part

in the fundamental ways that we teach design that have created an industry questioning its own

values.

1.1.4 Contptu.lzing v.lua

We are in an era ofexciting change and progress. In North America we approach the

twenty-first century with bath excitement and trepidation. In the interior design field. we are also in

astate ofchange: in the nature ofour profession, in the nature ofour curriculum, and in how we

practice design on adaily basis.

According to A. Montuori and 1. Conti (1993), in theirbook From Powerto Paltnership. titis

change is fuelled in partby global changes broughton by rapid conmunication and acomplex.

changing global reality. They state that /I•••the lWentieth century has seen sorne of the mast
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dramatic changes in history...this massive outburstofhuman creativity...is sa overwhelming•..

there is amassiw paradigm shift .•" (Montuori &Conti, 1993, pp. S.7). They define paradigm with

reference ta Kuhn:

.•.the tenn paradigm...ta describe asetofassumptions about reality. These assumptions
are sa pervasive we don't even know that they're just hypotheses. They form an invisible
web of beliefs about the wortd, beUets thatwe take ta be reality, and they function as a
compass that guides our lives at an unconscious level. (Montuori &Conti, 1993, pp. 8-9)

Fundamental beliefs govem our lives daily. Our values determine who we are, what our

beUef systems are, and ultimately underpin the "realities· we create for ourselves in our daly lives.

ln this way, values afect how we see and consequenUy design space.

Paradigm shifts, according ta Montuori and Conti (1993) and others (Foucault, 1994;

Frondizi, 1963; Dent 1998) have existed throughout history, and cause value systems ta change.

For example, Montuori and Conti state that "...the emergence of the Industrial era didn't affectonly

the economV. It ended up changing just about everything, trom the family ta housing ta the way

people think about themselves." (Montuori &Conti, 1993, p. 9). This change was embodied in

socialism and developmental psychology, among other disciplines.

Today Western society is in this similar state ofchange. Wortd globalization is accelerating

alafaster pace than our society is able ta cope wittl. As we are in the midstof this change, we will

only be able ta judge its impact in the next millenium. We see the efrects of these changes almost

daily as interiors designers: ecology impacts in how we selectmaterials, the emergence of

AutoCAO as a primary tooI for communication, and the miniaturization of lighting systems and

other products with which we solve design probfems. These are justafew ofthe ways that1see

the impactofglobal societal changes on the design wortd. Notwithstanding. In ourprofession there

is debate about our raie as designers, and how we ft educating our students ta tackle new and

unforeseen problems.
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1.1.5 The changing faCl of intlriorcltlign • An issue ofvalu"

ln OCtober of 1998, the Interior Designers of Canada held their second Education Forum in

Toronto on the future of interior design.3 Concems were raised about several issues: the growing

emphasis on teehnology in the schools, and the growing disappeél'ance of the arts in cumeula of

interior design and in secondary and post secondary education. Concems were raised aboutwhat

we do as designers, and how we are educating interier designers in scheel. Why are interior

designers still battling public perception about what they do? Why should this be ofconcem in a

discussion of gender, design and education? 1sat at the sessions and felt that an underlying

question emerged: What values govem who we are as designers and thus what we do when we

create space?

1.1.& ex......of valu. in dnign

As mentioned earlier, spaces impact on us on severallevels. We experience space by its

three-dimensional impact, yet we are a1so unconsciously led through aspace by the designers'

manipulation of that space for apurpose. Nevertheless, we as humans experienee the space and

react ta it positively or negatively. One example would be retail interior design, where acomman

design aspect is ta place "impulse- goods, goods that one would not normally need, near acash

counter ta entiee the buyer ta buy. An example that we experience daily is the checkout counter al

the local grocery store. As shown in Rgure 1.1, magazines and chocolates are usually on display

al the checkout counter. When the store is busy and customers wait in line,

they have nothing ta do 50 they may look al amagazine or al the small items on display. They

may purchase amagazine, even though they had originally come inta the store ta buy milk and

3 The EciJcation Forum was a two deyforum on ~cœt and current issues affecting the ecU:ation cl interior
designers across canada. Eclabxs. practitioners and students from Canada and the United States canclded
seminars and dscussions about issues ranging fTom gJcba warming. accrecitalion and professional needs to values. 1
presented abuilcfng black about how genderi~ on design through eciJcaIion .
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Rgure 1.1 Tvoicalline-yp alagrocery store checkout counter
The merchandise in mast stores is laid out te entiee the shopper. Agood example
is the local supermarket As you enter the store, fruits and vegetables are near the
entranee and dairy and meatproducts ft usually at the rear ofthe store.
Merchandise is laid out in terms of 'mpulse- goods, located near the checkout
counter. You aren't there ta buy them but whOe you wait you rnight 'mpulsivel(
pick them up. Dairy and meats are considered -destination- items and as such are
necessities thatare the flrthest tom the exil This forces the consumer ta walk
through the store and to see ail the goods for sale, perhaps picking up one or Iwo
more items that he/she may nototherwise have intended ta buy.
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bread. This type ofaenticemenf is called aimpulse-buying: These types of merchandising

techniques are taught regula1y as patofmany design curriculums. In my experience, however,

the question of whether or not this is ethical or subliminal, or what it dOIS te the consumer is r.ely

pointed out And if the shopper decides that she or he does notwant those items, then the intent is

wasted and the goods sit on the counter. Underlying these -design principles· or concep1s of

impulse buying are values - we are taught as interior designers that there are psychologieal factors

that influence impulse buying, and that this type ofplacementwill induce shoppers ta buy. Vet 1

would suggest that we also must deal with the values of the user and what values govem their

reaction ta the spatial surroundings. The question remains : Whose values are behind these

principles?

1.1.7 Vllul •• knowledl' and POwer

Values create social cons1ructionst and social cons1ructions govern the way in which we

do things. These social cons1ructions are of space and place and are related ta gender, and

ultimately ta power relationships and aceess ta knowledge. In other words, we create spatial

relationships that reinforce the power relationships that help ta provide access ta power for one

gender at the expense ofanother. According ta Daphne Spain (1992) in her work Gendered

spaces:

Spatial arrangements between the sexes are socially created, and when they provide
access ta valued knowtedge for men while reducing access to that knowtedge for women,
the organization ofspa may perpetuate status ditrerence...To quote geographer Doreen
Massey, -It is notjust that the spatial is socially cons1rueted; the social is spatially
constructed tao-. (Span, 1992, pp. 3-4)

Spain and ethers (Malnél' &Vodvarka, 1992; Hansen &Pratt. 1995; Thomas, 1986)

méintain that social segregation of space segregates access ta knowIedge and thus ta power

through institutions such as the family. school and the workplace (Spàn. 1992).
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1.1.1 Vllu. in _an ecluCltion

ln interior design schoals in North America, the goal is ta foster an education thatvains

interior designers to problem-solve and ta create interior design solutions for vëlious spaces.

SChools measure their "professionalism· through an organization by the name ofF.I.O.E.R.-The

Foundation for Interior Design Education Research. At Dawson College, F.i.D.E.R.'s guidelines are

followed rigorously in the attainmentofstudentleaming.4 Unfortunately, the question remains as te

what pedagogieal methods direct the teaching of these standards? ln my vignette, my colleague

and 1teach the same studio in very differentways. Questions about the nature of the student being

trained, the nature of the pedagogy used, the nature of the values that are imparted are left

unanswered.

1.1.9 ''''in in dnign

There are many teaching styles possible within the vlrious design educational institutions.

My coUeague and 1are examples oftwo methods used. Different methods are presented by

Bennett de Marais and LeCompte (1995) in their book The way schools wot1c: Asociologieal

analysis ofeducation. In my vignette that 1presented earliert my colleague and 1use two ditrerent

pedagogical methods. She uses what 1cali a,..aditional8 pedagogical method. This method is

retlective ofthe theoretical framework of functionalism (Bennett de M..ais &LeCompte, 1995, p.5).

This method states that there is one way to do design and my colleague's manner in teaching "the

design process8 retects this pedagogy.ln the traditional pedagogieal method, the teacher is the ail·

knowledgeable "being8 imparting knowledge ta the student. who can only leam ta be acreative

designer through acomplete understanding ofthe teachers version ofthe design process. Design

is taught as alinear step-by-step process; if VOU follow the &teps. you will produce adesign that

4 AppendxAprcyides the speciftc F.l.D.ER standards.
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answers apredetermined set ofcriteria approved by the teacher. This method is controlled, and

designs are produced in an orderly and quietclassrcom environment

1advocate aditferent pedagogy; thatencourages cooperative leaning, where experience

is as vaUd as knowledge. The teacher allows the student ta provide relevant data ta support or

refute the teacher's own data, creating an exchange of ideas that allows the student ta formulate

alternative solutions. The classroom organization is somewhat less formal, and as such is aliveUer

environment as opposed ta the "'aditional- model. This method draws on two theories that Bennett

de Marais and Lecompte evolve: interpretive theory and critical theory.lnterpretive theory states

that pedagogy is formed by "...the social cons1ruCtion ofmeaning in social relations.D (Bennett de

Marais &LeCompte, 1995, p.19). Crïticat theory advocates ".. .involvement by participants as

human agency and believe that despite the influence ofoppressive reproductive forces, hope for

transformation is maintained..•" (Bennett de Marais &LeCompte, 1995. p. 25).

ln the vignette example, 1was teaching recenUy in the design studio class. In an effort te

maximize student involvement in the production oftheir work and keep the mood more relaxed, 1

decided te allow the students ta see me on a 'rst-corne. first-seNeD bais for their critique. 1felt

that in this way those students who were ready ta see me would, and those who weren't could buy

aIitlle more lime and see me when they were ready. When my colleague carne ta take over the

class for the aftemoon, 1explained myclass process te her. She said that she would not teach this

way, and thather '1esson- would be set up on her schedule. not at the ·control of the studenf. She

quite seriously stated that she needed 10 control the cfass. ta maintàn order over how the class is

condueted. She assumed that my way would be chaotic. and she did not want. in herwords. -m
Iose control ofthe classroom-. In avery small way, we each were imparting ditrering values about

how we dealtwith the studentas leamer. how we saw ourselves as educatDrs. and the type of
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pedagogy we felt -best suited the studenf. The two style ditrerences reftected two fundamentally

different ways ofteaching and students feIt confused as to what ta expect from each ofus.5

1.1.10 Th.co_of ildWior dJtian 1••prof.'ion and th. roll of tcluCllion

Why is this an issue? 1believe that pegagogy is aretlection ofthe ways that graduates

function in the workplace. Our differing teaching styles are asmall mirror image of the state of

change occurring in the interior design field. lnterior designers are fighting for theïr legitimacy on

many levels, and are questioning -accepted- ways ofdoing things. Public perception of who we

are, the professional responsibility that we incur, and the changing global technologically-driven

economy are ail reasons for us ta question ourselves as designers.

ln interior design schools in Canada and the United States, the majority of students that we

train ta become interior designers are females; however, in the practice, there are vast

discrepancies in incorne e.ned, power relations and suceess of women versus men, ta the

detriment of the women interior designers. In interior design, few studies have been done on this

subject sa -hél'd data- supporting my obseNations is scaree. Some examples do exist such as

one recent study by the Uniwrsity of Cincinnati's SChool ofArchitecture and Interior Design. The

study concludes that 89% of interior design graduates .e women, as opposed ta 31% in

architecture. The study also states that there is adiscrepancy in salaries ofremale interior

designers 10 bath male designers and architects, and that Il•••the gender gap in compensation.•.in

architecture is narrower than in interior design.... (Black &Hartnann, 1997).

Aparallel example ofdiscrepancies in gender is in architecture. Statistics on females in

architecture are as follows: -According ta the Quebec Order ofArchitects, 6.43% ofarchitects are

wornen. (Vet at McGiII ) 44% ofIle students enrolled in the schoolts two degree programs ft

5 1will evoIve the pedIgoicaI iq)Iicalions ofeach • wtB11 clscuss ecb:ation in Chapter3.
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women.· (source unknown). In an article in PIA Progressive atehitectute in 1995 titled -Women in

Architecture: leveling the Playing Field,· ·Old practices- include exclusion and ,..adition- at the

expense offemale talent in the field. Ironieally, in interior design, there is apopular expectation that

women would and should ftourish, and yet as awhole, they do nat

1.2 WAYSOFKNOWING

1.2.1 Definitions bal9d in episternolaav

What are feminine ways of knowing and do they differ between males and females? How

does this impact on the ways we teach design ta students? The female voice in design is affected

by gender and politics, in terrns offeminism and in terms of social relations. What does this mean?

Gender is socially defined and reinforced through social systems such as the family, schaol and

the workplace. The physical spaces we design reinforce social and cultural behaviours that have at

their basis fundamental beUefs about the nature ofknowledge, whose it is, and the power il wields.

Daphne Spain (1992), in her book Gendeted spaces, states that ·Until the classrooms in which the

most socially valued information is taught are degendered, women's acquisition ofknowledge will

be less than men's.· (Spain, 1992, p. xv). What are feminine ways ofknowing and do they differ

between males and females? How does this impacton the ways we teach design ta students?

What are these SKailed ·socially valued- knowledges? How are they gendered? How are these

values perpetuated through institutions?

1.2.2 §li1tlmP.yl conltructJ: KnowItMt, truth .nd lIOWIr

Institutions such as schools presently reintorce values al whose core lie epistemoiogical

conS1rUcts regarding knowtedge, truth and power entrenched in historie precedent Whose

knowtedge do we live by and whase knowledge is taught in schoals and is perpetuated in the

workplace? ln the book, What can she mOllI? (1991), lorraine Code questions the legitimacy of
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knowtedge in epistemological terrns. She evaluates the historieal hold on knowledge by a dominant

male elite at the expense of the female voice. According ta Code, the dominant male elite not only

controls access to knowtedge but by extension defines cultural values and social structures,

controUing female access ta positions of knowtedge and power. She states thal. "In this book 1

engage critically with the epistemology made by professional philosophers of the mainstream....It is

the artifaet•..upheld as asource of 'absolute truth' about how the wortd should be known and

represented" (Code, 1991, p. ix).

ln the book Women's ways ofknowing (1997), Reid Belenky et al. provide acompelling

documentation ofwomen's experience, which the authors use as the basis for defining the temale

voice: astructure of new ways ofexperiencing knowledge. According ta the authors, women's

ways ofcultivating knowtedge have been ignored, and once observed, are markedly difrerent from

1.2.3 Obiective v.,u, subjective way' of knowin.l

Bath of the above-cited authors have as their premise that human relationships for wornen

are different from those ofmen. Historically assumed 1ruths aboutknowledge as objective have not

taken inta account other so-caIled "subjective- or intuitive ways ofknowing. Each book explores the

nature ofknowledge, and ils relationship to the female voice. 1ask myselfthese questions as 1will

present their ideas: What values are we teaching in design education? Do we include gender?

Whose ways ofknowing éD al the core ofdesign pedagogy1 1propose thatthe epistemological

foundations ofknowtedge are gender-biased. These biases affectwomen's aceess ta powerful

positions in the workplace, hampering their equal access to education and the workplace. As Spain

Sin Chapter4t [ will cfscuss feninist epistemology and situate the ways in wtich women's knowIedge has
been overtooked in artand aes1hetic inquiry. InC~ 5t 1wiU dscuss the"f"". coBaboration ofa cient with the
architect Gerrit RielWldcbing the Modemistera of the 192O's and 1930's.Notonlywere 1her8 such collaborations
but. as a student, 1nNlrleamed aboutthem.
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(1992) argues: ~any types ofknowledges exist only sorne ofwhich is highly valued. Masculine

knowledge is almast universally more prestigious than feminine knowledge.- (Spain, 1992, p.16).

Understanding knowledge, and its effect on values taught in schoals, affects the teaching ofthe

interior design of spaces, as weil as the ways in which interior design reinfarces accepted ways of

knowing.

1.2.4 The nature of truth and knowtedge Il yalu" in Wntern society;
The Miltlmologjcallilniticlnce of••

The nature of knowledge is at the core of any discussion about gender. Field Belenky et al.

(1997) support Frondizi's (1963) view of the origins of values when they state that Il••• the nature of

truth and ongins of knowledge...shape the way we see the world and ourselves as participants in

il- (Field Belenkyetal., 1997, p. 3). Given thatthis is possible, itis vital thatwe as humans have a

clear understanding of how we seek truth and knowtedge. However, as Code (1991) and Field

Belenky et al. argue, our very assumptions about the nature ofhuman relationships, truth and

knowledge are grounded in construets that are fundamentally different ta wornen's ways of

knowing.

1.2.5 KnowIedM .,"lute truth •Exiltfna tpiltlmOlolin in WIItIm society

Much knowledge is seen as pure, absolute or "objective- male knowledge, as opposed ta

intuitive, "subjective- female knowledge. Historically, this "absolute truth- is notonly "objective- but

is also diametrically opposed to the subjective. and specifically women's knowledge. (Code, 1991;

Ardener, 1969; Pollock, 1992; Rudduck, 1994; and Jackson, 1991). As 1noted eartier, fundamental

values thatwe live with are presently grounded in Western philosophieal thought governed by the

values and ideals ofPlato, Socrales, Aristotle and subsequentphilosophers. Art and notions of

beauty .e seen by such philosophers as emotional in nature and subsequently of (ess worth

(Code, 1991).
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Code argues (the feminist view) that Plato and Socrates assume two things: that art is

emotional and that wornen are emational beings. She quotes Aristotle On his supportof Plate and

Socrates' assumptions) when she argues that these assumptions are made in terrns ofwomen and

their social position. Code reters to a"..•woman's Jack of rational authority: alack that for Aristotle.

Iikewise justifies women's inferior social position.· (Code, 1991, p. 21). Wornen are seen by many

philosophers as subjective, "sensual- or "aesthetic,· the opposite to the "rational. objective male.·

(Code, 1991). An example ofhow this is perpetuated was published in the Hatvatrl Educational

Review in the "Carnegie Report on Wornen's Access ta Higher Education- in 1974. Women were

cited as having inferior access (as eompared with men) te higher education and subsequent higher

eamings. This was due, among other things, ta marriage interfering with awoman's mobility; Il•••as

secondary eamers warnen have less need te strive for salary increases...- (Westervelt, 1970,

p.309). Another example in the same review is the inference that women have less aceess due ta

the '1acf that "...motherhood and academic achievement cannat normally coexist· (Westervelt

1974, p. 310). As Code states, these assumptions come tram embedded attitudes about the nature

ofemotion as asign ofweakness, and this, in direct eontrast ta male knowledge, atthough perhaps

not absolute nor "bette'" has nevertheless dominated ail epistemological inquiry (Code, 1991).

1maintain that there is as1ratification of valued knowledge and that this is at the expense

offemale knowledge. Nevertheless, concepts ofabsolute truth are premised on the "objectivity of

the knawer" and by being emotional, women cannat be at the same time rational, and thus.

"objective-.

1.2.1 Obitctivity vnul IulJjtctivily of th. kftOM[

One ofthe fundamenta assumptions of the notion ofabsolute truth is the prenise that titis
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truth is ·scientïftc,· and as such itis ·objectivelt
, applying ta ail regardless of sex, rendering sex of

the knower epistemologically insignificant By contrast, Code proposes that

...the sex ofthe knower is epistemologically significant claiminglt
••• that the scope of

epistemological inquiry has been tao narrowly deftned•..questions about how credibility is
established, aboutconnections between knowledge and power, about the place of
knowledge in ethical and aesthetic judgments, and about palmcal agendas and the
responsibilities ofthe knowers. (Code, 1991, p. 7)

Code sugges1s that the underlying assumptions about the basis of philosophical notions of

truth and objectivity are ftawed, are gender-biased, and are subjective. She also maintains that

these notions of '1ruth- are in part driven by political motivations.

An example ofthe nature ofknowtedge is the notion of·objectivit(. Earlier, 1described

Frondizi (1963) and Peperzak's (1986) view of the objectivity and subjectivity of values; they argue

that the contextofvalues as they are created is in partwhat creates them, and that in tact, there is

no such thing as a totally ·objective knowef. In Western philosophical thought ·objectivity" occurs

when the 'knower" is sep.ate tom the subject Then only through alack ofemotion and

attachmentcan true ·objectivity" exisl Reeall that when speaking ofvalue. for example, Peperzak

evolves the argument that this is not possible, that Il•••ali statements about value rely on

evaluations, i.e., on -re&lings· through which values become manifestfor an evaluating subject·

(Peperzak. 1986, pp. 73-74). Code describes, yetrejects, the opposite: ·objectivity.•.the

assumption of value - neutrality...abjects ofvalue are separate from knowers...ÎtS alleged derivation

tom detached, pure thought pennits it to claim superiority over modes ofthought infected with

emotional thoughtand feeling.1f (Code. 1991, p. 35). However, as bath Wooigar (1988) and

Peperzak counterr there is no possibility ofthoughtwïthout sorne tarm ofevauation and/or

judgemenl
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Yetthis presumed notion of ·absolute truth· has govemed ta alarge extent the power of

science and is perceived as superior over art appearing ta be amore objective knowledge. In my

experience, this notion is very much entrenched in our schoal system; currently Dawson College is

implementing new admission requirements for art students as requiring physical sciences and

math in order ta be admitted. This new rule is now denying access ta students who in years past

would have been admitted with their creative talent but who would not meet the math or science

requirements.7

1J..7 SlDntion of IUb.iectivilY and ollilCtivitr

Another assumption made in our society is that knowledge can only be subjective or

objective, not bath. This "objectivitY' depends upon the pointot view of the knower. Code evolves

the argument thatother people can be knowers. and that knowledge is achanging. developing and

constanUy evolving qualitative analysis. Many of the ·objective- tacts of the knower are grounded in

the point of view of the knower. As Code states, "Fac1S mean different things to ditrerent people,

affect some people profoundly and others not at ail; hence they are bath subjective and objective."

(Code. 1991, pp. 45-46). Effectively, bath objectivity and subjectivity are possible; Bronwyn

Davies'(1982) example ofher qualitative study uses bath forms ofknowledge.

1.2.1 Th. nature of.Iutepo!« .nd th. knower

When the fundamental basis of knowledge as absolute. as constructed through so-called

"objective· ways ofknowing is challenged. the nature ofpower as absolute and in the hands of the

~nower" is also challenged. In traditions epistemology, 1he knower" becomes the source of

knowledge and consequently ail ether sources are diminished. The knower is alsa in the public

damain; the rest ..esubjugated to the private doman. Thus power is accorded ta the pubtic, the

1 Thomas' (1986) and Ruddocks' (1990) stLdes on gendBrand eciation~ these ïdeas.
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seen, the knower. As Code contends, however, there are many ·knowers" and no one "absolute"

truth can cover them ail.8

1.2.9 Implications

For knowledge, values and the competing epistemologies to become gender aware, bath

subjectivity and objectivity must rorm partofthe equation in mainstream thought Akey argument

proposed by Code (1991), Frondizi (1963) and Peperzak (1986) is that "Knowledge is neÎther value

- tree nor value - neutral; the processes that produce it are themselves value.laden; and these

values ..eopen ta evaluation.· (Code, 1991, p. 69). Indeed, interior design as asubject is a

combination of subjective and objective knowledge. Designs must meet practical criteria such as

building code requirements or spatial limitations of height (objective). Design is also based on the

psychologieal and perceived needs and desires of the user as interpreted by the designer

(subjective). These often take the fonn of highly subjective notions that the designer must

extrapolate and interpret alongside the physical requirements. But even the "objective"

requirements are open ta interpretation. Figure 1.2 on the nextpage illustrates this point For

example, if 1assume that aceiling is 7'-00" high and that this is my limit 1limit myself to that reality.

If 1investigate, however, what lies above that ceiling, 1may find something up there. If1do not

investigate, 1may negate another reality - that above thatr -00" is avoid of 5'-00· that 1could

explore for the design - awhole other Ifreality" makes itselfavailable ta me. It is the combining of

the objective/subjective by the designer that leads ta the creation ofthe design solution, and, as

such, the designer as 1(nower" is patof the equation.

1 ln Chapter 4, 1look alhcw the -pmüc- and the .knowe( are Hnked concepts and hcwpoMJfis used by
Ihese constructs in my clscussion about the artctMorisotand Pdlock's stLICtt.
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Figure 1.2 Two versions ofaceiling
The diagram above demonstrates apersan standing in aroom with aceiliilg seven
flet high. The designer can accept the ceiling as the limit. and in doing so limits
his/her capacity ta explore further. There mayexist as is shown. five more feet
above the -ceRïng·; this is space that is available ta the designer above the false
ceiling ta the underside ofthe roof•

26



•

•

CHAPTER 2

LITERATURE REVIEW: THE FEMALE VOICE AND SPACE

2.1 FEMALE WAYS OF KNOWING

2.1.1 POINTS OF VlEW

1will investigate here, in more depth, two points of view on female ways of knowing: Code

(1991) tackles the epistemological viewpoint whereas Field Belenky et al. (1997) evolve amore

phenomenological and socially constructed view.

ln the book WIIat can she know? (1991), Code systematically develops female ways of

knowing and analyses various constructs, bath from mainstream as weil as feminist viewpoints.

Code evolves ahighly detailed breakdown of the roots of knowledge. She studies the role ofthe

subjective IIknower". and rnakes itclear that current epistemological theory is very one-sided. It

does not take into account wornen's ways ofconstructing knowledge. and in fact sends confusing

messages where wornen are concemed. Code dissects the relationship of reason, knowledge and

the link with male dominance. For example, in discussing reason, she states that

Throughout the history ofwestern philosophy there is ademonstrable a1ignment between
the ideals of autonornous reason and ideals ofmasculinity. That alignment suppresses and
even denigrates values and atbibutes long associated with the 'feminine' al the same Urne
and in the same way as il devalues epistemic dependence in the name ofcognitive self·
reliance. 80th philosophieal discourse and the everyday ideology that bears its mark take
universal, essential..• concepts ofmasculinity and femininity for granted•.•Yet the ideais of
masculinity that align with ideals ofreason derive...from the experiences ofthe men that
who cons1ruct the damnanttheories of bath..Jt is acornmonplace ofwestern philosophy
...thatwornen are irrational creatures.•.utlerty lacldng in reason. (Code, 1991, p. 117)

27



•

•

She cites numerous instances of this alignment and the problems for women when such masculine

reason is seen as truth and when these ideas are putinta practiee in society.9

The alternative that feminists tend ta see is aseparale epistemology for women extending

inta disciplines presentydominated by men. As Code sees il, this becomes problemalic; for

example. ifthere were ta be aseparate 1eminine· way of doing science, that this would only serve

to reinforce the duatity inherent in current theory. She cites Keller as cautioning that "...the

suggestion that women will do adifJerent kind ofscience simultaneously invokes the duality of

sex....• (Code, 1991, p. 155). She responds ta critics who advocate staying inside current

epistemological boundélies. She suggests that "Many feminists, by contrast, respond by calling for

amore generous, more honest epistemology that takes inta account the range ofcapacities.

discoursive positions. attitudes. and interests that contribute te the construction ofknowledge.·

(Code. 1991. p. 158). This involves transtorming currentepistemological theory ta include voices of

notonly women butofothers excluded from the dominant ideology.

2.1.2 Wm of kno.na •Voicn of.....CI

An alternative account is proposed in Women's ways ofknowing (1997), astudy ofwomen

and the ways in which they experience everyday lite. Field Belenky et al. (1997) construct five

'\vays ofknowing- that they atlribute ta women. They look at how women find their -votee- through

the construction of these five forms ofknowledge, each ditrerent and each potentially building on

the previous knowledge.

The firstform ofknowledge is silence. These women·s experiences are based on a lack of

con1rol, offeeling -deafand dumb·t ofpossessing no sense of themselves. The second type of

knowledge is received knowledge, a listening ta the voices ofothers. Ustening becomes the 'IIay of

91 will look al this issue in Chlpters 3and 4.
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knowing, including the voices of -authorities· that tell the women what is rightor wrong. The third

type ofknowledge is subjective knowledge, the inner voice and intuitive agur feeling that guide

many women through lite. in making decisions. Power here is seen as male and thus inaccessible,

yet a, ••the discovery that first hand experience is avaluabfe source ofknowledge emerges again

and again.... (Field Belenky et al.• 1997. p. 61).

The fourth type ofknowledge is procedurat knowledge. where separate and connected

ways ofknowing tagether cause dilemmas ta the -knowers·. Using the example ofNaemi. the

authors explore the conftict ofthe inner voice and the outside -authorities" voice - whose voice is

truth? ln her art history class. -Naomi was struggling ta hear her own inner voice. but the

authorities seemed to be saying. -Listen not ta yourself but10 us, the experts, who know about the

painting. Forget your so-called knowledge and memorize ours.·· (Field Beleneky et al.• 1997. p.

89).

This is adilemma that we often encounter in design pedagogy. When is il appropriate to

teach Mknowledge- (for example. in lecture) and when is it important to let the studentexperience il

(for example, during studio time). What is the pedagogical method used - is it the Mauthorit( Naemi

struggled with or ateacher as guide, as facilitator ofknowtedge? ln the example ofmy vignette, my

studio teaching style was quite ditrerentfrom thatofmy colleague. Does this create uncertainty for

the studens or does titis enhance their ability ta see differentpoints ofview and ta leml ta make

their own judgement? ln deafing primarily with the studio classroom, ft we negating the subjective

intuition when we teach them the lJauthoritativealecture that Fietd Belenky et al. (1997) describe?

Since 1believe thatthe answer ta lIlis question iS, al least in part, -Yes", in my classes. 1ilnot ta

1ecture-. 1have aconversation with the students and use examples oftheirexperience ta make a

point Forexample. in teaching boutique design. 1ask students to relay ta me what they feeI about
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store designs for women. Through an exchange, 1bring up social issues and students relay their

own experiences, whereby knowledge is exchanged.

2.1.3 Con••kno"•Th. knR" H part oflb' known

The fifth type ofknowledge evolved by Field Belenky et al. (1997) is construeted

knowledge, which brings the two dualities Naomi struggled with tagether. Constructed knowtedge

is the •...voice of integration...aplace fer reason and intuition and the expertise ofathers.· (Field

Belenky et al., 1997, p. 133). Epistemologieally, the notion of the knower as sepél'ate and

·objective" is replaced by the knower as part of the known. This integration refutes the notion of

knowledge as separate or absolute. As the authors state, -It is in the process of sorting pieces of

the self and of searehing for aunique and authentie voice that wornen come to the basie insights of

constructivist thought•..ali knowledge is aconstruction and that truth is amatterof the conten in

which it is embedded...greatly expand(s) the possibilities about how ta think about anything..."

(Field Belenky et al., 1997, pp. 137-138).

These five knowledges are not separate, nor are they cast in stone: the authors weave

experiences ofmanyof the women as they evolve through one or more types of knowledge. For

example, wornen who are sitent are often abused or mistreated in sorne way and ehoose to be

quiet in the interests ofsurvival. When they break through their silence and become self aware,

initiating change, they use subjective knowledge to understand their experience; but this is

acquired in some and inherent in others. Their compelling stories and experiences fundamentally

question the idea of "voice", voice ofthe woman as knower, through their persona experience and

of the knower as pmofthe known.

30



•

•

2.1.. 11IIA11CItion. for WOI!!IIIlnd intMfar.an lduCltion

These ideas pose several implications for women in interior design education. How do

educators of interior design education deal with female ways ofknowing? First, ifepistemologically

art and intuition are demeaned in favor ofscience and '1<nowIedge as absolute,· education in

schaols notonly separates art as intuitive but also relegates il te lower status. We see the debates

in schoals conceming the diminishing ofart in the scheel system; atToronto's Education Forum

this tear was expressed by many educators. Vet as Howard Gardner (1982) and others maintain,

art and music are vital components to the developrnent ofcreativity. The philosopher Gene Blocker

and arteducator Michael Parsons (1993) describe the interrelationship between art emotions and

the creative process as pwalleling female ways of knowing. They suggest that:

Art expresses emotion more in the way wards express meaning than in the way eider
expresses juice....Creation requires careful scrutiny ofthe work as il develops, scrupulous
awareness of how one feels when contemplating whatone has 50 far accomplished ,
sensitive adjustmentof the work te fit one's intuitive experience, until one teels that one
has grasped sornething one didn'tgrasp before. (Parsons and Blocker, 1993, p. 110)

1see the nature of the design process in asimilar fashion: as aself-analytical "push and pull-

emotion-Iaden evolution between subjective and objective needs.

Asecond implication is the emergence ofquestions aboutwhat we are designing in interior

design and based on whose knowledge? Spaces impacton us in the construction ofour identities

by reinforcing the values with which we erect social relations within the tamily, home, schoal or

workplace. As Code (1991) argues, our systems perpetuate adominantpointofview at the

expense of -others-. Then whose views ofsociety ft we replicating when we teach how we design

spaces in which we work. and live?

Third and finallYt there .emajor pedagogieal implications in the abovetfor example. how

do we teach design, what do we teach. and who do we teach? Olten 1have noted thatwe teach at
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the college levet ta predominantly mat students and yet in practice. mastof the largercontracts

and high profile firms are mate-dominated. There seems te be adiscrepancy in women's education

and their subsequentcner success. At this point il is premature fD draw conclusions;

nevertheless. this apparenttendency may bring into question the philosophical undelpinnings of

interior design pedagogy in the eollege education system.

The subjective and objective nature of design is adifticult process to teach, creating

pedagogical vaiances among teachers. At Dawson Col., for example. teachers have very

differentpedagogieal methods for teaching design: tom lecture ta studio, tram text ta personal

experience, from modes of "control· ta so-caIled -relaxed- techniques. Very rarely are pedagogieal

methods questioned. However, as 1demonstrate later on, even pedagogical methods affect the

values and ideas that generate the design process in classrooms (and perpetuate ideologies that

may have anegative impact on females, partieufarly in terms oftheir future success in the field).

2.2 THE EXPANDING DlSCOURSE: FE_NIS,. AND THE QUesnoNING OF THE

TRADinONAL ART CANON

1will incfude issues of feminism and arthisfDry in my discussion offemale ways of

knowing. as 1believe that values imparted in art history impacton how design students leam about

space. As such, 1will deftne feminism and its constructs as they aIfect concepts studied in art

histary. fwould like ta ground the pointof view ofart history thal 1will be evaluating by first briefly

reviewing the traditional art canon as understood in Western culture. Earlier in my introduction, 1

developed the theoretical discussion ofthe values inherent in our society. These values, as

embedded in educational. social and poIiticai systems, are known as Eurocentrîsm. Eurocemnsm

is acore value attitude of Eurocen1ric thinking, which is deftned by feminists as •...asingle

paradigmatic perspective in which Europe is seen as the unique source ofmeaning. as ontologieal
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'reality to the rest of the world's shadow.•.seeing the world tom asingle privileged point.

atlributing te the West an éllmost Provincial sense of historical destiny...• (Stam and Shohat 1994.

p. 296). In looking at the feminist view of aesthetics and art, a broader issue becomes traditional art

as aEurocentrically struetured phenomena thatexcludes women systematically fi'Om its ·centef.

Understanding how this occurs will contribute ta understanding the various tensions inherent in

design.

2.2.1 FPnism Mnld

Feminism in art evolved an I&anti-aesthetic· stance in the 1980's as areaetion against the

values that underpin the artof that era. 1will situate feminism, the traditional art canon. aesthetics

and Postmodernismlanti-aesthetics definitions that ground the discussion of the values. Given the

limited scope ofthis thesis, adevelopmentofeach in any greatdetail is impossible. However. 1will

attempt ta summarize ideas in each as they relate to one another, and given the context ofthe

issues ofthe female voice.

2.2.2 yICtiyity .nd identftY

First. 1eminism· has two defining features that are at the root of ail discQurse: subjectivity

and identity. Feminism states that women have been denied asense ofself and Ulat they have

been oppressed economically. socially, politically and sexually for centuries. There appearto be

IWO main points ofcontention as to whatconstitutes -.rue feminism·. In her article, -rhe

significance ofthe feminist movement,• beli hooks describes how the feminist movement began

first as amilitant reaction against -8exist injustice...ideology and practice ofmale domnation.·

(hooks. 1984, p. 33). According ta hooks, fighting against sexual injustice is vaUd butdoes not

necess~ly e1iminate sexual oppression. The feminist movement in the United States in the 1970'5

was prim~ly awhite upper-class movemenllt was •..•generllly reactionary... (feminists) .gued
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that ail men are the enemies of ail women.•.proposed autopian waman nation.•.did notstrength&n

public understanding of the significance ofauthentic feministmovemenl..• (hooks, 1984, p. 33).

hooks saw the issue notas much afocus on men; rather as aquestion of sexual oppression of

either gender, but primarily ofwomen. hooks believes that the -authentic· feminist movement

establishes sexual oppression as the basis ofail other oppression. It is interesting that hooks

suggests Ulat ail forms ofoppression are interrelated, be they racial, social or sexual. 8exual

oppression does not allow woman as subject or identity te exist Woman as gender is relegated to

second place or virtually non-existent as self. In Unequal relations, Elliol &Reras state that •Just

as racism is abelief in racial superiority. sexism is abeUef in gender superiority...• (BUol &Fieras,

1992, p. 102).

hooks alsc describes r~e and gender as inten'elated concepts. 80th involve oppression of

whole cultures or people due to gender or skin colour. bath involve perceived superiority.

According to hooks, feminists •...often ignore issues of sexist oppression Feminist movement

should be ofprimary significance for ail groups and individuals who desire te end oppression·

(hooks. 1984, p. 39). However, gender identification is acore aspectof one's personality according

to Sliott and Reras (1992), whether this identity is manifested through biological, economical,

social or politicai means. Denying gender identification denies aceess to those means of

identification and power. BUat and FIeras supportCode (1991) and Field BefenkYs et al. (1997)

theoretical constructs. in which they evolve female ways ofknowing as agender-based means of

identity.

2.2.3 Mnlnl antbdCIlnd th. kIdiIion.1 Mt_n: Th. cone.of bu""

Traditional arthistory has been canonized; that is, il firmly hoIds that there is an ideal ID

which artaspes. and an accep1ed body ofwork thataccepts that ideal. This ideal is manifestin
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• numerous ways, one ofwhich is the mate conceptofbeauty. Wlthin art discourse there have been

many philosophical theories regarding this issue. However, the traditional atcanon and the

ideology that is the basis for its understanding tend te center around two critical thoughts. The tirst

is .....the masculine (which) has been passed offas universal, neutral.· (Ross, 1994, p. 565).

Certain philosophers debate that ..... Aesthetic values are essential and universal and thus self·

evidently reftected in abroad and stable canon of greatworks ofarr (Cooper. 1992, p. 59). Other

philosophers contend that ..... aesthetic values arise outofmodes offormai and structural

complexity peculiar to wOf1<s of high art and one ofwhich ofthese modes is ferm • beauty is the

supreme idealization ofform." (Cooper, 1992, p. 58). ln bath cases, the traditional art canon

idealizes form and formai structures ofwhich beauty is considered te be one ofthe highest forms.

lndeed, these issues have been debated for centuries. Western aesthetic values traditionally have

been linked to this idealization, and by extension, te those ofhigh art ln her paper, "Speculum of

the other woman," Luce lrigaray theorizes that this idealization of beauty by man creates a

.....disappearance ofwoman as subject.." (Irigaray in Ross, 1994, p. 578). She states that ·Any

theory of the subject has always been appropriated by the 'Masculine.'· (lrig.ay in Ross, 1994,

p. 578). How? Man has historically ·centered· himself in art creating the ideal separate tram the

self. In doing so, man creates the ideal conceptof beauty outside ofhimself and thus makes it

possible for beauty te be possessed as an object. ln high art wornen have traditionally been

viewed as objects ofbeauty, and, as such, become an idealized object According ta lrigaray.

ultimately !his means thatwoman's ·subjective setr is denied as she disappeêl$ inta what lrigéIâY

calls an "imaginary idealization-. Lateron in my study ofPoilock's example of Impressionism, we

can see how !his subjectlobjectvalue is evolved.
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2JA Fwninillft .nd tilt Poltmoclwn movtmtnt

ln the past twenty years and notabty with the Postrnodern movement, feminism has come

ta reject the traditional art canon. To the creditofthe Postmodem movement it has brought out

very real injustices conceming the teaching of -Waditional arr. There has notonly been alack of

female representation in art, but also alack ofemphasis on any art form in which rem.s or other

cultures have astrong representation. An obvious example of this is the textbook used in most art

history classes, Janson's The History ofArt (1978). Female artists' representation in !his book was

virtually non-existent until very recently.

Feminists such as Chandra Talpade Mohanty reject traditional aesthetics aItogether,

rejecting any aesthetic hierathy as valid. In her paper, "Feminist encounters,· Mohanty (1992)

states that "...Feminism defines itself as apolitical instance, not merely asexual polities but a

pelities ofeveryday lite, which later enters the public sphere of expression and creative practice,

displacing aesthetic hierarchies...• (Mohanty, 1992, p. 77). Feminists such as Mohanty support

movements such as Anti·Aesthetics, which advocates atotal rejection ofaesthetic encounter.

ln my view, Mohanty's statementis probtematic. She presupposes thataesthetic

hierarchies .ean expression of formai elements alone. Ifthat is true, is aesthetics limited ta the

definition formai elements, or can aesthetic thought not also encompass personal feelings, context

and meaning1 Art and the creative process promote "voice- -art is aprirnary vehicle for expression

ofsetf. When we reject art and the creative process, do we reject voice? Anti-Aesthetics is anew

voiCI for feminism and minorities. but the problem with it is that it rejects the voice ofart in one

ex1reme (as in the traditional canon) in favour ofanother extreme. By rejecting aesthetic encounter

outright feminis1S such as Mohanty reject ail categories ofaesthetic encounter. including

expression. creativity. and formai elements that are vital ta understanding art in various contexts•
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• An example ofaparallel ta this dilemma may be found in earlier feminist theory, which rejects the

farnUy. beli hooks (1984) realizes that to reject the family as asocial S1rUCture for sorne women is a

rejection of the very pla where they actually have asense of identity, identity being one of the

erucial elements offeminist self-realization.

Why is Mohanty's position significant? Perhaps because she sends amessage, comman

to more militant feminists, that rejection ofwhat is past is how ta create the future. As we saw wittt

hooks' argument it is important ta understand the societal structures that exist how te chaJlenge

them and work te change them. hooks states that •...sinee ail forms ofoppression are linked in our

society because they are supported by similar institutional and societal structures, one system

cannat be eradicated while the others remain intact..chaJlenging sexual oppression is acrucial

step in the struggle te eliminate ail sexist oppression.· (hooks, 1984, pp. 35-36). Altttough hooks'

focus is on sexual oppression, she affirms the need te understand structures in arder to initiate

change.

Aclearer understanding of the polarization on the one hand of feminists, with the

traditional art canon on the other, may be round in Parsons' and Siockers discussion of feminism

and Postrnodemism in their book Aesthetics and edJcation (1993). The problem, according ta

Parsons and Blocker, is that feminists reject artwithout really analyzing the question ofwho and

what is being rejected. The rejection is often made for palitieal rather than aesthetic reasons. They

state that •..•For post-modemis1s the choice between art histories is apoIiticai and not an aesthetic

choice.•.the traditional art canon symbolizes values ofaEurocentric male elite...we could gel rid of

...rnasterpieces aItogether. This is the revolutionary side ofPostmodernism.· (Parsons and BIocker,

1993, pp. 56-57). They suggest that aIthough an important rote for Postmodemism is ta include

• plurality. this we&kens the traditional canon. Postmodemism presupposes that aesthetic decisions
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are notas worthwhile as palitieal ones. The problem Parsons and Blockersee is that •...trom a

revisionist pointof view, it is demeaning ta suggest that the inclusion ofworks from marginal

groups is wholly apolitiCai decision and not an aesthetic one. It implies that their artworks will be

studied for political reasons, no matter what the quality...• (Parsons &Btocker, 1993, p. 57). This is

areasonable argument as ail groups want an equal shn of power, be itpolitical or otherwise.

However, ail peoples also want recognition for the value oftheir artworks on the same level of high

art Parsons and Blocker see the need to Il•••Recognize biases in history ofart..be it Eurocentric or

male bias.... Parsons &Blocker do concede the necessity ofPostmodernism as avehicle ta •...help

us ta be more aware of power &political relations than we were...• (Parsons &Blocker, 1993,

p.65).

2.2.5 EJplorina .....ltiv.

The dilemma with these views and definitions is that feminism and aesthetics are seen

ultimately as polarized concepts. The traditionat canon embraces formality al the expense of

inclusion. Conversely feminists are included in Postmodem art at the expense oftraditional

aesthetic values. Is there an alternative? The key issue is to analyze ways in which female voice

and identity can be included in art ln her analysis of ferninist art critieism, Joanna Frueh (1992)

otrers three stages of female art criticism that support goals ofthe feminist movemenl The first

stage is •...aresurrection of lostor ignored wernen a1ists•..(which) has led ta new bodies of

knowfedge: (cited in Cooper, 1992, pp. 150-151). The second stage •...posits awoman's at

distinct tom palriarchal culbn.•.• (cited in Cooper, 1992, p. 151). These two stages introduce the

acceptance ofcrafts and craft-like art into the sphere of-art-making·, those traditions in which

women have been recognized. They also bring the femaIe perspective intD the art·worfd, butat the

expense ofwhat has come before. The second stage manifes1s itseIfin Postmodemism•
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• The third stage Frueh describes is one that begins an alternative dialogue. Frueh states

that the third female aesthetic •...Os) more theoretical and centers on gender analysis ofthe art of

bath women and men. and interconnections between an artwork and its historical conten.•" (cited

in Cooper, 1992, pp. 150-151). This third stage offers the alternative ofallowing feminism ta

support the traditional art canon. The possibility that bath gender and experience define roles in art

creates avenues for art and aesthetics te expand. This allaws the female voice to be heardt as

evolved in Code's (1991) concept of female epistemology and the voices ofconstructed experience

evolved by Field Belenky et al. (1997).

ln their book, The expanding discourse: Feminism and aft hisfoty, Broude and Garrard

(1992) challenge the •...instrumental role played by art and art history bath in preseNing masculine

power and in construeting and consolidating gender difference." (Broude &Garrard, 1992. pp. 2-3).

Not only does traditional art history exclude women, but the power imposed by the traditional ideas

such as absolute truth imply that there is only one truth and that is the one universally held. These

(among many other) beliefs perpetuate social behaviours bath ofmen and women, usually ta the

inferiority and separation ofwomen from positions ofpower or authority in society. Broude and

Garrél'd cite Griselda Pollock and Rodzika Parker as suggesting that "T0 discover the history of

women and art is in part ta account for the way art history is wrïtten. To expose its underlying

values, its assumptions, its silences and its prejudices is aIso ta understand that the way women

artists ft recorded is crucial ta art and the artist in our society." (Braude &Garnl'd. 1992, pp. 2-3).

The way in which women ft portrayed in traditional arthiS1Dry reftec1s, in part, the way in which

women were controlled ataparticul..time in historyt both physically and intellectually.
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• 2.2.1 Art ofth. f_nin. Il cpœncI wIth 1ftof th'!DIICu1int

Feminist art history looks al bath the existence oftemae artists and at the way in which

how the art thatwomen created tells adifferentstory aItogether from the art created by men.

Grfselda Pollock's accountofart histQry, in particular her analysis of Berthe Morisot and Mary

Cassatt. reveal adifferent perspective of the anistduring the Impressionist era. Interestingly, when

1think back ta my own art histDry classes and the Impressionists, Cassatt and Morisot did natexist

al afl in the legian of artists 1studied at the time. Pollock notonly introduces me te female artists 1

did notknow; more crucially, as you will see later in my discussion, she opens my eyes ta severat

social and phenomenological issues surrounding these artists and their work, none ofwhich fits

inta the mode' of the traditional art canon.

2.2.7 Fundlllllntii coRe_ of female

Broude and Garrard cite several ways in which females have been portrayed in art that

underrnines wernen. They summarize three major "critical categories- that govem the ways that

females have been portrayed in art traditionally, that supports lrigaray's theory(1994).

The tirst is the idea of the female body and the -Male Gaze·, where the male is the

"subjeer watching or observing and the female is the -objecr ofhis gaze. In art history this

subjectJobject value constructhas been perpetuated in the idea of the male concept ofbeauty. In

their example ofthe -male gaze- Broude and GarrCl'd refer ta the fifteenth century and the images

painted: "...more pervasiw are images that reinforce the power of the mëM· as beholder, patron

and subjectivity agentwithin the work ofart- (Braude &Garard, 1992. p. 10). This becomes

entrenched with the centuries. and reinforced in the era ofModemism. as Broude and Garrard cite

thatera as perpetualing the image offemale as being allied with -nature, the primitive, the

• irrational•..• (Braude &Gar.d, 1992, p. 11).
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Secondly, Braude and Garrard cite the idea of the female as aproductofsocial constructs.

They cite reminists such as Pollock and Parker, who look althe reminine as •...marked by

charaeteristics drawn tram social stereotypes about wornen. or the.•.cultural production and

exaggeration of gendercharaeteristics...• (Broude &Garrard, 1992, p. 13). They cite Anne

Higonnet who points out the dualistic nature ofwomen's &ft; on the one hand sensitive te wornen's

issues, yeton the other hand trivialized by the established male critics, and thus, by extension. the

underlying values are trivialized as weil (Braude &Garril'd. 1992). As 1discussed earlier with

regards te remale ways ofknowing. fundamental differences between men and women lie in value

constructions. What underscores these value constructions in society are the entrenched social

values ascribed te concepts offemininity (weak) or masculinity (strong), and in concepts such as

subject legitimacy. Higonnetpoints out bath the trivialization of the wornen's art and the demeaning

way in which women's êIt is dismissed by the dominantelite. As we will also see later in the

discussion ofMorisot that same elite criticizes her al because, in her subject matter, she brings

the private out into the public. Morisot stirs the accepted conventions of the socially construeted

view ofremale in the 'private' damain and male in the 'public' domain. Pollock elaborates this idea

further, as we will see later on.

Rnally, Braude and Ganwd teuch on two developments al the tum of the century that

"Iegitimize· traditional art and the social values ittransmits: the commercialization ofthe remale and

France's "L'Art Feminin: (Braude &Garrard, 1992, p. 13). First. they suggest thatfashion exploited

women and their ideas ofthemsefves, by associating the remale with beauty ttrough fashion and

entrenching the two with commerce. Secondly, the idea offeminine became even more entrenched

wiIh the:

...critical category known as L'éit feninin...the professional woman édstcene to represent
atype ofnalurally 'womanly' woman,••••demons1rating the culturally assigned, -reninine-
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ch.Eteristics of imitative skill, capacity for feefing (but notfor rigarous thinking), and so
on. Clearty. these n restrictive categoriestespecially when pitted aganst their more
prestigious opposites allotted ta males -originalityt reason. and so on. (Broude &Garrard,
1992. p. 13)

These values became emrenched in many .-eas of lire, and are transformed and transmitted

through the traditional artcanon, bath in Europe and in North America

2.3 GENDERED SPACE

Notions of space have been extensively studied as social phenomena, cultural,

phenomenological, anthropological or geographical phenomena (Hall, 1969; Ardener, 1981;

Wright 1981; Blair, 1981). Ideas shaping concepts of space are fundamental te grounding an

understanding of the voice of the female in design. 1will define space in tenns of social relations

and spatial perceptions, interweaving them and revolving them around issues of gender.

Space is defined in many ways ta many disciplines. As an interiar designer, 1define space

in terms ofatwo- or thr.dimensional entity that has aform that 1can envision as aconcept

befare it becornes areality.

ln her book Women andspace (1981). Shirtey Ardener brings tDgether differentpoints of

view concerning space and women. Mostly anthropological and sociological in nature, her insights

nevertheless refer ta women and their role in shaping spatial organization in society (Ardener,

1981, p. 11). Space is referred te as an institution such as home, school or workplace (Spain,

1992). as ageographicallocation (Hanson &Pratt. 1995) or as apsychologieal. physical and/or

mental states ofbeing (Cotonina, Bloomer. Ponte. White, 1992). ln atlempting te dafine the

conceptofspace 1will analyze the societal impactofspaces on us as males and remales. 1believe

that spaces impacton us as human beings, and that space is not value-free. Space and its design

éD value-laden concepts. and the interrelationship ofphysical space is fundamental ta shaping
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• social roles or reinforcing social and cultural behaviours. Therefore. how we teach interior design

and the shaping of spaces impacts on how designers subsequently shape social constructions.

2.3.1 Soci.1 boundlritllnd communication co.

Before examining theories ofgender and space. l'd like ta briefty ouline differing

definitions of space. Foreumple, Shirley Ardener describes space as asocial boundary:

...the categories that we make in arder ta cadify and confi'ont the wortds we create and
how we cope with sorne of the problems that arise from the existence of these
boundaries...arestricted él'ea. like aclub...has asetof rules ta determine how its
boundcry shall be crossed and who shall occupy that space•..•The notion (bounday) has
been seized and applied ta the meaning ofconcepts. and ta the classification into
groups•.. (Ardener, 1981, p. 11)

Ardener sees space as ·keeping in- certain groups and keeping others ·our. She further

argues that •.•.sociallife is given shape, and that when dimension or location are introduced we

assert acorrespondence between the so-called ·physical world- and its ·social reality.·... The

appreciation ofthe physical wood is in tum dependant on social perceptions of il· (Ardener, 1981,

p. 11).

Ardener evolves the argument that social maps for women ditrer tom those ofmen. She

quotes Edwin Ardener who sees linking space as one ofthe symbolic codes ofcommunication and

that these are mutually dependant 'We might visualize asemiotie system that depended, in the

absence ofspeech•...the relevantposition ofeach participant ta another in agathering, and to

items in afixed environment.•space defines the people in il· (Ardener, 1981, p. 12). These notions

of space as interdependentwith social behaviour ft circular. or mutually interdependent

Ardener's case studies reveal that women have lille access to power. but that they do influence

•
the allocations ofspace (Ardener. 1981, p. 17).

Thus far the purpose of this thesis. definitions ofspace include definitions about the social

raies ofbath genders in determining power relations; these MO concepts are interdependent
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2.3.2 PsychQk8gl'nd .!MOto••'1CtorI

ln their book The interlordimension (1992), Joy Malnar and Frank Vodvarka evalve a

complex series ofdefinitions of space, ofwhich one notion explored is that of -œnitoriality". They

point ta Edward T. Hall and his book The hidden dimension, where he evolves an anthropotogical

study ofman and space and his notion of Il•••behaviour by which an organism characteristically

lays clam te an area and defends itagainst members of its own species.· (Hall, 1969, p. 6). They

aise refer to Albert Mehrabian and his book Public places andprivate spaces, who goes further in

defining the emotional reaction ofhumans ta space: -Albert Mehrabian identifies three dimensions

ofemotion that subsume ail feelings that we have tenns for,....our confrontation with the

environment produces in us..•.an emotionat reaction that is adistinctive, measurable combination

ofarousal, pleasure, and dominance.· (cited in Malnar &Vodvarka, 1992, p. 222). He studies this

phenomena in American society and the drive tow.ds ownership of ·priv~y" as ameans to

control and self preservation in, for example, urban lite (cited in Malnar &Vodvarka, 1992, pp. 222­

223).

Therefore, humans are atrected in their spatial awareness or, more specifically,

relationships 10 space, by psychologieal factors and by their biological makeup. Ifthis is we, are

the patterns ofemotion described here the same for bath genders1 Ifwe refer back to Code's and

Field Belenky's arguments about femâ voices, this would not seem to be the case. Women are

nat necessarily interested in the ownership and territorial behaviours that Hall and Malnar and

Vodvarka ha. noted.
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2.3.3 Prpumfg Ind••Iorpniution •Th. clchotomv and i.-rtlltlclnn.

gfth. phYlioIMal.nd psycho.....

ln his book The hidden dimension, Hall (1969) evolves aconcept known as ·Proxemics.­

·Proxemics is..•the interrelated observations and theories ofman's use ofspace as a specialized

elaboration ofculture.· (Hall. 1969, p. 1). Hall develops theories ofspa revolving around the ftve

senses and ·man's· interrelationship with society and space trom acultural context Although the

focus of the book is heavily anthropologieal and gender-biased. il nevertheless has had abig

impacton the teaching of interior design. heavily influential. as il is in bath design and architectural

circles.

Hall refers te abiological -Visual field- and aperceptual -Visual wood- thatwork together ta

create the environmentexperienced (Hall. 1969, p. 66). Humans have acombination of

physiologieal and psychologieal eues thal they use te interpret space. 1draw on this argumentoften

when 1teach courses such as Iighting. 1balance ateaching of theory ofthe eye from a

physiological perspective with material that emphasizes how we see. with the subjective

interpretations that we make as individuals. Interior designers are taught te study these theoretieal

factors as ameans ta learn to manipulate responses ofthe user. In the example ofthe grocery

store described earlier. the goal was to seU merchandise. Malnar and Vodva1<a cite Hall and

another theorist Sumner, as they summarize effectively how these traits evolve the human use of

space. Malnar and Vodvarka define three types ofspaces:

.•.proxemics is divided into three spatial types: flxed-feature, semi·flxed-feature, and
infannal. FlXed·feature is..•the mostfundamental...it ..includes bath physical
manifestations and the hidden. infemalized designs that govem human
behaviour...Western societies are particularly insistentabout such spatial definitions. with
specifie functions assigned to specifie rooms. Definitions of internai spaces haveevolved
histDrically. and dift'er tom culture to culture. (Main..&Vodv8'ka. 1992, p. 225)
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They explain the ditliculty of integrating the role ofpastexperience, and, for example, how cultural

understanding is dilficult ID integrate if designing for aforeign culture (Main..&Vodvarka, 1992, p.

225). However, more and more designers work internationally as the globalization of the world is

increasing rapidly, and the designer must leam ta understand many voices. 1notice myself, in my

teaching, the insistence of students in defining the funetions of -raoms- rather than spaces, when

they do their research for aparticular problem. It takes ail my efforts to challenge this

presupposition, and 10 have them instead understand fundion, need, and space (rather than

The second term, -semi·fixed feature space·, is what Malnar &Vodvarka define as

•...space regulated by temporary (and adjustable) features like fumiture.· (Malnar &Vodvarka,

1992, p. 226). The third term 'nformal space- is defined as •...space thatexists barely on a

conscious level between people.· (Main..&Vodvarka, 1992, p. 226).

1do believe that we interact in various ways with spaces, but 1find the direct

anthropologieal correlation that Hall makes to be somewhat simplistic. Malnar and Vodvarka

provide excellentperspective on this point, presenting David Canter as alsa questioning Hall's

ideas. 1agree with Canters statement thathuman use of space is notpurety fundion., and that

•.•.there is areciprocal relationship between spaces and the people that occupy il...the user is an

active force who is seeking ta optimize the balance between received and projected spatial

relalionships: (cited in Malnar &Vodvarka, 1992, p. 226). Therefore, ta place in perspective my

earlier example of the grocery store, if people are enticed into aspace by -impulse items-, they

nevertheless 51111 have the need or capacity ofdecision-making ta determine ifthey want ta

respond ta the spatial eues. As Malnar and Vodvaka conclude, •.•.it forces the designer ta more

10 1willl'fOlvethis lmin Chapter5 under·Design Process".
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carefully consider the people who will eventually use the building- (Malnar &Vodvarka, 1992, pp.

226-227). The implications here are that. the design process, involving the factors described, is a

complex one, and that larger social constructions impacton us in these ditferent format and

informai spaces.

2.4 SOCIOLOGICAL DEFINITIONS OF SPACE

Fram asociologieal perspective. Daphne Spain (1992) explores the relationship of space

ta status. She looks at. gender differences in status and in relation ta the home. school and work.

She investigates this status across many cultures historically and culturally. She views status as

canstructed fram gender ditrerences; the ways of thinking in men and wornen which have been

developed through history. She aise looks al how spatial arrangements define the status of both

men and wamen. As mentioned eartier. she grounds her analysis in feminist theory, particularly in

the .....ongoing feminist cancern with ·private· and ·public· spheres.1I (Spain, 1992. p. xv). She

argues that a•••there is alink between the spaces we live in and the power relationships and

stratification of roles between men and wornen...spatial institutions as matehing social institutions

of the family, education and the labor force...• (Spain. 1992). In her hypothesis, she states •...that

initial status differences between women and men create certain types ofgendered sp~es and

that institutionalized spatial segregation then reinforces prevailing male advantages.tt (Spain, 1992,

p.6).

2.4.1 Th•••COftttructld ftR" of IUCI

More specifieally, Span analyzes the socially consweted nature ofspace in terms of, for

example. how the design ofbuildings segregates women tom men, and thereby reduces access ta

knowledge by women. Joy Main..and Frank Vodvarka also describe the historie reIationship of

spatial design tg women's lack ofpower:
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ln her intriguing study, The grand domestic revolution: Ahistoryoffeminist designs for
Ametican homes, Dolores Hayden .gues that..from 1865 ta 1930...8 number ofwomen
(who) cited ~...the economic exploitation ofwomen's domestic labour by men as the most
basic cause of women's inequality'. (Malnar &Vodvarka, 1992, p. 218)

Like Malnar and Vodvarka, Spain cites geographers who advocate the interrelationship ofthese

·spatial and social processes, that space is constructed by social behaviour at 8 given time.·

(Spain, 1992. p. 6). She studies the interrelationship of institutions and the spaceJplace correlation.

establishing acorrelation offamily ta dwelling. education to schaol and labor force ta workplace

(she sees space as bath the socially defined and the physical). She looks at how •...the spatial

structure of buildings embodies knowledge ofsocial relations, or the taken-for-granted rules that

govem ofindividuals ta each other and ta society..•• (Spain, 1992, p. 7). Spain looks atthe impact

of lIarchitectural8 space as she discusses Hiller and Hanson's idea:

The spatial structure of buildings embodies knowledge ofsocial relations. or the taken-for­
granted rules thatgovem relations of individuals ta each other and ta society.....Thus •
dwellings reflect ideals and realities about relationships between women and men within
the tamily and in society. The space outside the home becomes the arena in which social
relations are produced, while the space inside the home becomes that in which social
relations are reproduced. (Spain, 1992, p. 7)

Ifwhat Spain says is valid, then the spaces of home and school/work are intertwined in the

reproduction ofsocial relations. This has major implications for designers of spaces, as it directly

influences the interplay of these relations.

Spain also describes men's spaces such as the workplace as having been traditionally

accorded higher status than women's SPD. such as the home. She expresses ft"ustration at

•...how space is often taken for granted or ignored..•those who benefit tom this arrangement are

particularly prone ta this blind spot- (Span, 1992, p. 26). Uke Ardener (1981 l. Span traces the

histDrical evoIution ofspatial institutions ofnon-lnduS1riai and Indus1rfal societies and examines

how these create divisions of labourwhich ft spatially enhanced in three ways: in the home, the
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schaol and in the workplace. Am. she traces the historical and cultural developmentof spatial

institutions in non·lndustrial societies. She uses the example ofceremonial men's huts, which are

exclusively for men and do not include women. They .e sep.ate havens ofknowledge, which she

compares ta industrial-era ail-maie clubs, which, until recenly, have been exclusively male. These

clubs are traditional •...centers of knowledge at the exclusion ofwornen..•lt (Spain, 1992, p. 67).

The example ofclubs is also explored by Rodgers (1981), in the book Women and space, where

she draws similar conclusions.

2.•.2 SpiC.1. Inh.nclna IOcill .....n•Th'PIlllpIe of homIlnd 'amily

Spain then traces examples of how tasks are spatially reinforced. She theorizes that not

only are tasks spatially enhanced, but they are also geographically and locationally segregated

a10ng gender lines. Task and gender relations are explored in the non-industrial societies first

where tasks were divided spatially. This leads ta divisions ofpower. For example, She describes

the Wodaabe tribe. In theirbibal custams, ownership determines power. ownership is only possible

with herding; herding is the domain otmen only. (Spain. 1992, pp. 89-91). Thus gender differences

in tasks becomes an obstacle for power and a vicious circle excluding women.

Finally, Spain shifts her study ta encompass the status and gender roles ofthe Industrial

era using the United States as her model. Home, education and wor1q)lace each segregate wornen

trom access ta power and knowledge in ditferent ways. Forexample, Span traces house designs

tram the Indus1rial era ta the presentas sIowIy changing fi'om separate, segregated designs

defining men's and women's spa2S tD the contempor~ -spaces· without these gender divisions

that were apparent in the -Parlof rooms and -smokinglt rooms ofthe Victorian era. Homes in the

lastthirty yen have become -..• reftective ofbeing shaped by ideas. shapes and norms•••-designs
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for living•.•• (Spain, 1992, p. 111) rather than the structured emphasis on arder in layout and the

lideal tamily social structure- of Loos' and Victorian houses (Calamina, 1992).11

2.•.3 GtopahiHI implcalion. ofth'.I. construction of....• Study in

MmachuHIII

The gap in remale and male aceess to work as inftuenced by space is another interesting

theoreticai aspectofdefining space. Wornen's access ta power and knowtedge via wcrk and as

inftuenced by geography and social standing, are studied by Spain (1992) and Hanson and Pratt

(1995). Spain studies the eamings gap and how Il•••wornen work closer to home than men and

those joumey-to-wort patterns are associated with lower eamings...• (Spain, 1992, p. 226). In fact

theorists are beginning ta document how females and males perform in terms of geographical

distances to the workpla.

ln their book, Gender, space and work (1995), Susan Hanson and Geraldine Pratt

develop athorough analysis on the nature ofwomen and their wark. Through an exhaustive

quantitative and qualitative analysis, Hanson and Pratt forward two primary theses. First they

determine thatwomen's access to work is spatially and socially construeted, depending upon their

social status. Wornen tend to work in female-dominated occupations and do part-time work ifthey

are married and bear chUdren. These tendencies are reinforced by the nature and proximity ofwork

otrered ta them, as weil as the nature ofthatwork as being segregated tom men's work

geographically. They trace this sewegation of location in their thesis study ofWorchester,

Massachusetts as an average American community.

second, Hanson and Pratt argue that there .. stark gender divisions in nature ofwork. in

the sectDrs they studied. They explore theories offeminism and spatial comanment, especially in

11 ln Chapters 4and S, 1look al LooS and Modemistera houledesigns as a reftecfion cl cuJturaI"'ldeaIs· of
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the occupational segregation ofwornen bath locationally and historically since the lastcentury.

They also look at the theories ofpublic and private spheres. of space as territory (Hanson &Pratt,

1995, p. 21) and of feminine subjectivity in terms ofproximity and enclosure, as explored by

Griselda Pollock (Hanson &Pratt 1995, p. 16). They find that, in general, wornen tend ta be

segregated •...into female-dominated lines ofwork and ...men inta male-dominated jobs.· (Hanson

&Pratt, 1995, p. 58). This is aparal1el ta Spain's defining oftasks as gender specific Il•••work

suitable for women.· (Spain, 1992).

Hanson and Pratt then carry out aquantitative and qualitative study of four urban

communities in and around Worchester. They argue thatwornen tend ta be segregated through

distance and gender and that their opportunities for work thus becorne more limited (Hanson &

Pratt 1995, pp. 93-95). They discuss the theoretical relationships ofgender - "the public· and the

·private· as segregating wornen, bath in terms of the urban versus suburban and in terms of the

male versus female position at work and in relation ta itgeographically.

Pratt and Hanson seem impatientwith the feminist view ofthe publiclprivate segregation

ofgender in favor ofmen. However, as Daphne Spain (1992) points out in Genderecl spaces, the

public/private separation of gender is historieally, socially and culturally construeted in the tamily

and inftuenced by the spatial designs of homes, schools and offices in bath non-Industrlal and

Indus1rial societies. Yet, although Pratt and Hanson criticize these feminist ideas, they recognize

that •...if they are 'embedded in these cultures' then these ideas ofpubliclprivate cannat be ignored

nor should they be accepted as the truth.· (Hanson &Pratt 1995. pp. 94-95)•

the female to the negative if11llCton waner1.
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Finally.like Spain, Hanson and Prattplace aheavy emphasis on the "locational- influences

ofgenderwork choices, and their studies indicate that women ••..tend ta choase jobs that are

signiticantly closer to home than are the jobs that men chaose.- (Hanson &Pratt. 1995, pp. 96-97).

For Hanson and Pratt, researching Worchester was avalid exercise. The authors

uncovered many limitations in their study, however. and their frustration is evident

Notwithstanding, location was important as adeterminantofwomen's choice. supporting the reality

that women tend ta work closer ta home, and thus are limited te work that is determined by location

rather than an education.

2.5 IMPUCATIONS

Female and male ways of knowing, social constructions ofknowledge, and definitions of

space bath within and around notions ofgender, ail impact on how we see and interpret the values

thatwe live by. As importantly, the inverse aise applies. lfthis is true. then whatstudents leam and

how they leam it are based on value constructions that are not ·objective- and that have hidden

agendas about how students will succeed in society. Space becomes amajor influence in shaping

how we interact in public and in private. In the nextchapter, 1will explore the role ofeducation and

the social cons1rUctions that reinforce values in schao!.
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CHAPTER3

THE ROLE Of SCHOOL AND THE POLITICS Of EDUCATION

The remae voice is affected by the structures inherent in the current education system.

The remale voiee has its foundations in social institutions such as the family, the education system,

and the workplace. Gender issues are avoided in the teaching ofdesign and in art in general, and

yet design contributes ta shaping the way in which we create social relationships and hierarchical

modes of behaviour in the workplace. PoUtieal structures such as educational institutions, as will be

shawn here, serve as one way in which society transmits values ta students.

What is the role of school and institutions in reinforcing social structures such as family?

What role does schoal play in the formation of the values thal students have before they enter

design schoal? What values do design educators atternpt to instiU in students of design? What

impact (if any) do these values have on success in the interior design field? Prior to exploring the

implications of these ideas in the teaching of interior design students, 1will evolve atheoretical

study ofthe role of school and its role in shaping values, exploring its impacton bath females and

males in society.

3.1 THE NATURE OF LEARNING

Pierre Bourdieu and Jean-Claude Passeron (1990) in their book Repl'OdJetion in

education, societyand cullul8 question the very essence of the nature of leaming. Their thesis

looks at the theoretical. soci~ and poIiticai s1ructures thatcreate the school system. They rnéÎman

that these structures teach certàn values that are reinforced by the culture that receives these

s1rUetureS. According ta Bourcieu and Passeron, subliminal control ofthe ·dominated class- is

carried outon two levels. First they state that
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ln any given social formation, the pedagogie through which the dominant PA (pedagogie
authority) is c.ned on always has afunction ofkeeping arder, i.e., of reproducing the
structure of the power relations between the groups or classes, inasmuch as, by
inculcation or exclusion, it tends to impose recognition ofthe legitimacy ofthe dominant
culture on the members ofthe dominated groups or classes..• (Bourdieu &Passeront
1990, pp. 40-41)

What is itthat we are taught in schoal? Who decides whatwe are taught and how? Whose

values ft at the heartofthe content and pedagogy of leaming atalileveis ofeducation? Bourdieu

and Passeron maintain that we are taught values and modes of behaviour that are not necessarily

ofour own choosing; they are those of aminority dominantelite.

secondly, Bourdieu and Passeron state that Il•••the PW (pedagogie work)...tends ta

impose recognition ofthe legitimacy of the dominant classes....it tends al the same time ta impose

on them, by inculcation or exclusion. the illegitimacy oftheir own cultural arbitnry" (Bourdieu &

Passeron, 1990, p. 41). Notonly is there adominantclass creating the agenda ofwhat is Iearned

in schoals; there is also asystematie legitimizing of the dominant culture al the expense of the

dominated t and often (unwittingly) with their help. According ta Bourdieu and Passeron, this is

accomplished through many vehicles and means within the schaol system, and reinforced in

society and its culture.

Bourdieu and Passeron's work leads me ta the question: Ne we conscious ofthe effectwe

have in shaping our students in terms oftheir social relations, gender, and sense of selves? Many

instruetors in design, forexample, regard pedagogy as gender..free. Vet certain pedagogieal

methods and envionments reinforce negative female gender associations, while perpetuating

dominant male power. Ultirnately. 1am concemed with design education: what are methods of

teaching for design thatwork. and whatéR the appropriate settings in which designers len.ln

lightof the work ofBourdieu and Passeron, 1am concerned with masculine and fen'inine "ways of
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knowing.· As such, 1wU( consider three common threads in Bourdieu's theories: the theory of

dominantculture, the notion ofpedagogie work, and the legitimacy ofwhat is taught in schoals.

3.2 THE THEORY OF DO.NANT CULTURE

3.2.1 Function.11t .nd intmnliy. thP"lbout th•••" of ,chool

Bourdieu and Passeron (1990) eontend thatexists astrong interrelationship between what

society believes it values and the control of these meanings by powerful groups which they refer to

as the -dominant class-. Bourdieu states that:

The selection ofmeanings which objectively defines agroup's or aclass's culture as a
symbolic system is arbitrary insofar as ....[It) cannat be deduced tom any universal
principle....In any given social formation the cultural arbitrary which the power relations
between the groups or classes making up that social formation put into the dominant
position•.Js the one which most fully, though always indirecty, expresses the...interests
(material and symbolic) of the dominant groups or classes. (Bourdieu and Passeron, 1990,
pp. 8-9)

ln other words. Bourdieu and Passeron argue that the dominant -culture- (or class)

controls the values within institutions and this culture is legitimized. As 1mentioned in describing

my vignette earlier, Bennett de Marais and lecompte, in their book The way schoo/s wotfc (1995),

ouline different theories ofsystems that affect social behaviour and structures such as the schoal

system. Bourdieu's dominantculture is manifested in what Bennett de Marais and Le Compte cali

functionism, as was my colleague's teaching style. They argue thatfunctionalism operates on bath

macro and micro levels. The functionalist view ofhow schools work is atheory that is widely

adopted in North America. On amacro lewl. functionalisrn looks at

...human systems••.(which) have undertying .•.coherence...based upon formai
rules•.•functionalists view educational systems as one ofthe structures which carry out the
function of transnission ofattitudes. values. skills. and norms mm one generation to
another•••education systems perpetuite the accepted culture. (Bennett de Marais &
L~te, 1995, pp. 6-7)
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ln this type of system, values and lIaccepted- patterns ofbehaviour, as weil as social norms and

cultural ieons, are reinforced (as Bourdieu also maintains) through asystematic pedagogy of rules

and control. The way things are taught thus becorne more important than what is taught

But who should detennine what is taught? ln his book, Contlict ofinterest (1993), Joel

Spring states in laymen's terms what Bourdieu outlines in theory: thal whose knowledge is to be

taught is as important as how it is te be taught He states that

Acentral question in the polities ofeducation is, who should decide what knowledge is of
mastworth•. .In contemporay times, the dissemination of knowledge is linked to giving
individuals credentials for entry into the labour market..the major confticts ofeducation are
caused by competition among groups and individuals to influence the ideas disseminated
ta ail students.••overlaying these eonfticts are the interes1s ofprofessers in enhancing their
status.•.and s1ruggles among professional educators for power and money... (Spring,
1993, p. 217)

Thus schoal is not just acenter for learning: schaol becomes aplace where certain interest groups

try ta impose the values they wish ta perpetuate.

3.2.2 !hl_tory ofDtd_, authori1Y

Bourdieu also theorizes that 'The ditrerentpedagogie authorities ...tend to reproduce the

system ofeultural arbitraries charEteristic of that social formation. thereby contributing to the

reproduction of the power relations which put thal cultural arbitrary into the dominantposition.­

(Bourdieu &Passeron, 1990. p. 10). Therefore, schoal academie adminis1rators and teachers, as

-pedagogie authorities-. through the dissemination of the schoal's values and pedagogie ideas.

contribute tD the dissemination ofpolitical and social values that are imposed on them. Agood

example of this is al. Dawson CoIIege, where number grades are used. The college system

requires anumber grade to be assessed for work that. in interior design, is highly subjective, and

where perhaps aditrerentgrading system might be more suitable. As chairperson. 1receive many

campl.ms about number grades that are based on subjective judgements, which. ifgraded in a
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dilrerentmanner. would perhaps include the subjective cornponent more equitably. Vet the grades

are numerical and retlect Bourdieu and Passeron's discussion about societal values.

3.2.3 IntIImIIv. thIortn •Rllitulllna J!lhn DIwIy

1contrasted my colleague's teaching style earlier with my own. which reflects a

combination ofwhat Bennettde Marrais and Leco~te (1995) cali interpretive theory and critical

theory. Interpretations of social and/or cons1ructed reality will V1I'/ with the individual and cannot

be sanctioned by an authoritative body such as schoal, nor can il be -standardized-. John Deweys

(1916) model of "democracy" in education is an example of this type oftheory. Dewey sees

"democrac( as "...Asociety which makes provision for participation in its good of ail its members

on equal terms and which secures ftexible readjustment of its institutions through interaction of the

ditrerent forms of sociallife.... (Dewey. 1916, p. 99). 8chooling is thus seen as central te shaping

the construction ofmeaning and knowtedge through personal interaction. This model is not

commanly in use, due te failed attempts te implement John Deweys ideas within functionalist

fi'amewor1(s. in schools in the 1960's and 1970's.

Even if the interpretive theory otrers amore personal and interactive relationship. Bourdieu

sees the dominantclasses as having agreat deal at stake, should they acceptil Therefore, they

are determined te manlain the status quo (functionalist-based education) al almast any cost as

"•.•the law ofthe market ...fixes the economic and symbolic value.... (Bourdieu &Passeron, 1990.

p. 10). As long as market forces are controlled by adominantclass, there Will be asinlarcontrol in

education by that same class.

The repercussions ofBourdieu's statements éI'e appnnt in school systems today in

Quebec. The coIlege system, for uample, fragments students in forcing them ta take as many as

ten subjects alalime, professing 10 give the students a-welkounded- education. There is an
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enormous amount ofpressure on students. who are burdened by both aheavy workload imposed

by their respective discipline and by general education subjects such as English. French.

humanities and physical education. Although in theory this may be agood idea, it is areflection of

what Bourdieu and Passeron idea ofperpetuating the culture through the structure ofschool.

Afundamental conflict between the goals of functionalist theory and interpretive theory is

in their respective values. The functianalists are macro-oriented. meaning tf1at they dea! with targe­

scale social implications and erJ1)hasize the functional administration of schools •...schooling

serves te reinforce the existing social and political arder.- (Bennett de Marrais and LeCompte,

1995, p. 7). Interpretive theory looks alternatively al the individual as central te the construction of

meaning, on amicro-Ievel.

1see this conftict playing out in my own position as Chairperson of the Interior Design

program at Dawson College. For example, in the fall of 1997, we were asked by the College ta

form a·program comnUttee- made up of representatives and ourselves from each of the ·core­

areas of study. Students must take courses in design. fine arts, English. French, humanities and

physical education as partoftheir overall course load. Until the first comrnittee meeting. each

sector had been totally autDnomous and independent in terms ofcontent and teaching method. At

our first meeting. avery lively discussion pol~zed the group into two camps: those who preferred

an integral core and cuniculum where the student as active leamer and designer (as an integral

tapic) were partofthe process. Others diametrically opposed this -weakening- ofcurriculum,

favoring maintaning separation, and teacher as lecturer as the pedagogical mode. 1wondered

what the administration's motive was for calling this commitIIe tagether; was it really ta betIer

integrate the core and cnerprograms. orwas it ta alienate them and antagonize them 50 that

change ultirnately would netoccur.
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Finally, interior design is adiscipline that places aheavier emphasis on interpretive

pedagogical methods, whereas Dawson College, as atypical CEGEP institution funded by the

govemment maintains astructure that is functionalist The two are almast diametrically opposed to

one another. The interesting thing is that interior design is placed under the umbrella ofa-œthnical

program·. yet my discussions with many of the administrative personnel reveal that mostof these

have no idea ofwhat interior designers really do, or think of interior design as decoration.

3.3 BOURDlEU'S THEORIES Of PEDAGOGie WORK

The Dawson College example brings me ta the nen aspectofBourdieu's theories. 1have

suggested that Bourdieu·s argument centers .ound what he refers ta as "pedagogie work·. The

ideologies and values of the dominantculture are validated al the expense ofthe dominated

culture. The values of the dominantculture becorne the "Iegitimate dominant authority" and this is

validated and manifested through what Bourdieu calls ·pedagogie wof1(·. Pedagogie work refers ta

the actual ways in whieh ideas are disseminated ta the dominated culture. Pedagogie work is

manifested in three ways.

Am, pedagogie work. according to Bourdieu. •....confirm(s) and consecrate(s) pedagogie

authority..•by masking more and more eompletely, through the success of the inculcation ofthe

arbitrary, the arbitrariness ofthe inculcation and ofthe culture incutcated.· (Bourdieu &Passeron,

1990, pp. 36-37). In ether words, pedagogieal methods replieate and Iegitimize those points ofview

and attitudes thal reinforce the validity ofthe structures in power. Bourdieu uses the example of the

baptism and confirmalon, where in baptism the child is unwitlingly indoctrinated and then

convnitIed ID an education offaith leading ID the ·confirming- of thal fêith alalaterage.

However, pedagogie work need net be ·controlled- in this manner. As Bourdieu then

stales, ·Only the conceptofpedagogie wcrk can break the circle in which one is trapped when one
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forgets that aIcultural need' is a-cultivated need·. i.e•• when one severs it tom the social

conditions of its production.· (Bourdieu &Passeron, 1990. p. 38). An example ofthis latter type of

pedagogie work is in the curriculum ofmast interior design programs. The curriculum in first yesr is

heavily theoretical and grounded in fine arts and abstract concepts. Students only begin ta design

spaces in the last stages ofthe first year. alter studentpreconceived notions of -design- or

-decoralion- have been broken down systematically. They are taught to look. to see the wortd

around them, ta question and ta see design as partof their everyday existence. their value

systems. and as partof their IIculture-. These techniques fty in the face of traditional pedagogie

methods, and may indirectly explain the usuallack of support in design programs for the traditional

education systems! They are. however. aclear example ofcritical theory as deftned by Bennett de

Marrais and LeCompte (1995).

3.3.1 J.h.... all-knower1PId'" 1.*
secondly, the teacher ofthe dominant pedagogy is the Ifall-knower" and the language is

authoritative; the teacher is the transmitter, the ali-knowtedgeabte; possessing an excellence that

the student /lreceives· as knowtedge. Bourdieu theorizes that the .....social definition ofexcellence

always tends ta make reference ta 'naturalness'...- (Bourdieu &Passeront 1990, pp. 38-39). The

teacher as -ali-knower" is at the heart ofmost functionalist pedagogy (Spring, 1993; Bourdieu,

1990). Bourdieu elaborates on the language of the protessor (pp. 109-123) as extremeIy

·convoluted·t 50 that •.•.his status Cas) authority is not contested•..a(Bourdieu and Passeron, 1990,

p. 111). He implies that, notonly is the language confusing; it aise seeks ta furtherexclude those

who are notof the ·doninantclassa and create a-separateness- ta justify the existence ofthe

pedagogie work•
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Bourdieu uses the spatial example of the auditorium as conveying the spatial supportof

this separateness; atypicat schaol auditorium layout used in many institutions that 1have sketched

here illustrated this point (see Figures 3.1 and 3.2). As you can see, the podium is lit far .ay from

the audience who sits in the dark, formally sepël'ated and spatially reinforcing sepêl'ateness of

lecturer and student

3.4 PEDAGOGie WORK AND GENDER LEGITIMACY

Bourdieu and Passeron believe that Il•••the pedagogie work through which the dominant

PA (pedagogie authority) is carried on always has afunction ofkeeping order ...of reproducing the

structure of the power relations...the main thrust of the imposition of recognition of the dominant

culture as legitimate culture••.comes trom exclusion.... (Bourdieu &Passeron, 1990, pp. 40-41).

This brings me ta the third component of Bourdieu's theory of pedagogie work: gender

legitimacy. This aspectof Bourdieu's theory is crucial in that it notonly has implications for

pedagogy, but specifically for pedagogy relating ta gender and aise ta the arts. How? There are

three ways in which Bourdieu's theory of gender legitimacy atrects pedagogy: in terms ofgender

legitimacy itseI, in terms of pedagogieal methods used in teaching the arts, and in terms ofsubject

preference (math and sciences owr arts).

3•••1 Gin.IegitIlIIICY

The idea ofgender Iegitimacy is not new; numerous studies have shown thateducational

systems systematically favor the developmentofboys over girls. This stems from fundamental

attitudes imposed in how boys and girls ft raised tom early childhood•

61



.'

......
.. . ...... . . . ..~"'.. .

. .. .
.(_.. ' ~. . ".
. : '.:~

:~~ ::, ~
I~~~·.: ~ .
. wrotU~ :

1,' f : ..

.. ' : S'\'U~~ i ...... ...~ ... ~

•
Rgure 3.1 Auditorium as lecture spaee

An auditorium is acomman place for holding alecture and is adesign that is
relatively inflexible. Students sit in fixed seats and are in the dark (as amass); the
lecturer is in the -lighr and weil removed tom the student This example supports
Bourideu's spatiallink te separateness ofteacher (as ali-knower) to student
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Figure 3.2 Lecture lab al atvPicai schaol

The drawing al the top is aplan showing aseries ofdesks where students sitand
along table and ·podium- where the teacher lectures. The ·sep.-ateness­
Bourdieu expresses is parUy reinforced in the design ofthe space. The dotled
cireles indicated baTiers and 1erritories- of1eacher" and ·studenr; bath remain
separafe due 10 the space between and the physical barrierof the long table and
raised platform elevating and sepé'Ating the teacher tom the students.
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According ta Aveson and Kunkel:

ln our society, as in mostothers. boys are râsed ditrerently than girts....even when pnnts
make deliberate efforts ta treal adaughter and son in the same way, the chances ft that
relatives. schools and the larger community will socialize one ta meet the culture of
-Waman- and the other to fulfill the raies of -man-. In the latter years of high schaol the gap
between girls and boys becornes mast noticeable. with boys having the advantage. bath
intellectually and physically. (Aveson &Kunkel, 1991, p. 57)

Other studies and examples support these findings (Association of University Women Educational

Foundation, 1995; Matthews. 1986; Garratt, 1986; Rudduck, 1994; Thomas. 1990).

3.4.2 Gin._macy and wctption. of PICI • Attucly

several studies have been canied out tracing gender ability through high school. An

example of such astudy was done by M.H.Matthews (1986) in Great Bntain. Matthews studied the

developmentofgirls and boys as they move through schaol, specifically looking at how they

achieve in the study of geography. She develops the argument that innate biologicallpsychological

traits in males and females seem to be enhanced by socialization. She notes that there are few

wornen in the field. and her study traces the developmentof bath genders in this subject trom earty

grades through high schaol and into post-secondary education. Matthews starts by stating that

Il•••(there are) substantive gender-related ditferences•. .in the aptitudes ofyoung girts and

bays•.•from an earlyage girts excel in verbal activity and creativity...conversely, in respect ta

analytic and mathematical reasoning young boys forge ahead and often mantain this

advantage....• (Mallhews. 1986, pp. 259-260). Matthews states that socialization begins at an early

age in the home. Itis there that innate differences are encouraged. and then reinforced alschoal,

in society and by the media

Through her Iong-term study, Matlhews round that girls and boys alavery young age fi

given, through culbnl inftuences and fanily habits, very ditrerent baundaries ofplay: boys ft
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allowed to explore and girls are keptcloser to the home. This led to amarked difference in the

ways in which girls were able to represent space. The implications are that • ln general. girls show

less awareness ofthe places .ounel them: their mental maps ft narrower in dimension than

those of boys...but (that) girls have the same potential to represent space as boys provided they

experience the same experience ofplace.· (Matthews, 1986. p. 269). She concludes that the male

domination of geography has more te do with the fact that by the time girls reach adolescence,

they have less space aw.eness and less ·environmental· capability (Matthews. 1986, p. 269).

They are notas able ta tackle the mapping problems expected in schoal projects and tests as they

have not developed the same experience ofspace and place. Their perceptions are less ·open­

and have been perpetuated throughout their schaoling in this manner, leading 10 fewer successful

pursuits ofgeography at highereducation levels.

3.5 PEDAGOGICAL METHODS USED TO TEACH INTERIOR DESIGN

Earlier 1mentioned the functionalist and interpretive theories ofthe structure of schaol and

how these parallel my colleague's teaching methods and those ofmy own. Throughout my career 1

have experienced interior design as asomewhat interactive process. Ifthis is true, then, by

extension, teaching design should be an interactive process. This means notonly teaching the

design process as il is practiced, but al50 in an environment conducive ta this type of Ieaming. This

does not negate hierérChicai or functionalist methods, but does mean that they should net be the

method ofchaice or imposed in situations such as teaching the design process.

3.5.1 Th'IHIfaIHllnl g rtiJforcinl hlllDhiClI valu. of IOCilty

1demonstrated in Figures 3.1 and 3.2, Bourdieu links the spatial school setting ta the

reinforcementofthe sepnteness ofthe teacher tom the students. Bourdieu realizes that

traditional school setlings reinforœ the sepnteness desied by the dominantclass:
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The lecturer finds in the particularities ofthe space which the tradition. institution arranges
for him (the platform. the professorial chair•..) the material and symbolic conditions which
enable him to keep the students at arespectable distance•.•Elevated and enclosed in the
space which crowns him orater. separated tom his audience.•.by afew empty rows which
materially mark the distance.•.(Bourdieu &Passeront 1990. p. 109)

The space thus defines the relationship between the student and teacher as one of separation. and

as earlier discussed, formalizes the "teacher as ali-knower" and student as 'gnorant sponge­

dichotomy. At Dawson College, the design studio configuration is often areflection of the teachers

mode of instruction. For example, the studios are supposedly ·multifunctional- classrooms that

contain bath lecture and studio areas. Even so, the blackbaard is placed at the tontof the room,

dictating ahierarchical stance for the teacher. As you see in Rgure 3.3. the studio is set up with a

lecture table in ftont of the blackboard, and ail the drafting tables lined up in rows facing the

blackboard. 1often arrive at the teaching studio only ta find it in this standard room layout.

Bourdieu's point is weil made: a long table separates the lecturer fi"om the students. When 1enter, 1

am always shifting the desks back ta the lever ofthe first row of students or ta the side of the room,

as indicated in Rgure 3.4. 1use one of the students' tables as my place ta deposit my lecture

material. This allows me the freedom ta move ta the middle of the group of students when 1speak.

They fi'equenUy seem alamed. as they are used ta the teacher remain stationary at the front and

with the first \WO rows of tables emply! Here again we see the implication ofspace, notonly in

perpetuating the teaching method but also in formulating the social relations of the -authorit( and

the 1earnef.

3.5.2 __ ofHdway. rIftIctId in th. wgrg..of.In

1beUeve thatwhen we teach interior design ta students. we inadvertently teach counter­

productive altitudes ofahierarchical nature when we foIlow the functionalist model.
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Figure 3.3· Typical studio lavoutltraditional design studio atOawson College
This plan shows aseries ofdrafting tables (20) facing ablackboard. The teacher
stands al the table, which aphysical barrier te the students.. Conversation is
mosUy oneeway: the lecturer ta the student
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Rgure 3.4 Tvoical studio layaut/design studio ofteacher as facilitator

This plan shows the same rayout as Figure 2.3. exceptthe tescher is moving
araund and engaging students.ldeally, the tables would also mave and be 'tee',
natail in rows.
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ln loday's interior design work climate, 1as adesigner often mustcollaborate with other archïtects,

engineers, and, mest importantly, the client in the successful realization ofaproject If1teach

students separateness and attitudes modelling the -ali-knowe"', then byextension they do not

len about collaborative and COOl*ative strategies. This dichotomy is often seen when students

are asked to do group work. They tend to dislike working on group projects, which are normally

introduced in third year. In studio in the previous two years, they have been taught te design as an

individual. After two years of individual work habits, il is difticult for sorne students lo suddenly

become collaborators. Again, this is my own observation and il points ta another aspectof the way

in which interior designers leam that requires further study. However, in arecent article in

Canadian interiors, entitled -Designer as trusted advisor", the collaborative and interactive designer

was seen as most trustworthy. Sharon Van der Kaay says that

When clients talk about their designers ta other clients, they rarely express concems about
esthetics-they expectexcellent design. Instead, clients want to know about the womng
relationship...The era of I-know-whafs-best-for-you professional is fast disappe8ing. The
Expert with Answers is being replaced by the Collaborators with Questions. (Van der Kaay,
1997, p. 10)

When we as teachers teach individuality and then expect cooperative behavioUf, we can

encounter resistance. Students need to understand and leam in acooperative mannereven at

early stages of learning design. They need ta have ateacher who guides them and interacts with

them, in the same way that designers work with their clients. Clients do notwant someone (ta work

with) who is uninvolved, and teachers need to show, byexample and by pedagogieal method, the

1DoIs for this type ofwork. Hierarchical methods do not fit this type of teaching. Critical pedagogy

that uses the subject as partofthe known is crucial to the education of the designer. The designer

must see the clients problem through the dients eyes.
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3.1 GENDER LEGITIMACY AND SUBJECT LEGmMACY

3.1.1 Th. iR.CIIIon. forFM and lubjlCt choiet: IntIr-lnktcl conctptl in

Icbooland in lOCitlY

Eartier 1discussed Bourdieu's idea of the legitimacy ofthe dominantculture over the

dominated, and how this aillegitimizes· their existence. As Bourdieu states, to do 50 is •...to

inculcate the fait accompli ofthe legitimacy of the dominant culture...te intemafize the legitimacyof

its exclusion; by making those it relegates to second order teaching recognize the inferiority of this

teaching and its audience.... (Bourdieu &Passeron, 1990, p. 41). Bourdieu means thatcertain

subjects are more -legitimateD and he alsa says that

One of the least noticed etrects of compulsory schooling is that succeeds in obtaining trom
the dominated classes arecognition of legitimate knowtedge and know-how.,(E.G. in law ,
medicine, teehnology, entertànmentor art On the traditional sense), entailing the
devaluation ofknowledge and know-how they etrectively command (custamary law,.•.folk
art..)and 50 providing amarket for material••.monopolized by the dominant classes.
(Bourdieu &Passeron, 1990, p. 42)

Not only are certain subjects favored, but they are then proliferated in many aspects of

society as -importanr. In theoretical tenns, Bourdieu confirms that notonly are certain subjects

considered -better", but fundamental values and feelings such as emotions are of less importance.

3.1.2 CompIrfIon of intlriordniln and IrChitlctul'l

Agood example ofthis legitimizing ofsubjects in the society is the rote interior design has

played vis-a-vis êrchitecture. Interior design has always played -second fiddle· ta architecture

politically and economicaIly. HistoricaIly, this is ta be expected sinee interiordesign has only

evolved as a·profession- in the lastfifty years. However, titis historie evolution has also politically

entrenched interior design intD a societal and poIiticai quagnire that interior designers batlle with

daily in three ways: popular perception. education and legislation. l've observed thatpopularpublic

perception ofthe interiordesigner is ofapersan that -decorales bathrooms-. North American
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educational standards such as F.I.D.E.R. do exist, butfew schools have accreditation•

Legislatively. the role the interior designer plays in the community varies greatly tom province ta

province and state to state.

Legislatively in Quebec. there is an ancient and outmoded law limiting what adesigner can

do. The designer in Quebec is limited to project values up ta $100.000.00 and not over 1000

square feet Many architects agree that this is fudicrous; however. ethers wish ta maintain the

status quo. This is an especially touchy subject, since architectural contracts have dropPed off and

architects are seeking interiorwork which. when they had larger building con1racts to cany out was

not seen as lucrative. Aside trom the tact that architects and designers see the problem ditrerently.

in other provinces legislation states that designers can do any size project provided that they do

notendanger public safety. This is possible as many large-scale interior design projects are offices.

and the type ofwork involved is not beyond the scope ofan interior designer. In Quebec, however.

the designer who wants ta do this type ofwork must hand over their plans ta an architect ta get

approval. even ifthey have done ail ofthe work. Designers by law can work for .chïtects, but the

reverse is not the case. Designers in Quebec require an architect's or engineer's stamped drawing

for any work over 1000 squo feet in size orover $100.000 in value. Needless to say, this

accounts for mast commercial work. The law hasn't changed in many yeén, sa the economic value

ofconstruction a1lowed by adesigner has shrunk. The Interior Designers' Society of Quebec is

working ta change this status and legislation as it is outdated and. as a law, is presently being

rnanipulated by sorne architect lobby groups who wish to maintain the status quo. Not ail architects

think in this way-as 1mentioned earlier, interior design as aprofession in Canada is ideally partof

acollaboration ofarchitBcts, engineers and other consultants who work together ta create a
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successful project for the client This example reinforces Bourdieu's idea of how the power

lauthority within structures reftects and contributes ta the reinforcement ofvalues in disciplines.

3.1.3 StudlntptrCIpIion. of th. vilUll1rtI

Underlying the pelitieal problem that 1just described is the larger social perception of

subject legitimization, and in attitudes about the visual arts and whom they represent Certain

subjects in school ft favored over others; when 1receive applications tram students entering the

interior design program, they reveal a lack of art as asubject in many schaols. In my own high

schoal experience, physical education was heavily ernphasized in astrong academic setting, and

arts were relegated ta the basement ln fact art was not regarded as worthy ofone award, versus

the possibility for students ofwinning one ofseveral for academic subjects such as mattt The arts

in many schaols are not considered of primary importance, and are relegated te secondary status,

or are nateven offered.

The gender implications of this are tremendous. In her study Genderandsubject in higher

education (1990), Kim Thomas implies thatsubjects are divided aong genderlines and that

fundamental values instilled at an earty age create amore complex interaction ofgender and

subject Thomas studies how perceptions of gender are tied to concepts of ·powerful- and

·powertess·. She suggests that there is aperceived -masculinity ofscience versus femininity in the

arts- and states that

Artist, poet. and novelistft ail seen as warm and exciting, but. as of litle worth.
Mathematician. physicistand engineer are seen as extremely valuable•••These
stereotypes have amuch wider setofconnotations•..'science', 'masculinity'. 'hardness'
'ditliculty', and 'value' ft ail apparently associated ideas...feminine men as arts
oriented••.•saw science as masculine and arts as feminine••• (Thomas, 1990, p. 33)

Thomas traces the link between concepts of1eminine- as lied ta the arts and the arts as

effeminalelworthless. while -male- is more cIosely associated with science and is considered ID be
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more Illegitimate-. In popul. culture these ideas are constantly reinforced. For example. in the fall

of 1997. 1viewed atelevision prognm on the education system in Vermont called -Vou Can Quote

Me-. The local schoal boards were considering cutting ·non-priority" subjects such as art and

supporting -priorit( subjects such as math. sciences and English only. Intentionally or not these

changes were listed on charts that sent amessage to the average viewer that certain subjects are

"more importanr than others. As Thomas concludes. the implications ofthese attitudes are nat

male versus female but rather powerful versus powerless. The fundamental value issue is not

stric1ly about females since she also rnakes reference te Iletreminate males-. also associated with

arts in the -secondary" category. Anally. Thomas succinc1ly states that

...perceptions of the arts and sciences are shaped by notions ofmasculinity and femininity

...(and) are ultimately related ta issues ofpower and control and the need ta concentrate
power in the hands ofcertain groups of people. Women••.have been historicallyexcluded
trom the making ofknowledge. in particular science. and this is related (not necessarily
causaity) te wornen's powerlessness. (Thomas. 1990. pp. 35-36)

As with my earlier discussion of Code's female ways ofknowing and Bourdieu's theories ofthe

dominantclass, the issue becomes one ofwho controls the making and legitimizing ofknowfedge.

3.7 IMPUCATlONS

As we have seen ta this point the nature ofknowtedge and who controls its dissemination

are political and social vehicles through which interior design is taught ln the education of

students. curriculum is controlled by several forces: administrators with palmcal agendas. and

teachers with persanal or pedagogical agendas. and by the conditions thatcreate the knowledge

and attitudes ofthe individual studentas female or male.

However, the discussion is not complete without an understanding ofthe influence of

curriculum contenton the attitudes that have been discussed in the previous chapters. In the next
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two chapters. 1will round out the discussion ofthe politics ofvoice by Iooking al design tom two

vantage points: feminist epistemology in art history and the design process of space itself.
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CHAPTER4

FEMINIST EPISTEIOLOGY AND THE RELATIONSHIP Of ART AND DESIGN

••1 CONTEXTUAUZING THE DISCUSSION

Parallel ta the role ofeducation in shaping attitudes ofthe student interior designer is the

historical influence thatart histary has had in tormulating perceptions that students have. Partof

the pedagogy of interior design is the incorporation of fine arts, and art and interior design history,

inta interiordesign curriculum content ln the interior design curriculum at Oawson College, for

example, fine arts courses a:count for 50% of the curriculum in first year and 15% in second and

third years.

1will discuss feminist epistemology from the viewpoint of feminism and arteducation.

Feminism and aesthetics have been seen ultimately as polaized concepts, as feminists reject the

"aditional art canon" as it is known in art and aesthetic circles. The traditional art canon embraces

formality at the expense of inclusion. Recall that feminists reject the canon because in it female

and rninority perspectives are overlooked, and female interpretation of subject matter and Esthetic

values do notconstitute part ofthe canon dialogue.

There are two points that1would like ta emphasize in this chapter. First values, as

explored and defined eart., are perpetuated in the traditional art canon, and in the attitudes that

have prevailed in the teaching ofart history. 5econdly. there are inherent values that are taught

when the ,..aditional- artcanon overlooks remaJe art and supports male art ln my discussion. 1will

look atGriselda Poilock's viewpoint as it impacts on our perceptions ofart and ideas about beauty

and about values related ID the private and the public. Polloclès view ofFrench Impressionist

artists is an example ofthe ways in which theoreticaI ideas ofsubject and abject and concepts of
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public and private are indoctrinated into aculture. These value concepts ft translated into an

artistic style, and these views then become partofthe culture that is supported by the dominant

culture (Bourdieu, 1990) thatperpetuates the status quo.

4.1.1 Th. role of the vilU.l n in lOCi. at Ine

Art is a cultural form that has historically reinforced social attitudes and values. The study

of art history and art as aform ofexpression has been afundamental partof the pedagogy of

visual arts programs at higher institutions. As apracticing interior designer, 1use the fundamental

understandings of art and ifs history alrnostdaly as 1apply what lleamed as astudent Art history,

and in partieular Modemism, was part ofmy design education, and subsequently greatly influences

how 1teach and practice design. Afundamental aspectof the social constructions that govern our

values in the pedagogy of interior design and architecture is the contextof the art hisfDry that we

are taught as students, and thal we subsequently teEh ta our students as they forrnulate their

values.

Contempor&Wy feminists are deconstructing art history, questioning the value constructs of

whose version of art shall be seen. Eurocentric value construets have dominated Western art

hisfDry for centuries. Society sees itself through ils art this was especially at the tum of the century

with the artists ofthe lmpressionistera. However, as Griselda Pollock demons1rates, the artists we

leam about in the traditional version ofthe Impressionistera are only partof the picture.

4.2 POLLOCK AND MODERNISTWO.EN ART1STS

Mostofus who have studied or taught interiordesign have been heavily influenced by the

Modem Era. As astudent my at histDry and design history classes focused on Modemism and

the Bauhaus school. Even then 1wondered (yetdid oot question!) the sheer lack ofwomen. 1often

find itodd that in afield dominated by women, we study periods in histDry that influence the very
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way in which we think, and yet we study mainly male artists, designers and architects. As Griselda

Pollock states, IlAil those canonized as the initiators ofmodem art n men.· (Pollock, 1988, p.

245). Pollock tackles several cornplex issues, citing the male as viewer/consumer and artas

gender specifie, ta the detrirnentofwomen. Pollock states, in her treatise ~demism and the

spaces of femininiV, this is not due ta lack ofwornen artists. Rather Il•••it (is) because what

modemist art history celebrates is a selective tradition which normafizes, as the ONLYmodemism,

aparticular and Gendered set of practices.... (cited in Broude &Garrard, 1992, p. 245). Pollock

engages us in several issues, questioning underlying values that appear to be taken for granted in

society.

Pollock begins with a I&•••deconstruction ofthe masculine myths ofmodemism.· (cited in

Broude &Garrard, 1992, p. 245). Modernity is canonized in Pollock's eyes in two ways: through

sexuality and through commercial exchange (for example, prostitution). Wlthin these parameters,

and through astudy of two femaIe Impressionist artists, Pollock constructs two primary theses.

First she argues that there is adifferent definition of public and private space for men than for

women. secondly, she contends that woman as other or as an objectofbeauty in the traditional art

canon Il•••is bath an idol and nothing.... (cited in Broude &Garrard, 1992, p.246). Pollock herself

states that she is presenting arthistory as asocial construct that notonly deprives the female of

her voice, and aise more importantyas establishing differences based on sex. She uses numerous

examples and comp.sons ofboth femaIe and male artists of Impressionism tD support her ide•.

She evaluates the artofCassattand Morisot two remale artists of the Inpressionistera. Her

fundamental question for the essay thus becomes -How do socially contrived orders ofsexual

ditrerence s1rUeture the lives ofMay Cassatt and Berthe Morisot1.....How did that structure what

they produced? The "'*ix..Js thatofspace.· (cited in Braude &Gërr.d, 1992. p. 248)•
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• .2.1 pglloçk .nd 'PIII.I intnrltltlon. of art

Pollock defines three ways in which Cassatt and Morisotdeal with space. First they locate

their subjects in seUings different from those of their male counterparts. For example, they choose

·private· spaces such as bedrooms and péllors, as cornpared with the bars, seaside and other

public places ofa Manetor Monet art piece. Morisotand Cassatt do paintpublic spaces as weil,

but their vantage point is different They do net hcwever, use the subjec1S ofmale Impressionists

in their public spaces. such as the bars and cafes. As Pollock states, •...arange of places was

closed ta them while open ta their male colleagues...(the) fluid, public world of the streets,...or

sexual exchange..•• ( cited in Braude &Garrard, 1992, p. 249). They aise show the relationship of

working-class labour ta the bourgeois home, as in Morisots ·WetNurse·t apainting that touches on

subjects seen by ·French societt as not ·public·.

secondly, Pollock defines the spatial arder of Morisot and Cassatfs paintings. Pollock

compares Morisots 'On the Balcony with Manets 7he Garden of the Princess' and unveils a

complex underlying social order within the spatial arderofeach painting. Maners viewer is not

seen, and remains outside the pànting, and Pollock describes his viewer as almast in afantasy

and ftoating. By contrast. Morisots viewer is in the same plane as the woman and child on the

balcony and immediately partofthe image. She describes how Morisot •...Iocates the viewer in

that same place.•.forcing the viewer ta experience adislocation between her space and that ofa

world beyond ils trontiers.- (cited in Braude &Garr.d, 1992, p. 251). Pollock points outamonger

social message in the positioning ofthe waman on the bacony. Pollock states that

What Morisots balus1rades demëlC8te is not the bounday between public and private but
between the spaces ofmasculinity and femininity inscribed at the level of bath what
spaces are open tD men and women and what relation aman orwoman has ID that space
and its occupants. (cited in Broude &Gérrard, 1992, p. 251)
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Pollock cites several examples of this ditrerent positioning ofwomen artists and their

subjects as having arelationship, unlike the voyeur and the gaze ofmale Impressionists. The

interesting thing that1also noticed is that Morisot chooses ta paint her subjectMay tom the

viewer and with asmall child. If you compare ilwith female images by Renoir or Monet their

subjects always face the viewer, who is thus in adominant position. Morisots viewer is rendered

less importantte the relationship ofthe two on the balconyt yeton the same plane spatially. Pollock

contends that the producer and subject are thus part of the same psychologieal and social

structures that define the image seen. As Pollock states, •As bath ideal and social structure, the

mapping of the separation of the spheres for wornen and men on te the division ofpublic and

private was powerfully operative in the cons1ruCtion ofaspecifie bourgeois way of lite.- (Pollock in

Braude &Garrard, 1992, p. 253). Pollock g085 on ta s1ress that Cassatt and Morisot through their

art. throw these structures inta disarray and this is perhaps partly why their art is critieized and

intentionally Ileftour of the canon. They question the social structures within which they are

situated.

Las1Iy, Pollock d085 acornparison of the images ofwomen by vlrious artists by

cons1ructing agrid. She separates images ofwornen as -ladies" and as -rallen wornen" and

Cassatt and Morisots wernen are located in the -ladies" category. By contrast aIthough sorne of

the male artis1s' women are in the Iladies- eategory, alarger proportion ofwomen ..e located in

the 1aIien wornen- category as dancers, nistresses, kept women, prostitutes, and so on. While the

two female ans1s deal with locations within which they are &Iso situated, male artists tend to paint

scenes ofdesire. sexuality and tantasy, scenes with which they may or may not be familiar.

Nevertheless. the larger implication is thatMorisotand Cassatt depict women as apartofsociety

th8tthey understand. whereas Degas and Manet see women as an ideal of rnen•
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The irony is that the artofManet and Degas is the known and the artofCassatt and

Morisot is not Pollock realizes that these women were situated in their historieal contexl and thus

saw the world in the way they painted; what is important to note is that Pollock sees the problem

not so much ofcontext but rather ofdenial of their legitimacy in the first place. /4s she states, Il•••the

critique ofauthorship is relevant...cultural producers who are women•..(are) typically in art

history...denied the status ofauthor/creator. Their creative personality is never canonized or

ceiebrated.1f (cited in Broude &Garrard, 1992, p. 261). Pollock's goal is te bring female nsts of

Impressionism into the discourse as édve participants.

Crucial ta ail these complex ideas is the very method Pollock uses in herconstruction of

art history. She uses bath male and female artists to demons1rate how the female artists paint tram

adifferent perspective. She uses male Impressionists to compare and contrast with the female

artists· works, pointing out the male perspective as intertwined in opposites and the female

perspective as If•••the locus of relationships...If (cited in Broude &Garrard, 1992, p. 264). Pollock Is

construc1ing notonly differences but also reconstructing the absent female voice in art Female

value systems take shape in Pollock's discourse as apart of the canon, yet distinct in character.

4.3 IMPUCAnONS

The very complex cons1ructions ofthe various themes explored by Pollock and Nochlin

have sorne very serious implications for my work. In interior design we seem to be weil versed in

one version ofart history; the one that was socially cons1ructed at the expense ofthe female voice.

Pollock's study ofBerthe Morisot and her male contemporaries pointout the many layers ofcon1rol

by adamnantelite, and show how Morisotatlempts to voice alternative statements in her painting.

These alternative studies ofart histDry open new doors to students ofdesign. The

inclusion ofwomen is notat the expense ofthe tradition. artcanon, nor does ilaccept the canon
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ideals blindly. Pollock raises real questions such as the ·social construction ofopposites- and the

perpetuation ofthe division ofpublic and private. This split is perpetuated as avehicle netonly ta

maintain the status quo, but also to create the public/private space dichotomy as avehicle of

sexual control. Most imp0rt8nUy, as we have seen, Pollock analyses art trom its social,

phenomenologieal, psychological and contextual underpinnings, exposing the values that

determine the art seen ultimately by the public.

What are the implications for us as design educatcrs? We need ta look at the values

behind the material thatwe teach, and te be mindful of the social constructions creating the basis

of pedagogy in interior design or art history. We need te ask questions such as how the female is

positioned in art and what that says aboutcultural and social relations between men and wornen.

We need ta question, and ta encourage our students te question, how we see design historically,

contextually and socially. The implications for interior design Pedagogy concem the very value

systems that supportour work as designers•
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CHAPTER5

THE DESIGN PROCESS

5.1 THE DESIGN PROCESS AND THE POUTles Of VOleE

Throughout this thesis 1have iIIustrated aspects ofthe design process, as it related to the

issues that 1have raised. Interior designers and él'chitects, philasophers and theorists have

histerically created myths about the creative process, and by extension, the design process. 1will

separate the design process from the creative process, as in my view the creative process is part

ofthe design process but not its determinantln other wards, 1do not believe that you have ta be

·creative- to be able te learn and create using the design process (the philosophieal and

phenomenologieal theories ofcreativity are acomplete thesis oftheir own).

ln this chapter, 1will present!Wo principal ideas. Rrst 1will argue that the evolution of

home and office designs in the twentieth century have had an impEton what Spain calls evolving

-ute prevailing male privilege (Spain, 1992). 1will show that the evolution ofthese designs atso

perpetuates Pollock's ideas ofpublic, private and female. Using the example of the historie

evolution ofthe office, 1will look at how issues ofprivacy and power promete gender (and thus

power) segregation.

Secondl" 1will discuss various versions ofthe design process, in the contextofthe issues

that 1have evolved 10 this point 1believe that there are several versions ofthe design process that

we learn, and adhere firmly to the belief thatwhat version we len determines how we design

spaces•
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5.2 SPACE AND GENDER IMPUCATlONS - THE RESlDEN11AL VlEWPOINT

ln the introduction, 1discussed space as an architectural and geographic entity that also

reftects epistemological and social constructs. Feminist concems about how issues such as the

"public" and the ·private" female are manifested in society were explored. As we saw in the

example ofMorisots art as evaluated by Griselda Pollock, social roles are presented in art

ditrerenUy fi"om the male and female perspectives. ln this way, space becomes aphysical setting

as weil as an aesthetic being thatenvelope our human concems.

l'd like ta come back ta Spain and her discussion ofthe gendering of spaces here, as 1

believe that the cultural and social spatial cons1ructs that Pollock described are played out in a

similar fashion in interior design and architecture. 1will present two themes thatevolved from my

feminist discussion. First, home and office are two examples of space where the status between

men and women is reinforced. Historieally, the status ofwomen has been lessened, and masculine

power has been linked ta spatial resalutions ofthe public and the private. second, in the residential

designs of the Modernistera the voice ofthe female is scarce; when 1studied Modernism, there

was an absence ofwomen participan1S in the production ofdesign and/or architecture. This has

implications in terrns ofgender and subject legitimacy1 in that one gender is legitimized over

anottter.

5.2.1 Th. u .." ofmi_aiR_Md Modw'nilm

Reeall that. as discussed previously, Daphne Spain (1992) investigates the ways in which

homes define familial relations and how space defines status and subsequentgender raies which,

consequently, become en1renched in societal behaviour and in societal spiEes such as the

workplace. Spain explores the historicà and social evolution ofthe social construction ofmen's

.and wornen's status within the home oroftice.
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1will discuss the home during Modemism in terms ofbath the way that femaIe spaces are

seen, and in terms ofgender legitimacy. When 1studied Modemism at schoal in vlrious art histDry

classes, Ileamtaboutexclusively male architects and designers of the Modernistera The

Modemistera was an eX1remely pivotai era in design in that ilwas anew aesthetic thatevolved

and that had oot existed before. Pollock's Modemist examples showed alack of -ute spaces of

femininity" (Braude &Garrard, 1992). Pollock demons1rated through hercomp~son ofmale

Impressionist art ta thatofMorisot how gender atrected their respective points of view.

When 1studied Modernism we studied the work ofprominent architects such as Le

Corbusier and Mies van der Rohe, and the aesthetic movement in the 1920's in Holland known as

DeStijl. These men are examples of architects and designers that redefined aestheticism during

the Bauhaus movement ofthe 1920's and 1930'5. What we did not study were the ·other" people,

notably women, who made significant contributions ta these movements, but not in ways that

would be considered -Eceptable·, such as acommissioned work ofaLe Corbusier.

Notwithstanding, in her book, Wamen and the making ofthe modem house, Alice T.

Friedman (1998) evolves the thesis that the women clients that these architects worked for had a

lot ta say about the houses that they commissioned. She broadens the comman myth ofthe

architect as liane ranger- and includes •...women roles as family historians and collectors...and of

the home as representational Qn stylistic as weil as spatial terms) ofthe activities and values of ifs

occupants.· (Friedman, 1998, p. 17). She cites the ••.•ashift in béiance between the public and the

private activities ofthe spaces was the firstpriority.... (Friedman, 1998, p. 17). She studies the

clients as ·subjects· and as patners with the .chitects; 1had never even haard ofthe

collaborations ofthese clients. certainly the social relationships that .chitects may have had with

clients were never taught in design school. For ex811pIe, Friedman exanines Gerrit Rietveld's
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collaboration with Mrs. SChroder on the design ofthe SChroder house. She describes their

client/designer relationship and says that

The Schroder House was an extraordinary achievemenl.uAfter it was built, Rietveld and
Schroder pursued anumber ofdesign projects together, collaborating••.on interior designs
that drew equally on the expertise and experience ofeach - his in dealing with form, color
and design...hers in thinking aboutmodem convenience and new ways of living, especially
for women and families. (Friedman, 1998, p. 85)

What is sc exciting in Friedman's research is the revelation that gender was not an issue in the

work and collaboration. What is disturbing, however, is that titis work relationship and collaboration

is not what is taught in Modemist pedagogy. What is taught is the value ofthe architect as flall_

knower" and as the struggling "Ione artisf who creates; the client is very rarely (ifever) mentioned.

Thus the female coUaboration is deemed insignificantand, historieally, is not mentioned ta be of

worth. However, as Friedman reveals, there is awealth offemale knowtedge that was tapped by

these architects in the creation ofthese spaces. Ifthis is true, then the products are aresult of

female and male collaboration and values, not just male "creativitY' as it is taught currenUy.

The concept ofpublic and private space is played out in asomewhat confusing manner in

the work ofAdolf Loos. Beatriz Colomina (1992) elaborates the theory that buildings have (through

their designs) power ta create ideals. According ta CoIomina, each 8'Chitect is hired ta interpret

human interactions in apriVE space such as the home and manipulates architectural form and

the social interactions ofthe inhabitants ofthe spaces they design, but in a differentmanner.

Colamina says that Loos sees the home as athealer box and comfortas -bath intimacy and

control-, confusing this concept of the private and public spheres. As CoIon'ina explains, in Loos'

house designs. there is Il•••an increasing sense ofprivacy tom (the dining room)•..to the ladies

room•••which occupies the center ofthe house,••.butthe window oftllis space looks into the living
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space. Here tao, the mast intima1e room is like atheater box...hardly an idea ofcornfort...•

(Colomina, 1992, p. 79). As CoIomina laments, this type of design perpetuates the male value ideal

ofthe public and the private. but it far removed tom the reality ofcomfort

By con1rast Friedman's (1998) example ofthe Schroeder house situates the female client

as inftuencing and changing public/private spatiallayoul At the same time as Loos evolves the

male ideat, Rietveld's collaboration with Schroeder answers client issues about the home and its

functionallayout lronically, when we learned about Rietveld designs in schaol we looked at the

simplicity and beauty of the aesthetic design rather than al the meaningful relationship that he had

with his client Our design education emphasized Modernism as an ideal rather than Modemism as

avehicle of change in the interrelationship of space and its user.

5.3 THE WORKPLACE AS A GENDER SYRAnFiED SPACE

Status and power in the segregation of space is exemplified in the American workplaces of

the nineteenth and twentieth centuries. Spain (1992) shows how office layouts create public and

private spaces that.e related ta power. This idea supported with an examination ofthe way in

which office layouts evolved trom the tum of the century (Malnar &Vodvarka,1992). The types of

work available ta women were limited until the late nineteenth century, butonty after Wortd War Il

were white-collar jobs available ta women in any greatdegree. Even then, spatial segregation

paralleled ·occupational segregation-. as women tended ta find jobs in administrative. household

and service sectors ofthe economy.

5.3.1 PrIv*",M IftCIav.of poww

According ta Spain (1992), privacy is linked directly to status: the more private the office

the higher the status. In 11erstudy, she round thatmen generally were in the closed offices and

tended ta work behind ·closed doors- with litIIe supervision. Women, on the other hand, were
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concentrated spatially in jobs that limit their access to knowledge; ·open ftoor" jobs, clustered

together in 8secretarial pools- and supervised (Spain, 1992, p. 211). In my own work experience 1

have experienced the status relationship ofmen and women in several ways. For example, 1

worked al adesign finn where the male partner occupied an office but the female partner worked in

the studio with the dralts-people. Just recently 1was waiting in an office al Dawson College and

observed that of the eleven people who worked there, seven men were behind ctosed doors in

private offices and four wornen worked in acomman open space. N, you can see in Figure 3.3, the

layout reftects the hierarchy that was established in the office. There was amix ofthe closed and

open concepts; the closed offices (as ahallmark of privacy) were allocated ta men, and the open

spaces (without privacy) were allocated ta wornen.

5.3.2 Shiftl in th' contlmporlly workPllCe

These patterns are shifting in the contemporary workplace, as companies are slowly

shedding the model of the hierarchical corporation and as designers are consequently scrambling

ta leam new ways ofcreating office space to reftect knowledge and shél'ed expertise rather than

power and secrecy. This shift will have major implications for gender relations in the workplace.

Agures 5.1, 5.2. and 5.3 illustrate this point Figure 5.1 shows how a"'aditional- office is laid out

with private closed offices along the perimeter (ail male) and the secretanes in the center (ail

female). This demons1rates asituation where the lower the individuals' position on the hierarchy of

acompany s1ructure, the smaller and less private the persan's space becomes. Figure 5.2

illustrate5 how within the -nditional- office, information ftow is interactive between people and

departments and thatoffices need ID be functionally related rather than laid out according ta status.

gender rank orpower.
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Recent designs ofoftice spaces do reftect changing hierachies, as companies shift their

managing styles and thus how they function. An interesting component emerging in the

marketplace is the rapidly changing nature ofwork. The burgeoning of the home otftce, layofs of

middle management and the buyouts and restrueturing of companies ail impact upon and change

the ways we work and live. The problem now, however, is that designers are still creating designs

!hat respand ta criteria such as company hierarchy, whereas campanies' employees work very

differenUy in how they interact with one another. Agood example of this is the emergence of -rhe

Office ofthe Future8
, as profiled in an article in Time magazine. Therein, an executive ofMobil Oil

tells the story ofa geologist who did not want te be promoted. In the company hierachy, managers

occupied window offices. The geologist did not want awindow office as he would lose valuable wall

space needed to display maps. The Mobil Oil executive said that management realized the need to

revamp office size requirements according to need, not hierarchy, and began te question the

concept of ·office8 in terms of the company structure. Thus the function determines spatiallayout

as opposed to hierarchy, as 1demonstrate in sketch tom in Figure 5.3.

As 1indicated at the outset of this thesis, there are paradigm shifts that changing the way

that we live and work. The office at home, for example, is changing the social relationships of

public versus private on avery intimate level, which also impacts gender relations flf for example,

the major breadwinner works tom home). Certainly these upheavals increase the level of

uncertainty in society, as we question our respective raies and status as bath men and women in

the society; but they .e also changing the ways thatwe do work and how workers produce for

companies. They can do business tom home, on aplane and on aportable computer. Designers

have aunique opportunity ta look at these changes and respond to the changing user as they

shape space ta respond ID new needs•
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Figure 5.1

.,

An example of the "traditional· workplace

The plan al the top is alayoutofatypical office space. The department
head manager (1) sits in the prime spot in the corner. with windows and
the largest office. The managers ofthe sub-departments (2) have corner
offices. but notas large. The unitmanager and consultant (3) have offices
but not in aprime spot The administrative assistants and purchasers (4)...
who are doing the bulk ofthe work. sit spatially 'n the middle- and in the '
open space. Ail the people in the open space are wornen and in the
private spaces we ftnd men. This is an interesting contradiction ta the
woman as privatel man as public conceptexplored in Impressionistart.
However. as Pollock notes. the female public persona was one of
prostitution. (Braude &Garrard. 1992)
The IWo sketches below the plan demonstrated the company hierêl'chy 1

and the spatial hierarchy. Note that the spatial hierarchy appeél'S to mirror
the company hierarchy. Butas shawn in Rgure 5.3. neither relates ta the
funetions thatoccur in the space•
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Figure 5.2 Information ftow in the ~aditionallt contel11Dorary office

Acloser look at ahierarchically designed office is in evaluating the paper
ftow and the ways that the office workers communicate. In the traditional
office. the layout dictates closed offices for managers (1) and (2). Yet if
the managers are in constant communication with the various staff
members (3) and (4), this spatial design is debimental ta the ftowof
information. debimental ta worker \vork comforf and becomes
economically detrimental ta the company. The three sketches and plan al
the top show the ftow ofinformation in the traditional office The plan below
gives an alternative layoutofthe -new office-. Here the layoutofspaces is
based on the interrelationship of information and the optimal positioning of
people relative to the work.
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Figure 5.3 Company structures: Two models showing two differentways ta fungon

The two diagrams at the top show the traditional hierarchical company
structure and schematically how this looks in aspatial plan, and as shown
in figure 5.3. The diagrams on the bottom show the -new" office
organization and how this schematically could work.
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5.. THE DESIGN PROCESS AND PEDAGOGY •APERSONAL VlEWPOINT

The design procass is away ofdrawing and expressing ideas that aliows adesigner ta

translate the client needs and intangible ideas into atangible reality of interior space. Client and

designerexperience physical, psychological, social and aesthetic needs that are combined with an

exploration ofpossibilities, trial and errer and the evolution ofasolution ta the spatial problem. On

the following pages, 1will demonstrate some of these processes through the use of visual

examples. Throughout the thesis 1have demonstrated the ways that design creates spatial

relations, and conversely, how spaces create social relations. The following examples will clarify

visually sorne of the processes used ta create designs.

The design process can be expressed in several ways. Figure 5.4 shows examples ofthe

design process taught ta students. In simple terms, the designer ·analyzesl the problem by

collecting data. The designer then interprets this data and ·synthesizesl il in the sketching of

drawings that include plans and views of the spaces.

ln Figure 5.5 1presentmy version of the design process. 1believe that the process

consists of two opposites as 1just described, but that the diagrarn is asomewhat more complex

one reftecting amore complex process. In Figure 5.5, for example, 1weave the analysis and

synthesis ofthe problem around concepts of ·known- and ·unknownl
• Designers collect and

analyse ·known- data about the problem, and then generate what 1call·unkncwn- ideas. The

designer bounces béEk and forth between the "knownl and ·unknown-, ail the white evaluating

what he/she creates. This type ofprocess is cireul..and ftuid, whereas the examples ofthe

process in Figure 5.4 éH more line. (and traditional) in nature.

1see the process as apositive dichotomy ofthe bringing together ofthese polar opposites.

As 1defined in the introduction. space is referred ta as an institution such as home. school or
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Figure 5.4 Versions of the design process

Above are reproductions of three versions ofthe design process that 1have
collected over the years. As you can see. the top one is cireular and the 2nd and 3rd

describe alliner process. Ail are relatively simple diagrams. and none
encompass the way that designers actually design. For more detatled explanations
ofaspects of design, such as programming, design development and the client
presentation. please see Appendix B. which outlines what these phases are.
commanly known in design terms as the scape ofwork.
(Hanks &Belliston, 1977; Koberg &Bagnan. 1981; Mftler. 1995)
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Figure 5.5 The design Drocess- T.Poldma version

This sketch is an example of the design process as amore aholistic·
approach that1show my students in design classes. The analysis consists
ofseveral areas that are researched and documented. Once donet the
student defines the problem again and evolves possible approaches for
the design ( the unknown). Then the student retums with the possibilities
te the known and tests hisJher ideas against the known
p.ameters/requirements. The student then goes back and explores more
possibilitiest each lime in alitlle more detail. The process is done using
sketching and visualization techniques involving the space and its three­
dimensional properties ofheight. width. length and volume•

94



••

•
, ..

Figure 5.6
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Elample of design sketches and an actual interior space
This is an example ofpartofthe sketches that are generated for adesign
problem, along with the resulting finished interior space. The successful
sketches accurately show the clientwhat the space will look like and how
itwill function, including material and colour selections. This usually
accompanies plans and various views ofthe spatial design•
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workplace (Spain.1992), as ageographicallocation (Hanson &Pratt, 1995) or as amyriad of

psychological, physical and/or menta states ofbeing (Colamina,1992). As interior designers, our

concems about space encompass ail ofthese aspects. Figure 5.5 illustrates how we must weave

many issues around adesign problem. For example, as adesigner. 1take physical constraints of

space and the limitations imposed by client needs, requirements, budget and other restraints, and

solve problems with aesthetic solutions !hat give the user abetter environment than if' had not

done the design. The limitations of the design are the space, its height length or width, and also

the context ofthe user, the client and my own experience. 1must not only interpret the clients

needs: 1must alsa question the constructs that guide the clients needs and the end users

requirements. 1must question the solutions that already exist in the marketplace, using social,

psychologieal and contextual value evaluation. 1must take bath tangible and intangible data and

create an interior space that resolves the interrelationships offunctions, needs and spatial

parameters. My taols are the sketches. such as the example shown in Figure 5.6. These sketches,

aIong with other taols such as ·bubble diagrams- and plans, when done in ameaningful way, help

ta link the "known- data with the ·unknowli- processes that the designer uses ta generate ideas.

These sketches are the ·unknown- elements and use visuaUzation techniques and drawing small

"thumbnail- sketches of ideas that are in the designers head as ameans to generating ideas. It is

acombination of these processes that leads ta possible design solutions that the designer then

proposes ta the client

5.5 IMPUCAnONS

Given the cireular and ftuid nature ofthe design process. implications emerge regarding

the value cons1rUetions that inftuence the teaching of the design process. In my vignette ofmy

coIleague and her methodoIogy, 1demonstrated how Bourdieu's theories ofpedagogie woItt (1990)
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played out in our design studio. My colleague preferred control and order in her class, elements not

conducive ta the ftuid nature ofthe design process in the way that1define il She used the linear

examples that1showed in Figure 5.4 te support her methodology, by demons1rating ta the

students, through her methods, that studio time was itseIf linear and controlled.

Ifwe are to create design solutions that are creative, solve space problems, and address

undertying value systems and their validity, students must be able to be engaged and engage the

teacher, and the teacher must broaden herlhis methodology to include the environmentwithin

which they teach. First, the teacher can demonstrate the designer/client collaborative relationship

in creating amore collaborative environment, and can fester the design process more easily by

presenting it as acireular process. second, through subtle methodology such as amore interactive

relationship with the studentst the students can becorne engaged by the teacher and can then

engage themselves in the design process.
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CHAPTER6

CONCLUSION • IMPLICATIONS FOR FUTURE RESEARCH

This thesis has explored several issues revolving around value constructions and the ways

that they influence space and its occupants. Conversely, 1have also uncovered and explorecl

complex issues surrounding the lack of the femaie voice in the formation of the underlying values

that shape space.

The theories and con51I'ucts that shape our values and attitudes socialize us into

behaviours that in turn, determine the designs !hat designers create. As Spain (1992) has stated,

when social raies determine status and status determines power ofone gender at the expense of

another, then power relations in society are entrenched in the spaces that are tormed by these

social constructions. When spaces represent the social construets ofschool, home and

environment in political terms, then people are manipulated by the beliet systems that are

perpetuated through the design solution in the first place.

But, conversely, humans have as1rong capacity ta influence and judge the spaces that

they occupy as positive and useful or negative and unusable. As Malnar and Vodvarka conclude:

...Man seeks ta make sense outofhis surroundings and to define and locate himselfwith
respect ID these surroundings. To this end, humans are directed towards organizing their
environment, giving il significance, and assessing their position in the altered structure that
ensues...Adesigned space, by definition, is meant to encourage and facilitate certain
kinds ofbehaviour within it and communicates thal tact through the use ofcodes. But
clearly spaces may undergo achange ofsignificance when used by persans who no
longer accept these codes, especially spaces that failed their users. In any case, spaees
R subject ID individual interpretation, itseIfaproduetofexpectation. (Malnar &Vodvarka.
1992, p. 290)

Thus. the user becomes the voiœ that the designer needs ta heed. As an interior designer,

1am interested in soIving spatial problems thatfulll human functional needs and thatcreate a
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positive environment SplCe as aphysical entity defines social relations and reinforces them•

When designers design spaces such as offices with client criteria that: supports company hierarchy,

the designer reinforces social patterns ofbehaviour that segregate and demean one gender over

another.

The opening up ofpossibilities begins with the client/designer relationship. Crucial ta

seeing the undertying values that produce client needs is the collaboration with the end user and

the dialogue that ensues. Bath designer and user becorne co-pélticipants in the production of the

design concept And when users such as women create new needs through new voices, designers

must have the capa:ity ta explore new possibilities. As Alice Friedman (1998) states when she

draws this parallel in architecture:

Sustained and detailed discussion of the program requirements...ensured that the strong
foundations of the collaboration were laid earty. Further, these conversations were an
opportunity for architects and clients te exchange ideas; such aprocess is grounded in the
recognition thateach participant has a role to play in the project as il develops. (Friedman,
1998. p. 228)

When adesigner questions the client needs. questions the behaviour and endeavours ta

solve the problem by looking at ail the issues, they take the first step. The second step is the

collaboration with the clientand the recognition that the client voice fonns partof the design

solution. The designer gives the clientchoiees and the two work tegether te formulate afunctional

and pleasing spatial environment, where the values reftect are those intended by both client and

designer as agentof interpretation ofthe clients needs and desires.

1.1 IMPUCATIONS FOR EDUCATION

1have weven astory throughoutthe thesis about the parallel teaching methods ofmyself

and my coIleague in the design studio. Ourexample is avignette ofthe various issues that 1have

rased and ofhow theories and processes that (have described have evolved in practice. My
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colleaguets concem with power and control echoes Bourdieu's discussion ofthe entrenching of

values into classroom pedagogy. She formulated her teaching based on undertying values of

maintaining arder and control. and on herperceived values ofthe class. rather than on the

exploration of the design process and the voiees thatexpress il She relied on her understanding of

the voice ofthe dominant authority ofthe classroom as acon1ro1led environment (Code. 1991;

Field Belenky et al., 1997; Bourdieu, 1990) rather than on the nature ofthe design process as

needing amore ftuid environment in that particular situation.

1propose amore ftuid approach ta classroom pedagogy. responsive ta the students need

to learn ta produce design effectively, and conducive ta the supportof the studenfs voice.1 believe

that in education, the parallel for the designer/client relationship lies in the teacher/student

dynamic. The teacher is ultimately afacilitator ofknowledge who works with the student as shelhe

learns the process of design. CurrenUy, interior design is taught in many ways, often with

unquestioned pedagogy that does not deal with gender. Gender is an issue because female voices

cons1ruct and use meanings differenUy. The philosophical underpinnings ofour society include

notions ofabsolute 1ruth and objectivity, which are entrenched in the studio in terms of solitude and

individuality. The student body, male or female. has aneed for avoice ofcollaboration, and this

voice can aise be used in the studio in teaching design.ldeally, knowledge construction in the

classroom should come tom many points of view. The idea is not as Lorraine Code (1991) infers,

ta emphasize ditrerences only. but ta include and broaden the basis ofphilosophieal and. thus,

pedagogieal thought.

Bourdieu mantained thatpedagogie work is the key te opening up possibilities. How we

teach does become importantand whatwe teach provides the studentwith the value system which

sheJhe takes and implements in society. The challenge for interiordesign educatDrs is ta sensitize
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themselves to gender and ways ofknowing, and ta teach the design process as aprocess ground

in interpersonal experience. Methods ofteaching must be expanded to take into account gender

differences. Professors need to reexamine how they teach, and they need ta realize that they are

socializing students unconsciously and consciously through their pedagogie rnethods. 1do not

maintain that my version ofthe design process is the best approach. However, 1do believe that

students need exposure te various ways ofknowing and that these ways ofknowing should be

reftective ofboth genders and of the design process itself.

1.2 MODELS OF LEARNING

Ifteachers are ta use pedagogy that is gender-aware, they must themselves be aw.e of

the underlying values that create social constructs between men and wornen. Teachers must also

hamess techniques that support the circular and ftuid nature ofthe design process. Alice Miel

advocates /1•••human relationships that teachers encourage in social seIngs..." (Miel, 1996,

p.342). Maxine Greene discusses what she calls 1reedomJr in the way that we could lean,

advocating what.she calls IIconnected teaching". She states that

Where freedom is concemed (and il is rarely rnentioned in conten1poréIY wornen's
literature) it is taken ta signify either liberation fi"om domination or the provision ofspaces
where choices can be made. There is ageneral acknowtedgment that the opening ofsuch
spaces depends on supportand connections,••.connected teaching••.the caring teacher
bies ta look through the students' eyes, ta struggle with them as subjects oftheir own
projects, their own ways ofmaking sense oftheir world. Reftectiveness, even logical
thinking, remains important but the pointofcognitive development is not ta gain an
increasingly complete grasp ofabstractprinciples. It is to interpret trom as many vantage
points as possible Uved experience... (Greene, 1988. p. 120)

These concepts .ecrucial ta the developmentofthe welkounded designer, be they femaIe or

male. The practicing designer mustsee the lived experience ofthe client in arder ta solve the

problem. In the same way, the teacher must try ta see the Iived experience of the students through

the studenfs eyes. whatgender socialization does tg atrecttheir ways ofknowing, and hcw to tailor
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teaching ta encompass many points ofview. Then the teacher can translate the meaning ofthe

client/designer relationship ta the student in ameaningful way.

Further guidance as ta how this can be a:hieved is provided by Karen Hamblen (1986).

She advocates cross-cultural art, which could be studied as aparallel for design. In her article ·A

universal-relative approach ta cross-cultural arr, Hamblen develops the model for cross-cultural

inclusion in art ln her thesis, aesthetic thinking is apartofalarger study of lite experience. The

traditional aesthetic model is expanded ta include both cultural and gender variations, and she

expresses the need ta mave •... tom human experience ta ever more cultural, personal and

specialized meanings.... (Hamblen, 1986, pp. aQ.76). She uses the terrn universal not in the

universal-neutral sense discussed ea1ier, but rather in the ••..coming tagether of ideas that are

relative ta ail gender and culture, not centered on one dominantculture." She states that "Art may

function ta reveal new insights, ta present hitherto concealed meanings, or ta sanction the lifestyles

of the less powerful." (Hamblen, 1986, pp. SQ.7S). She uses art as the vehicle ta bring cultures ta

the "cente'" and in 50 doing gives voice and identity ta women and cross-cultural groups.

&.3 POSSIBIUTIES

ln terms ofpedagogy, certain patterns have emerged tom this thesis:

• underlying values offemale ways ofknowing suit the design process, but cannot be

supported by pedagogical methods that suit hierarchical pedagogy;

• remale ways ofknowing must be Iegitimized in poIiticai structures such as schoal and

the workplace, and supported byculture and govemment

• pedagogieal methods in design need ta be given priority and explored as channels of

value dissemination;
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•. the circular nature ofthe design process is in direct dichotamy with the ·politics" ofthe

education system;

• the design process is acircular and fluid process, notastep-by-step series of

sequential events;

• the design process demands collaborative and team oriented problern-solving;

• the interior design profession needs ta expand its own discourse ta include targer

social issues in society and reduce the reputation it now has of creating "pretty picture"

environments that don'twork.

Questions for further reseêl'ch remain, as this thesis has just begun te explore the issues. Sorne of

these questions are as follows:

• Ta whatextent do female ways ofknowing actually impact on spatial design?

• I~ as Alice Friedman uncovered, wornen have voices in architecture that are IIhidden"

in history, then what other ~oices·, bath male and fem., need to be uncovered ?

• How can these voices be he..din existing curriculums?

• In what way can pedagogies of teaching be tailored te respond etrectivety te ways that

the design process is produced, in ways that uncover value systems and show many

possibilities?

• What happens ta wornen in design practice as they progress in company structures

and is this reftective ofentrenched value systems?

• How are companies currently dealing with the growing influx ofwomen into the

workforce and is this changing the ways ofworking in asubstantive way? How do

designers deal with these changes?
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Itis not only the physical space that forms our social relationships. It is the designers' ability to

transform physical constraints into an exciting and functional yet tangible reality that interacts with

the user in the creation ofanew and positive experience. The potential for power in the formation

ofspace is great in that the manipulation of space can manipulate the social behaviours ofpeople

and support the political structures that exist or give an alternative view that questions the status

quo.

ln this way the polities ofvoice influences gender, design and education. Ideally the

designer's task is to counter and question entrenehed values and systems as adesigner is always

in search for new possibilities. The designer needs to learn to decipher bath male and female

voices in the interpretation of the fundamental values that shape client and user needs and desires

for aparticular spatial design.

Although not referring ta design. Maxine Greene uses art in.her concept ofthe way we can

open up new possibilities. She states that

To recognize the role ofperspective•...is ta recognize•••that there are always multiple
vantage points. is to recognize that no accounting. disciplinay or otherwise. can even be
finished or complete. There is always more. There is always possibility. And this is where
the space opens for the pursuitof freedorn. Much of the same can be said about
experiences with artobjects... notonly litercry tem. but music. painting. dance. They have
the capacity•..to enable persans to hear and see that they would not ordinarily hearor
see...to disclose the incomplete profiles ofthe world. As importantly••.they have the
capacity to œ.familiarize experience; to begin with the overty familiar and transfigure it into
something differentenough to make those who are awakened hearand see. (Greene.
1988. pp. 12~121)

As inteFior designers. 1see this pursuit as one ofmy chiefgoals: ta see for the clientanew

possibility. and to make that new possibility real and economically viable. What Maxine Greene

talks about is the design processt and it is on that level that wet as educatDrst mustrea:h our

students and enable them ta reach beyond themselves•
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APPENDIXA

f.I.D.E.R. STANDARDS AND GUIDELINES

(Note: this is apartial sample ofpages thatoutlines specifically
guidelines and is taken fi'om abinder supplied by F.l.D.ER. ta
accredited schoals such as Oawson Coilege)
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Standards and Guidelines

Process for AdopCing Standards and Guidclines

Standards and guidelines for accrediling interior design programs are fonnulatcd by the
Standards Commillee and, as appropriate, by speçially appointed subcommiltcc(s).
Commitlee members may he interior design cducators or practitioners. rcprcsentatives of
the publics served by interior designers, other environmental designers or Cducators, and
others decmed appropriatc to the development oC acc:eptable standards for reviewing
interior design educational programs. A balance oC interests is maintained in
commitlec composition.

The review cycle for FIDER Standards and Guidelines is a minimum oCevery five years.
The timetable recognizes the continuous development oC the practice oC interior design,
the ex-panding body oC knowledge iil interior desig~ and changes in poslSCCondary
education. Following the introduction oCchanges. FIDER sponsors rescarch to test the
validity and reliability oC the standards and guidelines. This rcsearch then informs the
next revic\V phase. .

Proposed standards and guidclines and rcvisions arc circulated ta FlDER constitucncies
for rcview and comment Thosc invited locomment may incIude: FIDER·accredited
programs, FIDER s.ite visitors and commiltec membcrs, the interior design
organizations and individuals from thosc organizations, represenlatives of industry,
other accrediting bodies and related reguJalory groups, interior design programs; ,and
interested individuaJs. Comments gathered in Lhis process are carefully considered by
the commiuee. Changes to the standards and guidelincs resulling Crom the reviewand
comment may he circulated repeatedly for additionaJ review. TIus dialogue with the
field of interior design is an important companent oC the accreditation process.

Once formulaled. standards and guideHnes arc submitted to the FIDER Board of
Trustees for adoption. The FIDER Board alsa delennines an effective date for ail
FIDER Standards and Guidelines.

...
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Prcamble

Standards and Guidelines

It is important to acknowlcdge the cver changing nature ofthe education rcquircd for a
growing profession.

The responsibilities of the interior designer encompass aIl spaces wilhin environments
built for human habitation. Educational philosophies and goals shouJd he applicd in the
dcvelopmcnt ofa creative professional who can synthcsizc information, and anaIyze
problems from Many ditrerent perspectives. .

Institutions of higher lcarning arc rc-e.~mining their goals and directions. New
technologies affect the skills and knowledge required of ioterior designers. The best
preparation Cor the future is an education that will enable graduates to adapt to a
changing world. Adaptation to change requires that the graduate draw on history and
on the experience of Many cultures and apply the thcories and methods ofempirical
investigation. A sound curriculum Cor profcssional iilterior design education must
provide a balance betwecn the broad cultural aspects ofeducation, on the one hand, and
the spccialized practical content inlegral 10 the profession, on the other.

Programs must \York within their individual institutions to ofTer the widest possible
benefilS 10 students. The stimulation and advice from a variely ofsubject areas ofan
inslitulion are major advantagcs ofpostseeondary education. .

To ensure excellence, interior design programs must mainlain high standards of student
and institutional performance. The results must he mcasured against FIDER's
established performance standards. Evaluation of lhese results rernains the
rcsponsibility of the accrediting cornmiuecs and the go\'cming board of ADER.

.. ,
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Standards and Guidelines

Definition of a Professional lntcrior Designer

The profcssional inlcrior designer is qualified by education, experiencc. and
examination to enhance the function and quality of interior spacc:s for the purpose of
improving the quality oflife. increasing productivity, and protecting the hcaIth, safety,
and welfare of the public.

The profcssional interior designer:
• analyzcs client 's needs. goals, and life snfcty rcquirements
• integrates findings with knowIedgc of interior design
• formul:ltes preliminary design concepts thal are aestbetic. appropriale. and

funclionaI, and in accordancc wilh codes and standards
• develops and presents final design recommendations through appropriate

presentation media
• prepares working drawings and'specifications for non-Ioad bearing lnterior

construction, reOected ceiling plans. Iighting. intcrior detailing, materiaJs, finishes,
spacc planning. fumishings, fi>.1ures. and equipment in compliance with universaI
accessibility guidelines and aIl applicable codes

• collaborates with professional services ofother licensed practitioners in the
(ecllnicaJ areas of mechanical, electrical, and load-bearing design as required for
regulalory approvaI °

• prepares and administers bids and contracl documents as the cHent"s agent
• reviews and evaluales design solutions during imp(cm~ntation and

upon completion.

Profcssional u:\'cl Education

Accreditaùon al the professionaI level ofeducation is directcd toward those programs
that provide academic preparation for the professional interior designer. This
preparation is Ule first companent ofa recommended sequence including formai
education. cntry lcvel o.-pericncc. and satisfactory complction ofa qualifying
exarnination. Compliancc \Vith lhe FIDER profcssionallevel standards can occur in a
variety ofacademic scltings.

.. ,
o.

•
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Standards and Guidelines

Standards and Guidelines Professional Le"cl Programs

This document identifies those clauses which are Standards and those which are
Guidclincs. Standard numbcrs begin with S, Guideline numbers begin with G. The
Standards for professionallevel programs in intcrior design are minimwn requiremcnts.
Compliance with criteria designaled as Standards is of primary importance. Guidelines .
indicate factors which contribute to the qtL1Uty of the program. A program nc:ed not
achie\'e compliance with ail criteria Iisted as Guidelines. Where compliance cannot he
demonstrated, commcntary on the circumstances may he prcsented.

Tcnninology used in the Standards and Guidelines is defincd by F1DER as follo\\'s:
• Compliance - a demonstraùon that an interior design program fulfills or

accomplishes the stated performance criterian.
• Substantial Complianc~ - a demonstration that an interior design program

conforms to a large degree bul not fully to the statcd performance cril~rion.

• Non-Compliance - evidence indicates performance below minimum leveI. .
• Awareness - familiarily with basic information and procedures; the ability to rccall

and correctly associate knowledgc \Vith appropriate circumstanccs.
• Understanding - specific and detailed knowledge; a thorough comprehension of

concepts and the ability to demonstrate lheir intcrrclationships.
• Compelcncy - succcssfui application oCconcepts and infonnation lO complete

specific tasks.
• Le., (id esl) mCélns "lhal is" and the expeclalion is thal aU itcms noted should

be evidenced. .

• c.g., (e.xempli gratia) mcans "for examplc" and lherc is no inlenl that aU items
Iistcd should he cvidcnced.

•lanuary 1996
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Standards

Standards and Guidelines

2. Educational Program

nu~ curriculum is the core or a program. FIDER's evaluation of a program's
compliance "'ith standards relating to curriculum is done primarily through an
esamination of student ,,"orle. .

The comman body oCknowledge required in the profession~llevel program in interior
. design is divided into categories which are sulHlivided into conlent units. The required
minimum student achievement level for each content unit is shawn. Each content unit
represents a FIDER standard.

Eva!uation of the program's effcc:tiveness is based on student achievement. for the.
various required levels ofperfonnance in the content units. 5ludent aclùevemenl is
defined by lIle following criteria:

• Awarencss - familiarity with basic concepts, inionnatio~ and procedures; the
ability to recall and correctly associate knowledge \Vith appropriate cïrcwnstances.

• Underst3nding - specific and delailed kno\Vledge; a Ulorough comprehension of
concepts and the abiIity to demonstrate their interrelationships.

• Competency - successfuI application ofconcepts and information to complete
specifie lasks.

52.1

52.2

52.3

52.4

52.5

52.6

52.1

.'

e.

.
The curriculum encompasses cantinuity. repetition ofsignificant concepts, scqucntiaJ
ordering ofcontent. progression of lcarning, and interrelationships among
learning experiences. . 1

\

The curriculum fosters innovative and creative approaches 10 design problem solving in
the work and attitudes of the students.

The program encourages c.'\-posure ofstudents (0 more lhan on~ proCessional point of
view. design background, and experience.

The program promotes leam approachcs lo design solutions.

The curriculum incorporates global and multicuJtural issues.

The curriculum incorporates design for diverse populations, e.g. age, culture. incarne.
physical abililies, etc.

The curriculum incorporales design for adaptive use and/or historie preservation.

January 1996
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Standards and Guidelines

2. Educationa. Program continued

Standards continued

2.8

52.8.1

52.8.2

52.8.3

S2JJ.4

52.8.S

2.9

52.9.1

52.9.2

52.9.3

Theôry
Thorough knowledge of the clcmcnts and princ:iples oCdesign, design
theories, and lheir evolution cnablcs designers to understand the
interrelationship between human beings and the environrnent. This
knowlcdge stimulates deplh of thought and a more creative approach to
problem solving.

Theory: clements and principlcs oCdesign

Tbcory: color

Theory: 3-D spatial composilion

Thcory: human environment, c.g. proxemics, behavior, etc.

Theory: design, e.g. planning, stylistic:

Basic and Creative Arts
The basic clements oCdesign and composition and thcir application are
essential 10 any program oC study in intcrior design. They are the
foundation for creative design and rcquire instruction and experimcntation
through studio warle. Awareness oflite various media in the visual ans
assists and enriches the undcrstanding of the universality oC the
fundarnentals oCdesign. .

Studio: two-dimensional design fundamentals

Studio: three-dimcnsional design Cundamentals

Creative arts and crafls, c.g. drawing, painting, sculpture, ccramics,
wcaving, photograpby, etc.

continued on nerf page
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Standards and Guidelines

2. Educatiooal Program continued

Standards con'inued

'. #

•

2.10

52.10.1

52.10.2

52.10.3

52.10.4

52.10.5

52.10.6

52.10.7

52.10.8

52.10.9

52.10.10

52.10.11

. January 1996

Interior Design
Participation in a wide range ofdesign cxpcrienccs through studios, lcetules.
group discussions, seminars, etc., is highly desirable. The development of
spacc planning and problem salving wlls is essential and shouJd relate to a
broad range of residcntiaJ and non..residcntiaJ projeclS. including ail types of
habitation, whether for work or leisure. new or old. large and small, for a
variely of populations. young and old. ofvarying physicaJ abilities, low or
high income. Problem salviog CA-pcricnccs should Collow a thcory ofdesign
pracess involvi"iigphysiéâl;-SOèlaJ•.and psychologica1 factors and reflcet a
concem Cor the aesthetic qualities of the built environmenL

Design pracess. Le. progranuning. concep~ization. problem solving,
and evaluation

Three..<fimcnsional spatial dcvelopmcnt. c.g. study models. drawings,
mock-ups

Hurnan factors. i.e..anthropometrics. ergonomies

5pace planning. rcsidential

Space planning. non-rcsidential

Fumiture selection and layout. rcsidential

Fumiturc selection and layout. non-residcntial

Application ofdesign clements and principles. i.e. color, texture. and sca1e

Selection and application offinish malcrials, i.e. tCA-tilcs, floar lreatments.
and walltreatments

Selection and application ofdecorative clements. e.g. accessories,
artwork. elc.

Selection and application of lighting

continued on nat pogt!
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2. Educational Program continued

Standards continued

1.11

52.11.1

S2.11.2

52.11.3-

52.11.4

82.11.5

52.11.6

52.11.7

52.11.8

52.J 1.9

Tecbnical Knowledge
latenor designers must have lechnica1 knowledge and underst:md relalcd
disciplines and the constraints they impose. lnteriar designers must bc
competent in the application oC laws, c~es, regulatiç~,_~~ sta~~~ lhat
affect design solutions in arder "10 prote«:t the hca1th. safety, and welfare oC
the public."

Detailingltcchnical drawings for custom fumiture, cabinetry,
design elements

Malerials, Le. surface malerials and textiles

Laws, codes, standards, and regulalions, c.g. universal acccssibility
guidclines, lire safety, fire, etc.

Specifying, estimating. and installatioà\

Construction systems and materiaJs

Building systems, Le.' ele<:trical, acoustics

Building systems. i.e. HVAC. plumbinit

Metrie system ".

Environmenlal coneems. i.e. energy, ecology, indoor air quality,
sustainable materials

continued on nexl page
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Standards and Guidelines

2. Educational Program continued

Standards continued

.. ,

2.12

52.12.1

52.12.2

52.12.3

52.12A

S2.12.5

52.12.6

52.12.7

2.13

Communication Skills
Visual presentation skills arc cssential for the communication ofdesign
concepts. Exposurc 10 a varicty ofmedia aJlows cxpcri~entation wilh new
ideas, broadcns the scopc ofcreative cxpressiolly and allows discovcry ofthe
best means ofportraying the individual's thought processcs. Oral and .
wriuen presentation skills must he practiced ta givc added depth to the visua1.
presentation. Computer lileracy promotcs continued growth and
devclopmcnt in communication variablcs.

Visual presentation, i.e. skelehing; rendering, sample boards

Oral communication skills

Writing sldlls

Working drawings, including drafting, lcttering, symbols, dimensioning

Compulcr, i.e. CADD, word processing. and graplùcs

Graphie identificatio~ c.g. signage, logos. elc.

Other presentation media, c.g. pholography. film/video, multimedia. etc.

Proression
The individual enlering the profession of intcrior design must have a
111orough understanding of the history and organization of the profession;
knowledge of the methods and practices of the business of interior design; an
understanding ofethical constraints; and an understanding of relevanl
relalionships between the various segments Mlmn the broader sphcre of the
built environment.
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52.13.1

52.13.2

52.13.3
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Inlcrior design profession, organizations, relaled.professions

Business and professional praetice including ethics. management,
relationslûp 10 indusuy. clc.

Project management and contraet administration

cont;nued on nul page
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Standards and Guidelines

2. Educational Program continued
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Hiltory
Interiors reflect an evolution in art. architecture, and design over centuries of
past civilizations. 5tudy of the built environments ofdiverse cultures in
conjunction with the economic, social, polilical, and rcligious influences that
have shaped them enables a designer lo anticipate and design for present and
future demand.

lnteriors, art, and arcrulecture

Furniture, textiles, and accessories

Information Gathering TechniquesIResearch
The use of ilÛormation galhering tcchniques and refercnce malcriaJs is
neœssary to enable designers 10 accumulale and analyze data lo devclop a
design concept. Sludcnts should al50 be aware of scholarly research as it
contributes lo the discipline.

IJÛonnalion galhering techniques, e.g. survey, lilerature search,
observation, elc.

Reference maleriaIs, Le. codes, reguIations, and standards

Awareness of research conlributing to the body ofknowledge
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APPENDIXB

SAMPLES Of THE DESIGN PROCESS
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SCOPE Of WORK Of AN INTERIOR DESIGNER

The following is a listing ofthe range ofservices that an interior designer can provide for aclient

This is my version ofthe various stages in the design process, and although llist them the stages

and items will vary in order tom project ta project Each interior designer has their own version of

these components, but most do sorne or ail ofwhat 1describe.

• Prepare letterof agreement outlining scope of services te be provided and tee schedule;

signature of contract

• Explore site requirements. context and building pa'8meters (physicat dimensions of space)

• Establish client needs and requirements for specifie project type

• Investigate local, national and specifie zoning requirements for specifie project type

• Establish client design criteria and involvement ofother consultants such as architects and/or

engineers

PREUMINARY DESIGN PHASE

• Examine client existing plans and requirements for space

• Determine extentofexisting or new requirements within space

• If required, conduct inventory ofexisting fumishings and titments ta be reused

• Product research on new materials and ideas that &ft ta be generated

• Periodical meetings with other professionais throughout ail stages for coordination ofthe work

as ilmaterializes

• ldentify client needs and requirements based on above research
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• Preliminary layouts and space planning

• Preliminary conceptual developmentoftwo-dimensional and three.dimensional ideas for

discussion with the client

• Preliminary budget figures, if required, for anticipated work and conceptual ideas

DESIGN DEVELOPMENT PHASE

• Design proposal(s) including plans, elevations, three dimensional views and colour, material

and Iighting development presentation of same in atwo phase process(preliminarylfinal) or as

one presentation, depending upon agreement

• Budget proposai

• Client approval

EXECUTION PHASE

• Detailed drawings and specifications, including plans, sections, elevations and details

• Coordination ofconsultants' work

• Coordination and execution ofcontract documents for pricing purposes

• Coordination ofpermit requirements

• Coordinate tender process and pricing ofproject

• Advise client on choiee ofcontractor

• Prepare necessary documents upon client approval ofcontracter, and ifchanges or

modifications are required

• Meet with contraetors and consultants as required ID detemine scheduling ofthe work
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PROJECT AD..NISTRAnON PHASE

• Monitor progress ofprojectand advise clientofprogress ofthe work

• Site supervision and coordination ofmeetings

• Advise clientofchanges on site and coordinate changes with contraetor and/or consultants,

upon client approval

• Inspectmaterials and fumishings as installed according ta specifications

• Post - occupancy deficiency Iist with contraetor and client
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EXAMPLE OF ABUBBlE DIAGRAM
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