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INTRODUCTION

This book celebrates repeating pattern, with the aim of raising awareness and understanding of the complex design processes and considerations involved in creating pattern today. Although the context of pattern in this book is for interiors, much of the design thinking is applicable when designing for alternative contexts such as fashion.

We can learn from what has gone before, to create our own relationship with pattern. Patterns and colour seep into our subconscious in our early days, influencing our personal relationship with the world we live in. Patterns affect our emotions, build memories and shape experiences. In the private spaces of our homes, we can use pattern to reflect our past, present and future aspirations. The examples in this book celebrate the skill of pattern building and the seduction of repetition.

The book begins by introducing the modern history of pattern in relation to the times those patterns were created, to underpin contemporary understanding of the subject and provide an overview of the language of pattern. The second chapter describes numerous contemporary approaches to creating repeating patterns for interior spaces, aiming to inform, inspire and support those wishing to understand the pattern design process. Designers working today have kindly shared their working methods and professional concerns, illustrating both traditional and digital practices, enabling us to fill the surfaces of our lives with pattern, to calm and soothe, as well as excite and inspire us. Pattern design sits alongside other exciting subjects in the creative industries, including trend research, manufacturing, market awareness and sustainability, but boundaries have had to be drawn to maintain the focus and intent of this book. This book can be a stepping-off point for further reading.

Each pattern in the book documents and illustrates different elements in the construction of motifs, building rhythms and repeating compositions. The book fills a gap in the market, working alongside the many instructional books available, by providing thorough design thinking and intent, beyond the how-to, as a valuable resource to inform you of what it takes to design strong patterns.

Why I make pattern

I vividly recall the patterns of my childhood: the orange geometric laminate in my grandma’s kitchen, the stylized florals of my Clothkits dresses and the graphic micro pattern on the reverse of playing cards. They didn’t turn me into a pattern designer, but they shaped my relationship with pattern language.

As a child, I loved colouring in isometric paper to create my own patterns and, while studying for my A-levels, I was encouraged to think about designing patterns for products—mainly socks, for some reason. At art school, initially in Norfolk and subsequently on my degree course in Printed Textile Design at Leeds College of Art and Design, I found that relief printing, along with screen printing, enabled me to create repeating rhythms. It was a discovery that showed me how multiple images could seduce in a way a single motif could not.

I set up my business, Kate Farley, in 1999 and since then have designed pattern for many surface materials and contexts, including artists’ books, an airport terminal, public toilets, wallpapers and laminates. With each new venture there is excitement as motifs become compositions and patterns take shape, flowing across the sheet, screen or cloth, with rhythms demanding attention. Awkward edges and clumsy lines are refined and honed until the balance and harmony of resolution hold. I relish the troubleshooting of a complex composition and enjoy the challenge of creating pattern that feels familiar and comfortable, yet offers a new take on an old pattern structure. There is an art to problem-solving pattern and my benchmark of design heroes is set high: Josef Frank, Enid Marx and Lucienne Day, to name three.

A pattern designer does not invent the mechanics of repetition, but works with visual rhythms and original ingredients, building on the traditions of pattern construction. I am driven by the challenge of visually communicating information through pattern and really enjoy making a pattern work the best it can in an efficient, articulate form.

Deconstructing a pattern: The making of Hanbury

I am taking you through my design process for creating the pattern Hanbury, to demonstrate the many decisions I made along the way. I have chosen this particular pattern as it is fairly complex, with many different elements to it, including large and small motifs that work together to provide balance, rhythmic variation, visual interest and decoration.

My aim was to create a design based on a traditional pattern structure. My inspiration was a flocked wallpaper containing circular interlocking motifs I had seen at Hanbury Hall, a National Trust property in Worcestershire, England. I was keen to create a decorative, more detailed pattern from my previous patterns to demonstrate my versatility as a designer.

At the time, I was creating my Plot to Plate pattern collection inspired by allotments and vegetable plots, but I wanted to include formal gardens, making a link between traditional garden design and textile design. I sketched flower borders as well as kitchen gardens to generate motifs and inform composition and rhythms. I did not want to create a pattern that was recognizable as a garden, with obvious flowers and borders, but rather an interpretation.

I began by creating diagrams investigating the circular structure with the motifs I had drawn, building up areas of detail alongside textured micro patterns in my sketchbook. I initially focused on designing a tile of one full circle and four quarter circles that could be repeated to create larger areas of pattern.
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Figure 0.1 Patterns out and about.
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Figure 0.2 Initial design idea.
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Figure 0.3 First draft and scanned artwork.



Once I had developed the first draft of the pattern, I scanned the artwork and roughly placed it in a full-drop repeat to get a sense of scale in the motifs, and the overall visual rhythms.

I planned to use lino printing to create the visual language of the pattern as I had done in previous patterns in the Plot to Plate collection. Although linocutting can create a textural quality, I wanted to use it for the clean graphic quality it would give the motifs, referencing back to the clean flocked motifs at Hanbury Hall. I cut the lino block and printed the first iteration of the design, scanning the black on white print to once again test the repeating rhythms digitally. There were elements that stood out as unsatisfactory, particularly the petal-like motifs around the four quarter circles; once in repeat they were too obvious in comparison with the other details. I decided to make them smaller and add more to reduce the impact of each one.

I wanted to add greater variation by adding more patterned texture so I removed one of the circular motifs and replaced it with a rectangular form set inside a large circle. I also added more visual texture in small micro patterns. I created larger repeating areas of both new developments digitally to check the growing rhythm. Both patterns felt too noisy and stilted, with some areas appearing too dominant. The pattern was lacking finesse and satisfactory detail.
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Figure 0.4 Lino printing.
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Figure 0.5 Repeat rhythms.



Sometimes while working on the computer, ideas appear that are unexpected but worth exploring further. The patterns in Figure 0.6 played with connecting the circular motifs as waves. They felt reminiscent of the Art Deco period, and after a little design development I realized it was not quite what I was after, so I abandoned that direction.
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Figure 0.6 Circular motifs as waves.
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Figure 0.7 Motif details.



When I design, I tend to create artwork using drawing or printmaking, then scan the motifs to further manipulate the design digitally. This image shows some individual motifs I moved about in Adobe Photoshop to test the details of the design. I also use guides to ensure the alignment of motifs, as in a geometric design any misplaced motif may appear more obvious when repeated across a large wall. I only tidy up and clean small details of my lino printing as I don’t want it to appear too precise; otherwise I could have created an accurate graphic pattern using Adobe Illustrator. There are signs of irregularity in the hand-cut artwork to make it clear it came from a lino print.

I had to consider the manufacturing processes available for wallpaper printing, and wanted something more traditional than digital printing. I chose flexographic printing, which works as a relief print method, suiting the aesthetic of my artwork. The process involves printing from a circular cylinder holding the raised artwork, so the design needs to be 52 cm wide for the standard width of wallpaper, and the circumference of the roller was 53 cm, therefore determining the repeat tile size. There would be a ground colour applied, then the single-coloured pattern printed. With this knowledge I could ensure all artwork met the manufacturer’s specification as I progressed.

Although it took me a while to place all the star-like motifs and repeat the tile in the versions shown in Figure 0.8, the overall
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