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Walls have been built for many different purposes over the centuries. In the structure of a house or a building the sole purpose of walls is to create support for the floor, ceilings and roofs; all working together to enclose a space that can be transformed into somewhere that creates shelter and security, and somewhere that can be called home. In, ‘The Poetics of Space’ by Gaston Bachelard (1994), he describes the home as a ‘...vital space’ where an individual can feel safe and somewhere where an emotional connection can be built. Bachelard states that ‘…the house shelters day-dreaming, the house protects the dreamer, the house allows one to dream in peace.’ (Bachelard and Jolas, 1994) 
Since the sixteenth century, stone walls were created with conscious and subconscious patterning of the stones to create a form of folk art, which represented a personal and cultural connection and demonstrated a level of skill. (Stonewall.uconn.edu, n.d.) 
In many ways, this is what interior design does for the buildings and homes that surround us today. However, the decoration isn’t within the structure of the building itself, but on the walls and the floors of the building. Occupants style their home to their own personal taste, creating a place they feel at ease, emphasising the shelter and security that the purpose of a structure resembles in a different manner. 
Wallpapers have been used in people’s home for centuries. Earliest wallpapers, dating back to the sixteenth century, were very expensive, hand painted, two dimensional specimens that at the time held a very respected place within the arts. (Buszek, 2011) 
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Wallpaper, C.F.A. Voysey, England, 1899, Victoria and Albert Museum.
(http://www.vam.ac.uk/content/articles/a/short-introductory-history-of-wallpaper/) 




During the nineteenth century, William Morris was one of the most influential designers of wallpaper, and his floral, vivid block printed wallpaper is still remembered and admired to this day. Morris’ block printed wallpapers were and still are very intricate and beautiful pieces of art, some wallpaper pieces containing up to thirty blocks and fifteen colours to create. Looking at the video on the V&A’s website, we can truly appreciate and respect how much time and effort goes in to creating a roll of wallpaper, emphasising the extravagance and opulence of his work. (Vam.ac.uk, 2016)
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Morris, William. 1875, ’Acanthus’, Victoria and Albert Museum
(http://collections.vam.ac.uk/item/O78222/acanthus-wallpaper-morris-william/) 


Another element to Morris’ intricate works was that he brought an element of nature inside the home. 
‘’The Arts & Crafts movement went one step further and sought to bring the beauty of nature inside and incorporate it into our furnishings and decorations. No one did more to turn parlours into romantic gardens like the British designer William Morris.’’ (Daydream Tourist, 2014)
In many, if not most, of Morris’ block printed wallpapers, a repeat cannot be seen at all, the imagine pictured above of his block printed wallpaper ‘Acanthus’ is a great example of this. 
‘Although he advised those designing wallpapers to 'accept their mechanical nature frankly, to avoid falling into the trap of trying to make your paper look as if it were painted by hand', he also encouraged intricacy and elaboration so that the repeat itself was disguised.’ (http://www.vam.ac.uk/content/articles/w/william-morris-and-wallpaper-design/ , 2016)
The way the leaves flow makes it hard to see where this block printed wallpaper is repeated at all. The intricate, small details that can be seen if you look through the leaves gives extra depth, almost like the acanthus plant leaves are real and the viewer is encouraged to look through and explore to see what is behind.
The shades of earthy greens in this version of Morris’ ‘Acanthus’ gives a genuine feel of nature creeping and twisting inside. ‘Acanthus’ was one of Morris’ larger scale designs, which also emphasises the idea of nature coming inside and surrounding the objects and the beings in the room.
When creating his delicate fabrics and tapestries, he only used natural dyes, even though many synthetic colours were available in Victorian England (Daydream Tourist, 2014), which really emphasised the element of bringing nature inside. In a way, by having Morris’ fabrics in the home, nature was physically being brought inside through the dyeing process.
However, Morris’ work was a luxury only the elite could afford to have on their walls. The handmade productions and fabrics carried a high ticket price, and not everyone in the nineteenth century were lucky enough to have Morris’ work surrounding them in the home. Therefore, when wallpaper and its production became easier and more affordable, Morris’ wallpapers became more accessible in the home, even if they weren’t an original copy of the designer’s work.
 ‘Wallpaper and wall coverings became possibly the most important element to interior design as they became accessible for the majority of comfortably off householders due to their wide range of designs and varying methods of production, so that both the higher and cheaper end of the market could be satisfied at a more reasonable cost’ (Emporium, 2015) 
As the printing and accessibility of wallpaper increased, it was no longer exclusive to the wealthy. As coloured printers for wallpaper became more available, many people were able to afford watered down versions of Morris’ work by prominent designers of the time in their homes. (Emporium, 2015) The industrialisation and mass production exploited a devalue in wallpaper, and the work of the likes of Morris’ became a luxury that people didn’t need in their houses anymore, as they could find a much cheaper alternative.
The purpose of wallpaper also came into question in the nineteenth century. In ‘Extra/Ordinary: Craft and Contemporary Art’ by Maria Elena Buszek (2011) she explains that ‘…wallpaper eventually became the commercial product we know today: an unassuming background for more important furnishings and works of art, or a substitute for expensive materials such as marble, leather and silk.’ (Buszek, 2011) which suggests that wallpaper is an indulgence, that no longer serves a true purpose.
An article by the V&A on the history of wallpaper further supports Buszek’s (2011) statement, by claiming that wallpaper ‘is almost always designed to look like something else – tapestry, velvet, chintz, silk drapery, linen, wood, masonry, a mural.’ (Vam.ac.uk, 2016)
Jane Audas also claims, in the ‘Cutting Edge of Wallpaper’, that 
‘…wallpaper serves no practical purpose, beyond disguising uneven surfaces or cracked walls. It is an indulgence, relatively expensive and hard to put up’ (Brittain-Catlin and Hanaor, 2006) 
In a way, Audas has a valid point; wallpaper is not a necessity, it’s not something we need in our life, it’s something we want and desire, unlike the use of, for example, tapestries, that were decorative but also used to keep draft out in days long before central heating. 
 The nineteenth century was a period of static, two dimensional wallpaper, and although some were beautifully designed and hand-made, they never possessed any kind of movement or interaction. However, the static, dated wallpaper described by Charlotte Perkins Gilman in ‘The Yellow Wallpaper’ gives us a very different impression of wallpaper in this era.
‘The Yellow Wallpaper’ described by the Guardian is an ‘archetypal feminist horror story’ (Laing, 2009). The short story is about a woman suffering with postnatal depression, who is being incarcerated in her home by her husband who is a physician. 
‘The yellow wallpaper that decorates the room she inhabits is ‘’One of those sprawling flamboyant patterns committing every artistic sin. It is dull enough to confuse the eye in following, pronounced enough to constantly irritate and provoke study, and when you follow the lame uncertain curves for a little distance they suddenly commit suicide—plunge off at outrageous angles, destroy themselves in unheard-of contradictions.’’ Ironically, the mutable, dynamic, and even threatening role that wallpaper plays in Gilman’s century-old short story is increasingly apparent in wallpaper designs of today.’ (Hemmings, 2005) 
	When Bachelard states in’ The Poetics of Space’ that ‘…the house shelters day-dreaming, the house protects the dreamer, the house allows one to dream in peace.’ (Bachelard and Jolas, 1994), this is not the impression we get through out ‘The Yellow Wallpaper’. The room is her prison, although she cannot physically escape, the wallpaper allows her to find her own escape and it becomes apparent that she forms an emotional connection with the wallpaper. ‘’There are things in that paper that nobody knows but me, or ever will.’’ (Hemmings and -, 2012) Her thoughts give connotations of something that’s personal to her, and something that gives her life meaning although she’s trapped.
	Similarly, to Morris’ work bringing nature inside, ‘The Yellow Wallpaper’ also does this, but in a different way. The sense of the outside being brought in is strong through the connection of the woman she sees in the paper. Although she’s imprisoned in the room, she follows the woman through the wallpaper and believes that she sees her outside from the window in the nursery room in which she is incarcerated. ‘I don’t like to look out of the windows even- there are so many of those creeping women, and they creep so fast’ (Hemmings, 2012, 313) Although she claims not to like looking out of the window, the creeping women of her imagination in the window and the wallpaper pattern are the only connections from outside in she has.
	Jessica Hemmings’ use of the words ‘mutable’ and ‘dynamic’ in her article ‘Not-So-Pretty Paper’ are very relevant to what’s happening in the world of wallpaper today.
Twenty first century contemporary designers encourage change and some sort of dynamic movement in their work, whether it be moving objects or the consumers taking part and being interactive with the wallpaper. Wallpaper has become an opportunity for self expression and creativity, which ‘invites consumers to take part in the design process and is part of a trend in contemporary interior style whereby the consumer is encouraged to take a more actively creative role’ (Hemmings, 2005).
Wallpaper in the twenty first century is regaining it’s purpose and value in modern day society, and is being used in a variety of different places and public spaces, not only the home. Not only is wallpaper regaining it’s purpose and value, it’s moving from something that’s still and two dimensional, into something three dimensional, that allows an interactive relationship to built between the viewer and the piece.
	



Following the devalue of wallpaper in the nineteenth century, and wallpaper not being considered as a form of art, unlike painting, Andy Warhol broke the boundaries in the twentieth century by deliberately repeating his paintings. The Campbell’s Soup Can exhibition at the Ferus Gallery in Los Angeles in 1962 is the greatest example of this. (Buszek, 2011) The soup cans were placed one after the other around the perimeter of the gallery, aimed to look like they were sitting on supermarket shelves, creating a wallpaper repeat around the space. 
Warhol’s wallpaper transgressed the boundaries of fine art and re-instated wallpaper as a form of art once again. When asked which was a better setting for his painting, homes or art galleries, Warhol reported ‘it makes no difference – it’s just decoration’ (Buszek, 2011) suggesting art was another form of decoration; just like wallpaper.
Since the boundaries have been broken when thinking of wallpaper, it’s become something of a staple within Installation Art, with artists such as Robert Gober and Virgil Marti creating and using wallpaper in their installations.
Wallpaper in the twenty first century has become more dynamic and interactive, Jason Bruges interactive wall installation at The Great Ormond Street Hospital, ‘The Nature Trail’, is a great example of this. The purpose of ‘The Nature Trail’ is to transform children’s journey from the theatre into an adventure with glimpses of glowing animals in between the dot worked trees. (Wainwright, 2012) 
‘The idea came from remembering walks in my childhood. I loved following and spotting things, those stolen glances and glimpses, the excitement of stopping at hides. I was trying to recreate this idea of digital look out points along the corridor’ (Wainwright, 2012) 
Motion detectors in the installation are designed to sense presence, which triggers the glowing animals to appear and start moving. (Wainwright, 2012) Therefore, the installation needs interaction to achieve its full potential and reach its goal, which is to distract the children, to become the vision that Bruges set out to create.
Similarly, to Morris’ block printed wallpaper, Bruges also brings nature inside in a contemporary way. Whilst Morris’ brings a romantic garden, English forest, traditional feel into the homes of the wealthy that could afford his pieces, Bruges brings the forest to life inside by using illuminated, graphic animals, a complete divergence from how Morris incorporated the outside in, and in a way provides a completely different purpose. 
Although the initial sole purpose of Morris’ and Bruges’ work seems to be different, one aiming to decorate and the other aiming distract the mind, they both have the same purpose. Installations and decorative techniques both aim to distract the viewer with different patterns or spaces and to take their mind to a different place.
Two other contemporary artists that bring the outside in are textile designer Hil Driessen and interior architect Toon van Deijne, who combined to create pieces of textile wall installations ‘Period Room, Drift 23’.
They created textile wall pieces for a nineteenth century period room at the The City University of Utrecht, with the aim to transport people to a different space. (Quinn, 2013, 173) Vinyl was stitched and folded until a silhouette of a gaunt tree that only exists in the mind was created. The piece was then photographed in the shadow of a real tree, and hung where the old wallpaper was in the nineteenth century building. (Behance.net, 2012) 
‘’The digitally printed fabric had visual depth and created a surprisingly tactile surface,’ Driessen says. ‘People wondered if it was a real landscape or a futuristic image. I saw people stretch out their hand to feel the texture of the knotted bark, then look again in wonder, realising they’d been duped’’ (Quinn, 2013, 173-4)
	Much like Bruges’, ‘The Nature Trail’ installation, ‘Period Room, Drift 23’ also transfers the viewer’s mind into a different space. Both viewers are transformed into a forest setting where trees are involved, however, in Bruges’ piece, the aim is for children to find and follow the moving animals in a two-dimensional interactive piece, where as people can interact with Driessen and Van Deijne’s three dimensional piece by touching the stitched vinyl and allowing their minds to be tricked by it. 
	Driessen and Van Deijne’s piece also relates very much to ‘The Yellow Wallpaper’ by Gilman, mentioned in chapter one. Although Gilman speaks of a two dimensional, flat wallpaper image, it still dupes her mind, which has been driven to insanity by her husband. Despite the wallpaper not holding any physical qualities to touch, unlike Driessen and Van Deijne’s piece, she still touches and follows the wallpaper to find and rescue the imaginary woman.
	‘As soon as it was moonlight and that poor thing began to crawl and shake the pattern, I got up and ran to help her. I pulled and she shook, and before morning we had peeled off yards of that paper’ (Hemmings, 2012, 313)
	The combination of the modern and the old in Driessen and van Deijne’s work is also very interesting. Although the pieces look like they are in keeping with the nineteenth century period room, the concept is very modern and gives the room a new feel. 
Anne Kyyrö Quinn also combines the old and the new in her work. Quinn uses felt, one of the oldest materials known to man, to create distinctive, modern, stitched wall panels. (Colchester, 2009, 138) Recognizing the acoustic qualities of the one hundred percent wool felt she was using, she created a textile wall panel range that was engineered to dampen sound. (Domusweb.it, 2010)
‘The surfaces of my fabrics are intricately structured, which makes them highly absorptive. Wool is too soft to reverberate, so the fabric diffuses the sound and reduces the decibel count by almost seventy-five percent. Loops and folds in the surface motif create tiny cavities that wick sound waves into the layer of fabric underneath. Like an acoustic sponge, the textile soaks up ambient noise’ (Quinn, 2013, 181)
Creating products targeting sound requirements of public spaces, such as airport lounges, cinemas and waiting rooms, using one hundred percent sustainable wool felt, makes Quinn’s product the most ecological choice for sound reduction. (Domusweb.it, 2010) 
Not only are they an ecological choice, they also have a quality that intrigue people. The combination of applique and raised stitch relief creating curvilinear forms attracts the eye and invites people in to explore the touch quality of the piece (Colchester, 2009, 138) and as felt is unbreakable, it doesn’t matter how many people touch it; it will still remain in it’s original form. (Domusweb.it, 2010)
The use of modern technology combined with wallpaper, or decorative textile pieces such as Quinn’s, is explored into a lot more in the twenty first century. Zane Berzina, who’s research and practice focuses on responsive, active and interactive textiles, uses thermo chromic inks in her work. In her project, ‘Touch Me’ (2004), she paints a corridor using the thermo chromic inks to create an environment based on the functionality of the human skin. (Fact.co.uk, n.d.) 
‘My research-led practice reflects on and utilises the current developments in material science and technologies. It considers their possible applications within design and art contexts to define and create new experiences, sensory environments and interactive artworks encouraging and exploring interactions between people, objects and spaces. It offers not only a comment about the certain developments in science and technologies but it also explores the possibilities the technology offers, giving visual, material and conceptual form to these changes.’ (Zaneberzina.com, 2015)
When touched, the paint on the wall changes colour in response to the temperature of the human skin, each temperature providing a different meaning. (Fact.co.uk, n.d.) The use of thermo chromic ink in the paint allows for an immediate change in colour when you touch it.
Another contemporary designer’s work who allows immediate change on the walls of homes is Shi Yuan. Relating to Berzina’s work, Yuan also uses thermo chromic paint, however, instead of painting it directly onto a wall, he paints it onto sheets of wallpaper he has designed. 
As the temperature increases in the room, the green leaves blossom into vibrant red flowers (Brit + Co, 2012), opening up possibilities for change in your home by just increasing or decreasing the temperature. 
Astrid Krogh also uses technology in her wall pieces and weavings, but in the form of light.
"I use light both as a material and a technology, the presence of light is an essential component of my work as light enables my textiles to pulsate, change patterns and create an entire spectrum of ever changing colour ways" (Astridkrogh.com, n.d.)
Krogh’s piece, ‘Holbein Neon Tapestry’, is a weaving made from optical fibres. The development in plastic optical fibres means that they are now able to be woven on a loom, allowing Krogh to create this sizable piece. The ends of the fibres of ‘Holbein Neon Tapestry’ are connected to a computer monitor, which radiates colour to light them up. (Colchester, 2009, 158) The colour changing ability in Krogh’s woven piece allows the space to be transformed in seconds as a result of technology, leaving the viewers mesmerised and allowing interaction by letting it influence the emotions they feel when they connect with the different colours and visuals, just like Krogh does. (Astridkrogh.com, n.d.)
Krogh’s piece, ‘Ornament Neon wallpaper’, also works in a similar way to ‘Holbein Neon Tapestry’. ‘Ornament Neon wallpaper’ is a study in pattern variation, where one hundred and eighty six neon lights are arranged in ten different sections. They are combined in different ways to generate over three million different pattern variations that can flash and change in front of the viewer’s eyes. (Colchester, 2009, 158)
In the way that Berzina’s and Yuan’s work can change whilst you are looking at it and touching it, Krogh’s work does something similar. Instead of having one repeated piece of wallpaper or wall art placed on a wall, Krogh’s experimentation with lights and patterns allows for immediate change. Rather than seeing just one pattern, multiple can be seen, in Krogh’s case, millions can be seen.
The idea of people customising their own wallpaper has also come into play in the twenty first century. Alexander Echasseriau, a French designer who’s recognized as a rising talent by Maison and Objet, experiments with the idea of customised interactive wallpaper through the mediums of sound and touch.
‘Alexandre developed a bespoke wall speaker and wallpaper which combined to create a decorative and functional pattern, as well as the concept for a full web to print process that the user can use to customise their wallpaper.’ (Bare Conductive, 2016)
The idea Echasseriau created is that users or buyers can go online to a website where they can select a custom combination of designs and sounds for their walls. A number of visual and sound artists contributed to the creation of the website, by creating custom sounds and designs for the consumer to choose from and to make the environment they are selecting for as vivid as possible. (Bare Conductive, 2016)
The main feature of the wallpaper is the speaker, which is activated when the viewer places their hand on a certain element or pattern of the wallpaper, which transforms the room into an experimental play space for an audience of all ages.
Contemporary designers of the twenty first century have created a new world where viewers can explore three dimensional wallpapers and installations. Juhani Pallasmaa, a Finnish architect, who has explored into the connection between vision and touch states (in The Eyes of Skin, 2014) 
’The eyes want to collaborate with the other senses. All the senses, including vision, can be regarded as extensions of the sense of touch – as specialisations of the skin. They define the interface between the skin and the environment – between the opaque interiority of the body and the exteriority of the world’ (Pallasmaa, 2014, 42)
Which suggests that although vision is a crucial part of analysing and connecting with a piece of art, the sense of touch gives this another dimension. Touch really allows the viewer to communicate and understand the piece properly, Berzina’s ‘Touch Me’ (2004) piece is a great example of this. The piece really allows the viewer to become a part of the art by leaving their mark on it, at least until the temperature changes once again. Berzina voices that ‘encouraging and exploring interactions between people, objects and spaces’ are key to inspirations behind her work (Zaneberzina.com, 2015) and this is very apparent in this piece.
Pallasmaa also states (in The Eyes of Skin, 2014) that ‘Touch senses the weight, resistance and three-dimensional shape of material bodies, and thus makes us aware that things extend away from us in all directions’ (Pallasmaa, 2014, 42) which particularly relates to twenty first century contemporary designers’ work, in this case especially Quinn’s and Driessen and Van Deijne’s pieces. 
Interacting through touch allows the viewer to explore different materiality and to make sense of how the material feels when they are looking at it. Although when looking at a material, there is a sense of how it feels, the break through of interaction within wallpaper and wall pieces have allowed viewers to explore different textures and surfaces, unlike in the nineteenth century, where wallpaper was just a decorated sheet of paper that only lived within the home.





















CONCLUSION


The devalue wallpaper experienced in the nineteenth century seems to be a distant memory in the twenty first century, with more and more wallpaper exhibitions and installations coming into their own.




1. Installation art – where we are now, all of the artists and designers mentioned above are an example of this
2. W for Wallpaper/Flock N Roll- example of this change- own exhibitions dedicated to wallpaper for people to appreciate




overview of how wallpaper has changed. 
How the purpose has evolved and changed into something greater than just decorative purpose – interactive etc, needs interaction and human reaction for the piece to be complete
Devalue/value – no longer to be something that isn’t a form of art
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