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abstract

The subject of this essay is the author's unrealised proposal for a temporary interior installation commemorating
the return of a historic archive to Croome Court — a neo-Palladian house in a landscape garden of international
significance near Worcester, UK. The proposed Archive Rooms Installation would transform a suite of
uninhabited spaces on the first floor of the house into a stimulating setting for exhibitions of artefacts from the
returning collection. The design project was originally undertaken as part of the author’s practice-led doctoral
Inquiry exploring potential contemporary applications of picturesque concepts, techniques, and strategies In
architectural design. The proposal was informed by the interior design techniques of one of Croome’s principal
designers, the architect Robert Adam (1728-1792), whose contribution to the development of the picturesque
In the eighteenth century remains only partially articulated.

The essay reflects on the proposal through the lens of a series of perceived doublenesses in the project,
delimiting latent spaces of potentiality for imagining new interiors between research and proposition, past
and future, representation and reality, stasis and movement. Oscillating between historical-interpretative
research into the work of Adam, descriptions of unrealised design proposals, and critical commentary on the
design-led research methodology employed by the author, the essay elucidates often overlooked elements
of Adam's interior design practice and situates them in the context of eighteenth-century discourse on
the picturesque. It reveals esoteric and forgotten ways of designing and representing interiors that have
potential utility in contemporary design. It also suggests foundational methodological strategies for future
historically informed and propositionally oriented design-led research inquiries in the field.
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introduction

The subject of this essay is the author’s unrealised
proposal for the National Trust's ‘Croome
Redefined: Archive Rooms’' design competition.
Designers were Invited to make proposals for a
temporary Interior installation to commemorate
the return of a historic archive to Croome Court —
a neo-Palladian house in a landscape garden of
International significance in Pershore, UK. Both the
garden and the exterior of the house are the work
of landscape architect Lancelot ‘Capability’ Brown
(1716-1783). The architect Robert Adam (1728-
1792) designed several key interiors, including the
Long Gallery, Tapestry Room, and Library. The aim
of the Archive Rooms project was to transform a
suite of spaces on the first floor of the house into a
stimulating setting for exhibitions of artefacts from
the returning collection. The budget was modest
and, due to the building’s historical importance, any
proposed intervention had to be fully reversible.
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The design project was carried out as part of the
author’s practice-led doctoral research exploring
potential contemporary applications of the
picturesque In architecture.! Both of Croome's
principal designers, Brown and Adam, are
iImportant figures in the history of the picturesque.
While Brown's role I1s extensively discussed and
debated in the existing literature, the significance
of Adam’s contribution is less well defined. The
author’'s proposal for the Archive Rooms was
iInformed by Adam'’s practice. In the context of
the design competition, this fulfilled the National
Trust's requirement for a contemporary installation
that established a dialogue with the estate’s past.
In the context of the author’'s doctoral inquiry,
it provided an opportunity to explore Adam'’s
contribution to the picturesque through both
historical research and the propositional activity
of design.

Figure 01.
Plan of the first floor at Croome Court as existing. The proposed location
of the Archive Rooms shown in grey. Drawing by the author.
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Figure 02.
Plan of the first floor at Croome Court as proposed. Drawing by the author.
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While modest in scale and humble in its proposed
method of construction, the proposal was, like
an Adam interior, dense with ideas. It aimed to
provide a rich, varied, and bespoke architectural
setting with manifold curatorial possibilities to
ensure an ever-changing visitor experience.
The installation was to be located In a sequence
of Interconnected first-floor rooms with views
across the landscape [Fig. 01]. At the time of
the competition, the rooms were In a state of
neglect, left largely untouched since the National
Trust added the house to its portfolio in 2007.
The author proposed a free-standing, light touch
installation, which would have no invasive fixings
back to the existing building. A series of self-
supporting timber studwork frames would be
Installed to dramatically (albeit temporarily) alter
the texture of the first-floor plan [Fig. 02]. Frames
based on square, circular, oval, and rectangular
plans would impose new, ‘pure’ geometrical
overlays to change the shape and form of each
individual room In the sequence. This would
represent a reenactment of the relatively
Inexpensive ‘boxing-out’ strategies used by Adam
to dramatically but economically reconfigure the
form of country house interiors.?2 The design and
composition of the studwork frames was informed
by the features and underlying proportions of
the existing rooms. This proposed new ‘layer of
construction’ would be low-tech and low cost.
Frames would be joined together using simple,
robust mechanical fixings and painted with a
layer of thinned white emulsion to rhyme with the
existing joinery and mouldings. At strategic points
In the sequence, sheets of aluminium would be
installed to structurally reinforce the studwork and
provide mirror-like vertical surfaces equivalent
to the pier glasses used by Adam to create the
illusion of spatial extension.

As Iin an Adam interior, each room was concelived
as 'its own little empire of activity, allusions, and
colour’ [Fig. 03].® To enclose the frames, fabric
wall linings of varying tone, thickness, and opacity
would be fixed back to the studwork. Linings
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Figure 03.
Exploded isometric drawing describing the author’s design strategy for
the Archive Rooms installation. Drawing by the author.

would range from deep and three-dimensional
(‘architectonic’) to flat and two-dimensional
(‘picturesque’).* Fabric linings In the first room
In the sequence were to be hung theatrically and
gathered like curtains — a reference to the heavily
modulated wall treatments typically used by Adam
In entrance halls. The final room In the sequence
was to have wall panel and celling designs by Adam
printed and hand-drawn onto its surface, giving
the interior the appearance and pictorial flatness of
a drawing. In this sense, the proposed Installation
would make use of Adam’'s whole decorative scale,
with linings becoming gradually more attenuated
as the spatial sequence unfolded.® Much like in an
Adam interior, furniture was considered an integral
component Iin the overall decorative scheme. A
series of bespoke but low-cost furniture pieces
was designed for each room, providing a range of
options for the display of artefacts.
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The following discussion reflects on the author's
Archive Rooms project. It elucidates often
overlooked elements of Adam'’s interior design
practice and situates them in the context of the
eighteenth-century discourse on the picturesque.
It reveals esoteric and forgotten ways of designing
and representing interiors that have potential utility
In contemporary design. It suggests foundational
methodological strategies for future historically
informed and propositionally oriented design-
led research inquiries in the field, and, ultimately,
delimits latent spaces of potentiality for imagining
new Interiors. The discussion Is organised under
the headings ‘research and proposition, ‘past and
future, ‘stasis and movement, and ‘representation
and reality, with each section exploring a perceived
doubleness or productive dialectic in the project.

research and proposition

Adam’'s approach to design was underpinned
by a propositional way of apprehending history
and conducting historical research. In 1764,
alongside fellow architect and artist Charles-Louis
Clérisseau (1721-1820), Adam published Ruins of
the Palace of the Emperor Diocletian at Spalatro
(The Ruins) — a survey of Diocletian's Palace (293
AD) In Split.° The publication included a novel
combination of detailed orthographic drawings
of the palace, including studies of its bespoke
architectural orders and perspective views of the
serendipitous spatial conditions that had emerged
over time as the building had fallen into ruin.
Adam’s survey combined the precision of earlier,
similar works with the theatrical compositional
quality and propositional intent characteristic of
the work of his mentor in Rome, the archeologist,
artist, and architect Giovanni Battista Piranesi
(1720-1778)." Piranesi’'s work demonstrated how
surveying ruins in their found condition could
inform the development of new architectural
ideas.® Like Piranesi, when making perspective
views of the ruins at Split, Adam did so with an
‘artist's eye® The 'neutral reportage’ of previous
surveys was replaced by a more painterly, pictorial,
and propositional mode of depiction focused on
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extracting ideas for use iIn future architectural
commissions.’” This propositional attitude to
historical research informed Adam’s subsequent
approach to design, including his characteristically
idiosyncratic, imaginative, and innovative treatment
of architectural orders and his spatially ambitious
and materially elaborate proposals for country
house interiors."

Underlying the author's approach to design
research 1s a similarly propositional attitude to
history and historical research. Here, the historical
subject is not only explored as a curiosity from the
past, but also as the source of ideas with potential
applicative value In the present. Architectural
history is not looked at with nostalgia or contempt,
but rather as a source of concepts, techniques,
and strategies with great contemporary value If
sharpened against the exigencies of the present
and critically re-appropriated.

At the start of the Archive Rooms project, the
author carried out a literature review into Adam'’s
practice. Focusing on his designs for country
house interiors, the review revealed a significant
amount of textual and visual Information —
primary and secondary sources dating back to the
mid-eighteenth century. Due to limitations with
the traditional text-based literature review and
the propositionally oriented aims of the research,
visual methods were adopted to represent
the findings. Interiors by Adam were visually
mapped In the form of a large-scale wall chart
[Fig. 04]. Diverse visual sources (drawings and
photographs) were brought together for the first
time on a single continuous surface, systematically
revealing Adam'’s interior design techniques and
enabling hitherto unseen relationships between
projects to emerge. Textual references were used
In a supporting role, inverting the usual hierarchies
of historical research in the field.

In the wall chart, information was structured in a way
befitting the ‘Adam style, which was characterised
by ‘the sub-division of parts and the sub-enrichment
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Figure 04.

Wall chart mapping of Adam'’s projects for the renovation of country house
Interiors. Composite wall chart arranged by the author. Some images
redacted due to copyright restrictions. Any photographs shown are the
author’s own.

of elements, with 'the whole' a careful composition
of ‘elements of singular grace and expression'?
Projects were mapped chronologically in order to
understand how Adam’s conception of the interior
had changed over time. Each project was allocated
a column in the chart. Within the columns, a row
was dedicated to every room in the house designed
by Adam. Rows contained visual information and
textual references organised under the headings
'walls, 'floors, ‘ceilings, furnishing, and ‘colour’ to
provide a description of the constituent parts of
each space and outline the ways in which they were
brought together by Adam to form a variegated
compositional whole.

At Croome, the task was to design a sequence
of rooms In succession. Alongside the visual
mapping of Iinformation revealed by the initial
literature review, drawn research was carried out
Into three of Adam’s most complete and elaborate
Interiors. The wall chart was expanded to include
Isometric drawings of Syon House (1761-1767),
Osterley Park (1761-1780), and Newby Hall
(1767-1776), which explored Adam’'s strategies
for designing individual rooms and sequences of
rooms experienced in series [Fig. 05].

Hall and Vestibule

Coninuous pavement botween hall snd vosibule.
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Subsequently, the wall chart was further expanded
to incorporate the author’s design sketches, which
freely speculated on how techniques used by Adam
(revealed by the visual mapping) could inform
design proposals for the Archive Rooms installation
at Croome [Fig. 06]. In methodological terms, this
slight Innovation dissolves the space between
historical research and design. It articulates an
iImportant moment of translation from precedent
analysis to proposition that usually remains tacit Iin
the design process and serves to propositionally
reorient initial historical research.

This systematic and expanded mapping of the
findings of the literature review using visual and
Inscriptive  methods revealed what might be
described as a taxonomy of techniques used by
Adam to design country house interiors. In research
terms, the chart can be understood as a novel
contribution to knowledge. It is a visual equivalent
to existing text-based literature reviews on the work
of Adam. It brings previously disparate visual and
textual sources together on a single surface for
the first time, facilitating cognitive acts by means
of visual praxis, such as sensemaking and novel
Intertextual readings Iin ways that more traditional



Syon House (1761-64)

Hall

General
“Forceful scale” of decoration demonstrates Piranesian
influence (Hussey, C, 1988, p.87). Off-white colouring.
Adam aiming at picturesque ideas of ‘variety’ and
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Osterley Park (1761-80)

Portico

Walls

Five bay lonic portico open to both West and East
approached by steps. To reach the front door, visitors
had to climb the steps and pass through the portico
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Newby Hall (1767-76)

Hall

‘movement’ (Hussey, C, 1988). and a courtyard to enter the building. The portico was
an exterior-interior, serving as an ante room of sorts
Floor before one entered the main building.
White and black marble pavement, pattern echoes
main geometries in ceiling. Ceiling
For an external ceiling, the portico ceiling is in very low
Walls relief, which is more akin to an Adam interior.
Hall has a coffered apse at one end and a screen of
Doric columns at the other. Steps to the ante-room
ascend behind the screen of columns, offering what

Hussey has described as “additional picturesque”

(Hussey, C, 1988, p.87). Long walls are a composition Hall
of engaged columns, alcoves and statuary at low Fl
loor

level, with pilasters framing panels with centralised
medallions above an entablature. White and black marble pavement with central oval
reflecting geometries of ceiling design.

Ceiling

Compartment ceiling with heavy relief. Compartments
separated by dominant diagonals.

Walls
Coffered apse at each end with central fireplaces
flanked by sculpture filled niches. Pilasters with
Spalatro (Pergamene) order capitals. Trophy panels
with fine plaster mouldings.

Furniture

Scagliola table top infrom of screen in same material
as columns and flooring in ante room making for an
interspatial materiality.

Ceiling
Plaster mouldings on green ground. Central
compartment with large oval design.

Staircase

Walls

Walls with plaster work mouldings on green grounds.
Corinthian screen on the entrance level, lonic screen
above at first floor level.

Ante room

General

Hussey (1988) has described this room as “the most
gorgeous room in English architecture” (Hussey, C,
1988, p. 87).

Floor
Scagliola pavement in rich colours, which match
colours used on walls and furniture later in the spaial
sequence.

Dining room

Walls
Wall panels with grotesque decoration and large ruin

Walls paintings with inset frames.

Twelve antique columns, allegedly dredged from the
Tiber in Rome and brought back by James Adam) are
arranged as a square in a rectangular room (Hussey,
C,1988; King, D, 1991). On three sides the columns are
set away from the wall to support “salient entablatures”
and carry guilt statues. On the south wall they are set
2.4m from the wall carry a continuous beam, also with
statues (Hussey, C, 1988, p.87). Here, the columns
depart from the wall to form a screen, akin to the
screen in the Hall (the previous room in the sequence).

Ceiling
Ceiling in early, classical Adam style with stucco
mouldings (King, D, 1991, p.195).

Ceiling )
Compartment ceiling with heavy relief, albeit slightly Library
lower than the relief in the hall.

Walls

Walls lined in bookcases with pilasters, entablatures
and a tympanum along one wall.

Ceiling
Plaster work mouldings with low relief.

Dining room

Drawing room

General
The dining room is a long space (triple cube) with
columns and recession used to manipulate proportion.
The room contrasts with the rich colours used in the
ante room and is in “parchment” tones (Hussey, C,
1988, p8o).

Floor
Walls Carpet echoes patterns in ceiling.
Sculpture filled niches flanking a central fireplace.
Painted timber window shutters with elaborate
decoration emphasise the depth of the reveals. Room
terminates in a apse behind a screen of columns with
Corinthian columns.

Walls
Damask wall paper in yellow.

Ceiling
Compartment celling with central oval surrounded by
octagonal paternae. Inspired by Roman decoration on
a soffit at the Temple of the Sun in Palmyra (King, D,
1991, p.197)

Ceilings
Tripartite ceiling in low relief.

Drawing room

Walls
Walls are lined in crimson Spitalfields silk with a silver
grey pattern (Hussey,C, 1988).

Ceilings
Co

iling in pai i composed
of small octagonal compartments or paterae. Designs
inspired by Giovanni da Udine's loggia ceilings at Villa
Madama (King, D, 1991; Hussey, C 1988).

Tapestry room

Floors
Geometry and pattern of ceiling reflected in carpet.

Furniture
Mirror and glass topped pier tables set below pier
glasses providing layered reflections.

Walls

Walls hung with Gobelins tapestries.

Ceiling

Painted stucco mouldings with inset lunettes.

State bed chamber
Floor:
Ceiling geometries and patterns reflected in carpet.
Long Galler
& Y Walls
Walls Walls hung with pleated gold-green fabric. Mirrors with

Groupings of Corinthian pilasters with delicate guilt frames  set into walls between dado and cornice.

decoration on shafts. Closely-grouped unit of 4

; Lon snatt Ceiling
ilasters with wide intervals centred on doors and "

:rep\aces. Large bookcases and niches for statues Plaster work mouldings on green grounds with painted

builtinto walls in spaces between pilaster groups. The lunettes.

idea of pilaster groups is to draw the eye along the Furniture

space (Beard, G, 1978, p.10). Wall decorations are
very shallow and delicate and in complete contrast
with the spaces at the start of the progression.

Bed with silk decorations and domed top. Design
inspired by Temple of Venus (typically a structure
found in classical gardens).

Ceilings
Ceiling in low relief and a variety of soft opalescent
colours. This is a complete contrast to the spaces at
the start of the progression. Design s repeated circles
held within a framework of octagons and squares.
Ceiling compartments appear incomplete where they
join the wall as if to imply that the ceiling expands
beyond the extent of the room, providing the illusion of
width (Beard, G, 1978, p.11).

Etruscan dressing room

General

The most unusual rooms that Adam designed were
his “Etruscan” rooms. The one at Osterley is the
most substantial extant example. Their colouring and
decoration was inspired by Etruscan vases and wider
Etruscan culture. According to Beard, itis Adam's most
perfect synthesis of all the elements of the room into a
unified surface (Beard, G, 1978, p.12).

Square closet (Chinese)

Floors
Carpet (no longer extant) reflected geometry and
Walls pattern of ceiling.

Panels with wallpaper with Chinese floral prints

flanking large mirrors spanning between the dado and Walls

cornice. ‘Wallpaper with fine arabesque patterns. Paper painted
insitu, pencil work still visible on the paper.

Ceilings

Cover ceiling with gold painted stucco mouldings on

Ceiling
green grounds. Low relief with fine arabesque decoration.

Round closet (Roman)

Walls

Gircular room with Spalatro order columns.
Etruscan Grotto
Ceilings

Domed ceiling with fine stucco mouldings. General

Domed octagonal vestibule beneath the steps on the
West facade in the Etruscan style.

Figure 05.

Expanded wall chart mapping incorporated isometric drawings of Adam'’s
most complete and elaborate interiors: Syon House, Osterley Park, and
Newby Hall. Composite wallchartanddrawings bytheauthor. Someimages
redacted due to copyright restrictions. Any photographs and drawings
shown are the author'’s own.

approaches do not readily permit.® In this way, the
wall chart reveals new areas for future historical
research and, perhaps more importantly in the
context of this design-led inquiry, brings information
together in a way that is generative of new design
iIdeas. For the author, the wall chart is not a benign
academic representation of an overlooked aspect
of Adam’s practice, but a design framework —
repertoire of concepts, techniques, and strategies for
Imagining new Interiors.

This closeness between research and proposition
Is reflected in the author’s design proposals, which
possess something of a temporal ambiguity. When
looking at the final drawings, for instance, it is
difficult to discern whether what Is depicted Is a

Floor

Pavement reflects ceiling pattern.

Walls

Trophy panels in plaster work relief.

Ceiling

Compartment ceiling in flat plaster work relief. Plaster
work on green, pink and yellow grounds.

Tapestry Room

Floor
Carpet designs reflect ceiling pattern

Walls

Hung with Gobelins tapestries.

Ceiling

Compartment ceiling in low relief with painted lunettes.

Dining room

Walls
Along room with apses at either end. Apses behind
screens of Corinthian columns. Apses each have
sculpture filled niches. Walls decorated in plasterwork
panels (King, D, 1991, p.246).

Drawing room (Study)

Library

Walls

Adam added at apse at either end of the room. One
of the apses provides a transition between the library
an the new gallery sequence. The apsidal ends make
this room part of the new series composed of apses,
niches and curvaceous geometries.

Ceiling
Compartment ceiling with fine plaster work mouldings
on pink and green grounds.

Sculpture Gallery

General
Athree room sequence added by Adam, which “opens
in prolongation” (Hussey, 1988, p.144). The sequence
is an imaginative reconstruction of a Roman interior
based on evidence of archaeological findings at
Herculaneum and the Catacombs (Hussey, C, 1988,
p.145). According to Hussey, this is the best example
of Adam’s application of the neo-classical conception
of space-modelling (Hussey, C, 1988, p.145).

Walls

The first room has free standing sculptures and
sculpture filled niches with plaster work panels with
low relief decoration above. Central room is round
with four large sculpture-filled alcoves or exedrae and
two arched recesses with plaster work panels with low
relief decoration above. The final room in the sequence
has sculpture filled niches and terminates in a large
alcove with a sarcophagus (Hussey, C, 1988, p.145).
Ceiling

The first and final rooms in the sequence have low, flat
ceilings with low relief plaster work decoration. They
are connected 1o the taller, central room with deep
vaulted arches with heavy coffering in the manner
of the Roman catacombs. Central room has a top-lit
domed rotunda with coffered ceiling (Hussey, C, 1988,
p.145).

reflection of the past or a projection of the future,
and whether the interior that Is represented is
a proposal for the historical reconstruction of
an existing room or a proposal for a new room
Inculcated with historical ideas.

past and future

Design proposals were developed through an
iterative dialogue between sketching and layered
drawings made using pencil and watercolour
transparencies [Fig. 07]. As established In the
previous section, sketches were used to extract
historical techniques from Adam's repertoire and
freely speculate on how they might be used to
generate new Interior conditions. These sketch
proposals — energetic projections of the future
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General

“Forceful scale” of decoration demonstrates Piranesian
influence (Hussey, C, 1988, p.87). Off-white colouring.
Adam aiming at picturesque ideas of ‘variety’ and
‘movement (Hussey, C, 1988).

Hall

Floor

Imagining interiors

Osterley Park (1761-80)

Portico

Walls
Five bay lonic portico open to both West and East
approached by steps. To reach the front door, visitors
had to climb the steps and pass through the portico
and a courtyard to enter the building. The portico was
an exterior-interior, serving as an ante room of sorts
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before one entered the main building.
White and black marble pavement, pattern echoes
main geometries in ceiling. Ceiling
For an external ceiling, the portico ceiling is in very low
Walls relief, which is more akin to an Adam interior.
Hall has a coffered apse at one end and a screen of
Doric columns at the other. Steps to the ante-room
ascend behind the screen of columns, offering what

Hussey has described as “additional picturesque” Hall

(Hussey, C, 1988, p.87). Long walls are a composition

of engaged columns, alcoves and statuary at low .
loor

level, with pilasters framing panels with centralised
medallions above an entablature. White and black marble pavement with central oval
reflecting geometries of ceiling design.

Ceiling

Compartment ceiling with heavy relief. Compartments
separated by dominant diagonals.

Walls

Coffered apse at each end with central fireplaces
flanked by sculpture filed niches. Pilasters with
Spalatro (Pergamene) order capitals. Trophy panels
with fine plaster mouldings.

Furniture
Scagliola table top infrom of screen in same material
as columns and flooring in ante room making for an
interspatial materiality.

Ceiling
Plaster mouldings on green ground. Central
compartment with large oval design.

Staircase

Walls

Walls with plaster work mouldings on green grounds.
Corinthian screen on the entrance level, lonic screen
above at first floor level.

Ante room

General
Hussey (1988) has described this room as “the most
gorgeous room in English architecture” (Hussey, C,
1988, p. 87).

Floor

Scagliola pavement in rich colours, which match
colours used on walls and furniture later in the spatial
sequence.

Dining room

Walls
Wall panels with grotesque decoration and large ruin

Walls all pane’s wi
paintings with inset frames.

Twelve antique columns, allegedly dredged from the
Tiber in Rome and brought back by James Adam) are
arranged as a square in a rectangular room (Hussey,
C,1988; King, D, 1991). On three sides the columns are
setaway from the wall to support “salient entablatures”
and carry guilt statues. On the south wall they are set
2.4m from the wall carry a continuous beam, also with
statues (Hussey, C, 1988, p.87). Here, the columns
depart from the wall to form a screen, akin to the
screen in the Hall (the previous room in the sequence).

Ceiling
Ceiling in early, classical Adam style with stucco
mouldings (King, D, 1991, p.195).

Ceiling
Compartment ceiling with heavy relief, albeit slightly
lower than the relief in the hall.

Library

Walls
Walls lined in bookcases with pilasters, entablatures
and a tympanum along one wall.

Ceiling
Plaster work mouldings with low relief.

Dining room

General

The dining room is a long space (triple cube) with
columns and recession used to manipulate proportion.
The room contrasts with the rich colours used in the
ante room and is in “parchment” tones (Hussey, C,
1988, p8o).

Drawing room

Floor
Walls Carpet echoes patters in ceiing.
Sculpture filled niches flanking a central fireplace.
Painted timber window shutters with ~elaborate
decoration emphasise the depth of the reveals. Room
terminates in a apse behind a screen of columns with
Corinthian columns.

Damask wall paper in yellow.

Ceiling
Compartment celing with central oval surrounded by
octagonal paternae. Inspired by Roman decoration on
a soffit at the Temple of the Sun in Palmyra (King, D,
1991, p.197)

Ceilings.
Tripartite ceiling in low relief.

Drawing room

Walls
Walls are lined in crimson Spitalfields silk with a silver
grey pattern (Hussey,C, 1988).

Ceilings
c

iling in pai composed Tapestry room
of small octagonal compartments or paternae. Designs
inspired by Giovanni da Udine’s logga ceilings at Villa Floors

Madama (King, D, 1991; Hussey, C 1988). Geometry and pattern of ceiling reflected in carpet.

Furniture
Mirror and glass topped pier tables set below pier
glasses providing layered reflections.

alls
Walls hung with Gobelins tapestries.

Ceiling
Painted stucco mouldings with inset lunettes.

State bed chamber

Floors

Ceiling geometries and patterns reflected in carpet.
Long Gallery

Walls
Walls Walls hung with pleated gold-green fabric. Mirrors with

Groupings of Corinthian pilasters with delicate quilt frames set into walls between dado and cornice.

decoration on shafts. Closely-grouped unit of 4

¢ on shat Ceiling

ilasters with wide intervals centred on doors and i
grep\aces. Large bookcases and niches for statues Plaster work mouldings on green grounds with painted
built into walls in spaces between pilaster groups. The lunettes.
idea of pilaster groups is to draw the eye along the Furmiture

space (Beard, G, 1978, p.10). Wall decorations are
very shallow and delicate and in complete contrast
with the spaces at the start of the progression.

Bed with silk decorations and domed top. Design
inspired by Temple of Venus (typically a structure
found in classical gardens).

Ceilings
Ceiling in low relief and a variety of soft opalescent
colours. This is a complete contrast to the spaces at
the start of the progression. Design is repeated circles
held within a framework of octagons and squares.
Ceiling compartments appear incomplete where they
join the wall as if to imply that the ceiling expands
beyond the extent of the room, providing the illusion of
width (Beard, G, 1978, p.11).

Etruscan dressing room

General
The most unusual rooms that Adam designed were
his “Etruscan” rooms. The one at Osterley is the
most substantial extant example. Their colouring and
decoration was inspired by Etruscan vases and wider
Etruscan culture. According to Beard, it is Adam’s most
perfect synthesis of all the elements of the room into a
unified surface (Beard, G, 1978, p.12).

Square closet (Chinese) Floors
Carpet (no longer extant) reflected geometry and
Walls

pattern of ceiling.
Panels with wallpaper with Chinese floral prints

flanking large mirrors spanning between the dado and Walls

cornice. Wallpaper with fine arabesque patterns. Paper painted
insitu, pencil work still visible on the paper.

Ceilings

Cover ceiling with gold painted stucco mouldings on
green grounds.

g
Low relief with fine arabesque decoration.

Round closet (Roman)

Walls
Gircular room with Spalatro order columns.

Etruscan Grotto

Ceilings
Domed ceiling with fine stucco mouldings. General
Domed octagonal vestibule beneath the steps on the

West facade in the Etruscan style.

Figure 06.

Expanded wall chart mappingincorporating design development sketches.
Composite wall chart and sketches by the author. Some images redacted
due to copyright restrictions. Any photographs and drawings shown are
the author’s own.

made from found fragments of the past — were
tested and developed further through large-scale
measured perspective drawings comprising pencil
and watercolour proposals laild over detalled
drawings of the existing rooms. Here, ideas from the
past were sharpened against the exigencies of the
present to draw out and intensify the characteristics
and latent qualities of the existing spaces.

This iterative testing process, carried out through
drawing, resulted Iin an intense and variegated
sequence of new rooms constructed from
reconstituted and re-appropriated historical ideas
drawn from Adam'’s practice.

The first room In the proposed Archive Rooms
sequence I1s the Red Room [Fig. 08]. Its design
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Newby Hall (1767-76)

Hall

Floor
Pavement reflects celling pattern.

Walls
Trophy panels in plaster work relief.

Ceiling
Compartment ceiling in flat plaster work relief. Plaster
work on green, pink and yellow grounds.

Tapestry Room

Floor
Carpet designs reflect ceiling pattern

alls
Hung with Gobelins tapestries.

Ceiling
Compartment ceiling in low relief with painted lunettes.

Dining room

Walls
Along room with apses at either end. Apses behind
screens of Corinthian columns. Apses each have
sculpture filled niches. Walls decorated in plasterwork
panels (King, D, 1991, p.246).

Drawing room (Study)

Library

Walls
Adam added at apse at either end of the room. One
of the apses provides a transition between the library
an the new gallery sequence. The apsidal ends make
this room part of the new series composed of apses,
niches and curvaceous geometries.

Ceiling
Compartment ceiling with fine plaster work mouldings
on pink and green grounds.

Sculpture Gallery

General
Athree room sequence added by Adam, which “opens
in prolongation” (Hussey, 1988, p.144). The sequence
is an imaginative reconstruction of a Roman interior
based on evidence of archaeological findings at
Herculaneum and the Catacombs (Hussey, C, 1988,
p.145). According to Hussey, this is the best example
of Adam’s application of the neo-classical conception
of space-modelling (Hussey, C, 1988, p.145).

Walls
The first room has free standing sculptures and
sculpture filled niches with plaster work panels with
low relief decoration above. Central room is round
with four large sculpture-flled alcoves or exedrae and
two arched recesses with plaster work panels with low
relief decoration above. The final room in the sequence
has sculpture filled niches and terminates in a large
alcove with a sarcophagus (Hussey, C, 1988, p.145).

Ceiling
The first and final rooms in the sequence have low, flat
ceilings with low relief plaster work decoration. They
are connected to the taller, central room with deep
vaulted arches with heavy coffering in the manner
of the Roman catacombs. Central room has a top-lit
domed rotunda with coffered ceiling (Hussey, C, 1988,
p.145).

draws inspiration from the central rotunda in the
sculpture gallery at Newby Hall. A new circular
enclosure Is constructed within the almost-square,
rectangular plan of the existing room, rationalising
the base geometry. The walls are lined in curtains
coloured to match the crimson red background of
the Gobelins carpets once installed in the Adam-
designed Tapestry Room on the ground floor at
Croome.” In reference to the heavily articulated,
‘architectonic’ wall decoration characteristic of
Adam's designs for halls and ante rooms at the
start of a spatial sequence, the translucent fabric
Is hung to gather in deep folds. A drawing of the
domed celling in the rotunda gallery at Newby Hall
Is printed onto white fabric and stretched across
the top of the studwork frame to form a false celling.
Even though the domed space Is represented on a
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Figure 07.
Process sheet charting the iterative development of the proposed Archive
Rooms interiors at Croome Court. Sketches and drawings by the author.

flat surface, the suggestion of concavity is enough
to give the feeling of a rounding towards the centre
of the room. This is a technique used by Adam In
his ceilling design for the dining room at Moccas
Park (1781), which has a raised central circular
compartment to evoke a sense of the domed
construction that he would have ideally realised In
its place had the existing architecture and budget
allowed. Around the perimeter of the room, walls
are punctuated by semicircular niches and narrow
rectangular recesses calling to mind the sculpture-
filled niches In the Long Gallery on the ground
floor at Croome, the dining room at Syon, and the
hall at Harewood House (1765-1769). Rather than
statuary, the plinths standing in the niches display
archival material. Plywood plinth tops have a routed
pattern — a continuation of the network of lines
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radiating from the centre of the circle in the celling
design. In this sense, the furniture partakes iIn
the geometric network of lines that bind the room
together. On the floor is a low-lying timber console
for the display of artefacts. A pattern composed of
circular motifs is routed into the top of the console,
which, as customary of Adam-designed carpets
and pavements, reflects the design of the celiling.
The console Is varnished In a shade similar to the
existing floorboards to emphasise its belonging to
the floor.

Passing through a red curtain and an existing white-
painted timber-lined reveal, the visitor enters the
next room In the sequence — the Green Bedroom
[Fig. 09]. The room's name references Adam's
original design for the space, which featured walls
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Figure 08.
Perspective view of the proposed Red Room. Mixed media drawing by the
author.

Figure 09.
Perspective view of the proposed Green Bedroom. Mixed media drawing

by the author.

lined In green paper and a domed bed upholstered
In green fabric.® The pleated, acid-green wall
linings and pale green celling evoke both Adam's
original decorative scheme for the room and the
State Bed Chamber at Osterley Park. Wall linings
are slightly more attenuated than those in the Red
Room. Fabric 1s draped dramatically in a triangular
tent-like form over window and door openings,
significantly altering the character of the existing
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room and recalling the dramatic drapery of the bed,
designed by Adam, which once stood in the space.
A reflected ceiling plan of a tripartite design by
Adam is printed onto the false celling. The space
beneath I1s notionally divided into three sections,
each housing a small ensemble of display furniture.

After moving through a rectangular ante room with
two semicircular ends and wall linings in a blue fabric
matching the topaz blue of the boudoir-vestibule
to the Bed Chamber at Kedleston Hall (1760-1768)
[Fig. 10], the visitor enters the penultimate space
In the sequence — the Drawing Room [Fig. 11]. The
overall plan-from is circle-in-square with a circular
stud work frame standing within a larger square
one. The room Is entered via a small interstitial
space between the two layers of framing, recalling
the transitions between rooms in an Adam interior
through exotically shaped poche. The walls are lined
In a translucent pale green fabric that is stretched

Figure 10.
Perspective view of the proposed Ante Room. Mixed media drawing by
the author.
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Figure 11.
Perspective view of the proposed Drawing Room. Mixed media drawing
by the author.

taut. The ceiling is In pink translucent fabric with
a missing circular section in its centre to frame
an exposed timber lathe celling above. Pale green
and pink were colours commonly used by Adam to
contrast the full-bodied tones of rooms elsewhere
In a sequence.’® A reflected ceiling plan of Adam's
Music Room at Home House (1777) i1s printed onto
the wall and ceiling linings. The design is carefully
reconfigured to ensure the circular pattern joins
seamlessly at the junction between wall and celling
and continues uninterrupted around the whole
surface of the interior, enveloping the visitor in an
all-encompassing meshwork of circular motifs. In
the centre of the room Is a large circular table with
a sheet aluminium top. The table conceals a jacuzzi
bathtub installed by the property developer who
owned the house Iin the 1990s.” By reflecting the
exposed timber lathe work of the ceiling above, the
table fulfils the role of a carpet in an Adam interior,
albelt in a slightly subversive way.

Finally, the visitor arrives in the Etruscan Room [Fig.
12]. The walls and ceiling are in pale pastel blue
translucent canvas-like fabric, which is stretched
taut across the frames. The blue matches the tone
of the grounds used by Adam in his decorative
scheme for the walls Iin the Etruscan Room at
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Osterley Park (1773-1774). Unrealised sketch
designs for panels in the Etruscan style by Adam are
drawn back onto the wall surfaces in pencil, evoking
the hand-drawn outlines that remain partly visible
on the walls at Osterley. In this way, the room takes
on the qualities of a drawing and a pictorial flatness
— a stark contrast to the more ‘architectonic’ wall
treatments at the start of the sequence. The only
piece of furniture is a table running the entire length
of one of the walls. Its design draws inspiration
from an unrealised proposal for a continuous table
around the room’'s perimeter by Adam. An existing
black, grey, and white marble fireplace is framed by
the new Installation and becomes an integral part
of the composition.

1
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Figure 12,
Perspective view of the proposed Etruscan Room. Mixed media drawing
by the author.

representation and reality

Much like an Adam interior, the author’'s Archive
Rooms proposal has drawing-like qualities insofar
as there Is a closeness between what is represented
and the mode of representation. Upon reflection,
the proposed Installation can be understood,
conceptually, as a suite of ‘Drawing Rooms:

The act of drawing was central to Adam’s practice.
Rather than a means to an end, it was the principal
method through which he theorised and developed
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his idiosyncratic conception of architecture and
the interior.’® As we have already established, from
early in his career there was a bifurcation in Adam's
thinking. On the one hand, he was committed
to developing an idiosyncratic, eclectic mode of
classicism. On the other, he was drawn to the
picturesque. While the productive tension between
the two only gradually became apparent in his built
work, 1t is clear from his prodigious drawn output
that it had fuelled his architectural imagination
from the earliest stages of his education.” Indeed,
from the beginning, Adam developed both lines
of inquiry through parallel drawing practices. He
made studious two-dimensional orthographic
projections of ancient and Renaissance architecture
to develop a fundamental understanding of the
classical 1diom that would provide the bedrock
of his style. In tandem he produced more fanciful
and speculative perspectival drawings — ink and
watercolour ‘inventions’ — exploring picturesque
preoccupations, specifically, the relationship
between architecture and landscape.?® While these
two strands of Adam'’s practice began to intermingle
In the drawings published In The Ruins, it was In
The Works In Architecture (The Works) that they
overlapped most meaningfully.?® The publication
contains a visually stunning sequence of engravings
— an admixture of orthographic projections (plans
and elevations), dramatic perspectival views,
and rendered section drawings Incorporating
perspective elements to demonstrate depth and
offer glimpses into interior spaces subsequent to
the room bisected by the section plane.?? Presented
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In an unfolding sequence that serves to illustrate
Adam'’s evolving architectural vision across scales,
the plates take the viewer on a journey from exterior
to interior, and from overview to detail, inculcating
the publication with the kind of ‘movement’ he
sought In the architectural works depicted. In
this sense, The Works not only represented the
realisation of a picturesque-inflected neoclassicist
architectural sensibility, but also a distinctive
technique for representing it that was 'both
explanatory and evocative.?®

As the author’s Archive Rooms proposal was never
realised It remains an imagined interior, represented
In Its most complete and ideal form by drawings.
The final composite drawing of the proposal [Fig. 13]
was made using techniques like those developed
by Adam (in The Works) and other eighteenth-
century practitioners at a moment of uncertainly
and Innovation In the conception, design, and
representation of interiors.?* Two types of projection
— plan and perspective — are rather abruptly brought
together to form something of a hybrid mode of
representation that seeks to explain the proposal In
a holistic and evocative way. Single point perspective
drawings of each room are framed by the outline of
the floor plan, which doubles to serve as the section
cut line from which the perspective view Is taken. The
different modes of projection collude Iin an attempt
at something filmic and kinetic with the eye invited
to trace a path through the varied and elaborate
interior sequence in a way that Is representative of a
projected future reality.

: o
=\
S

Figure 13.
Final composite drawing (plan and perspective) of the proposed Archive
Rooms installation. Mixed media drawing by the author.
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Modes of representation used by the author
throughout the project were informed by historical
research, which revealed a curious two-way
relationship between representation and reality
around the time of Adam's practice. Changes in the
conception of space due to the emergence of the
picturesque Inspired eighteenth-century architects
to find new ways of representing the interior and
changes in the way the interior was drawn informed
emerging conceptions of picturesque space.

When Adam returned from his Grand Tour in the
early 1750s, the golden age of estate building In
Great Britain had largely come to an end.?®> Although
he still received commissions for new houses, most
of his domestic work was for ‘the completion of
houses half-built by others or the transformation of
old houses within their existing shells:?® Working
within the physical constraints of the existing
building to iIncreasingly modest budgets, Adam's
Interiors were realised incrementally over extended
periods, with rooms often designed and installed one
at a time.?” Accordingly, Adam modified his drawing
practices, developing a mode of representation
that allowed for ‘targeted descriptions of individual
rooms.?® This type of drawing typically showed all the
internal elevations of a single room laid flat around
a central plan, giving the drawing the appearance
of a geometric net that could be folded up to make
a paper-thin three-dimensional enclosure. For the
architectural historian Robin Evans (1944-1993), this
kind of two-dimensional projection, which he called a
'developed surface drawing, allowed Adam to isolate
an individual room and luxuriate in its total design.?®
All four walls, the celling, the floor, and the furniture
could be designed together as an all-encompassing
network of geometrical shapes. When a series of
interiors designed with this level of intensity were
installed In succession, the result was a dazzling
sequence of spaces of great intricacy and variety
— what Evans calls ‘a concatenation of rooms' of
'magnified individuality:3°

The developed surface drawing fundamentally
altered Adam’'s conception of the interior. As
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Adam'’s two-dimensional depictions of architecture
reduced In depth, his constructed Interiors
became progressively more attenuated. The
two-dimensional detail remained, but the three-
dimensional modulation of the surface topography
of the interior diminished in contour, retreating
towards the surface of the wall. In his Etruscan
Room at Osterley Park, the surface of the walls and
celling are almost completely flat. In places, detalil
Is painted and pencil-drawn onto a wallpaper lining.
Here, the distinction between representation and
reality are blurred, with the constructed interior
taking on the physical, material, and inscriptive
qgualities of a developed surface drawing.

The author's proposal occupies this ambiguous
territory between representation and reality. The
final drawings are projections of an interior that has
the physical qualities of a drawing. The proposed
Installations appear as paper-lantern-like enclosures
with blown-up line drawings of wall panels and
ceilings designed by Adam printed onto their surface
— room-scaled developed surface drawings folded-
up to realise their latent three-dimensional potential.
The transparency of the fabric linings would result in
a real-world layering effect akin to that achieved In
the author’s drawings, where watercolour wash and
pencil overlays were bullt up over the top of detailed
drawings of the existing condition. In this sense, the
constructed interior would carry a memory of the
Inscriptive and painterly processes through which it
was brought into being.

The Increasing two-dimensionality of Adam'’s
work and the popularity and reproducibility of his
drawing style meant that his designs proliferated in
late-eighteenth-century pattern books.?! It became
possible to pick and choose panels designed
by Adam and rearrange them to form a new
composition that would fit the dimensions of any
room. The author’s proposal for the Archive Rooms
was informed by an earlier project for a temporary
pavilion for Graduate Fashion Week at Earl's
Court, London, UK in 2011 [Fig. 14]. The project,
the result of a collaboration between the author
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and architects Will Pirkis and Jonas von Wartburg,
can be considered something of a prototype of the
proposed Installation at Croome. A new developed
surface drawing composed of pattern-book panel
designs by Adam was screen printed onto large
sheets of translucent white fabric and stretched
across a studwork frame designed In accordance
with the underlying proportional rules of the new
room composition [Fig. 15 and Fig. 16].

Figure 14.
Robert Adam Room, exterior view, Earl's Court, London, UK. Photograph
by the author.
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Figure 15.
Developed surface drawing for the Robert Adam Room. Montage by the
author.
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Figure 16.
Robert Adam Room, interior view, Earl's Court, London, UK. Photograph
by the author.

Beneath the lights of Earl's Court, the pavilion
called to mind an often-overlooked project by Adam
depicted In The Works entitled [llumination and
'ransparency (1763) — an unrealised proposal for a
temporary garden pavilion commissioned by Queen
Charlotte (1744-1818) in the grounds of Buckingham
House as a surprise to mark the twenty-fifth birthday
of her husband King George Ill (1760-1820).%2
Adam proposed a lightweight timber structure with
seventeen arched openings, each covered by a
"transparency’ — a painting on a translucent material,
which was lit from behind. The pavilion, with its
screen-like theatricality, the pictorial flatness of its
construction, its attenuated painterly decoration, and
Its presence as a building entwined in landscape, Is
arguably Adam'’s most picturesque project.

— ]
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In the ephemerality of its construction and the
spectral translucency of its appearance, Adam'’s
project anticipates the picturesque practices
employed by writer and garden designer René
Louis de Girardin (1735-1808) in his creation of
the first ‘French landscape garden’ at Ermenonville
In France (1765-1776).2° As part of the design
process, Girardin used full-scale mock-ups to
assess the visual impact of proposed future
constructions In the landscape. These mock-
ups, made from ‘poles stretched with white cloth’
simulated the ‘masses of plants’ and 'facades’ of
potential future interventions.?* In their abstract,
glowing whiteness and pictorial thinness, these
temporary constructions, like the author’s pavilion
at Earl's court and proposal for the Archive Rooms
at Croome, represent something of an intermediary
between drawing and building, suspended In a
state between before and after, simultaneously
disappearing and coming into being.

stasis and movement

As we have seen In the previous section, the
final composite drawing of the proposal aimed
to communicate a sense of spatio-durational
progression through a sequence of spaces [Fig.
13]. The author’'s ambition was, in other words, to
communicate a sense of movement though a static
mode of artistic expression, that is, the drawing. This
reflects the author’s ambition for the Archive Rooms
Installation should it have been realised. The Idea
that architecture (or the interior), also a static form
of expression, could be inculcated with the quality
of movement was central to Adam's practice and at
the heart of his often-overlooked contribution to the
picturesque In the eighteenth century.

While Adam’s work i1s widely understood In the
context of eighteenth-century neoclassicism, its
relation to the emerging picturesque discourse
during the period i1s less clearly defined.*>® This
Is perhaps because the picturesque was less
conspicuous In Adam's work than in that of his
contemporaries. While many sought picturesque
effects through the adoption of asymmetrical
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planning and irregular form, Adam Initiated an

alternative line of thinking whereby buildings
designed In accordance with well-established
classical 1deas of symmetrical planning and

regular form could also be picturesque if they were
inculcated with the illusive, painterly quality of
'movement.3°

The Influence of architect Thomas Sandby (1721-
1798) and his brother, landscape painter Paul
Sandby (1731-1809) during Adam's early education
instilled a ‘painterly concern’ and an interest In
expressing the newly fashionable idea that 'the
role of architecture, much like a landscape or a
landscape painting, ‘was to raise feelings and excite
the imagination.*” According to Adam, ‘movement’
In architecture, an inherently static form of artistic
expression, could be achieved through a certain
mimesis of qualities found In landscape (and
landscape painting), namely ‘diversity of contour,
‘convexity and concavity, ‘advancing and receding,
and ‘variety’ of light, shade, and colour.®® For Adam,
architecture possessive of these qualities, such
as buildings of the Italian baroque and the English
barogue works of architect John Vanbrugh (1664-
1726), stimulated in the viewer a ‘movement’ of
'the eyes, the mind, and the feet*® Through heavily
modulated surfaces and exaggerated chiaroscuro
effects, baroque buildings stimulated an intense
'movement’ of the eyes and inspired the mind to
various Imaginings, associations, and feelings
upon perception. The rhythmic organisation of
components and the sense of progression towards
a spatial apotheosis stimulated bodily locomotion.
As well as providing visual stimulation, the gradual
progression through rooms of varying proportion,
surface treatment, and levels of intimacy towards a
central climatic space caused fluctuations in heart
rate and an Increased expansion and contraction
of the lungs.*® This complex and often-overlooked
aspect of the picturesque, developed through
Adam'’s practice, has largely been forgotten.

While Adam attempted to enliven the exterior
architectural surface with the quality of ‘'movement,
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It was through his interiorisation of the concept that
it achieved its most meaningful expression. In the
eighteenth century, it was Adam who extended the
provenance of the architect to include the interior
and it was ‘in the planning and adornment of the
most lavish interiors of his time that he fulfilled
himself*' His agenda for the interior was most
emphatically delineated in The Works, which he
and his brother and practice partner, the architect
James Adam (1732-1794), published In a series
of volumes between 1773 and 1778.%2 Through a
combination of engravings (perspectival views and
orthographic projections) and prefacing texts, Adam
sought to outline a ‘truly modern architectural style'
that ‘expressed to perfection, the sophistication,
galety and elegance’ of the day.*®* While his earlier
publication The Ruins (1764) had marked the rise
of the Adam style as a 'striking form of eclectic
classicism, The Works 'managed a subtle change of
emphasis, unveiling the picturesque as the future
design direction of the office.*

Adam saw the completed interiors presented In
The Works as a remedy to the ‘dull succession of
similar apartments’ characteristic of the fashionable
Burlingtonian neo-Palladian architecture of the
early eighteenth century, which took the static
repose of Renaissance architecture as its source
code.” |In contrast, Adam aspired to the interior
condition that he had encountered at Diocletian’s
Palace and depicted in The Ruins. For him, this
Interior, In both Its ruinous state and its imagined
unspoiled halcyon grandeur, possessed the kind
of ‘'movement’ he had observed in landscape and
the various species of baroque architecture he
had come to admire on account of its ‘remarkable
diversity of form’ and ‘variety.®

One of the featured projects in The Works is the
interior at Syon House.*” Drawing inspiration from
Diocletian's Palace, Adam employed a variety of
visual and spatial effects to inculcate a sequence
of reception rooms with the quality of ‘movement.
At Syon, the eye busily traces the varied contour
of the interior, adjusting in each room to a new
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set of formal, material, and decorative conditions.
The mind is stimulated by a multitude of allusions
to different architectural epochs and styles. Bodily
movement through space is prompted by framed
glimpses into subsequent spaces and through the
manipulation of floor levels, which together imbue
the spatial sequence with a topographic aspect akin
to landscape.*®

In all 1its diversity, the sequence at Syon, designed
and Installed incrementally between 1761 and
1767, Is representative of Adam'’s rapidly changing
conception of the interior during the period. The
overtly constructional high relief treatments in the
rooms at the start of the sequence (designed In
1761) stand in sharp contrast to the illusory, illogical,
and purely decorative two-dimensional effects In
the spaces at the end of the sequence (designed
by 1763 and completed in 1767). In this sense, the
iInterior represents something of a progression
through time and changing tastes. Demonstrating
the shift from ‘architectonic’ to ‘picturesque, It can
be read as a journey through Adam'’s thinking during
the period — an episodic and evolving account of the
Adam style. It can also be understood as a physical
manifestation of the zeitgeist, representative of the
shift in architectural taste from Burlingtonianism to
Adamism signalled by the growing tendency to design
In two dimensions rather than in three, In line rather
than mass, and in the ‘lightened elegance’ of 'the pretty’
rather than in ‘the sublime:*® On a more fundamental
level, It Is as an interior sequence that communicates
ideas about the evolution of architectural style over
a much longer durée, from the heavily articulated,
massiveness evocative of the architecture of the
ancient world that Adam had surveyed on his Grand
Tour, to the thinness and delicacy of the contemporary
picturesque-inflected neoclassicism, which, for Adam,
most adequately represented the sophistication and
lightness of the day.

On a modest scale and budget, the author attempted
to inculcate the interior at Croome with the kind of
picturesque ‘movement’ Adam coveted. Elements
iIncorporated from the Adamesque interior — varied
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room forms, shapely niches, decorative treatments
of differing character, colouring and connotation,
and spatial and material layering — would conspire
to result in a heterogeneous interior condition. The
proposal also borrowed techniques used by Adam
to stimulate bodily locomotion through space.
The ‘convexity and concavity' of the wall surfaces
and the folded fabric linings; the expansion and
contraction or ‘rise and fall’ of the celling level; and
the interplay between light, shadow, and reflection
would provide a sense of ‘movement’ in both the
horizontal and vertical planes, lending the interior
some of the drama of moving through a landscape.®®

The proposed installation was designed to be
engaged with on multiple levels. On the one
hand, 1t could be enjoyed superficially as an
atmospherically diverse set of spaces for the
display of archival material. On the other, it could
be apprehended on an intellectual level as an
archaising artefact, emitting ideas about the
evolution of Adam’s conception of interior space
and surface over time. An interior capable of being
'read’ In this way Iinvokes esoteric eighteenth-
century ways of designing gardens from which
the picturesque conception of architecture and
the interior emerged. According to the landscape
historian John Dixon Hunt (1936-) the period was
characterised by a shift from one picturesque
mode of garden design to another: from a literary
and intellectual picturesque mode prevalent In
the early eighteenth century, where gardens were
inscribed with allegorical, political, and cultural
meaning, and could be ‘read’ like a poem or a
painting by those sensitive to their messaging;
to a late eighteenth century phenomenological
and sensual mode where gardens and buildings
were designed to intensify the existing physical
gualities of a site and provide a sensorially
stimulating experience for the visitor.® Like Adam'’s
interiors, which developed In the transitionary
period between one picturesque design sensibility
and the other, the author's proposal for Croome
was designed to appeal on both intellectual and
sensorial levels.
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conclusion

Through a series of reflections on the author's
unrealised proposal for the Archive Rooms
Installation at Croome Court, this essay has explored
latent spaces of potentiality for imagining interiors
between historical research and design proposition,
past and future, representation and reality, stasis and
movement.

Propositionally oriented research has opened up
new possibilities for appreciating the picturesque
aspects of Adam'’s practice and brought to light often
overlooked and esoteric historical ways of designing,
drawing, and making interiors. Concepts, technigues,
and strategies from Adam's practice, revealed by the
expanded wall chart mapping, have been explicated
through application In the design proposal,
demonstrating their potential contemporary utility
and suggesting possible new agendas for practice.

By reflecting on the methodological approach to the
project, the essay reveals a potential foundational
strategy for future historically informed design-
led research enquires of this nature that bring
together historical-interpretive research, visual
methods, and inscriptive methods synonymous with
architectural design practice, including sketching
and orthographic drawing.
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