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Introduction


There are many views as to what interior design is – in this book, the discipline is considered as a specialist three-dimensional design activity, related to, but distinct from, architecture. The interior designer transforms existing buildings to improve their performance or to allow them to be reinvented for a new use. A key aspect of this work is the treatment of the existing envelope and the strategy for the introduction of new elements into the existing space. Inevitably, the interior is a more temporary entity than the architectural envelope it sits in. It is sometimes designed to last only for a few days and occasionally conceived to last for decades. As the discipline we recognize today, interior design is relatively new and so the theory and practice of the subject are less well documented than those of the related disciplines of architecture and furniture design. Traditionally the architect created buildings in which rooms were defined by walls that formed the structure. This resulted in buildings that were, in spatial terms, ‘finished’ by the architect. If further work was required, an interior decorator may have added a veneer of colour, pattern and texture to existing walls, ceilings and floors before selecting and arranging furniture to allow the space to function for its given purpose.


What is interior design?


Interior design is concerned with creating an interface between people and the buildings they use. As a result, the interior designer has to consider a number of issues that range from the strategic to the detailed. The choice of materials touched by the user, the ergonomic qualities of a door handle, creating appropriate acoustic conditions and establishing atmospheric lighting environments are all part of the interior designer’s work. Crucial to the success of any interior scheme is the spatial organization of the facilities needed to enable the interior to satisfy its functional requirements. In simple terms, this can be referred to as ‘planning’ and for some projects it might involve the relatively straightforward task of arranging workspaces in a workplace environment or tables and chairs in a restaurant. In reality, however, planning is much more strategic than this. Far from being a ‘two-dimensional’ activity in which spaces are arranged on plan, it should be thought of as a truly three-dimensional challenge that involves considering: volume and form; the proportion, proximity and relationship of spaces; and the way in which they are articulated, defined and connected as well as the circulation between, through and around them. All these elements have to be developed while managing to satisfy the needs of the interior’s users and responding to the constraints established by the existing space in which the interior scheme is to reside. The interior can be regarded as the interface between the building and its users, enabling it to work for a given purpose.
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Left


This student project proposed converting a nineteenth-century public swimming pool into a place where people could discuss their different religious beliefs. The model shows how the central multifaith prayer space would sit within the drained pool area, its cylindrical shape defined by 360 vertical panels arranged in a radial form. When located at the centre of the drum, users would be able to see through only a single slot at any one time, allowing them to orientate themselves in whichever direction their faith required. This proposal resolves a redundant architectural space while meeting a variety of people’s needs, and also succeeds in creating a stimulating spatial experience.


Modernism and the free plan


An argument can be made that the interiors discipline as we understand it today can trace its roots back to the development of Modernism in architecture, and the opportunities this presented for the interior to be considered as an element that could be configured separately from the architectural structure. When Le Corbusier developed his proposal for the mass-production prototype Maison Dom-Ino, in 1914, he suggested a new structural model, with reinforced concrete floor slabs supported by concrete columns set back from the structure’s perimeter. By divorcing the building’s structure from the walls enclosing it he created a new architecture in which the building’s envelope could be hung from the structure like a curtain. This radical idea allowed for a new evaluation of the resulting interior space and the development of his plan libre (free plan). With the building structure relying on relatively slender columns and the problem of weatherproofing resolved by the concrete slabs and curtain walling, Le Corbusier created an architectural model where the architect could establish an interior volume that was left ‘unfinished’ in terms of providing specific spaces catering for the precise needs of the building’s end user.
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Left


The structural proposal of Le Corbusier’s Maison Dom-Ino (1914) consists of concrete floor slabs supported by columns set back from the perimeter, leaving empty space in need of definition to satisfy functional needs within the interior.
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Below


In Mies van der Rohe’s Concert Hall Project (1942), horizontal and vertical planes are suspended from the host building to create a spatial composition. Each plane is freed from structural responsibility and has the sole purpose of defining volume in which interior activities can take place.





The idea that a building’s interior space could be ‘unfinished’ allows the notion of flexibility and change to be considered and offers an opportunity for specialists to emerge who could reconcile the envelope defining the interior space with the needs of the building’s users. Freed from having to deal with wider issues concerning topography, structural engineering and weatherproofing, a new breed of specialist interior designers could focus on the task of inhabiting empty architectural space and making it work for the end user.


Ludwig Mies van der Rohe’s work in the mid-twentieth century is, arguably, a second important factor in the emergence of interior design as an established discipline in its own right. Influenced by Le Corbusier’s thinking, Mies brought the ideas of the Bauhaus to the United States in the late 1930s. Mid-century America provided a commercial context for European ideas to be put into practice, while in his conceptual projects, Mies explored how flexible interior spaces could be established through compositions of non-structural horizontal and vertical planes housed in architectural superstructures. Again, the interior elements are related to and housed in the architectural envelope while remaining a separate entity.


In 1958, Mies completed his first office building, the Seagram Building on Park Avenue in New York. With this building he put into practice many ideas that he had investigated in previous projects. For interior designers it is significant inasmuch as it presents the quintessential office building, in which the architect has created 39 floors with spaces ready for the interior designer to organize to the precise requirements of the occupants – a task that requires skills distinct from those of the architect.
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Above


In this proposal drawing for the Bacardi Office Building in Santiago de Cuba, Cuba (1957) by Mies van der Rohe, the interior space is defined by a series of vertical planes.
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Below


These plans of the Seagram Building (1958) in New York, USA, show, on the left, the ‘unfinished’ shell of the building that was designed by Mies van der Rohe and, on the right, an example of a floor occupied by an end user – in this case, Mercedes-Benz North America, whose office space was created by Selldorf Architects.


About this book


The following ten chapters aim to simplify the complex problems of planning and organizing compositions of interior spaces by introducing key issues for interior designers to consider during the design process.


Chapter 1: Points of departure establishes how, when organizing the planning strategies for interior projects, the contemporary interior designer can start from a variety of different concerns that may include the qualities of the existing site to be used for the project, the function of the proposed interior or the client’s ethos.


Chapter 2: The use of precedent studies emphasizes the importance of learning from examples of previous good practice to inform future design proposals.


Chapter 3: Developing conceptual ideas shows how design decisions can be determined by a clear, bold conceptual direction that may establish the form of the interior while also establishing a narrative that engages the user’s interest.


Chapter 4: Planning strategies introduces approaches to the development of interior space planning. Spatial strategies, spatial relationships and circulation strategies are identified and explained with the help of appropriate case studies.


Chapter 5: From brief to proposal sets out methods of translating the client’s needs into an organization of appropriate spaces that reconcile the functional requirements of the brief with the form of the building in which the proposed interior is to be housed.


Chapter 6: The existing building’s impact demonstrates how the nature of the existing building can be one of the major factors that determine the approach taken towards the establishment of the new interior. Strategies for analyzing existing buildings are outlined and approaches to the introduction of new elements into existing spaces are explained.


Chapter 7: Developing three-dimensional spatial compositions demonstrates ways in which it is possible to develop a huge variety of three-dimensional forms from any given planning diagram. Model-making strategies are explained, illustrating how the same plan can deliver many contrasting spatial compositions.


Chapter 8: Designing in section emphasizes the importance of an interior’s section as a crucial aspect of its design. How the form of an existing building’s section can be analyzed, understood and utilized is considered, along with opportunities for the development of the new interior’s form in section.


Chapter 9: Communicating spatial organizations illustrates the ways in which interior designers use a variety of different methods to communicate complex spatial issues to colleagues, clients and members of the design team. Diagrammatic, orthographic and freehand drawing types as well as models are discussed.


Chapter 10: What next? discusses the ensuing stages of the design process once the spatial composition of a project is established. The chapter outlines the process of developing the plan in more detail to satisfy precise functional needs, leading to the detailed design stage and, ultimately, the built reality.









CHAPTER 1
POINTS OF DEPARTURE
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THE EXISTING SITE


THE CLIENT


THE BUILDING PROGRAMME





Introduction


It is possible to start an interior design project from a number of different departure points, each of which can inform the scheme’s planning configuration in different ways. The principal starting points for most design projects are:


•The existing site


•The client


•The building programme


All projects have a client of some kind. A private individual may commission a small residential project and expect the resulting interior to be tailored to their specific needs and requirements. At the other end of the spectrum, a gigantic global corporation might commission a number of interiors around the world. Though these circumstances are vastly different, a common denominator is that both clients require an interior that reflects their particular ethos. Developing a thorough understanding of the client can be the starting point for projects where the built outcome must reflect their values.


The interior designer’s work usually takes place within some form of context – generally an existing building whose size, form, materials and construction type can contribute to how the new spaces are organized. In some circumstances, the existing site can be the prime influence on the development of the building plan.


Interiors are formed to create spaces for people to undertake particular functions: the use or ‘building programme’ will dictate what spaces the scheme requires and how they must relate to each other. For many programmes, there are tried and tested planning formats the interior designer can employ, but there are occasions when developing new ways of delivering a particular use will lead to an original approach to an interior’s spatial organization. Whatever the situation, the interior designer will need to consider the building programme when planning the organization of an interior.


Depending on the project, an interior design proposal will often be informed by all these concerns. This chapter will consider the various approaches an interior designer might take to originate a spatial strategy that is appropriate for the constraints and opportunities of the project at hand.


The existing site


The site in which an interior is to be created will usually present a number of opportunities and constraints that can be major factors in determining the planning approach. Some of the existing site qualities that could inform the strategy for a scheme’s spatial organization include:


•The site’s history


•The existing cellular spaces


•The structural grid


•The form of the building’s section
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Architectural practice group8 created their offices in a former industrial building near Geneva, Switzerland in 2010. In response to the site’s history, the interior is conceived as a storage facility, leading to a spatial composition defined by shipping containers placed in the space.
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In 2012, Archiplan Studio designed this small apartment in Mantova, Italy. The existing building consisted of two well-established volumes defined by thick, load-bearing brick walls, and the established cellular spaces determined the opportunities for the new scheme’s spatial organization.
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The White Cube Gallery in Bermondsey, London, UK was fashioned out of a 1970s warehouse building by Casper Mueller Kneer Architects in 2011. Three distinct gallery spaces were created, along with an auditorium, private viewing rooms, a bookshop and warehousing. The existing structural grid determined the organization of the spaces.




Case study The existing site


Trace Architecture Office, Beijing, China / Trace Architecture


Trace Architecture Office reused a redundant aeronautical factory in northern Beijing to create a studio workspace for their practice in 2009. The resulting scheme was driven by the qualities of the existing site.


In spatial terms, the existing building was configured from four identical rectangular bays organized to form two distinct parts.


The entrance zone was made up of two bays with a ceiling height of 4 metres (13 feet) placed end to end, and this ‘tunnel’ led to the second area, where two bays were placed side by side to form a large cubic volume with a ceiling height of close to 8 metres (26 feet).


The proposal responds to these spatial conditions by inserting a new element housing most of the studio’s support facilities within the initial linear space. Arranged over two floors, this object introduces a mezzanine level that creates low-ceilinged spaces and, as it occupies half the width of the space, accentuates its tunnel-like qualities. Grouping the ancillary functions into this zone leaves the large cubic volume free to play host to the studio space. The contrast established between the constrained route and the expansive destination creates drama.


The interior scheme also responds to the existing site in terms of the materials used. Layers of decoration were stripped from the host building to reveal a raw industrial aesthetic defined by concrete, steel and timber – the site history acts as a counterpoint to the clean lines of the new elements made of white-painted plasterboard, frosted glass and vinyl. This results in a scheme where a smooth new object sits within a robust and heavily textured shell.
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A built object placed in the entrance zone houses support facilities. This new element further constrains the proportions of the space, emphasizing its tunnel-like qualities.


[image: ]


Early sketch drawings explore the spatial idea of functions being grouped within a linear box that is ‘parked’ in the initial long and low space.
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The plan and section drawings of the scheme show how the proposal exploits the site’s spatial qualities. Support facilities are constrained within the low, narrow volume, allowing the studio to occupy the large open space.
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The scheme responds to the existing site in material terms: new elements are smooth and white, in contrast to the dark, textured and raw existing materials.





The client


Most interior design work involves creating spaces to support some form of commercial activity and, as such, will be instigated by a client. In some circumstances, the client may simply wish to create an interior that is appropriate for the particular use and site concerned. For example, a manufacturer of pharmaceutical products may need to set up an administrative office at its factory: in this instance, the requirement may be for an interior solution that provides a workspace that reconciles the functional requirements with the existing building. There are also occasions when a client requires an interior solution that embodies their identity, ethos or aspirations, and in these circumstances the project can be driven by the client’s identity.
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Google, an American multinational corporation, creates informal, playful and relaxed workspaces for its employees, with the intention of encouraging creative activity. In the UK, the company has established Campus, a coworking space in east London’s burgeoning ‘Tech City’ that offers flexible workspace for start-up companies. Google commissioned Jump Studios to design the interior (completed in 2012) and though it is a deliberately ‘unbranded’ space, the scheme incorporates many of the ideas pioneered in Google’s own corporate offices. The building was stripped back to its core to establish a raw environment, similar to a garage or workshop, and new elements are made of inexpensive, utilitarian materials. Together, they form spaces designed to reflect the personalities of the young start-up companies that will use the building. The intention is that this workplace will be very different from that of an established, corporate company and as such will embody the values Google wishes to communicate.
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The consumer electronics, personal computers and software produced by the American multinational corporation Apple Inc. have a reputation for technical innovation coupled with intuitive, user-friendly design that has an understated, elegant simplicity. A consistent corporate philosophy pervades all aspects of the organization’s activities.
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Since the first Apple Store opened in 2001, the chain of retail outlets owned by Apple Inc. has grown to more than 400 units in 14 countries. The stores are incredibly successful: in terms of sales per unit area, they are often the most profitable retail environments in their locations. Originally conceived by Apple CEO Steve Jobs in conjunction with designers Eight Inc., the interiors manage to embody the attributes of Apple products. A straightforward plan clarifies the shopping experience and a restrained palette of materials is elegantly detailed to create an apparently simple space where the products are paramount. In addition, the shopping process is reinvented: visitors can freely use products without making purchases and new technology is engaged to turn each member of the shop-floor team into a mobile purchase point. This strategy transforms the traditional planning requirements of a retail space.
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In 2013, Apple Inc. registered a trademark for the Apple Store design. The glass shopfront, panelled facade, rectangular recessed lighting to the ceiling, recessed wall spaces with cantilevered shelves, rectangular wooden tables and an oblong bench at the rear of the space, set beneath video screens, are all cited as elements that, when arranged in a particular way, define an Apple Store. This drawing sets out the criteria for the trademark.




Case study The client


DAKS, London, UK / Alex Nevedomskis (Kingston University, UK)


This 2011 student project developed design proposals for a flagship menswear store for the British fashion brand DAKS. Many of the design decisions made on this project were driven by an understanding of the client.


The DAKS name has long been synonymous with British heritage, style and elegance. Originally founded in 1894, the brand is now a quintessentially British luxury label, specializing in fine tailoring and accessories for both men and women. The unique ‘House Check’ was introduced in 1976 and has become an international symbol for the brand. It features heavily throughout the company's clothing and accessories ranges.


Located on London’s Piccadilly, the shop sits between Jermyn Street and Savile Row, both of which are associated with gentleman’s tailoring. The building was designed by the British architect Edwin Lutyens in 1922 and, as a former bank, its interior has many traditional elements including timber wall panelling, parquet flooring and ornate ceiling details that help establish a masculine environment appropriate for the brand’s heritage. The old banking hall presents a double-height cubic volume topped by a ceiling that is defined as a nine-square grid. These site qualities facilitated the introduction of a new mezzanine level whose square, gridded form references the client’s ‘House Check’ fabric. The dimensions of these new ‘bespoke’ elements are tailor-made for the site and the new floor level organizes the section of the building to create a traditional ground-floor space (lined with dark timber) and a modern light-filled mezzanine above. The contrasting spaces allude to the company’s history and its reinvention as a contemporary fashion brand.
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Founded in 1894, DAKS was a major British fashion label throughout the twentieth century.
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Introduced in 1976, the DAKS ‘House Check’ is a key symbol of the brand and features heavily in its clothing and accessories ranges.


[image: ]


Recent collections have created a range of contemporary clothing that captures the spirit of the brand’s heritage.
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The organization of the proposal involved the insertion of a new ‘tailor-made’ floor to create a modern mezzanine level above a traditional ground-floor space. The form of the new elements responds to the site geometry (as expressed in the ornate ceiling) and the DAKS ‘House Check’ pattern.





The building programme


The spatial organization of most interior design projects is driven by the building’s function or ‘building programme’. It is essential for the scheme to provide the spaces necessary for the activities concerned and to ensure that they are arranged in an appropriate manner to facilitate the particular use. While it may be important for the scheme to respond to the opportunities presented by the site context and to express the client’s ethos, ultimately the interior must work for the people who use it. The same core use can often be accommodated in a variety of ways and this will result in very different floor plans that provide users with completely different experiences. It is the interior designer’s job to choreograph the visitor’s use of the interior to provide an appropriate experience.


Restaurants provide a straightforward building programme that can be organized in a number of different ways, depending on the circumstances. Many factors influence the planning of a restaurant: more expensive restaurants generally provide more space for each diner; seating arrangements are manipulated to create a different ambience; and a number of systems can be utilized to order and serve food, including waiter service, self-service and assisted service. Each serving strategy requires a different planning arrangement, which is driven by the precise nature of the specific building programme. Above all, restaurants are interesting environments in that they must seamlessly combine the customer’s relaxing leisure environment with the staff’s busy workplace. For a restaurant to succeed, the interior must meet the needs of both these groups.
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Ippudo is a Japanese noodle restaurant in Sydney, Australia completed in 2012 by Koichi Takada Architects. The interior’s plan is driven by the building programme: the staff areas (kitchen, reception and bar) are arranged in a ‘U’ shape, wrapping around the site to leave a square dining area in the middle. The planning of the dining space is determined by a variety of different seating arrangements that offer customers a choice of experience – banquette seating, a communal refectory table and informal groupings of seats placed around shared lozenge-shaped tables are all integrated within the scheme.
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