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Introduction


“[a building should be] dumb on the outside and reveal its wealth on the inside” – Adolf Loos


Unlike architecture, which is a long and arduous process, interiors are often small, quick and fun, and can offer the opportunity to experiment with materials and design ideas, liberating innovation and giving creativity free rein. Yet it is a serious discipline and if an imaginative concept is to be translated into a successful build, it needs to be backed by sound practical thinking. Interior architecture is controlled by strict adherence to codes and programmatic functioning, and in collaboration with engineers, contractors and builders. Although the end results can be artistic, of utmost importance are commercial viability, the needs of the end user, and the requirements of the client, who best knows his or her business and preferences.


In the introduction to one of my previous books Interior Architecture Now (Laurence King Publishing, 2007), which showcased the portfolios of a selection of leading international design firms and personalities, I wrote “Architecture, interior architecture and interior design are now disciplines, together with graphic, product and landscape design, whose focus is to solve the problems of an evolving society needing to be housed, entertained and prepared for a better future”. In Brief to Build I’ve returned to the subject, this time to examine 30 interiors in depth, documenting in detail all the stages of development from design and planning to construction and occupancy. In writing this book I was struck not only by the scope and diversity of the spaces in which we conduct our lives, but also by the variety of ways the architectural concepts were realised. Although in each case the stages that need to be followed are present – creative design, presentation to the local authorities, negotiation for permits, detail design and construction drawings, tendering consultancy, contract preparation, site supervision, project management and certification – practices vary. Within the interpretation of the brief, the way a project is presented to the client, the tools used during the schematic and the detailed design phases, and how the responsibility is apportioned between architect/designer, collaborating architects, contractors and project management once on site, there is a significant range of possibilities and alternatives, which are illustrated in the projects of this book.


Whatever approach an architect may have, it is essential for him/her to be able to communicate clearly and inspire confidence, first with the in-house project team using the many methods available, from hand-drawn sketches and physical models to computer visualisations and animations, and then with the client in the first presentation of his/her proposal and ongoing refinements. Once the concept has been accepted, the schematic design can only benefit from the input of consultants – for example, from structural and MEP (mechanical, electrical and plumbing) engineers and lighting specialists. It is the designer’s role to orchestrate the expert advice to fit, while enriching the original intention.


In a design-build the architect is responsible for any defects, delays and losses of a project and for both the design and construction phases, which often overlap; in a design-bidbuild the client retains an architect to design and produce tender documents on which various general contractors will bid, with the most suitable ultimately being used to construct the project. In both, the design professional relies on a successful collaboration with the person who is overseeing the construction process and the daily activity on a construction site, or, if acting in this capacity him- or herself, on the collaboration with the sub-contractors involved. In both cases the architect acts as the owner’s agent, reviewing the progress of the work and issuing site instructions, changing orders should unforeseen circumstances arise, and filing other documentation necessary to the construction phase.


The architect explains his/her design intentions through construction documents (technical drawings and specifications) outlining the full extent of the work, including materials, dimensions and the quality expected given the available budget. A full set of drawings allows the contractor to estimate the cost of a project and whether the design is feasible. The clearer the instructions and the more simple they are, the better they will be understood in the hectic atmosphere on site. It is helpful if the architect is able to visualise the sequence of a build, but many practices rely on a project manager to keep the project on schedule. For specialist fitments and fixtures, in some instances the architect defines the form, dimensions and materials of his detailed designs and leaves the fabricators contracted for the construction to produce their own working drawings.


The exception to the above is when an architect from one location is working on a project that is geographically remote or out of his/her range of expertise. In this case he/ she collaborates with an architect-of-record (AOR or executive architect), who is either local or has particular skills. This type of working relationship is common when designers, rather than licensed architects, find themselves in need of qualified professionals with the practical skills to work up construction drawings from design intent documentation. More pragmatically, brand-name architects may simply need a specialist who is local to a project site, to facilitate negotiations with authorities and obtain quotes as well as carry out regular site visits and project oversight. The architect-of-record is bound by his/her seal on production drawings and is legally responsible for all documentation and construction observation. In the US and Canada AORs are also used to file drawings by architects from one state whose credentials are not recognised in another state.


To emphasise the diversity of the work and the methods used by those featured in Brief to Build, I’ve covered five major building types: retail, hospitality (hotels, clubs and restaurants), corporate, public, and residential. The projects range from the small-scale to worldwide, roll-out design strategies. I’ve also chosen individuals and companies from assorted backgrounds. The majority are trained as architects, some are product designers who have moved on to create interiors, others are multi-disciplinary companies whose teams are involved in not only the design of buildings, interiors and products but also in graphics, media and even fine art. Only one (Evelyne Merkx) was schooled specifically in interior architecture; none are interior designers. Whatever their qualifications, however, their work is concerned with space and volume: the architectonic elements of the inside of a building rather than the merely decorative.


As is evident in the pages that follow, a winning interior is one that successfully marries the owner’s identity or brand with the architect’s professional experience and aesthetic expression.
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JIN’S GLOBAL STANDARD, NAGAREYAMA


Ryuji Nakamura














	

Location: Nagareyama, Chiba, Japan


Principal use: Optician


Client: JIN Co. Ltd.


Floor area: 104m2 (1,119ft2)




	

Design period: July 2006 – February 2007


Construction period: December 2006 – February 2007


Budget: Undisclosed but limited










JIN’s GLOBAL STANDARD eyewear store (nicknamed ‘Shortcut’ by the architect) was one of the five recipients of The Great Indoors Award in 2007. From 250 entries Ryuji Nakamura found himself in the company of world-famous architects such as Zaha Hadid, Thomas Heatherwick and Wonderwall as a winner of the coveted prize, praised for his “refusal to acknowledge the existence of the immediate surroundings [which] added to the quality of the design”. It’s a considerable achievement for an architect who has yet to make his mark outside of Japan and for a design that occupies a limited floor space of only 104m2 (1,119ft2). The tiny concession is situated in a shopping mall on the outskirts of Nagareyama in the Chiba province of Japan, an unlikely location for an innovative retail concept but the international jury recognized a project that transcended its restrictions and created a strongly conceptual yet extremely customer-friendly interior.


The space is a visual curiosity and bears none of the usual elements you would expect to see in a store competing for attention in a busy shopping centre; there is no signage, no window display, no open floor area and in fact on first sight it’s not immediately obvious what’s for sale. It may not “acknowledge the existence of the immediate surroundings” but what the outlet does is make the most of its location – a corner position at the apex of the main walkways in the mall – to attract customers to take a ‘shortcut’ through it and while doing so try on a pair of JIN Global’s fashionable glasses. The interior is made up of a series of ‘corridors’ formed by obliquely placed parallel walls that persuade passers-by to enter. Two walkways punch out through the partitions from the tills situated at the rear of the shop to the public access routes. The idea was to make the shop as unintimidating as possible to encourage people to handle the merchandise freely, and, as the glasses are displayed without lenses so reducing the risk of theft, Nakamura constructed floor-to-ceiling walls that block clear views from the staff. The resultant unselfconscious environment is inviting and geared towards the user. The architect likens it to a coral reef where shoppers gather like tropical fish to graze.


It was a bold decision for the client but one that has been justified by the amount of sales the idea has generated. The relationship between Nakamura and JIN Co., Ltd is long-standing; with Nakamura having completed a number of interiors for the visionary Japanese businessman who now owns a chain of shops selling inexpensive glasses designed in Japan but manufactured in China. They have worked together since Nakamura left the office of his mentor, artist and architect, Jun Aoki, who recommended his protégé to the CEO of JIN Global, Hitoshi Tanaka. Nakamura graduated from the Tokyo National School of Fine Arts and Music where he was taught that architecture is a form of art. He spent over three years with Aoki who further instilled this view and whose work he credits with the ability to fill spaces with atmosphere. The lessons he learned in his formative years are clear in his work today, from the ghostly-white, fabric-clad VIP room in a Nagano restaurant, and a resin-rod Insect Cage – an art piece that represents his search for the ultimate in transparency – to the ten interiors he’s completed for JIN Co., Ltd. The store in Nagareyama appears more like a surreal stage set, or a painting by Giorgio de Chirico than a functional retail space, its repeated elements stretching outwards like the ripples cast by a drop of rain in a pool of water. He muses, “What I strive for is a small wave of water, as in a river, from which beauty gradually emerges.”


Despite the apparent simplicity of his creative designs and interiors, they are produced by a rock-solid methodology and a high level of technical expertise. He produces many sketches and physical models as communication tools to convey his concept. For the Nagareyama project his first proposal, initially accepted by the client, was to exhibit the glasses on strengthened (vulcanised fibre) paper holders. He collaborated with a specialist paper manufacturer to create the bespoke displays that would keep their shape under pressure, and presented the idea using models and plans. From the start he had in mind the angled walls and ‘corridors’ but initially had no access to the counters. The relationship was collaborative. Although Nakamura has worked extensively for the brand he tries to do something different each time and it’s the experimental nature of his concepts that keeps the client excited about his work, even if, at times, these need to be tempered for practical reasons. Tanaka was concerned that the partitions made it impossible for the staff to control what was happening in the shop and requested some kind of opening that would allow the customers to be discreetly visible from the tills. During construction he also had reservations that the fragile-looking paper holders would make the customers insecure about handling the glasses and Nakamura was asked to change the display. The second proposal added the access routes from the rear of the shop and replaced the notice-board effect. To match the walls that were already in place Nakamura suggested unobtrusive, narrow wooden shelves that appear almost like a wallpaper pattern. To increase the domestic connotation Nakamura also recommended a series of framed mirrors to resemble pictures on the wall.


This curious Japanese eyewear shop demonstrates what can be achieved when client and architect work successfully together. Although Nakamura was forced to change his initial concept, the result, he admits, is richer than the original idea. “I learnt that the ‘architectural’ process of placing walls and then opening up access into them was very powerful and enjoyable. I understood that interior decoration could be made to emphasize the structural fabric: I learnt the potential of interior design.”
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Although JIN’s Global Standard store is located on a busy corner of a suburban shopping mall, it looks nothing like your average shop and is a visual curiosity, playing as it does with perceptions of depth.
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Site prior to construction.
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Site plan. Nakamura made the most of the corner position where the two main walkways of the shopping mall intersect.
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Floor plan. The positioning of the interior aisles encourages customers to take a ‘short cut’ through the space. Two access routes radiate out from the sales counter at the rear of the space to the exterior public walkways. They act to steer people towards the tills and allow staff to discreetly monitor what is going on in the store.
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Elevation showing the positioning of the display shelves, rectangular, wallmounted mirrors and an access point from one aisle to another.
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Presentation to the client was made using models and plans. The first proposal already featured the angled walls and corridors but did not have access routes to the tills and counters.
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Initially Nakamura did not want to use shelves and suggested a pin-up display inspired by the noticeboard over his desk.
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Nakamura worked with a specialist paper manufacturer on the design of a strengthened paper holder made from vulcanized fibre. Many tests were carried out.
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Pin-up detail.
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The client was worried that the insecure look of the holders would discourage customers from lifting the glasses from the display. He was also concerned that the rough aesthetic would ‘cheapen’ his fashionable frames.
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The second proposal included the access routes. These were added at the request of the client who wanted his staff to have a way of monitoring the customers. L-shaped zones along the two inner sides of the square space include a waiting and eye-exam area, and a lens-moulding room. Nakamura’s project team consisted of himself and an assistant. He directed the design while his assistant made the models and drew up plans using Autocad. Nakamura likes to give his staff a certain amount of autonomy, believing that this results in fortuitous surprises, but he remains in control through design development and detailed design.
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Nakamura was responsible for all the construction drawings.
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Construction shot. Each of the aisles is fitted out with its own sprinklers and exposed halogen light fixtures.
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The storage units are contained within the 20-cm (73⁄4-in) deep walls artfully concealed behind classical mouldings.
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Construction shot through one of a pair of perpendicular circulation routes that punch through the floor-to-ceiling walls and lead to the counters.
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The 5-cm (2-in) deep shelving gradually tapers towards the edges of the walls, which gives it a graphic effect.
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Nakamura likes to use a palette of white and pale wood washed by indirect light. In the eyewear store the lower parts of the walls are covered in walnut laminate. The interior is lit by utilizing reflections from the halogen lights above. Under-shelf lighting maximizes the reflective qualities of the walls.
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The lower part of the corridor walls containing storage is made of solid wood with the upper half constructed from a steel frame clad in plasterboard.


[image: ]


The outlet stands out from the other concessions in the shopping mall.
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When viewed in alignment, the access routes appear to nest one inside the other and recede into space, giving the illusion of unlimited depth.




Swarovski, Ginza


Tokujin Yoshioka














	

Location: Ginza, Tokyo, Japan


Principal use: Commercial store


Client: Daniel Swarovski Corporation


Floor area: 256m2 (2,756ft2)



	

Design period: 2006 – March 2008


Construction period: December 2007 – March 2008


Budget: Undisclosed: the concept was adjusted to fit a generous per m2 budget.







The Swarovski business was founded in 1895 in the tiny town of Wattens in Austria after Daniel Swarovski discovered a method for precision-cutting gems. For over a century his eponymous company has been the world’s largest manufacturer of rhinestones. Although crystals account for about 70 per cent of their annual revenue, the firm also has divisions devoted to the manufacture of industrial cutting materials and optical equipment, but until its millennium re-launch as a leading modern luxury brand, Swarovski was probably best known for its kitsch menagerie of animal figurines. Awareness of this mighty enterprise has been a long time coming but it has been no stranger to the design industry. It added the sparkle to Judy Garland’s ruby slippers in The Wizard of Oz, it put the glitz into Gentlemen Prefer Blondes, and bedazzled the world when Marilyn Monroe got up to sing ‘Happy Birthday’ to JFK clad in a gown encrusted with over 10,000 glittering stones. The company has always enjoyed strong fashion roots – but anonymously.


Nadja Swarovski, the great-great-granddaughter of Daniel is the brains behind the company’s new image and product portfolio. As head of international communications she has carefully orchestrated a renaissance that has ensured that Swarovski is now recognized as ‘best of breed’ – the rhinestone equivalent of a vacuum cleaner by Dyson or a Bang & Olufsen sound system. Today the company sponsors many design and fashion events, has formed partnerships with the likes of Alexander McQueen, Christian Lacroix and Jimmy Choo, is adept at manipulating celebrity endorsement and has made certain that its precious products adorn everything from Kawasaki motorcycles and high-end furniture to sneakers.


The glamorization of the Swarovski brand is now being visited on its many retail outlets around the world in a global makeover. To reflect the importance of the Japanese market its first flagship store opened in the Ginza area of Tokyo in 2008. The interior architecture was created by Tokujin Yoshioka, one of Japan’s leading designers, celebrated for his ethereal installations and space experiments. All of Swarovski’s 1,600 boutiques will be refurbished according to his new architectural concept.


Yoshioka was introduced to Swarovski through ‘Crystal Palace’, its much-publicized collection of chandeliers and furnishings exhibited annually during the Milan Furniture Fair. Each year a selection of designers are given carte-blanche by Swarovski to design crystal products that combine innovative technology and creative flair. In 2005 Yoshioka was invited to join the growing number of names that have enchanted audiences from around the world. ‘Stardust’ was inspired by a dream he had one night in which he saw a sky studded with countless transparent particles of light floating in the air. In the futuristic chandelier that resulted, thousands of individually suspended crystals are suspended on fibreoptic cables and act as pixels that display an other-worldly apparition that slowly moves and talks, explaining how the piece came about. This ability to mix imagination with groundbreaking technical processes led to Yoshioka’s commission to re-inject the Swarovski magic into their retail stores.


In 2006 an international competition was launched to come up with a concept to rejuvenate the Swarovski retail experience. For a decade it had been dominated by the iconic red-and-blue stores that were as dated as the merchandise they sold. Yoshioka recalls, “They decided to launch a new retail concept, to fascinate the world again by maximizing the attraction that their crystal originally had.” His winning design is daring enough to provoke excitement without losing sight of the company’s mission.


Crystals are minerals found in nature. To express this deep affinity with the natural world and to highlight the infinite possibilities of the gems, Yoshioka pondered on the concept of a ‘Crystal Forest’. “My initial impression of the crystals was luxury,” he explains. “I was drawn to the beauty, transparency and poetry of crystals, which harmoniously form the brand’s philosophy. When I thought about how to express the intimate relationship between crystals and nature, the forest was a key element of my inspiration.”


In Japan, as anywhere else, people are struck by the sumptuousness of crystals. Yoshioka wanted them to be amazed by the simple beauty of the store. He is an intuitive designer, not always at ease when talking about the way he works, and he designs most of his projects in his head, making very few sketches. He conducts tests to see whether the image created can be translated into reality and quickly produces computer graphics with his team members to communicate his ideas to clients.


The brief was for a design in which the Swarovski brand would be immediately apparent even seen from afar; it also had to be adaptable to a boutique, concession or small airport outlet. The worry for Yoshioka was whether he could maintain the brilliance (in both senses) and impact of his concept while still producing elements – the walls and display cabinets – that could be modularized and used throughout the world.


In the re-branding exercise Yoshioka’s aim was not to concentrate on marketing but to find a phrase that conveyed the soul of the client. “When I design, my attention is focused not on designing the shape of things, but to move people’s emotions and bring out their senses.” Rather than proposing a conventional retail interior, the Ginza shop makes its visitors wonder whether they have accidentally wandered into an enchanted, arboreal place bestrewn with semi-precious stones and jewellery. They are in a miraculous make-believe world and, with their everyday lives suspended, are psychologically prepared to invest in a little bit of the magic.
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On entering the store customers are immersed in a surreal mineral world. An enchanted, snowy forest bejewelled with crystals.
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The iconic blue-and-red stores had served Swarovski well for over a decade but no longer reflected the company’s modern, dynamic and design-led image.
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The façade is formed by 1,500 mirror-like stainless-steel reliefs; a man-made ‘crystal’ that refracts daylight during the day and Ginza’s dazzling neon surroundings at night. The ever-changing play of light and sparkle forms a fascinating attraction that draws people into the shop. The design went through various iterations before stainless steel was selected.
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Plans of the ground and first floors of the shop.
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Yoshioka develops his designs intuitively. He makes very few sketches, all of them rough – this one shows the concept for the ‘Crystal Forest’. From initial ideas small samples are produced to see how early concepts work in reality.
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Yoshioka’s work is characterized by his use of white, the abandonment of colour serving to emphasize the materials he uses. An early rendering shows the modular glass display cases and the articulation of the acrylic resin wall.
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At each stage of the design development Yoshioka’s ideas were discussed with the project manager and client and refined where necessary. An early concept was for a faceted chandelier to hang at the entrance of the shop. Shown here is a rendering of the intial idea, through experimentation with materials to a mock-up in the store.
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The concept was quickly developed into renderings used alongside a movie and a physical model for presentation to the client. “The glamour of Swarovski crystals lies in their exquisitely cut, resplendently luminous facets,” Yoshioka explains. From an early stage the idea for a faceted façade, the key elements and materials to be used were in place.
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A mock-up of the shop was made before construction started to test that the elements worked well together. The lacquered, white relief of the wall is cut into various lengths to add a natural rhythm to the interior. This finish appeared in the Ginza flagship store and will be used in the roll-out programme.
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Ambient installations wash the space with light, accentuating the wall relief, while LED illumination in the showcases hits figurines and jewellery. The lighting plan was developed in collaboration with Lighting Planners Associates who helped to realize Yoshioka’s design.
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Yoshioka (seen here on the right) is in control of the creative design with his staff working on computer drawings. He checks these and indicates all the detailed measurements and angles. Regular meetings are held where aspects of the design development are addressed.
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Construction shot of the cantilevered ‘Crystal Staircase’, leading to the first floor. It has a stainless steel structure; the treads are encrusted with gems. Yoshioka’s contract was for all aspects of design and he was responsible for the construction drawings. He maintained a constant presence on site.
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Construction of the ‘Shooting Star’ installation. Thousands of crystals needed to be suspended by hand at various heights to achieve the effect of cascading stars.


[image: ]


Although Swarovski has a long and illustrious history, they are open to anything new and untried. The client was supportive of Yoshioka’s experiments to find the best possible way to showcase the crystals. The relationship was stimulating and interesting. Various materials and colours for the walls were tried out.
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The man-made marble floor is embedded with over 10,000 crystals. The concept is based on fossilization.
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The flagship store has dramatic arboreal features that contrast with the simple, elegant design of the display cases. Tord Boontje’s ‘Ice Branch’ is similar aesthetically to the ‘Blossom Chandelier’ he presented at Swarovski’s Crystal Palace exhibition in 2002 and perfectly illustrates the poetic possibilities of working in crystal.
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On the first floor is Yoshioka’s installation ‘Shooting Star’. Twenty-eight thousand crystals are suspended to form a curtain of falling stars.
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Normally black backdrops and strategic lighting are used to display gems. Yoshioka’s interior is characterized by an extensive use of white: “Generally it’s thought that black works best with crystals as it makes them stand out,” he explains, “however, I thought that a crystal would sparkle even more if we used white.”
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The emphasis of the design, from the faceted, stainless-steel façade to the articulation of the double-height walls clad in acrylic resin is on the vertical, denoting the tree trunks of the ‘Crystal Forest’.
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One of the most talked-about features is Vincent van Duysen’s crystal waterfall that cascades from the first floor to the entrance. The feature combines with a staircase of crystal-embedded treads that sparkle and bounce light around the entire space.



SHU


Chris Briffa Architects














	

Location: Valletta, Malta


Principal use: Shoe shop


Client: One Fashion Ltd


Floor area: (footprint) 21m2 (226ft2)



	

Design period: June – October 2007


Construction period: October – December 2007


Budget: €70,000







The steep, meandering cobbled streets of Malta’s capital Valletta are lined with pale-stoned houses and shops dating predominantly from the seventeenth century. It’s here that Chris Briffa was asked the impossible. From a miniscule site measuring only 7m (23ft) in depth and 3m (10ft) in width, and with an underlying basement, he was given the brief to design a luxury shop that could display 75 pairs of stylish shoes from brands such as Camper, Miss Sixty and Fornarina while storing up to another 600: all this in a build time of four months and with a limited budget. SHU is the smallest and fastest project Briffa has completed yet. It is also one of the interiors of which he is most proud. Taking limitation as his starting point, he has used it to generate the design of a space that is at one and the same time shop, display and vitrine. Working so rapidly helped Briffa eliminate compromise and the result was faithful to the original concept for a stepped space where interior and exterior merge to celebrate both shoppers and shopped.


Chris Briffa was born in Malta in 1974, the son of a gifted carpenter. He completed his architectural training at the University of Malta, worked with architecture firm AP (Valletta) and later designed and ran Auntielucy, a design store selling high-end Italian brands and interior design services. Since he founded his own practice in 2004 he has earned the reputation for residential, commercial and leisure interiors that blend proportion, materiality and detail while sitting comfortably within the vernacular architecture that surrounds them. Until SHU, which has gained much international media attention, his most talked-about, award-winning project was ‘2 22’: a stark, black box inserted in a sixteenth-century Valletta fortification that became a fashionable bar/restaurant and helped to regenerate a dilapidated neighbourhood.


This respect for architectural heritage informs SHU. The client, Desmond Vella, who was also the owner of ‘2 22’, was a similar age to Briffa, a long-term acquaintance, and like-minded in his excitement at working sensitively within the historical context of the old capital. The brief was informal and verbal and the relationship throughout the design, development and construction phases, relaxed and collaborative. Briffa believes that a successful result can only be achieved if the balance between a creative design dialogue and the client’s needs is met. Rather than influence his patron’s decisions, he seeks to inspire with innovative and experimental visions that meet all cost and programming requirements – such was the case with SHU.


The challenge was to transpose the brief into one straightforward design gesture. As the shopping experience is as important as the product itself, up-market retail design allows for a degree of experimentation that may be missing in other typologies. The site itself was uninspiring and, although in a conservation area, luckily, it was a relatively new building and there were no elements that had to be retained or protected. This left Briffa unrestrained in the design decisions he took to maximize the space available to him.


Briffa worked with team members Bernard Vella and Marcia Calleja, and the proposal they presented was the initial concept developed from Briffa’s first hand-drawn sketch. The idea was for a ‘shoescape’ that would incorporate display, circulation, seating, services and storage and redefine the shoe shopping experience as well as the perception of the term ‘boutique’. As the floor space was only 3m (10ft) wide there was little they could do on the horizontal plane and from the start a vertical sequence was adopted. Briffa knocked through into the basement and inserted a series of three interlocking staircases that perform all the necessary functions and form an Escher-like environment. “We imagined clients walking up, down and around the stairs, picking their favourite shoe, sitting next to it and trying it on. The experience of being surrounded by the products, together with constantly changing vistas and viewpoints enhances both the product and clientele,” says Briffa. To further intensify the surreal nature of the space, a floor-to-ceiling mirror along one wall adds to the visual complexity of the stair and appears to double the interior. As with the majority of the work Briffa undertakes in Valletta, he took inspiration from architectural cues found in the city, in this case the wrought-iron gate of the seventeenth-century Grand Master’s Palace located five minutes from the site. Using the gate’s patterning, traditional ironwork has been utilized internally to structurally support the cantilevered staircase and for customer safety; externally it is employed in the form of a Juliet balcony, which conceals the air-conditioning units – a strict planning requirement in one of the city’s conservation areas.


The presentation was made in Briffa’s studio using material boards, sketches and renderings backed up by his extensive archive of design and architecture publications to convey the mood he was seeking. The client was intrigued by the unorthodox treatment of the space and the flexible, multi-levelled and multifunctional opportunities it offered, and the concept was developed without any concessions and with the in-house team working together on all design issues. The result seamlessly mixes materials, each serving its own purpose: wood for structure, glass for the passage of light, steel for structural support, patterns for tradition, in a decorative layering that combines historical and contemporary aesthetic. The shop is an unqualified success, with the luxurious setting acting as a perfect foil for the haute couture shoes on display.


Desmond Vella, the owner of Shu, sadly passed away on 25 August 2009 at the age of 34. “He was greatly inspiring and a true visionary,” says Briffa.
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The stepped interior of SHU allows for a strong visual continuity. The interior becomes the shop window and celebrates both the products on display and the clientele using the space.
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The first sketch already envisaged the ‘shoescape’ that is the underlying design concept. Display, circulation, seating, services and storage are all found in the three interlocking staircases that rise from basement to ceiling height.


[image: ]


Rendered section showing how the limited space has been fully maximized. The proposal was made to the client using sketches, renderings and material boards. In normal circumstances physical models would also have been produced. Early, rough cardboard examples are usually made to investigate form and space and final versions built for presentation purposes. However, due to the fast-track nature of the SHU project, Briffa had to rely on the computer models with 1:1 physical models built at a later stage to investigate with the contractors details of the timber and steel joints.
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Plans of the shop’s upper, entrance and lower stepped levels. All the stairs meet in the glazed platform at entry level.
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Sections showing the interlinking of the staircases from every angle.
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The office works on one large table with all members encouraged to put forward their ideas. The contract was for all aspects of design and construction from creative design, presentation to the local authorities, and negotiation with them for permits, detail design and construction drawings to tendering consultancy, contract preparation, site supervision, project management and certification.

OEBPS/images/pg23_45.jpg





OEBPS/images/pg23_44.jpg





OEBPS/images/pg20_33.jpg





OEBPS/images/pg26_53.jpg
Proposed plan
Lovel-1.00






OEBPS/images/pg26_52.jpg
w
Proposed Pan
Lovl+200






OEBPS/page-template.xpgt
 

   
    
		 
    
  
     
		 
		 
    

     
		 
    

     
		 
		 
    

     
		 
    

     
		 
		 
    

     
         
             
             
             
             
             
             
        
    

  

   
     
  





OEBPS/images/pg26_51.jpg
x i

Proposed plan
Lovl +1.00





OEBPS/images/pg26_50.jpg
Proposed pan
Lovel-2.00





OEBPS/images/pg26_49.jpg





OEBPS/images/pg26_48.jpg
RRRRRRR






OEBPS/images/pg25_1.jpg





OEBPS/images/pg23_46.jpg





OEBPS/images/pg15_23.jpg





OEBPS/images/pg15_22.jpg
k ENRNE

e —





OEBPS/images/cover.jpg
INTERIOR ARCHITECTURE

I-REGM

BRICF Te






OEBPS/images/pg8.jpg





OEBPS/images/pg14_14.jpg
14






OEBPS/images/pg21_39.jpg





OEBPS/images/logo.jpg





OEBPS/images/pg21_38.jpg





OEBPS/images/pg21_37.jpg





OEBPS/images/pg18_29.jpg





OEBPS/images/pg18_28.jpg
. _Muwum






OEBPS/images/pg22_43.jpg
m——
H
i






OEBPS/images/pg22_42.jpg





OEBPS/images/pg22_41.jpg





OEBPS/images/pg22_40.jpg





OEBPS/images/pg19_32.jpg





OEBPS/images/pg14_19.jpg





OEBPS/images/pg15_21.jpg





OEBPS/images/pg19_31.jpg





OEBPS/images/pg14_18.jpg
19






OEBPS/images/pg15_20.jpg
=5

it






OEBPS/images/pg19_30.jpg





OEBPS/images/pg14_17.jpg





OEBPS/images/pg14_16.jpg





OEBPS/images/pg14_15.jpg





OEBPS/images/pg12b.jpg





OEBPS/images/pg20_35.jpg





OEBPS/images/pg27_56.jpg
Lo+ 200
1

Lavel+100
1

Lovel- 100
1

Lovel-3.00

Sacton B





OEBPS/images/pg13_9.jpg
nd

B L
Tl T





OEBPS/images/pg20_34.jpg





OEBPS/images/pg27_55.jpg
Lo+ 200
1

Lavl+100

Level- 100

Lovel-3.00

Sacton AX





OEBPS/images/pg11.jpg





OEBPS/images/pg13_7.jpg





OEBPS/images/pg27_54.jpg





OEBPS/images/pg12.jpg





OEBPS/images/pg13_13.jpg
13






OEBPS/images/pg13_12.jpg
12






OEBPS/images/pg13_11.jpg
Fced by acker

Pinup detal /3

Non-sp

11





OEBPS/images/pg13_10.jpg





OEBPS/images/pg17_24.jpg





OEBPS/images/pg18_27.jpg





OEBPS/images/pg13.jpg





OEBPS/images/pg18_26.jpg
Ground floor

™ L e &
wo ] * = ]






OEBPS/images/pg3.jpg
INTERIOR
ARCHITECTURE

IFROM
BRII - T()






OEBPS/images/pg12d.jpg





OEBPS/images/pg18_25.jpg





OEBPS/images/pg27_59.jpg
Sacton

v+ 200
1

Laval+1.00
1

Lovel- 100

Lovel-3.00

10





OEBPS/images/pg12c.jpg
\\\\

V4





OEBPS/images/pg12bb.jpg
Stapan/300





OEBPS/images/pg20_36.jpg





