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Introduction

nterior design is a social activity — it brings people
‘ together, allows us to communicale our ideas more
effectively and to share our interests in a creative way.
Annlerior designer has the rewarding task of making a
meaningful impact upon the quality of individual lives by
making gualities real. If you are reading this book, the
chances are that you are already aspiring lo make a

difference.

Whether you are keen to develop your interest in interior
design and build your skills, or to pursue a career and begin
a portfalio, then this book is for you, Specifically designed to
cover all aspects of interior design, this inlensive course
introduces the practice of basic design principles threugh
sel projects. Inspiration and imagination are the first key
steps to starting your study. Whatever your background, this
course will encourage your individual creativity and help you
to explore and further your own design ideas.

The Interior Design Course introduces you to a specialized
leld where you will learn real skills from design
professianals, Set out in units, this book follows the
structure of & college course, allowing an in-depth and
methedical approach to the discipline. Professional adwice
throughout this book takes various forms. Student partfolios
guide your learning, while conternporary prefessional case
studies give an insight into the nature and breadth of each
specialist field to ensure the advancament of your practice,




Each chapter offers a series of projects to get you started
and to help you to develop your creative, technical and
professional skills. Through a range of media, materials,
tools and technical and creative processes, you will gain an
awareness of the design process and the importance of
design 1ssues.

The process of writing this book has been the culmination
of many valuable experiences, first as an interior design
student, a practising professional and then as a design
lecturer, writer and course director. | am grateful for these
experiences and for the rich contribution made by
colleagues, peers and my students over the years who have
questioned, tested and stretched the intensity and
complexity of interior design as a creative discipline. | hope
that your experience of this book will be just as valuable and
that it will inspire you to approach the subject with as much
enthusiasm and passion - remember, design is not just
aboul problem solving! It is about learning to understand
and enjoy our immediale environments by helping to
improve and shape them.

T i
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3 ' Intraduction

How to use this book

Drganized into tutoral unils to reflect the courses of lop design college
this book presents all aspecis of interior design, Trom thenhal idea la
n—'l:‘:-i.;H” the fim .||EE|'| fauche I hs onlent begims with a seclion un o Lo
develop an idea, bhelore ¢ | drting how to build o an smina Nt
l-_ir'--.-:,'-f-.-lu|i.|| Ireehand drawing skilis], and the gprachicalilies of realzing a
design ldrawing up a survey and building chent profiles]. The last sechon
.|II]'._-",-"'.'_.,-':"i i|l-'-"_'|'|l|-:| |-||J":i|lﬂ- ,|:.-'_l-!:_'|E-.-.I|'|i|!'|l_:I I L 1171 | | 1

yaur first toehold in the husiness

TUTORIAL UNITS

Cantent is organized inlo self-contained and easy-ta digest numbered units, which run
for twa ar four pages. All the infarmation connected with that umit is at your fingertips,
Thase twiorial units deal with thearatical and practical topics.

ETURGRIEE

Ly Gerahe
nt i Building & sketchook BPATIAL CIUGTAIES At TR 1y
PROJECTS s e
Each chapter oflers eI, m—— e b s i e g )
a seres of projects i et nereeces il :
that allow you to B o T . -
praclise your skills niet e " I
a5 you no alang, and TPy i ey Sl ey et M-’
help you fo develop LSTRATNG
yaur creative, Pt
technical and ‘
professinnzl _-
ahbilities. ;
N 6 B R, -
el n \
L ’\ka._
P ™
P b
OBJECTIVES STUDENT EXAMPLES
Each unil’s ohjectives are explamed at the The pages are packed with student examples,
teginning. Thess give an idea of the tapics 50 YL Lan u:u.:urnpare yaur own work with thal
you'lLLearn about in the following pages. of your peers.




How to use this book

Updating the dated

=
st
PROFESSIONAL EXAMPLES

Thirre are plecily of profiennal
egainles ol limshed
comimissions and works in
profiress, wWith accompanying
L ed dnsiglites inbo how 1o

B yomar wioek g o L

P bl stmisidon o

SPECIALLY COMMISSIONED STEP-BY-STEP
SEQUENCES

Specally photographed sequences prowde you wilh
practcal lools for making madels, and give insights infa
technical drawang

CASE STUDIES

The aulhor looks al how inlerior designers in
professional practice have tackled specihic lasks, giving
an idea of Lhe brief and the budget. These case studies
will inspire your own designs and provide a valuable
insight into the work of the professional designer

7

RESOURCES
Turn to the back of the book for a glossary and
useful resources.

f=]



' 1 Concept
development

This chapter gu des you throuwgh the stages of

researching and developing an dea, then reviewing

your idea within a contesl. The umts in this section
explore the ways i which famibiar subject matier
can proy de an mvaluable resource o '.|_|i||-,-'. .l':'-,"
using observation as a tool, you will learn to draw
upon your immediate envirenment, finding
11'1-'-.F|i|.-||i-3|| [ise |_||--,||_j|| concepls A ranoe ol freehand
lechnigues — meluding drawing, collage,
photagraphy and model making - will enable you le

mvesthigate form, Ught, texture and scale.

Hl-":,-' skills i s unit are phservalion and research
By inlegrating your ideas with your own personal
research, you will learn to develop a warking
sketchbook, explore a spabal idea and hegin to

understand the design process

il unitoz2 | Building a sketchbook
MIBEEEER lpoge 16l

e

Unit 01 | Site research and
building study lpage 12|
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See also

I Bullding components [page Hal
Building materials |page Y|

Unit 01: Site research and building study

OBJECTIVES

» Learn to develop a thorough
study

* Provide sketches and detailed
drawings

» Show use of a range of
drawing materials

CAPTURING MODOD

Imitial drawings can help to
caplura e nalure of @ sit
Repeated hieavy pencil mark
Bl g a dramati profile ol
the sifs

Belore you embark an designing your own ideas, iLis impertant to have an

mediate environment, Your own likes and dislikes

around you. Until now,

sckdrop or as busy

wallpaper set agamnst everyday rodtine. Now take time to notice the wealth 7
ol exciting design ieas thal surround you. Sile research opens you up to a L] ? t

understanding of your

are oflen general

P BAperience

YOu mady Nave I'Xlll'l’ enced WO enviranment as a

y
world of ohservation Buildings, like people, can embody persanalities -
values, qualities, beliefs and ideas, Experiencing archileclure means

qualities |



Unit 01: Site research and building study 13

q that you find interesting and can easily access. CHECKLIST

drawing, take time to consider the geametry of the id iti

y studying its form, scale, proportions, details, Sol andﬂf Study_ th.e
geometry of the whole building,

il Tl.mi:tlnns Remember that the building [I,sel,f started off including facades; doars and window

ert m}l planes. Use a camera lo record different views DpEHiGs
details and materials, Try to captura the essence Scale and proportion Study the scale
lding and focus on what you wish to explore. To help and propoertion within the building as
, ask y*uurs.elf this questmn what's important? well as its relation to the surrounding
area

Rhythm Look for repetitions,
ornamental details or any lines that
might suggest mavement or rhythm

: L checklist on the next page to break down your
 begin drawing, try to vary the time you take to make
d sketches allow you to produce differant types of
ute sketch is expressive and lively, for example, Texture Explore the use of malerials

recording only important ideas and features. and the contrasts that these might
Use mat:r'ral_v. such as charcoal and soft sUggGest
encils for speedy mark making. An accurate ;
F::Immngtakzs F:zﬂ? time and E?al'l Prﬂ'ﬂ'ldﬂ LIHM and shade PHI_Z'ZEITES of tlght an
more detailed information. The latter can be the _huilding may enhance or change
made with harder pencils for line control or design elements, so look for drama

ink for detailing. Colour Explore the use of colour and

S its effect within the building
Site considerations
Survey the context within which the building
stands, The immediate area around your
chosen site will provide you with valuable
information, Create your own checklist of A e T L e
questions ta identify important site forces. i e woll as d:scn'hing Lhie importance of
Look at the way in which the building is architecturs as monument or landmark within
pasitioned within the street. Does it sit in the urban landscape.
& good relation to the other buildings? |s
It sensitive to the surrcunding
an:h!tettum and, if so, how? Does it
work and function well? Are there any
other intnmshng features that may
affect the way in which the building is
perceived or experienced? This could
be the relationship of the buitding to
‘ather site factors, such as a busy
road, a river, a park or a market,

AERIAL PERSPECTIVE
Aerinl views'of @ public site estaliish the
I‘IHHH mmﬂﬁ the building and its

(I

RIVER SITE
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Buildings are compasitions incorporating different elernents. The weave of
material relationships, struc |.,J|l_ s and forms can be too averwhelming and
complex o understand at first glance. The public face of buildings
inspire questions aboul their nlerior spaces. & facade thal make
staterment may carry il -Ir"|5i|- |.|IIi;|!|.i|:|i_' |_|||-'_:|_||:_]|-| ta inform the interiorn
spaces within, When approaching site research, yvour main toal |
?HIATIHTE:I&MB D_MB_RIT"S - angeags i observation. Make a checklist to help vou to break down your study and focus
tural features and details into manageable

arimunicate an idea. Above right :
lermenls are depictad 1 Lo sludy historical buldings such as gothic
nar moadarn

iatian al archilec

yaur

gether Stages. Wheather you cho
churches and classical temples, or are drawn la Lthe d
l.'-u-ltll-ur_s ich as power slations or tower blocks, your study

prompts in the checklist to generate ideas

1 describe a spatial journey.
Lime drawing gives a

should u=e the

WO

o = -l' o

P fr— = p— -

OBSERVATIONAL | ":"'I- [
DRAWINGS Ha_ i b al
A Tarmiliar viaw | s 2 : _,_“_'_‘"::‘
the streel can be | Y
slarting point m i ]

I} Ll




Unit 01: Site research and building study
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i Mk a hst ol notes i youe
ketchbook wsing 1he prompl

o o wath
hes

dianrams and wiillen noles

I RO
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L
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16 Concept development

| See also

Urit 08 Survey and freehand drawing [page 44

Unit 02: Building a sketchbook

=Y Hhook 15 hoth a oersof ._||_ A1 C { A i .I i
: OBJECTIVES archive o il sl 1T : mental h 5] | !
s Learn to develop ideas in a ' . A ’
sketchbook bring | parl et Ll I I
» Learn to develop your research LinkIng and expl i your Ideas. This unit will illustrate (t
in stages ol using a sketchbook, not as a formal presentation tool, but as a workimi
= Learn to collate different g i I} A e

g : : Ln | =1 / roaress with vaur study
pieces of infarmation WS & I

Sketchbooks are wital when exploring ideas. They conlain SKETCHBOOKS AS ARCHIVES
your first thoughts, allow you to glimpse possibilities Lise a sketchbook for each project to collate
whan approaching a briel and help you lo work out design referances and wsual imagery thal

A " i 2 correspand b your project rescarch. This
design ideas and recard what inspires and stirmulates il BaL o Arehivel Falrnt Hods,

- m you. The skelchbook is therefore a personal journal af inforrm design processes and
the steps you take in your project, These initial ideas are develop your design.
your starting point but may be utilized at any stage of the
E_::“ design procecs, There are no rules lor compiling a :
working skelchbonk - and thare is no ‘night’ or 'wrong e L'F
i Awoid being Loo critical at the outset and Lel your ideas “'thl.-l"lﬂl odg
g = flow fraely. You will be surprised how much yau can
learn if you do nol worry about making mistakes. r

. Pag

USING A SKETCHBOOK "'i';_b'm::{'*-:'* Mgy, {
You should use your skelchbook in & “"2'2: Ml b
practical way to test ideas, to work oul "" -~..:«»L‘.;-Ef.:;-- -
ey s previy=y s processes and methods, e record and ¥ bl
=) ST archive research data and to make L =
= AP decisians in the design process. Collect .,;'f: W AN N
referance imagery, arlicles, design g 3
case studies and pholographs, S
Record and stare therm in Lthe boak M ingm e Ley
L I in chrenological order to establish - '
= ,Ji-‘_"'r!‘—'? - a melhod of working. Gel inta the _:‘
s s =—ee hahit of making nates; this will s Frsg
encourage you o respond o ' ;

your references. Once your

HOW TO SKETCH ideas are infarmed by your

Vary your methods i arder Lo research, the work you

maxirm:ze the effechiveness of d |
your sketehbook, Be adventurous pracusewil hE. i PERALINE
and don't be ton restrained - and lorward-thinking.
! a sketchhook is a work in

progress, not a final product,




BPATIAL DIAGRAMS AND SKETCHES

BRnsiail clrawing and sketching will help you develop
IR Esign deag in response 1o a brief or design
pineusniae tn the first instance, explore your ideas with
dingremn. [ hese can be effective for idea generation and
iR gead preparation lor sketch modelling

HEFERENCES

IR your references in detail and
PP e with personal notes
YO Ty want Lo develop your ideas
W g particular reterence L,lz.illg
el g strategy is an effective
Wiy al solving o design problem or
INracting with relevant issues,

Uit 021 Buildhing a sketehbook

ILLUSTRATIONS

Work closely with images lo provoke
ideas, Dapicting a mood or an
atmosphere early on will help you fo

IMEKe EeCisInns m YOLIT Qs

process, Use found images or create

your own collages 1o egplore instan
relatianships. Keep yourself inspired
and stimulated wilh visual examples
of the gualities you want 1o
communicale

DESIGN CRITERIA
Belore long, you will have b
set of design critera. T
important ideas and gqual
are essential lo your desi
esses, Try Lo emphs:
when makmng decisions a
ign. They will help you to

as well as
track

prigrilize imporiant idea
reeping you on inea "'ﬂ"".

FOCUS ON
ARCHITECTURAL
FEATURES

[‘f|l-|-|- 1l i lavp
e nf ar |
mlizronl, Sl
teatures wathin a spoc

- "

17




18 | Concept develapment

DESIGN ACCIDENTS

Trial and error is the best way of finding answers, Do not feel
discouraged if you make mistakes - remember that you can only be
creative il you are prepared to take risks. A fortunate discovery or a
happy accident may help you realize that problems can be allies

e et s B R
e i
{
Knpn I
L Ll
| “;'Lf et
e
(O g e b
g
Ty
b | adk i g
o L S

i

i
e b

SKETCHING
PERSPECTIVES
(uickly skelched
perspechives ane
impartant for
visualizing 30 space,
considering diflerent
views ond testing
ideas betore skeich
modeiiing

ST | B "Ppar paee S
e
e
el et

MAKING COLLAGES

Layer images and create
collages to ermphasize design
ideas. Collages are 2 great way
of exploring textuere and colous
in combination with your ideas
and images.

The brief

L]

Imnign & GSLELL SpaiE ER Uk Wiigs Maad
Thik LE & BhDom sl Che deploess &e
tha e

Em omin

Toms, up With The poededt L b deld, =liesl
prokls. nhes of shep, Gemedbing s U
[T -



THE PROJECT

Bompile the research you generated in Unit 01, including
yuur photographs, drawings and notes. You are now ready
I sMplore your site research and building study by
INBorporating these into a sketchbook.

The process

Yol Investigation |s set Lo introduce you to the beginnings
ul Lhe elesion process. By studying the design of a
Biiitding, yau will now work backwards to find the essence
Wl th fddea ar the concept. Now that you have enough
Snmterinl to work with, you can begin to be playful.

ATAGE 1

Dlineun the drawings and sketches that you feel hest
Ciinnnicate your sita research. Consider Lhe
canpsition of the relationships you have abserved by
whplaring junctions: loak at the ways in which materials
(el and how striuctural elements such as windows,

T = R®M
ITITIGD 58 2% -
Hfés;s....ssiﬁEEﬁ R g

Unit 02: Building a sketchbook 19

doaors and stairs are organized. Take photocopies of your
drawings and enlarge details, These lragments can
encapsulate the idea.

STAGE 2

Mow deconstruct these by breaking the geometry down to
its bare minimum, pulling away layers until you reach
only a few lines or planes. Combine details and fragments
ta create new drawings. Use your phatographs in the
same way and trace over them to extract ideas. Enlarge
your drawings and collage into them to express materials,
textures and colour. Be bold with your ideas and try to use
as many different materials as you can to depict shape,
form and texture.

PLAYING WITH YOUR IDEAS
Aowindow facade 15 deconstrocted into
i series of beld spabial geometries
Each distartion is explored with
drawings [lop rowl, diagrams [middle
revw] and sketch models [hottorm row),




20 l Concaept developmant

|
| Unit 03: Making a sketch model
OBJECTIVES "
l * Learn to model a spatial idea
* Use a range of materials

= llse a range of modelling
equipment

Working with models can give you aninsighl inlo the properties of materials. Whether your
design encompasses hard or sofl materials, curved or angular forms, you wall lind out how Lo
achieve your design deas in the making process. Skelch maedelling allows you to guickly engage
with your interntian, making your idea central o your choice of medium. At this slage, perfect
finishes or realistic-looking models are nat impertant; you are mere concarned with using the
maodel as a tool Lo hnd ool whal’s possible and discover how to develop your idea spatially, Skelch
madelling, by its very nature, allows things 1o remain loose and ambiguous, s¢ that yau can enjoy
lesting ideas, experimenting with dillerent materials and exploring the possibilities,

EQUIPMENT
Belore you start making your sketch modal yau will need to gather logethe
the right eguiprment. Understanding how to use your tools will help you to

BASIC TOOLS make elffective models while using safe practices and avoiding injury.
The culling rmual,

ulilily knede and Knives
wilpel are the basi

el oty onls, FOT hieauy-duty culting you will need a utility knife. This has a sturdy metal
Blwiays keep a siock handle and ensures safety when cutting through thick ar taugh board, lse

ol oxtra hlades Lo Lhe straight blade Tor cutting cardboard, foam board, waod and sheal metal

replace old cnes Use a special plastic-cutting blade for scaning and then cutting acrylics and
'T"I-'l'" fhiy hecame plastics. In addition to this knite, you will alse reguire a scalpal, This s a

L1 P81

Lightweight knile that 15 extremely sharp, giving accuracy and pracision. |1 is
ideal for cutting curves and small details.

m Cutting mat

A zutting mat provides an effective surface onwhich to place all materials
that need to be cut, |t protects the surface of your table and helps to make
cuthing safe

=i k]




Hulers and squares

Ll ruler s the primary culting edqe, Befon

! | oot (elea to give it a backing o

i Lhie tuler non-ship when vina prossur
ship

i I £ ‘ sQuarg
| Wing models Tor accurate assembly
Dlue and pins

oA glie s used o allach mosl paper

! L ey . '.|l.-'!!'-'l'.'x-..

Wing waod 1o wood,
clalized acrylic soly
sambling ditficull-t

wial, alithough the gun can be messy and

IR 0 fErylic, use a spe

1l ielling, nal lor final presentation mor

I construchon paper prior to cutting, but 4

i fo s n g owell-ventilated area lo avo
Hnl pins lor assembling guick card model:

AREHITRETURAL FRAGMENTS

A
mdp culbiceg. A

since il dries strong and ol |
:|—'I'~'I."’:'.'."'|I|".'--'."I|I For atlaching
enl. A hot glue qun

]

Making a sketch madel

VIEWING SKETCH
MODELS

e R == s —



22 Contept developrent

MATERIALS

Most models can be made with basic malerials, ranging from
paper Lo heavpweighl card, but beyand these, models can include
an endless array of materials. Be experimental and push your
ideas Lo the imit - the modelling process i1s an excellent way of

gaining insight inta kasic construction lechnigues

BASIC MATERIALS

Iry frlding, stitting ar curling
simple card or paper 1o make
fuick three-dimensional
skelehes without using glus

SHOWING THE PROCESS

Sketch models can be prasented in
sequence fo communicate the process of
concept developmant [left and below)

=
<]
=
=]
-

PRESENTING YOUR MODEL

A three-dimensional drawing shaws tha
overall design and s presented together
wath phatographs of the model to
illustrate the feel af the space [below)




WG TING FEATURES

SRR illerent glaments of your
RRRIRE R R Dbl he specific features
AR Sl [ which you want to
ol e wlimiibion

Uit 03 Making o sketch model

BUILDING YOUR MODEL

Photograph yaur model as you bl i
o thal vou have o record of eact
sxperimental design decision

THE PROJECT

Using the material you have already generated in your
sketchbool from Unit 2, select one architectural fragment from
yaur building study. Study this fragment and decide what
materials it can be made from. Try to choose a material that
will evoke the properties and gualities this fragment suggests,
At right, an image of refracled light is developed into an idea for
a walkway. The materials used in the model explore contrasts
between transparent and opague surfaces.

The process
You can use card stock, foam board, wire, tracing paper, sheet
metal, acrylic or balsa wood for building structure. Experiment
with different technigues, such as twisting, rolling, tearing,
scaring or folding card stock to create junctions and planes.
For more defined meeting points, use glue to attach
one material to another. Remember to consider the
scale of the drawing and try to respond to material
relationships by keeping these proportions
consistent. Make a series of three or four sketch
models, all explering one fragment. Try to
differentiate these by testing various options -
contrast materials, colours, textures and effects.

STAGE 1

Cheose a material that best suits your idea. Consider
hiow te use it to construct the main body of your
fragment. Begin by making a simple framewark.

STAGE 2

MNow apply other materials and lextures to build up this
structure. These can be elemsnts that are attached, clad or
slotted into your structure, depending on the relationship you
wish to explore and the detail you want to represent.

STAGE 3

Analyse what you have made. Does your spatial model clearly
capture your fragment? Build upon what you have made so far
by revising and adjusting elements that can be improved.

]

23




24 l Boncept development

- Unit 04: Developing an idea

‘ OBJECTIVES

» Learn to research an initial idea
and develop a concept board
& Build your understanding of

design criteria

and 30

= Explore methods of
communicating ideas in 2D

BASIC SHAPES

A landscape image [top] provides
mspirabion ke mitial ideas, tis
abstrocted into a series ol
horizantal and vertical planes
labovel to explore spalial
geamefries

See also

Linit 1: Site research and building study |page 17|
[fit 07 Arehitectural drawing conventions [page adl
Limit 13: Creating a brief |page 70)

FINDING AN IDEA

Inspiralion has no boundares and can come fram a vanety of sources. Yoo
can develop your ideas hom a painhing, & piece of writing, an ohject, an
imadge or even an evocalive memany Al this stage, you should keep you
process open and youl thinking as crealive as possible. This means working
quickly, being intuitree and recarding your initial responses Lo the briel. This
concepiual level o the prigect allows you to express yoursell withoul
locusing on the mdividual element or details, 1Uis a more general way ol
aperaling, in which you work up the design concept as a whole ta enable a
cahesive scheme to emerge. Al this stage, your work will consist of gathering
inlormation dentilying inlerests, generating ideas, carrying oul relevanl
research and considering your brel.

DEVELOPING THE IDEA

Onece you have established an arga of interest, locus en specific ideas, This
second slage allows you lo move your analysis from the whale to ils parls
Collate visual references and make noles. Keep a sketchbook te record yous
process — Lhis is an invaluable reference book, which can help you later in Lthe
design development stages. Analyse what you have - what are the 1ssues,
values, qualities and elements? Are they physical, conceplual, spalial o
histarical?

These ideas can be tesled in a series of sketch madels, Remember these are
nat intended to be functional - sketch models should try to express an idea
spalially. They can resemble spatial diagrams, moving the idea away from
two dimensicns, At this stage, your work should be engaged with queshioning
and deconstructing ideas, developing responses to the briel, testing ideas
with spatial medels, considening important design criteria and contemplating
alternative possihilities,
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MAKING A CONCEPT BOARD

Once you have a sketchbook of ideas and a
sketch model, you are ready to present the first
stage of the project to the client. The
presentation should be prolessional standard,
with neat, crisp wark and well-kept models
Concept boards are an excellent way of
communicaling the general level of the dea
and introducing some design ideas for the
scheme, You can also compile your sketches,
phatographs and site research into a 5pnral
bound document, tegether with your intended
design proposal. At this stage you are ready fo
make design decisions, though these are nal
final and may further develop and change with
the later stages of the project, Your work
should focus on collating ideas far
presentation, show initial design decisions and
provide an initial design proposal by illustrating
important ideas on a concept board

THE PROJECT

Choose five words. Make sure thal they are words that
you find sufficiently interesting to work with, Look up
their true meanings in the dictionary. Keep these in
your project book. You may find it helpful to
brainstorm with these words. See what other ideas
they may suggest to you and, in particular, focus on
the gualities they project.

The process

Collect images that represent these words. You may
have to categorize these into specific or abstract,
architectural or atmospheric, illustrative or reference
imagery. Deconstruct these images by selecting
specific ideas that you wish to explore and use these
as a resource for developing your sketch models.
Create a size C [17 x 22 in.) or international A2 size
[16.54 x 23.39 in.] cancept board, using the images you
have sourced together with your chosen words,
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CONCEPT BOARDS
Here, a grid of
abstract images
and words @ra
jurlapased to create
immediate
narralbives lar the

Wiaanar,

Dd Developing an idea I 21

5TAGE 1

Begin by brainstorming,
responding quickly and intuitively
to any associations and ideas that
your chosen wards suggest. There
will be obvious gualities as well as
sarme subtle ones that are not
readily perceived, Record thess in
a simple and visual spider
diagram, showing how words and
ideas are related and cannacted

STAGE 2

Define these wards with specific
images. Try to-.communicate and
repgresent these words visually,
Include any other waords thal have
emerged from the brainstorming
exercise and that you feel are
important in order to expand and
give texture to yaur initial ideas.

STAGE 3

Juxtapose yaur final selection of
words and images on your cancepl
board, Consider the relationship
between images and text to make
the most effective presentation,
Explora the grouping of images
and play with the layout before you
glue the elemeants down. Once you
are happy with the composition,
use spray glue ta carefully mount
all the material, finalizing your
concept board.

STAGE 4

FPresenl your concept board toa
friend or colleague for feedback.
This is an important exercise,
since it will allow you to gauge Lhe
effectiveness of your concept
board, Abways be prepared Lo take
constructiva criticism: it is a vital
part af developing your practice.
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THE BRIEF

Redesign an existing space to
agccommaodate a modern alian
restaurant Tor 48 diners,

Budgel: Good lo moderate,

The client has stressed thal the
feod is the most important factor -
everything else is secondary.
Designers: ARTEC

STAGE 1 Brainstorming

Al the preliminary meeting Lhe
design team was able to draw
inspiratien from the client’s passion
far food and generate the initial
concept ideas. The approach to the
brief was kepl simple. Signature
dishes from the menu were used as
mspiralian and to suggest and
idantify the gualilies of the envisaged
restaurant satting. By transposing
these qualities into words, Lhe Leam
were able to inspire interiar ideas
and images based around Lhe theme
of “madern rustic

EEY WoERS .
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PUTTING IT INTO WORDS

Reqginning with a simple concept, the
~desigrer began by pramstarmung with words
tn halp inspire interior ideas II'I||||||]r-||

Modern restaurant

STAGE 2 Communicating

the concept

The designer collected images that
represent the key words, and a
cancepl board was presaented Lo Lhe
client to help visualize the petential
scheme by suggesting materials,
physical relationsnips, spatial
qualities and atmosphare.

A key design consideralion was
that the interior should complement
the leod withoul being too
praminent, This means that subtle
material contrasts need to be
achisved using natural materials
such as slate and stone for practical
areas and waod lar dining areas.
The interior can then be further
conirolled by the use of ambient
Lighting

COMCEPT BOARD

Irmages can be specihic or abstracl,
archlectural or almospheric, The designer
has collated photographs and tearshests
lrum magazines and suppliers’ catalogues
1o evoka the feal nt the schema

ight, tewture and easy
ng are ensaloed by thr
Wl e

usad in the final desigr



RENDERED
PERSPECTIVE

[l i drawn Lo scale
[rightl, and provides
rieal datail of materials,
furmitare and bghbing te
givie i sense of the
ouerall ambience af the
Hder ar

L3 Preliminary sketch

L Wi gs can help identify

IanL slages of a design

t)u find drawings are

il (e start of the
ileh presentation’ ta

ibage the

ttlr:q1 fraid, and so
e sale,

iy 1 lBose and
' ,hllpu. thee client
,,-i'-, Wy and the

u Although
Thary

SECTION DRAWING
A section drawing
[right} shows the
array of different
materizls used in a
washroom space,

SKETCH
PERSPECTIVE
Thiz is a treshand
line drawing, rapdly
swhelched on =ite, 1
communicates the
idea of the tayoul
econormically, bul
doesn’t really
convey atmosphera
and detail.

SAMPLE MATERIALS
Al with the
prrspectivie drawngs,
thiese ollow the chent 1o
sistalize o the
sehietmiwill roally hool,

STAGE 5 Floor plan

In any project the Hoar plan is the
muost important drawing. 1L shows
the complete layoul of the scheme,
including the position of larmilure,
entrances, exls, ight soorces and
circulalion areas, A resladrant is a
functional enviranment, and the
design shoutd not tose sight af
these practicalities.

Though miner changes mighl
ocour, this slage usually signilies
an agqresmenl has been reached
between client and designer with
regard Lo the linal design.

STAGE & Presentation /a' g F gl , He |
pErﬁpECti\I‘E ! 'E'JIME 1 i
There is na doubt thal a real-lile A
depiction of the scheme helps clinch

the desl betweean desigrer and client,

Every cliznt wants Lo know what
they're getting, and a presentation
drawing strives ta seduce them by l
cammunicating the laok of the final i

Lyl

1

design, Lnlike the sketch

perspective, it is rendered o scale g M L
and provides mare subslantial infor- P = P = ‘»
matian about the design scheme. ] 111D @ ST
3 __ULJ_LLW < - K
FLOOR LAYOUT ) -.-d" == Em it
Computer-aided design qes e = {_»- xl
clarity to this scale image of the | ;.':.,: ! | : =

restaurant floor plan. iy
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UDY 02: Interior to exterior

[ THE BRIEF
| Tao create a new ‘diner’ style space, I | I BS
| | with doors opening onto a garden
Budget: Small. The clients are a J)

profezsional couple with a shared

interest in 1930s and 19505 interior t [l [t ) 1 |
products and architecture,

Designers: Fieldhouse Azsociates

DESIGNING WITH STYLE
e roof add nataml  Fesidential design olten draws inspiration fram the Lilestyle requirements and cultural interests
{bLires o tha af the client. This kitchen axtansion within a 19th-century terraced house began with style as its
garden, hlendingin  slarting poinl. The clients were eager to evoke the feel of @ diner’ style of dining bay by

Copper matenals an

willi plants ard cannecting the kitchen and dining area to the garden. The designer was able Lo use hislarical
toliage ta ':'-’-F"'" art deco references to help create a streamlined structure. Using a steel-framed curved glass
CHEBOOT TataRalCTy window, & wrap-around structure was created. This farmed the basis of the sealing area inzide,

while keeping the exterar sympathetic with the existing planting outside

DESIGN CONSTRUCTION
This micro building sports a copper
] 1 roof, which in time will be transtormed
i frem a dull brown colour to a lustraus -
| green patination, By respanding Lo the e

weather, the roaf structure becames

analher nalural element within the

| T garden, further echeing the rich and
TRs - wild vegetation.

- THE PLAN

The plan presides o
comprehensve overnew of
the layout and
arrangement of the naw

_?_

—_— extension, Functional
—'—'_' x 4
F P areas, such as lhe kitlchen,
and the position of
ety
st el o ik appliances are kepl
I separate wath good
oy R S | planming and circulalion
e ;
I for domestic ease, The
el o | Lf Pemirm l
. Hpmps  —rr ralagation areas, freed
U | i e ey -, | friom utility, are given the
i | garden news.
P BT, N — 114 _I |
(o . - o J
ot . a Il y
[T e :-.- — — Eme gpe————— e — ' R
Fapmrie
N CHARMY pan ot fER Gkl




ot sluidy CF Interioe to extarion N

This bisepaks Banpuelle sealing pichs up
refarences 1o an deco siyles with its
ambsent usa of mutad Leathar and its

INTERIOR FURNITURE

The use of clean curved lines and muled colours
continues the language of the exteriar inte the interior
Cuslom-buill banguelle seating describes the curved
shape af the bay window and utilizes the design for
mazimum dining space. Materials play an important
rale, with soft leather uphalstery for comfort and shiny
aluminium details that provide bath centrast and
aceents of light.

BRI gl sources
Rl el b gardan to
LR RTE
BRI gt and v
wernale leature of the
spaca
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Jnit U5: Drawing materials

OBJECTIVES

| * Introduce a range of drawing
materials

* [ntroduce a range of graphic jraphic techni
lechnigues to a variety of di

* Davelop yeur understanding of i
design drawings

| Drawing equipment is used o produce a design drawing
| and cemmunicate the idea behind it Whelher you are
drafting in pencil or ink, you will need te employ a range
of graphic technigues, either to represent a variety of sofl
ar hard materials and gearmetric shapes, or simply to
indicate & pitch in & roof or the angle of a stair. The first
step is to bring together the eguipmenl that you will need
in order to practise your drawing techmigues

[ PAPER

' Typo detail paper is used for sketching, planning, layouls
and survey noles. This is a relatively inexpensive
alternative to tracing papar with good transparency for
overlaying drawings. Tracing paper 15 expensive and

[ should anly be used for final presentation drawings. The
quality of tracing paper varies according to its weighl
wilh a high gualily weight being about 42 1b, and 2 good
general-purpose weight being about 28 Lb.

I Piapey

WOODEN LEAD PENCIL
An ordinary lead pencil made from wood is generally
good for sketching, freehand drawing or planning
layouts. ¥ou can sharpen this with a pencil sharpener,
bul a blade will give a beller line quality. Woaden lead
pencils can vary in lead weight to give different degrees
al hardness: Use 4H or 2H leads to provide you with
mare control when drawing hard to medium-
hard accurate lines. & good general-
purpoese lead weight isan F or
H, which is used for
= [imished drawings, accurate
layouts and lettering,

Wooden {ead pencils

Lead holder penc

Mechanical clulch

pencil

.

whereas a soft pencil, such as an HB, allows for bold Line
work but requires much more control, and the lead can
smear during dratting

LEAD HOLDER PENCIL

The use of this pencil requires much mare skill and
experience, as it is able Lo make s variety of line weights
Always ensure that the lead is sharpened so that it has a
long taper. Practise by pulling the Line and rotating the
pencil at the same time to achieve an accurate ling
guality. Remember always Lo pull your line up |bottam to
lop] or across lieft to rightl and never push a line. If you
push the pencil, you may put too much pressure an i1,
either breaking the lead or ruining the page

MECHANICAL CLUTCH PENCIL

These pencils are designed to produce a cansistent line
0.5 mm, for example — and therefare do not reguire
sharpening. For bold and dense lings you can double up
the line or alternatively use 0.3 mm, 0.7 mm and 0.9 mm
leads to vary your line weighls. The mechanical clutch
pencil is the easiest pencil to use because it gives you
mare control than the other types, Be careful not to drop
your pencil, as the lead tends to braak easily.




— Techmeal pens

 TECHNICAL PENS
Aechnical pens produce accurale and precise line widths with clarity and
Wdlinition. The most delicate part of the pen is the tubular metal mb, which
Miulates the flow of ink. Like the mechanical clutch pencil, pans can be
Ii-uur;hl in sets af different sizes, such as 0.18 mm, 0.25 mm, 0.35 mm and
W8 mim. When inking, you should work from left to right and from top to
Bitiem, allowing the ink Lo dry as you work. Store pens nib upward,

DRAWING BOARD

*ll Wechnical drawings are produced an a drawing board or drafling table to

Bhure accuracy, This means that your drawings will have accurately drawn
Bk a5 well as angles. The parallel motion moves up and down, allowing you

10 keep all the horizontal lines parallel in your drawing. Ensure that the

Buitace of your board and your parallel mation is regularly cleaned. You can

B8 & mild surface cleanser or lighter fluid lor cleaning

35

Unit 05: Drawing materials

Adjusiatie sel
BCjLIgrE

ADJUSTABLE

SET SQUARE

The adjustable triangle is e,
used to produce all vertical N
lines that =it at 90 degrees to the
parallel motion as well as those

that are pilched or sloped at other
angles. A large sat square, 300 mm

12 in) and with a bevelled edge, is most
practical. Make sure thal you do not use il as

a cutting edge, since this will impair the acrylic
Keep it clean with lighter fluid

i i 1
Y 1 }
CIRCLE B \ /i | I RPN FRENCH CURVES
- TEMPLATE AND - — e '§ AND FLEXI CURVES
COMPASS 4 A =3 i | . For more complex curves and
3 A circle template 15 i, 2 L Lz wile Mg organic shapes, use French curves
™ - - & -
:J:Jclraf_rnrflyI useful for ] 4" L LR "w,: o - made from acrylic or flex L_IJ[‘I.-'E'E.
drawing small lo WAL~ & ﬂ_% L{' = made Irom rubber, These can help
medium circles, or = il E ! o 1d bim "&.Lh" - to draw larger elements, such as a
for drawing arches i e curved wall or a shapely piece of
and rounded edges. furnitura.
i A compass is used
3 far larger circles ERASER
and 15 useful for ink  Circle template A range of erasers
wark, will allow you to e ——
2 remove both = —
ERASER SHIELD AND araphite s ik, The g

DRAFTING BRUSH

An eraser shield allows you to he precise
when erasing certain areas of lhe
drawing, It 15 also useful fer protecting
the surface of the drawing from being
ruined or marred by the eraser. Try to
use a sofl eraser when removing a ling,
and use a dralting brush to keep your
diawing surface clean

fain

white eraser is used to erase pencil, ~ _;""_‘ &
and the putty type is goad for tidying - i
drawings. Large areas of ink can be i A {,,-—\

removed with the plastic eraser, and P e |
then scratched out with a scalpel L o '\___
SCALE RULER P /

A scale ruler allows you o convert
true size into different scales. The
mast commaonly used scales are 1:5,
P10, 1260, 1:50 and 1700, Al
measurements should be given in
millimetres and metres

French cursa

L1 ) i # - i " &
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Unit 06: Human dimensions

OBJECTIVES

+ |ntreduce the principles of
scale and proportion

= Introduce principles of
Brgonoimics

+ Understand the impartance of
design data

SCALE

Measurement is a greal feat of abstractian. In

prachical life we are rarely confronted with the need to
compare height with length and breadth. While we

may ral know Lthat, on average, our oulslretched

hands from fingertip to fingertip will span the same
distance as our overall height, we do associate height
with dominance, The large size ar scale of an inierior,
an objecl or another person can make us feel small or
intirmidated. This feeling af being either dehumaruzed ar
mverawed is impartant to the design of certain social
sedlings, such as tower blocks, skyscrapers, shopping
centres and churches. These can be designed with the
human scale in mind either to convey power, mpose
authority ar simply to impress. How we perceve these
gualities also depends on whether we feel the scale is
appropriate to the conlext. In other words, we might not
mind whethar something is kg or small if 1t feels right.
Consequently, a designer may want to break with
convention and use scale as a device 10 change behaviour

EVERYDAY SCALE
Ewverythong m the
Brvirmriment acts as
i ool by which 1o
discern the scale of
things, Telegraph
poles, streal lamps,
trees, cars, buildings
and people help o
give us an
understanding of
dimansion, szs-and
proportion

T ——

See also
nit 11; Axonometric and perspective drawings [page Sl
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PROPORTION

Mathematical and geomeinc methods have allowed
designers to consider the ideal proportion of things
Proportioning moves beyond funclion or technical
concerns o achieve harmeny, balance or unity. A
propertional systemn establishes a consistent set of visual
references, Here, scale is not impartant in itsetf; il is the
ratio of one measuremnent or proportion Lo another that
is important. We always expernience things in relation to
something else, whether this is colour, texture, material,
shape or lorm. Dur perception of proportion is useful
because it allows us to enjoy ar question physical and
material relationships. Establishing these relationships
can include creating big contrasts as well as describing
subitle anes.

Unit 06 Human dimensians

EXHIBITION INTERIOR

An exhibition space 15 a public mterior
that has been designed to consider the
sczle and circulation of its artelacts and
spaces. |Lis important that the visitor is
able to see objects up close as well as
froen afar.

USING FIGURES
Two-dimonsional
drawings are flal in
nature and becomes
more thres-
dimensonal when
figures are introduced.
These nol only describe
scale and proportion,
but can alsae bring
dopth into the piclure
plane by making a
distinction belween

foreground and
background,
il il
'y
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SCALE FIGURES

Models use scale figures to enhance their
reality, A fiqure placed wilthin an mlenos
brings it to life

HUMAN DIMENSIONS

The human body can be thought of as a simple
framewark consisting of & series of basic propertions,
These can be broken down into seven egual parts with
the head being proportionately one-seventh of the total
height, Standing eye level is given an approximate height
of 1,500 mm (53 1tl, even though this will vary from person
to parson, Once a propartional system 15 applied to
designing an interior space, this can give clarity to
understanding or envisaging what the eye will
experience.

A scheme that gives importance to the eye level helps to
cannecl us physically te our immediate environmenl by
providing views, A scherne that controls what we see, an
the other hand, will further our curiosity by encouraging
expectation. Whether we are stalic, standing, seated or
an the move, comfort and practicality can be designed for
avery aclivily.

MODEL FIGURES
Presentations can take into aocount human
size by providing miodel ligures Lo scale

THE PROJECT
Test your understanding of good and bad design by
considering two ergonomic abjects in your home or
work environment. Choose one ohject that you think
is well designed and one that is poorly designed.

The process

Give a detailed critigue of why these two

objects represent examples of good and

bad design. List the main reasons why each object
fails or succeads in its function, how it could be
improved and suggest the features it should or should
not include. As an aspiring designer, you should
develop your own opinions about gaod and bad design
— this will help you to question your own design
criteria when approaching your work, y

ERGONOMICS
When something is ergonomic, it functions well and
supperts us within our practical environment,
Ergonemic principles can be found in every practical
object designed for hurnan activity, For anything
intended for human use, fram cutlery to stairs, a
designer should consider ease, practicality and
comfort, designing in response to need, function
or task.

Thie peperclip is simply
and functional in designs
Entinzty erganofecal, il
ntfaches decumeants
logether while
remaining flat

Rats can he practical,
lunielicihal and & 2]l
Ahard hat i designed
specifically a5 a saiety
dence to pratect the

wpearer in-oanstruction
anviranmants

Shoes can be msde
froen soft or hard
rmaterizls for
dherabilily, comip,

Spectacte Immes musl
enid practicaldy

b armoearmic in e
design in ofder to fil bl
face well.
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Unit 07: Architectural drawing conventions

Lles) 1Ners and al hitert il use a visyal ARLREN] -'i-'i ommurncate LFe

OBJECTIVES id lust with = ar lar [ ~hit A in I 13
* Understand how to read a |

range of architectural drawings ; d nsiat ! | I
* Understand the use of drawing chimcal drawmag: e required for belh co ur qan NSt

conventians fesign, This urmt will rthe i prinei f Tal] | Mo e
= Learn to construct a technical : b et \ |

drawing R KER ' *

TECHNICAL DRAWING

Architectural drawings emphasize the form and
definition ol space. Drawings can either be two- o
three-dimensional in their graphic representation. Plang
sections and elevations are all two-dimensional views
that are collectively known as ITII'I|'|I:(_]r.: phic projection
Each view represents our envisioned moverment around
the space, while keeping the scale and proportion of
dimensions consistant, Tha plan takes us on a journay
ahove the space; the elevation allows us to approach f
space from the oulside at ground level and the section
invites us inside to ohserve the configuration of spaces
from within, The importance of these views resides in
their abilily to present inflormation in an orthographic
sequence. Consequently, when the drawings are
presented as a set, they provide many different layers ol
informatian, giving & comprehensive understanding of
design schame

Three-dimensional drawings consist of axonomelrics
isometrics and perspective drawings. These drawings
are more realistic, because they allow us to see all thre:
dimensions of height, length and width (see page 54/

AXONOMETRIC DRAWING

This hiack and white sxonometnc drawing
draws attention to the wse of the hight sources
4 series ol hatchad lines on the lloor describes
how ralural bght is used for practical aclonles

such as washing and bathing
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require that all section lines be drawn with the heaviest line weight
to indicate the immediacy of cul gaint. Although you will be
expected to draw everything from the cut point through to the back
aof the interior, everything else thal is not cut thraugh will be
indicated in a lighter line weight to give depth

PLAN

The plan is a harizontal view aof the building once it has been cul
Just above waisl "-'_'||:]|1l, 1.200 mm 14 [t), and the top section is
removed, The purpose of the s to show the organization and
layout of spaces within the building. The cut height is determined
by the need to include important information, such as the position
of doors, windows, walls and stairs, as well as showing the

chn f structural walls, stud walls, window frames and sills
Other impertant architectural features above the cut level are also
included in the plan. Structural beams, 1
are represented with a dotted Line to indica
head and above the cut level.

FEEZLANINES O SHy II||I|'_-.
e that they are abave

PLAN AND SECTION

s nresanbo arresponding secton above b give

nid wertic . of the interion. A pholograph of the
shows Lhe sculptural and matenal guabily of the

i thie drama of light and shade

FCTIONS AND ELEVATIONS

BElNS and elevations are vertical views of the building.

R Blvation is used to illustrate the exterior facade of a
IEmluIIl.uj and therefore does not cut through the buwilding

WIS such as pillars, arches, doors and windows can
BILBE Shiown in an elevation, while the section allows us
Wmove this face with a vertical cut through to see the
B spaces hidden within, Section views are eilher
BN ar short, depending on whether you cut through the
W or width of the building. When choosing which
PLal the interior to illustrate in the form of a section, it
r, jinrron to choose the most important view. This
NS providing as much information as possible,
SIIWING any level changes, double hel SPACES Or
BrRases. The section drawing is canstructed directly
Wi e plan, using light construction lines to project
Ml mation such as heights and lengths or widths. The SECTIDNS
PBhiruugh point is indicated on the outside of the plan zns are impartant for descnbing thi
W Rection arrows showing the position of the cut, as BRI FELNES 083 QIVER ik THEl
Bllde the direction of its view. Drawing convenlions

seclions show a roof structure

.




Design realizatian

SCALE

Scale simply means size. Most technical drawings are
drawn to scale, sa that land, buildings and abjects are
nal represented at their true size, but much smaller. This
enables the dezign drawing to fit an the page. The scales
mast commonly used are 1:20, 1:50 and 1:100. A drawing
al aninterior at scale 1:20 15 20 Limes smaller, or one-
twentieth of the real size. This maans that the real size
al the interiar is 20 timas bigger than its representation,
Az the scale of the drawing increases, mare datail musl
be shown. & scale drawing at 1:100 means that cne
metre measuras one centimetre [Gr one yard measures
just over a third of an inchl. & scale bar is a device used

to show the scale of a drawing by providing a bar that is
the same scale as the drawing. It is particularly useful
when drawings are photocopied and reduced to a given
size rather than a given scale, Different typeas of scale bar
are used according to your graphic style or drawing
praference

SECTION LINES
Sechion lmes indicale The mosl onporlant weewes weLhom Pl
and are labelled outside the plan with arrowheads showing the

dhireclion chosen.

HIGHLIGHTING A FEATURE

When affered as o package, a sen
af technical drawings helps 1o
camimumicate the des qn * Chemie i
an arthographic sequence, A

COT |||||I|_-| QEners ted Image
llustrates an impartanl sealting
central te the design

ol this domestic interior

feratur

1 Lalaly




LONG SECTION

A long - than

gL

descnbes the
of the building as
opposed lo s width
Section views are
flat depictions ol
space. when

pres i tngether
Wil gther Yiess ar
mdels they help to
give a comprehensye
understanding af the

schiemie

DIMENSION LINES AND SECTION LINES

l:'l”f‘miqt1 lines should be drawn with lechmical drawing instruments for clarnity
B consistency, The type of graphic representation will vary to suit the
[jruwuu; and its siyle. Keep all dimension lnes and section lines clear from
Se drawing to avaid contfusion

LINE WEIGHTS

MG thickness of your line indicates cut-through points, structural and non
Mifciural elements, as well as furniture and delail. Your thickest line (0.5,
Y| 118 and 1.0 represents the autline, structure ar profile of the space at
tul-through poinl. The thicker the line, the more contrast there is
IWeen the profile of the space and the other lines used to draw furniture
f olails. This gives the drawing a feeling of depth

8L have a Lot of fine detail in a section, such as cornices or ather
ileciural delailing, this may dictale Lhe line weight used. A heawvy line, if
il 16 draw a detailed profile, could look insensitive and a lot of detail could
I8!, The general rule for line weights is governed by the position of the
shirough point. The turther away you move trom the cut line, the lighter
{ifie weight. Details such as tiles and floorboards will be furthest away
the cut ling and should be drawn with a fine pen (0.1, 0.18] to suggest
e, Furniture and non-structural elements should be drawn wilth a

him line weight [0.23, 0.35] o contrast with line detail and heavy profiles

JORS AND WINDOWS

Wiftions for drawing doors and windows can vary, With a door, it is

LNt Lo show how it is hinged, so the door is drawn to show it cpen at a
BlBgree angle. Windows are drawn at the cut-though point, which is higher

e sill; so the sill 1s shown with a lighter line than the window frame

Limit 07 Arehitectural deawing donveniions I LK
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THREE-DIMENSIONAL AND ROOF PLAN
Exteror views of a bualding are represented by vertical elevation
with an aenal view of the roof plan.
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PLAN SECTION

Cut at waisl higaght, @ horzontal Secton II-|||1||_|.|‘\- the [.'I_.'I|I'5I|'|:; gives a

Man wew ol the nlenar spaces

| T
( _J;.'-_'_h_‘1_

ELEVATION AND SECTION
When the front elevation s cut through verbcally o creates a section

wiew ol Lhe mtenor spaces withun the building

4 SECTIONAL ELEVATION
g % : A sechionsl elsvation wall
ir show elements that have
| been cul through, as well as
= "I olhers thal have not. Some
| | | elements will thereiore be in
- il sechion, while othars away
=y | from the cut [ing wall remain

=y n elevation
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I‘l 44 Iunngnrnulrmlmn See also

Lnit 01: Site research and building study |page 12]

li Unit 08: Survey and freehand drawing

| ITVEY f W i: L I t e Iric 1L1on ne "I".i'-:
* Understand the conventions of

| ‘ undertaking a survey

M * Introduce methods of skt L record tl MIarT i eeded | oo I ireie freel

Surveying a space Irawings. This u Hers a step-by-step quide |

‘ # Learn to produce accurate

freehand drawings of an
interiar space

The initial procedure when surveying a space is to make sure you have the righl equipmenL You
will need a long 30-yard tape measure, as well as a convenrent pocket-size measure, a folding
rod, a carpenter’s rule lor measuring pilches and angles, a ledger-size vellum paper pad, pencils
and a camera

STAGE 1

Collgct any available drawings or pholographs. If you have
2 fairly big site to survey, it is a good 1dea to collect any
existing drawings by making a request to the local planning
department, borrowing old drawings from the awner or by
researching historical records in national or local archives
This information is useful, but you will still nead lo take
site measurements to confirm the accuracy of any
drawings you obtain.

STAGE 2

Arrange 1o visit the building. Make sure you arrange access
to the bulding well in advance. This will save you lime and
unnecessary delay when you arrive al the site. Allow [or a
good amount of ime o survey — at least hall a day - so
that there is no need to return if you are short of ime.

STAGE 3

Decide how you will survey and establish a programme.
Befara you begin the physical survey, take time to walk
around your site to appreciate the size, shape and
propartion of the spaces. Nale anything that might

EQUIPMENT

Preparation is the key for surveying
= space. Bring together your
equipment and be methodical in
your practice. Patience and carelul
observation will ERSure accuracy




j_struu:t measurements, such as large rmachinery or furniture, You
“May need to organize a second trip if you are unable to get all
measurernents on Lhe initial visil.

Prepare treehand drawings. Before you start measuring with your
you will need a sel of well-proportioned freehand plans and
clions to place your measuraments upen. Starl by pacing oul the
ce in order to establish the ratio of length to width, Draw these
ht guidelines of your plan, ignaring all detail. Pace out the

tion of ather alernents such as windows, doors, lireplaces,
abinets, steps and radialors.

Mow camplete your sketch by drawing over the guidelines and
iuating these elements in their carrect position. Any important

~ the convenlion denoles longer dashes for infarmation above
cut-through peint and shorter dashes (o indicate hidden

gnls below or behind elements on the plan. Carefully ohserve
construction and be aware of which walls are load-bearing and
hich are partition, relating any averhead beams ta supparting

il projections. Shaw lloorboard direction and indicate the north
it on the plan by using a compass ar a map, This will be

rlant when considering how the light sources affect the spaca.

| In maost cases it will be possible to trace the size and
Mtlons af main architectural features, such as walls, windows
| liircases, These details must neyver be sssumed and always
el by careful measurements. Sactions are drawn using the
I inlarmative position for the imaginary cut ine. In your final

Unit DB: Survey and freehand drawing 43

drawings, this position is always indicated by section arrows,

STAGE &

Before you begin measuring, mark up your drawings with
dimansian lines. This saves time and ensures that you establish
the dimensians you will need. Wherever possible, place dimension
lines autside the plan, and when measuring running dimensions,
go clockwise.

STAGE &

Measuring is best done by two people to ensure accuracy and
practicality, One persan holds the zero end of the tape and writes
down dimensions as the ather reels aut the tape, takes a
maasurament and calls it out, repealing it o cenfirm.

The main dimensions will be running dimensions. These are linear
dimensions that begin frem a single point, usually the corner of the
roem, and conlinue o gel larger until the far carner is reached.
Thiz will give you a total length for each wall rather than a serias of
sums Lo add up, avoiding error. Use yaur falding ruler to measure
wall recesses and yeur pockst measure Lo access delailed areas
inside window openings. Establish the relative position of door and
window opanings and majer struclures such as brick piers and
fireplaces using the running mathod before taking smaller
dimensions.

IT the reams are not square, diagenal measuremeants must be
taken from the corners in order lo establish the angles of the
walls. The measuraments are placed against diagonal lines on the
Ireehand plan. Always lake care lo nele dimensions an Lhese
drawings very carefully When using metric measurements, Use
millimetras and malres, nol centimetres. Show the start and finish
of running dimensions,

CONSTRUCTING &
FREEHAND PLAM
Pacing out the
dimensions of the
space, make a3
freehand sketch ond
carve oul the profila
of the space,
inciuding the position
of all existing
vhomuents, unbil you
have an accurale
plan, This 15 sl o
place all running
timunsions when
murveying this space
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See also

Unit 07 Architectural drawing conventions |page 44

Unit 09: Technical drawing

OBJECTIVES

* |ntroduce architectural drawing
methods 2

* |ntroduce and further technicat F e
drawing skills

s |ntroduce use of scale and
proportion

THE PLAN

A finished plan gves an accurate
representation af the area measuremenls
and layout of 8 space,

main i:l_r Clples

e more

{

curate technical drawings

rafting the plan -il-:'.'f".'-:'

STAGE 1

Lay your tracing paper onto the
drawing board, securing sach
carner with masking tape. Using
light construction lines in pencil,
draw lhe major outline of the
space, as well as the position of
any walls within. The horizontal
lines are drawn with the parallel
arm and the vertical bnes are
drawn with the straight edge of the
set square when it resls on the
parallel arm. Ensure that the
drawing iz centred on Lhe page lo
allow lor additional information,
such as labels, titles, scale bars
and the key.

LINE WEIGHTS

na
0.5
45

[IR2]

STAGE 2

Using a heavier bine weighl on top of
the Light construction ling, show the
position and thickness of major walls
and structural elerments, such as
columns and pillars.




g
|
=13

Larve oul Lhe major elements by showing the
h of doorways, windows, lireplaces and slairways.
ine weight represents what is cut through

STAGE 4

Anintermediate line weighl is then used fo detail non-
structural elements, including dears and stair lreads as
well as lurnilure. Your lightest line weight is used for ling
detail, such as tiles, lloorboards, glass and doer swings.

\GE 5
 you have completed the preparatory drawing in
Gll, overlay it with @ sheet of tracing paper and extract
tal plan, using the correct line weights in ink. For
& conlrast, fill the walls in with 3 solid colour so
afyone seeing your drawing will instantly visualize
aEE'.

5TAGE &

Dralt a section view, using tha plan to praject the
information regarding widths and lengths. Referring to
the survey notes, now add the vertical measurements Lo
complete Lhe drawing. The principle of line weights is the
samae for the vertical section as for the horizontal section.

091 Technical drawing |

AT
A9
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w | Design realization See also

Linit 03: Making a sketch model [page 20|
Linit 07: Architectural drawing conventions [page 41|

Unit 10: Making presentation models

Presentation models are an excellenl way of communicaling the linal

ENEHWES _ . design scheme lo a prospective client, both Lo explain and to seduce

* To introduce madel-making e R : . -
{eg:_hni‘que’s Whalever your inlended scheme, by using the simples!| of tools and

= Understand important malenals, you will learn to make a professional model thal will showcase

~ canstruction principles : your design ideas. This unil covers the step-hy-step process of making a

. Il::;g:lm make a presentation presentation model, oflering impartant construction principles as well as

advice [or achieving realistic lextures and finishe:

Models ara useful for all sorts of reasons. Sketch models allow designars Lo explore deas, either
with materials or forms, to generate more wdeas or simply to test planning possibilities. The
presentation model is undoubledly the meost effective method of presenting a himshed scheme

to a client

PREPARATION

Inorder to make a presentation model, you will need two scale drawings - ene plan and ane
CLEAR sechion - to use as key dimensions when satting aut the madel, Your basic tools will be the same
PRESENTATION as those specilied in Unit 3 Making a Sketch Modal, These include a utility knife with sharp
MoRaLs can b blades line not heavy dutyl as well as plastic cutting blades and a scalpel. You will alse require

ulilized and
showeased as the
cenlral fealuim ol

an engineering square [100 mm or 4 in. and a steel rule. The adhesives used (o allach materials
differ accardingly, When gluing edge lo face joints, use polyvinyl acetate [PYA] of balsa cement

the claanl When gluing lace ta lace jpints, use non-repositionable spray adhesive, double-sided lape ar
presentalion, impact adhesive

COLOUR, TEXTURE AND FINISH

& scale model represents a distant view of realily. Colours seen from afar are
bluer and paler than Lhey appear whean seen up close. This is known as aarial
perspective. Whan making a model, always consider using paler colours an
the model than the aclual colours. Aveid using painl or applying colour
directly by chaosing sell-calaured malerials. & wide range af papers and card
is available in various colours, textures and finishes, providing excellen
subslitutes for the materials you intend to use, Alternatively, you can make
your awn coloured papers using washes of walercolour paint.

For wall surfaces, smooth paper ar foam board reprasent smoocth plaster
very well, as do smooth coleured papers. Rough plaster can be represented
by using watercolour paper, which is available in many textures. & brick
effect can be produced by drawing white or cream horizontal lines at
intervals of 75 mm [3 in | lo scale on paper that is a softer versian of the
actual brick colour Tiling can be indicated by indenting lines in a reqular grid
inta card, using a blunl point, a dead ball-point pen or the edge of a paletle




il For caloured tles, use o coloured pancil lightly te
WAL e surface of the while card, transferming the
M it white grout, Concrete aor stone effects can be
Wally produced by washing balsa wood with white ar
wbalourad gouache - remember to paint the back
W wailiee, otherwise the wood will curl up. Wood effects
W dilicult te mimic at scale, however balsa wood and
B both have a fine encugh grain to stand in fer other
Mibids. 1o deepen wood colaurs, use watercolour in thin
Mlies, bul not wood stains, because the absorption is
B iious and stains bleed Lo other parls of the model

DOR
0 model should be built onea flat ngid base. Medium-
mily libreboard [MOF] 15 the most stable matenal
winlly available. Unlike card, foam board or plywood,

W i 12 in.] square, a 4-mm [¥%-in.) MOF base works
Bl sirriilarly, 12 mm [ in | is appropriate far a 600-mrm
vl square model. Belare you construct the rest of
imadel, you will need [o cover this base plale wilh a
[rial Lhat best represents the intended Aoar finish
8 selected paper should be cut slightly aversized Tor

W bikeboard, Both the baseboard and the paper should
i be covered with an even coal of spray adhesive. Lay
plge of the paper on the edge of the baseboard wilh
ie il hand, and the other edge up with the right hand
" Nily &lroke across the sheet with the left hand untl the
WhEle sheet is firmly fixed, ensuring that there are no air
llibles. Now turn the work upside down, Lrimming off
I Bxoess edges with a sharp scalpel. For a woodean
Wit linish you may lay a veneer la very thin sheet of
J fl directly onto the baseboard, using a strong glue

bh a5 an impact adhesive Lo fix it in place. The
hekive is applied to both surtaces and allowed Lo
Minlly dry. The two sheets are then brought together
ilir pressure. These glues are very strong for face-to-
iR jaints. They praduce petroleum vapour fumes, so
Miolild be used with care in a well-venlilated space

'LAN

Bilhar prick the plan drawing onto the base wilh a sharp
[pel, marking directly from the drawing itself, or
telully transfer the measurements with a ruler,
irhing faint marks or dots. Avoid drawing the lines
lfuctly onto the board, because Lhese will show with
Mgt discrepancies in the model.

Unit 10: Making presentation models 49

MAXIMIZING DIMENSIONS

Flat presentations should include model
images to bring two-dimensional drawings
1o lile

MODEL FLOORING
Cowor the base plale
with the material
representing lhe
flanr finish

FIXING THE FINISH
Spray wilh adhesve,
lay down one edge
of the paper and
strokea it down 1o
rermiove at bubbles




al) ' Design realization

1. PREPARING THE
MATERIAL

Firsl prepare your
material by covering
it with suitably
coloured or lextured
paper

2. CUTTING THE
JOINT

Carefully cul
through the upper
skin of the paper
and the foam, with
your mdex finger on
the side af the blade
to control the depth
of the cut,

WALLS

Always use simple malerials that are easy lo cul, fix and join. Card, foam
beard, balsa wood and acrylic sheet are all materials that fulfil this criteria
Avoid using metal, hardwoods, plaster or stone since these are oo difficult 19
handle and look incongruous at model scale Represent these matenals with
paper effects, either with coloured or textured papers. Prepare your wall
material by covering card or foam board with a suitably coloured or textured
paper, using a spray adhesive. When measuring the walls, cut out strips of
wall material ta the same height, and then cul them to length, using an
engineering square. This is a better method than measuring up each wall
individually, because il ensures accuracy lor both dimensions and angles

JOINTS

When joining walls together, use a concealed butt joint. This is achieved
easily with foam board. Having cut the wall ta its longest dimension, move
the enginesning square back by the thickness of a sheel of foam board, Hald
the scalpel with your index finger on the side of the blade to control the
depth al the cut. Carefully cut through the upper skin of the paper and the
polystyrene foam, without puncturing the lower skin of the paper. With the
edge of a spare piece of foam board the surplus paper and foam can now be
broken away with the scalpel. Using the edge of a spare piece of foam beard,
rub away the remnants of foam stuck to the lower skin of paper.

3. MAKING A
RABBET

Remove a strip of
card ar foam board
lo make a raboel for
a concealed butt
joint,

& and 5. GLUING
Apply a munemal
amount of glue and
remaove any excess




INSTRUCTION
;rnu are ready to build the model up from the base. It is always best to
d the model wall by wall onto the baseboard, rather than fitting all walls
-l it and Lhen onto the base. Erect the first wall using Pyva glue. Make
i il the wall |s vertical by using an engineering square to hold it in
mhll@ the glue is setting. The next wall should fit into position al a right
| A‘pplylnq a rinimal amount of glue to this wall, stick it to the first wall
o the Hoor, using an enginesning square to suppoart it while the glue
{ ﬂ'npe.al Lhis process until all the walls are firmly erected,

D WALLS

3 tard or foam board. walls can be curved by cutting through the skin on
] uIar side of the curve. Haolding the scalpel with your index flinger on the
'ﬂf Ihe blade, cut a senes of equally spaced parallel slices. Be careful not
ineture the skin of the paper on the ather side. Gently run the scalpel

ny wach shice 1o make sure that each cut is equally deep. The foam board

' 1'!.1 will now easily bend, opening up the slices. These can be covered
pager, using a good adhesive spray to fix the curve walls in place whils (he glupe is sell

&, BUILDING THE MODEL
Build the mndef directly on the bos

Unit 101 Making presentation models l 51

b,

and wse an engineering square to hold the

"

#. FITTING THE UPPER FLOOR

Waork nut the floor to ceding
hieghl, Cul @ slop of card
accurately to this height. score
veertically and lold.

I e next wall in position.

| |||||]'

{MEE YA 1o glue the floor in place
| ave the jig when the glie s sel

12, SLICING A CURVED WALL
Holding the scalpel with your index
fimger en the =de ol the blade, cut 2
senes ot equally spaced slices,

10. Thiz will provide an accurate
prog ko hold the floor in place

13, The lvam board
or card will now
easily bend.
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WINDOWS

To create 3 window, you will need to make a hole in the
wwall, Mark the dimension of the windew lightly with a 5H
pencil. Cut along one side from one corner almost to the
“uther, without complating the cut. Do the same an each
sifle of the opening. This ensures that the scalpel does
ol over-run, Then reverse the process, cutting lrom the
uncul corners until the window opening s complete

T fit a piece of glazing into a piecs of card or foam
hoard, the hole and the glazing must be exactly the same
size, The best methad of glazing & window in a model is
lo make & sandwich construction. First cul the window
material, either fram acetate or 1-mm thick acrylic to the
size of the whole wall. Then cut the inner wall of paper,
card or foam board with the window hole. Next, cut the
puter wall with the window hole, Finish by assembling
the whole sandwich using double-sided lape as your
pihesive.

STAIRCASES

fnce you have designed your stair |see Unit 7
Architectural drawing conventions) make a simple and
gccurate jig cansisling of a pair of strings. Separate
these with pieces of card. This can form the structure for
i simple staircase, ack as a lemporary suppart for a
cantilever slair while the glue is setting or be reduced lo
the central spine. This simple methoed can be adapted to
make almost any type of staircass

18, Make an
accurate jig
consisting of 3
pair of sirings

14, MAKING A WINDOW
Make the inner wall and the outer wall. Cul
the acetate or acrylic Lo Lhe same size as the
whde wall.

15, ASSEMBLING
THE WINDOW
Apply double-sided
adhesive tape.

1&. Fit one piece of the wall to the acetate
or acryhic

21, The completed
slarcase

17. The complated window:

19. First it all Lhe
MISETS,

20, Then the treads.

22, For 3 cantilever
slaircase, use the |ig
to hold the stepsn
place while the glus
15 satting.



IRAL STAIRCASES

ftalrcase with a central newel can
vely sasily using the lallowing

el Diraww the stair plan on card. Cut
Blrtles, bul leave the newel hole. Make
0l card to hotd the newel horizontal.

b up the newel with risers. Cut a bird
I 10 allow for the newel hole. Stick the
% tarefully anto the balancing newel.
liilsa cement, since il sels quickly. As
h 4 Bp sets, turn the newel and praceed.

IREE-DIMENSIONAL CURVES

heres and three-dimensional elements are difficull 1o
I, 50 it is best 1o search for ready-made shapes.

it are specialist suppliers for the model making

ry, and some professional workshops will make

to arder for a fee. Alternatively, create your awn
by making a solid core of plasler the shape of the
painting il with a refease agent [such as spap). and
Bring with layers of fissue paper soaked in glue. You

M also use glass hbre reinforced resin.

1EES, ROCKS AND WATER

B can be spun from wire, Cork bark can be obtained
Merists to make very carnvincing cliffs and rocks.

iny surface - for example, glossy paper, varnish or
Mylic sheet - can represent water. The darker the
alerial, the baller the rellection. Remember Lhat water
doim looks blue unless it is a very sunny day.

| &

23, Cul a bird mouth
o altow for Lhe
newal.

24, Hold the newel
hrizontally o the
jicg wi the doutili - sided
tape, and stick Lhe
steps carehilly onlo
the newel.

25. Ms each slep
netn, birn the newsl
and procesd,

PHOTOGRAPHING MODELS

Always take phiotographs of your models; these provide an excellent
opportunity to illustrate presentation drawings and are good material
for your archives when the model ages or gets damaged. Remember
that the most realistic views are the ones Lthat recreate the standing
eye level, Take photos that give and promete human scale by bringing
the eye level down to the correct scale within the model. Experiment
with the use of natural and artificial light for daytime and night shots of
the space. Using different lenses, manipulate wide-angle views, and
alter the compositions slightly within each frame, to help inspire
creative photographs. For high contrast images, use black and white
film and carefully controlled lighting. For realistic shots, use colour
with natural lighting.
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Urit 05 Drawing matertal [page 24
Linit D4: Human dimensions [page 34
Unit 07: Architectural drawing conventions |pagea 40

Unit 11: Axonometric and perspective drawing

Three-dimensional drawings are, by ther very nature, realistic

J?ﬁsmr?h . e representations of space, o they allow us to madel space as effectively
~» Understand how to construe : ; ; X,
30 drawings as possible an paper, |'.F lping ws to understand the spatial qualities of 2
._-_--5'|_.~_1n_de_r5iand how to use drawing agrven sile, Ths unit explares [ 14 _'.Euj-!'u-h'-,-- tep canstruction af three
sy eritions ) imensional drawings as a useltul tool 1o further the understanding of
. h;ﬁu:r?nt; construct a technical spatial design.

AXONOMETRICS

Emenls are explodad,
uiing a dotting line ta
represent the movemeni
anit The position of
detachiment - upwards,
dowrwards or sideways
alang tha given nas

A COMPLETE
PRESEWTATION
Thns exploded
uxonometric of a
retall space is
presant=d together
with design
relerences, images
and bwo-
dimensional
drawings to
ritinforce the design
cencept to the client,

Mganomatne drveanns
can bo enbanced by
rendering. Colearad
plements lllustrate
dilfaren! materil
relntmnships ano
flascribie tha zaning of
inldrior spaces

The axorometric drawing is
particularly useful because il allows
the plan, section and elevalion views
to be represented in ane drawing.
The axanometric resembles a model
view from above the space so that
the whale scheme is viewed at onice.
Axonormetrics are easily constructed
using the true plan to project each
paint from the plan te a given height,
The informalion cencerning heights,
widths and lengths can all be (aken
fram the finished section and plan
views. Axonametrics can be
constructed using varying degrees of
plan arientalion with an emphasis at
45445 degraes, 40/30 degrees, or at
complete 90-degree angles to the
harizontal. With each orienlalion, the
tatal always equals 70 degrees

COMVEYING THE EFFECT
&owell depcled axonometric
can camrmunicate and
project tne spabal qualibes
of & scherme, showing the
mverall layaul ol 2n nterior
as well as describing the
use of matenals and the
ambient feel of interior
lighting effecls.




etting up the axonometric drawing
from the plans in Unit 09, explode the
ric. Place the plan an the drawing board,
hat the lines an either side of the drawing sit
i (o the parallel motion. Maw place the

2 Projecting heights

onstructing the axonametric drawing by dratting

& majar axes in a clockwise direction. Trace the

@ and project the walls up to the ceiling height of

le used. Use your set square to draw all vertical

suring Lhal it sits squarely on the parallel molion
curacy. Wse your parallel motion to draw all

pantal lines. When drawing, remember ta pull the

up or across; never push a line, singe this can cause

b accurate result,

iE 3 Inking

u have dralled the axonomelric drawing in pencil,
ready to overlay and trace with ink. Orafting in
real skill, and requires patience. Mever rush yaur
when inking. Make sure you move from left 1o

nd from top to battom to avoid smudging and

eink Lo dry while you conlinue to draw. Ta define
ail the drawing aeffactively, you may use diffarent
ights in the same way as with sections and plans
it 7. Architectural drawing conventions|

TR
11

AT A A
L L] C

and perspective drawing

EXPLODED LEVELS
A bar design
scheme 15 exploded
inke three signilicin|
parts o illustrate
Lhree dilferenl areas
of activity within a
double heghl space,
The top floor
separalas arrwal
and the facade, the
secont space
reveals a private
lounging area nd
the baserment floor
accommodales the
main har area.



PERSPECTIVES

A series ol
PETSPECHVES (MBS
Uifferent vicweporils
withim an mlerar bo
ive 3 sensae ol
double haight
Spaco.

PERSPECTIVES

Perspeclives provide the most realistic view in terms of three-dimensianal
drawing, because thay locate us physically within the space, corresponding (o
what we would actually see, The perspective 15 based on our point of view,
having an exact position within the space, and viewing the space at a cerlain
eve level, The basic principles af perspective drawing are therafore based o)
the position of the viewer within the space, and a height of eye level

STAGE 1 Setting up the perspective

Place the plan and the selected elevation an the drawing board, Leave
enough space belween the plan and the elevation to draw the perspective.
Lay a new sheel of tracing paper over the plan and the elevation and trace
aver Lhe elevation, You are now ready to construcl your perspective.

STAGE 2 The eye level

The eye level of a persan standing is drawn at 1.5 m (5 ftl, but the eye lavel
can be drawn at any height, depending an whal you wanl o see, In
perspactive, il you wanl to show more of the floor, a higher eye level is
required. If you wish to show mare of the ceiling, a seated eye level 1s mare
desirabile.

STAGE 3 The position of the viewer

When drawing a space in perspective, you can jllustrata the view from one
side, from the middle or from the opposite side of the space. This pasition,
whichever you choose, is called the position of the viewer. Decide which wiaw
yau wish to take and draw it on the plan, extending this line through to the
elevation. The combination ol the eye level with the Ling from the position of
thi viewer gives you the vanishing paint [VP)

ELEVATION

Eve lavel is indicated
al Lhe desired
height. The
combinalian ol the
ey level and
pusition of the
visgwar giees Lhe

varnshing peint.

PLAN

The plan shows the
positicn af the
witwer, with @
central line thal
exlends up 1o the
elevation to gre the

vamshing point,



Unit 11 Axonometric and perspective drawing at

AGE 4 The cone of vision

e cane of vision (s haw much the gye sees. It is

fore impartant to check that the position of the

Wil 15 correct. A cone of 40 degrees is taken from the
IWeE 1t s usually drawn as 30 degrees on both sides of
o b [romm the pasition af the viewer on the plan,
iylhing that falls within this cane of vision can be
W in parspactive. Anything that falls outside the cane
M yision will be distorted.

i Spparate sheet of tracing paper, draw a
pendicular ling. On bolh sides af this Line, draw an

PHOTOS
Fhatenraghic

lis 6f 30 degrees. Place this over the plan, along Lhe HEISRACUNES. ATR A

lroun the pasition al the viewer, You may extend thig !.!fmd Iw'.i"r :;I ]

putside the plan if you wish, but the cane of vision ‘.,:Jr.',;]'“.:,',"'r,,. l':;;,"‘”t'
u‘t II'\E“.!dE‘ ev&rylhing that YL whanl o seein the :l.'||.|l".|||r||| el

mispective. When you have decided what you want to
BN the perspective, mark the viewer on the plan.

LRIng the vanishing point (VP draw a line Irom the VP

Wrkgh each carner al the elevation, 1o form the ceiling,

iy and floor of your perspective. You are now ready Lo COME OF VISION
sl abjects in perspective. 30 degrees to eilhe
. side of thie position

5 Drawing the ﬂhjECt D |u|: !hn '.'lf:w::rll_||.u|-:.

i draw an object, you will need information aboul il T Frne i en
ﬂl’h, hEIuJ"I and (JI’:'[.'Ilh. The width al the ElthEl can he o whal 1Mo porspective
hen (rom Lhe plan to the base af the elevation. Connect v wll show

lse points on the base of the elevation with the VP, and
11 them into the perspective. This is the widlh of the
Juct in perspective. The height 1= then drawn to scale i
Wi the elevation in one of the following bwo ways. Using

i reterence points of the widlh af the abject, project the
iight upwards, connecting this height with the YP, and
e bring it into the perspective, Alternatively, use the
Hghit-hand corner of the elevation as a height line
Miisure the height of the object in scale along Lhis line,
il connect 11 with the W Bring it into the perspeclive ' ..
ilong the side wall of the perspective. Whichever malhod

wsed, height and width are always connected wilh the /
Bilishing paint and brought inta the perspective.

F s

] | s

|___|__ — e

upti is created in perspective by constructing a
measuring line. On the plan, measura the distance Haight is drawn o
wlwean the viewer and the wall from which the elevation » atale wiher by using
lwkan. Take this measurement, and transfer it out from = reference points

R ; ; giwen by the width
he side of the elevation, This becomes the measuring or by using the
Mg, Connect the measuring line to the eye level ta form g widih of the abject is taken fram the elewalion ds4

it measuring paint |MP). plan to the base of the elevalion. Connecting tieight tine

these paints with [he vanishing point brings

the lines inta perspective.
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Mow rmeasurg the distance between the abjact and the
rear wall in scale. Transfer this measurement enlo the
measuring line, starting from the elevation; mark as B.
Oraw & construction line from MP through B, and bBring it
te the wall of Lhe perspective. Once the construction ling
hits the wall, draw a straight line across fram this point
until it meets the width lines. You now have width and

depth in perspective.

VISUAL AlD

Arxonometbnic drawings are essenlially model-like in
character, allowing us an unnatural view from above the
space. When presented logether wilh lwo-dimensional
drawings, ascnometrics becoms important wsual aids,
describing the material proparbies of the Line drawings.

STAGE & Adding the height

To complete the perspective, draw in the height. If you
have marked the height on the elevation using the widlh
paints, cannect all four corners of the abject in
perspactive, with the height lines in perspective.

If yau have used the corner of the elevation as a heighl
line, and brought the height along the side wall af the
perspective, bring perpendicular lines up from the
reference paints on the side wall of the perspective until
they hit the height line. Al this point, take a straight line
across the perspective. From the object in the perspective,
draw lines up frem all four corners unlil they hit the

DISTANCE HEIGHT, WIDTH, DEFTH
The distance between the ohject and rear I'he vanishing poini is used (o canniect the
wall 15 lranslerred Lo he measoring Dne. bieight, and the measuring painl gves the

width and depth.

] Popae e M
i i e ' & ; n\
CONSTRUCTION LINE FINISHED PERSPECTIVE
A construction line tram the meazuning To complele the perspeclive, conrect all fous
poinl into Lhe perspective gives Lhe width carners of the ohject with the height in

and depth

perspeclive



i the following rules.

nmains

: fe il within

(e clives

fier people are
greground or
[k raing of &
Wwing. The eyes
Wan Lhe same

il s though they
i hiirg on 3
i line.

[ines, Connect all lour corners at Lthis height: You
ld naw have Lhe object in perspective. Any ohject can
drawn in perspective following these rules.

yietal principles spply when constructing all
pttives, whether it is a guick sketch or an accurale
waured drawing. Any object ar space can be tackled

SEATED EYE LEVEL
ir & seated posiion (he eye level 15
lower =0 Lhal rmore ol the ceiling is
seen. When the eye level and the
positien of the viewsr are combimed,
this determines the vamshing point in
perspechive. All objects diminish

towards infinity.

Ledt 17 Axonometric and perapective drawing

COME OF VISION
The cone of wisicn
shows how much
the eye seas belare
things appear
distartaed. Here the
cone itlustrates what
|5 seen from the
standing positicn.

DIFFERENT
LEVELS

Slandard eye height
is contrasted with a
high eye Level in this
- drawing to give

: dillerent visws of
the same space.
From the high eye
level, the upper parl
al Lhe space s
rian. Al the

______ A =51

INE OF SIGHT

e apens.

i line of sighl leads to the vanishing poiril as Lhe

standard eye leval
more of the Hloor is
sRE,

VERTICAL VIEWS

I perspechve,
ahjecls can diminish
upwards or
dewrrwards. This
drawing illuslrales a
tnlding seen trem a
birdl's eye wiew |lrom
atwove] and fram a
rahbit’s view [lrom
near he ground|

Iﬁﬂ
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OBJECTIVES

* |ntroduce the basic principlas
of CAD

» Understand the cantext within
which CAD is used

= Understand the use of CAD

| within the design process

DESIGN PRESENTATION

This image froni o Bouse

extanzion dasign incorporates o
| digital picture of the proposed
garden seen Ihraugh the sliding
| | danrs,

INFORMATION

PACKAGE

can Orawng s

enable designers to

draw, dimension and

| layer infarmalion

| quickly to create a
package of

| drawings

Unit 172: Computer-aided design

The innavation of technology has moved CAD software from being merely a drafling lool Lo a
technology capable of commumnicaling design expressions in the early stages of design ideas
CAD technology s able to raflect and suppert design thinking, model design stralegies and
provide a deeper awareness of architectural space. |t does sa by providing the designer with
passibilities, expanding the individual's ability Lo lesl form, shape and view by bringing Lhe design
closer toits built reality.

Designers employ CAD systerms tor a number of reasans. CAD s able to create, manipulate,
analyse and represent design possibilities. Computers can carry out rapid and complex
calculations, process infarmation and dala and help lo analyse design in Lerms ol economic,
functional and ervironmental requirements. Drawing on a computer saves lime and allows quick
access Ly revise design changes when necessary. Moereover, Lhe compuler allows the designer to
employ a different set of skills more closely linked to the process of simulatian, generating a
greater degree ol realism. Walk-throughs and moverment simulations allew designers to
experience and visualize the significance of their designs, as well as communicate these
fualities Lo olhers.
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CAD OBJECTS

LAD objects fall into two different categeries. The first
Wroup consists of bwa-dimensional objects, suitabla for
Filn of seclion drawings. Line is the most basic 20
ﬂh]ﬁ'c.l in tha CAD system, with straight lines being the
;h‘lt'n! [requently used 2D objects. Line also has the most
wllribites and lines can be varied in thickness, colour
il slyle, and given specific end points, such as
itawheads. Because different lines can represent
Jlilferant layers within a drawing, styles and colours
Wecame part of a system denoting services or structural
Blumants. These 20 drawing symbols are used to
Mpresant fixtures, fittings and structural and non-
Mructural objects, such as furniture, Othar elaments
Aelude arcs, circles, polygons, planar shapes and grids.

¢ second group cansists of three-dimensional objects,
“Which are medetled and extruded up from two-
Alirmensional lhorizantal] objects Lo become planes, such
s owall, floor ar rocd lvertical]l elemants. As well as
teclangular extrusions, CAD offers a range of predefined
Al volumes once length, width, height and radius data is
glvnn Alternatively, shapes can be drawn directly,
“Without giving data, by using the mouse to stratch
bjecls to the required dimensions. Perspective and
monometric drawings are displayed as wire frame’
Whipes and Lines, to define the surface, shape and volume
Wl Gpaces. These three-dimensional drawings can be
tated in CAD to provide diflerent views within the space.

Wit 12 Computer-aided design 61

WHICH PROGRAM IS RIGHT FOR YOU?

Computer-aided design saftware programs change and develop quite
guickly as manufacturers introduce new features and new programs.
Overall they can be divided into two areas: those for professional
interior design and architectural use, end those meant for home and
possibly small business use.

Professianal programs include Autocad |by far the most widely used
program far construction and designl, Micrestation larchitectural] and
Vectorwarks for design and technical use. All of these and other
similar ones are expensive to buy and require training and time ta
understand and make the fullest use of them.

For most straightforward use, particularly to plan and design small-
scale domestic design including raom layouts, a professianal system |s
unnecessary and over-complicated. & search of the Internat undar
‘CAD for interior design’ will identify 3 number of guite simple,
inexpensive programs such as SmartDraw or 3Dspacer, which enabla
the user with little practice to construct layouts, which begin to utilize
the capabilities of digital design. The software incorporates preloaded
exarnples of rooms, furniture and fittings, which can be selected and
manipulated to fit new dimensions and specifications.

Initial research will pay dividends. Lock at manufacturers websiles on
the Internet, gel a feeling for what different programs can do relative
to their cost, and ralate that Lo what you want to achieve,

FINAL DESIGN
This digital image
IvERs 1 Panaranmic
view around dn
interor space and
represents [he
miedern gssence of
the design
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CASE STUDY 03: Flexible space

Whal 5 meant by good design? Well-planned and considerad 1qr
THE BRIEF : snd effec |

CAMN proviade i | VITONIMEentes ITEne n 1
To remodel an existing living space by Sk masAA Pl "_ e REER L : Tk

opaning up the interior so that function

ar Wl ||--|_'.|i
and practicalily creale light and

| 1 1 ! S
lesian 1S esled !:.._- T 0o :xl._|.-:_.|_.|-_.

ious Livi & practicalilies and necessities of light and space. In the
SRAcious Wving. ; fesl ke ra H""l"'l'i:'|' |||| Il. _!!-J||| |E'::--."Ii:..|!:-||.'1.Z:l.:-
Budget: Small, The designer is the ! / - L }
client, working from home. Lol [he ol yse ol space a lluid and ftexible
Design: Brook Fieldhouse Associales raw material
MINIMALIST DESIGN

This twa-bedroam flat within a riverside development proclaims the
importance of minimalist Living, with over 15 percent of its total volume being
built-in storage, and 75 percent of that figure being closed away, The aim of
the design is primarly te create as much llexible space as possible by
maximizing storage while retaiming the apartment’s two-bedroom status.
With the designer working from heme, the need for a studio-ofthece became

the key factor in reorganizing the interior spaces.

Falding glass panels allow he
e bo engy Light and woe,
doubsding Hhe lang Space aml
connecting tha inleror Lo L
nxlari

LIVING SPACE
Modern furniture has been chosen to E"

complemant the architectural sbyle af Lhi
apartment & design vocabulary ol clean
lines and simple details avoids wisual clulter,

THE PLAN

The main design intervention in
the planning of this scheme +
ollows bwo spaces that wera o

originally separate to become =% q
conniecled, lEcihtating rmasinmum

usage. Here, the plan clearly

indicates how inlended activities i
are carried out, by locating

pesitions of furniture, Hixtures

and hitlings.

A dettid rectangle mdicates the
position ol {he D] ance i s
hizen folded aut ol The wis m.
clangirg the allicenio o weong
bedroom

Furmibure 1= pliced aeslhehcal iy
and practcatly wilhin the spacs,
|T"!'-|"U||(|||'|l_'| te inbarior and extenar
views lar masimum relaeation

Ther shching partibian reprasents the
Ihreshaid elaeen wa spac
allowing Bctimlies 1o change
wivrk in the daytime 1o rest a1 nghl




UFFICE SPACE
Ahautral colour
Wohima: allows
plhijects to appear
more promunenlly
Hisplayed, giving a
Hiar imdication al
pach area’s intended
Mk Bs.

STORAGE SPACE

Storage and shelwnng is
mazimized to keep surfaces
and [loors frea. Exposed
hookshelves house maternals
in constant use, while nbject
that are used less Trequently
|which might cause clutter|
are stored out of sight

bd

OPEN SPACE

Fatio doors are replaced by
sliding and folding glass panels,
opeEning up the interior to visws
ol the rmver.

DESIGN FEATURES

It s important to recognize that
alten the most drarmalic changes to
a space do not have to be structural
In this case, a non-structural stud
partition wall is removed batween
the second bedroom and the sitting
area and replaced with three sliding
panals, This creates a space & m
[20 ft) wide, which larms an L-
shaped floor plan. The open-plan
space is now able to accommodate
a studio, a loldaway bed and a dining
alcove. Depending an the intended
aclivity and the timea of day, the
spaces can be opened up or closed
off far privacy.
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DESIGN DETAILS

Ta further enhance the feeling of light and
space, wall panals a cklit and remain
raised ol the Moor to emphasize the floor
space. Hidden storage keeps the interior
uncluttered and creates a low-dust
amaronment. ALl central ceding light fixlures
are removed and replaced with ambient wall
lights and lreestanding lamps, Walls and floors
are kept white to maximize the interior Space
This allows the placing of interior furniture to
appear more prominent and clearly defines the
areas of proposed activity,

VERSATILE SPACE
Mimimalist oifice
pace Creales

miaximim flexibility

and offer

5 o blank
differant




RECEPTION SPACE
When entertaining,

olfice and bed areas
can be concealed o
rmake way for open-
plan dining

Case study 03 Flexible space

MULTIFUNCTIONAL
SPACE

At might, the space
is transiormed into
a second bedroom

Shehnig panenls concsal
illeces sliwage il resasal

‘ a lold - down hed

Furmiture s usod lor all

pctretees. whelher wark,

Lok or play

65
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CASE STUDY 4: Updating the dated

THE BRIEF

To update a bathroom by redesigning
and enlarging the interior to creste a
practical space thal is a haven of
aesthetic luxury.

Budget: Srmall. The client is a young
professional looking for the 'wow

From lime to time, an interior space can lose its true purpose, becoming
less efficient and less sympathetic to lfestyle requirements. In the followi
case study a tired and dated bathroom is redesigned and brought back to
life and in the process it creates a new ‘wow factor for the home. Exciting
ealures and culting-edge matenals come together lo create and

transform a practical bathroom inte a haven of luxury and ligh!

factor’,
Designers: Forster, Inc.

PENTHOUSE BATHROOM

All too often, practical spaces are approached
with a lack ol imagination and aesthetic
inventiveness. This penthouse bathroom
illustrates thal a funclional space can be
entirely practical while forming a dramatic
focal point within the home. The existing
bathroom was too small, so the designers
decided to extend the space into a large
hallway. The creation of & curved wall enabled
therm to make efficient use of the space and
doubled as an exciting design fealure for the
entrance to the flat. Despite 2 small budget,
the design team was able to create a complete
transformalion for the whole residence

INDIVIDUALITY

Creating a special deskgn
feature shows innovation and
mdradualily as well a5 being a
highly practical design selubion
tailosed for the wuser, The curved
wall is made from a curved
slanless steel frame, which
supports a double skin of
transparent acrylic
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MATERIALS AND FINISHES

Using state-of-the-art materials and clever lighting
effects enabled the designers Lo test their ideas with new
technologies white working with a team of specialized
engineers, The curved wall was constructed from a
lasar-cul stainless steel frame, with a double layer ol
translucent palypropylene. Made in several pleces, tha
wall was delvered via the UMl and assembled an sile.
Coloured film panels provide a contrast to the mesaic
floor, while the wall is Il by a dimmable neon bulb at the
base. A stamnless steel cover is a clever detail used to
conceal the bath pipas. The final effect achieves a now
concepl for the "bathreom” by replacing it with @
translucent skin that glows day and night

As the client remarks: "When you're lying in the bath, you
feel like you're surreunded by a halo, The hght radiales
through the eranges and the reds af the acrylic wall and
the whaole bathroam simply glows.”

METALLIC DETAILS -
Smooth and shiny
sccents ol metal are
preser it in liglures
and hithings. A
slainless steal detail
provides & neal
limish to conceal
balh ppes.

COLOUR INTERACTION
Bael blue walls and a pale blue mosaic floor
pil off the warm curve of the wall, creating
ubitle colour cantrasis ond harmonies,

FLOATING COLOUR
Crange and yellow
helds ol colour finat
within the acnic
will to creale an
ambient and
luxurious effect from
within the bathing
SHACe
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See also
Unit 01: Site research and building study [page 12|
Unit 04: Developing an idea |page 24)

Unit 13: Creating a brief

Working Lo a brel means that you are working for others and responding
OBJECTIVES -, lo criteria that you have not chosen. The brief shapes the design process,
= Learn to devise a warking brief S y s i :
« Build a client profile ' generates the final design and helps simplify and organize the project
= Wark ta clienl reguirements into stages. There |s more than one decision to be made, and a design
process is never a straight line. This unt will cover the processes of
creating a briel, devising a clear description of what needs lo be done by
defining the design task.

The start of a brief is often the most creative point of 3 project, where mast of the questions nead

to be asked and where relationships between key individuals are sel. |t is the designer’s

Brennead i quich. concapt responsibility te analyse, evaluate and interprel complex pleces of infarmation into the form of a

sketches that use corporate colours design brief. This is an essgnllal ool that defings the parameters of the project by ;_}r_rnrltlzlng its

rallectng the client company’s identity, aims and objectives A designer may often consider several possibilities before deciding on a final
idea or outcome. Having clear design criteria can help when testing various oplions.

THE DESIGN PROCESS

A design project has a Lifetime, determined by the
duration of the process from concept through to
completion. When creating a brief, the designer will go
thraugh a series ol dezign slages. The first stage invalves
evaluating what exists through site analysis, research and
compiling relevant data. This stage Identifies the givens,
or the restriclions, These are things that the designer

USING COLOURED PERSPECTIVES

& briet Ior a commercial mteror 1S

5
g

\ 1
-

-§ i 3
. has inherited and has no ability to change. This may

include the location of the site or the size of the spaces.
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Thie second stage invelves analysing what 1s required by focusing
bi the client's needs and by planning the steps needed to fulfil the
Iiel This stage includes mn5||:ler|ng the pI“EIElICEI| as well as the

@ third stage is a synthesis of the previous stages. The designer
bonsiders whal is possible when integrating the practical and
eanceptual aims of the brief. The designer includes all restrctions
{6 determine the outcene of the brief. These could be physical,

i the initial stages of a project, concept presentations can help a

lignt visualize the spirit of the idea by suggesting how the dea
tould become a polential scheme. Concept boards can either be
{jeneral or specific, depending on the client and the project. They
h!lp to define Lhe brief by satting the design idea into a framewark
-uf chaices and possibilities [sea Unit 04, Developing an ideal,

CREATIVE INPUTS
The project should encourage divergent thinking from the outset

@ designer should be open to initial responses and be prepared
1n rmove away fram these to test other ideas. A creative investment
]t the beginning often generates interesting ideas at the end.

DESIGN CRITERIA

Snmetimes the designer will be aware af the qualities that need to
he achieved, This means being able to judge what is goad or bad
about the design, whether the aim is practical or functional,
Hesthetic, user-friendly or ecologically sound. Design criteria are
defined by the brief and should be reviewed regularly to ensure
that the design task has been achieved.

DISPLAYING A
COMMERCIAL PROFILE
A concept board breaks
fdown the company
profile to investigate the
site, its location, the
company identity and its
atall hierarchy.

i

BRIEF
POSSIBILITIES

A series of design
aplions are created
with a flexible
bathing space

Unit 13 Creating a briel n

THE PROJECT

Choose a site and create a brief for an
imaginary project. Use a space or a
series of spaces that you are tamiliar
with, either at work, at home orin a
public space that you would consider
improving. Begin by deciding on the scale
of the project and then define the brief by
listing all the necessary requiremeants for
the proposed design task.

The process

Your brief should include information
about the existing site, providing
important restrictions to give the
parameters of the design task. Now
consider what should be proposed by
developing your brief against the
following guestions. Wheo is your client?
What do they want to improve? |s it
possible? If so, how? Write your brief on
one side of a single sheet of paper. You
are now ready to write a client profile.
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See also
Unit 04 Develaping an idea |jpage 241

Unit 14: Writing a client profile

OBJECTIVES

* Learn to understand your client
* Build a client profile

= Work to client requirements

Understanding your client means a lot more than simply respanding to
user reguirements, The client may bring with therm their own ideas and
aspirations, bul remember thal your client is a laypersen — a non-
designer who cannot make the design happen without you It is the
designer’s job to interpret and give the client whal they wanl, which may
not be the same as whal they ask lor Learn lo discern the essentials
aboul your client by creating a profile that identilies and largets thei
needs, interests and Lifestyle

The client has the responsibility of
directing the designer at the start,
but as the initial exciternent fades,
clignts can become conservalive and
guarded against new ideas. Often the
clignt needs to be persuaded and
reassured thal new ideas produce
new passibilities far the design. Be
sensitive to the needs of the client,
as this relationship is pivotal to the
whole process, Keep the lines of
communication open. [t is a qood
idea to predetermine the work stages
and review these Logether with the
client. This allows the designer ta
avoid progressing in Lhe wrang
direction, which can be costly and
time-consuming. Thorough research
can help you o plan and identify the
rmain areas of facus far the client.

Begin by writing & client profile. List
your client's requiremenls and
prioritize them with a hme schadule
of what needs to be done and when it
will be completed. Make sure you
keep a diary of all your meetings so
that any changes ar adjustments ara
recarded. Get the client on baard so
that they feel confident and included
in the process. Prepare tham for

CONSIDERATE DESIGN
& dasigner should always cansider the
warklorce when desigring an affice space
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pleasure of  fetuiming
again and again

what is to come, as change can be difficult When things
need revising, agree {o any changes with a signature.
Thiz will cover any disagreements and disputes thal may
arise and will allow beth client and designer to know

where they stand. Give your chienl an opporiunity to

describe any imagined ideas for the space - it could be
helpful to show a series of intenor ideas in the Torm of
images and discaver which kinds of ideas are favoured

and why. Gel the clienl 1o prioritize what is mast
important, as well as what is of least importance

e e
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CLIENT
REQUIREMENTS
The concept board
above llustrales the
user requirements
ol a gallery space
ond considers
disabnlity

access, Thie

baoad at lell

maps

personal
meEmorses ol

a cleent.
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THE PROJECT

Invent an imaginary clisnt or, better still, use a
friend to create a client profile. Imagine that you
are designing a residential space for your client.
Plan a checklist of questions you want ta ask and
be prepared to consider ideas that are different
fram your own.

The process

Having created a realistic client, you need to
explore what they will require. Begin by creating a
client profile. Identify any important information
that would be relevant and list age, gender,
occupation, economic status and any information
about lifestyle, interests and hobbies. Mast
important requirements are generally determined
by lifestyle values, If your client is young, single
and has a professional career, their lifestyle
requirements will be different from those of
someone with a small family. Draw same
conclusions from your client profile; these will give
you the beginninags of a brief for planning your
design in Unit 14,

E sanigls




OBJECTIVES

= Learn to formulate your ideas

* Write a design propasal

= Apply your understanding of
design criteria

74 I Design projects

MANAGING
EXPECTATIOMS

Even hough Lhe
proposal marks the
sl ol thie 1]} |_|_||_'-:_I. the
client will be expecting
the Tlinal product - so
make sure your
presenlation is Lo a
high standard

See also
LInit 13: Creating a brief |page 70|

Unit 15: Writing a design proposal

thi= unit, you 'will be introduced o the meth I:I Pwriling a design propaos

A propasal is a piece of purposeful writing. It defines Lhe aims and objectives of a design scheme
by selling down Lhe parameters of the task, This is determined largely by the inilial brief, as well
as by the chent's requirements. The propesal should illustrate what you, the designer, intend tao
da. given your sel ol design critena

Before you begin wriling your proposal, make a checklist of all the existing elements Lhal you
have 1o work with, Make sure you include everything that you have inherited from the site, even
though you may intend to change these. Next, list the things you want to remove, and then the
things you wish lo ntreduce. These checklists allow you to compare the exsling with what you
intend to propose. Now evaluate the client's prionties and requirements once mare. Does yaur
design respond to the criteria with wiich you are working? If so, you are now ready to wrile your
propoesal, outlining your strateqgy for the space.

When beginning your proposal, introduce the project by explaining what,
where, when, why and how the interior will encompass change. It is often
a good idea to set out your proposal under a series ol headings. Start off
by providing the existing site location and its description. You can include
important lactors fram your site research that may prove central
cansiderations of the design, as well as any building or structural
analysis. You should follow up by providing the brief lgiven by the client]
and the brief analysis linterpreted by the designer|. This determines your
design criteria, and shows Lthal you have considered the majar factors thal
govern the overall design strategy. Once these initial headings have been
established, identify the concepl by explaining how it will translate into a
design in slages. These stages should include initial responses Lo the
brief and sketch design ideas, as well as design development. [hagrams,
sketches and drawings should accompany the design proposal (where
possible and relevant] to show how the final scheme will be achieved
Remember that a strong design proposal s visual as well as factual,
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st THE PROJECT
o MNow turn to Unit 16 Planning your design.

Using your ‘client profile’ fram Unit 14,
summarize yoaur design proposal on a

i SO sheet of paper. Make sure you include as
t sk much infermation as possible by fallowing
peay S tha prompts belaw.

Process checklist
STAGE 1 Identify the existing and proposed
elements for the design.

STAGE 2 Revise the design brief and
priaritize the client's requirements.

The baef Lrain U clignt] STAGE 3 Develop the design strategy in

and Lthe bnel gnalyss [fom ) : ;
the designer] detormina response to Lthe design criteria,

ymur e enler

STAGE 4 |dentify the design concept,

STAGE 5 Illustrate the proposal.

[ragrane, sketzhes ard drawings give 3 visua KEEPING THE CLIENT ENGAGED

sense af how the final schame will ke achiewed, & strong idea or concapl shoutd he

Whers possibla sndicate any design fealures that B AR 1 e

will allecl e axperience of the space Mustrated to help capvince the clienf
at the proposal stage,
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Jnit 16: Planning your design

OBJECTIVES

6 | Design projects

+ Learn to plan an interior space

= Work to a set brief

* Produce a presentation of yaur

Planning your ideas wilth a view to creating a design scheme
15 perhaps th
indertake, This s where your creative inpul 15 mosl elfective,

VOUT LHeAs

mast rewarding task that a designer has o

When planning an inlerior space, you should ulilize all the design
dala available to you, Begin by eslablishing the size of the task,
including the scale of the design, the requirements of the clienl,
the importance of any design features you feel should be included
and then the consequences af these. Once you have sketched oul
the scape of your praject, try to assess the possibilities by
eliminating any problems. |t is impartant to weigh aut the pros and
cons in order to establish a strong canceptual approach to design
consideralions and decisions

SKETCH DESIGN STAGE

List the priorities of the project to gwe yourselt a strong starting
point. These could indicate starling with a broad idea, such as
crealing a light and airy space, and then working towards defining
more specifically what this may mean in terms of the design.
Allernatively, you could focus on a specilic idea trom Lhe outset,
such as creating hidden starage systems. Explaring these will then
help you lo tackle the whole space. Whalever your starting point,
you shauld begin with whal matters most when respanding to
your planning.

culminate 1o become a powerful reality

See also

Uit 11: Axonometric and parspective drawing |page Hal
Unit 14: Writing a client profile (page 721

Unit 15: Writing a design proposal |page 74]

Unit 18: Building materials [page 70]

Unit 25: Creating a sample board [page 112]

Bubile diagrams
transfarm corceplua
ideas inta planning
possibilities. They help
Lo epict the pesition: of
spiabal activites and
their circulation

design This uil sl atlow you Lo bring together all the design know
ey o e ||||||'-| in the previous units. and !'|i-|F:- Vo .!|-|||'-r-' ani
rivalize WO W design skills in the lorm ol a =gl project.
EDN cEPTUnL PHDC Ess Lalour 1 ased as an archioctoral device dlustratiog

the prseilale vues ol archileclural Ccoimpanents when
Py dre added within tha intenar space,

MODELS AND AXONOMETRICS

& series ol axonometnc drawings
papiore planning weas lor o residential
space, while models help to test
mialerial relationships, By building up
architectural components in an
incremental fashion, the designer is
quickly able to gauge the possiole
planning =alutions far the design of an
intenor scheme.

Clear product references
and matenal samples
help 1o ilinstrate the
laok and feal ol the
infereled scherme

duru'-g The inifial
planning stages.




it Th: Planning your design

Creating a design proposal

12 wilal lar dereehing the I'|I:'.5II.JI'|
stages, and aliows you Lo
bring togather and apply you
provecd resparch laa quer
daggn schiere

Diagrarms are an excellent vy
1o plan and brainstesm. Creals
sheich plans and notes Lo hal,p-
wou break dirsa your design
iheas an conaide s hons

A scalen Igure in @ shatch can
tughibghl imporbant ermoiamig
consideralons whes fimng &

m

PLANNING

A good way af defiming the position of
activities or dilferent zones is to create a
bubble diagrarm, This is a leoze diagram that
illustratles the position of spaces, as well as
describing their size and ratio in relation Lo
other spaces, For example, a practical area
may be given a larger bubble in the diagram
in relation to a non-funchional area. You may
wanl Lo connect or position these spaces next
te each ather in an attempl to show how ane
space {lows into another. Spatial hierarchy is
impartant when planning, and Lhis reiterales

Shkatching your ideas
loneesneky ailores you to 2
al differant conclusigs
and gives you @ deepsar
uniferstanding o whal you
e lrying l achienss

il nhnlqgmplﬂ_‘. are
axlrermely usatul for
generaling idens and loi
studying the architactural
detals and fealures ol a
Qiuen sile

Eleswalipns wllov yow L plin e
appreach and arrival to 3
Lunbdiney. Anwulial shatch
coenarlers & sthraghl-run stair for
a mare Lirear approach

A siemple Lire drawirg depicts (e
front etevation aml The ool
design of the staircase, which s
andad te the axtarnal facada of
the building

floer or losesing a celling hemhl. — the need to prioritize your design criteria,

PROJECT

Chose a space in your hame that you would like Lo redesign. This
can be either a funclional, practical space such as a bathroam ar
a kitchen, or a relaxing space such as a lounge or bedroam.
Choose a space that you think could benefit from Improvement;
this will provide you with the most challenges.

STAGE 1 Making the survey

Mow survey this space and make a card model al a scale of either
1:20 or 1:50. Consider any features that will affect the design,
such as the position of light sources, entrances or circulation
areas. Once you are aware of possible restrictions, consider
whether these restrictions can be changed ar whether you will
work with them.

STAGE 2 Planning the space

Using your client profile fram Unit 14 and your design proposal as
set out in Unit 15, sketch plan the space. If you are creating a
functional enviranment, you will need to decide on the position of
the services and the way in which activities will be supparted. If
you are creating a relaxing envirenment, you may wanl to
consider using the light sources to maximize views and Light.
Always alternate between drawing and modelling in order to
develop your understanding of the physical and spatial qualities of
your ideas.

STAGE 3 Preparing the client presentation

Once you are happy with the design, draw up your final plan and
create an axonometric or perspective view of the space, Render
this drawing to illustrate the different materials and colours that
you intend to use. Complete the project by providing a sample
board of all the finishes, fixtures, fittings. lighting and furniture
that you have sourced.
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CASE STUDY 05: Retail ShOp

THE BRIEF

To create a directional intarior that
reflects a contemporary attitude to
fashion.

Budget: Small: the client s a boutigue
owner and fashion buyer who has a
unigue approach to fashion clothing t I
Design: Forster, Inc,

DESIGN CONCEPT
The opportunity to collaborate with another designeris
always interesting, enabling the designers ta pool their
resources and ideas together in a profitable exchange. In
this case sludy, the design team was able o work
atongside cutting-edge fashion labels, which inspired the
concept of the design scheme, |t was important to
provide an exciting setting that would suppart Lhe
garments without detracting from them

WINDOW FRAMING

exlerior worlds
Large bold
typography 15
applied directly onto

the shop wintow

simple and
understated, The

I'_|I'|'.:_'._ b oshy

shop draws

name of Lhe relal
space frames the

garments within.



DESIGN STRATEGY

A kiy design consideration was the display of the
garments, as well as the design of the necessary fixtures
antd [ittings. Keeping the space entirely white, the
ilesigners were able to creste display trees made from
fiowder-coated steel tubes, and then position these as
local points in the space, Cleverly positioned full-lenglh
mirrors exaggerate the reflection of the trees to create a
sense of a forest landscape, Each tree accommaodates
three different levels of hanging space to maximize the
display of different garments.

The cashier's statian is both funchional and sculptural
Dasigned from fibreboard and sprayed white with a white
laminate top, its shelves are stackable and Hexible,
accarding Lo stafl requiremenis.

MATERIALS AND FINISHES

While keeping the inlerior as a white cube gallery, the
designers wanted to play with a simple white colour
scherme, adding more Lexture and nichness. One wall is
lad with tongue-and-groove 1o give an undulating
surface, while other walls are left with a simple plaster
finish, painted white, Elsewhere, the use ol painl finishes
switches from gloss to matt in order to vary colour
effects and finishes, The changing room area s crealed
from a hespital curtain rail with a simple plastic curtain
& clever soltwoad partition is clad with a white shag-pile
rug to add a different white texture Lo the interior while
tancealing shop stack behind. The final dramatic effect
of white 15 played aul i the floor, with a white polished
concrete surface that acts as a pool of wet light. Halogen
[locdlighting above Lhe display trees helps creale a
dramatic display of task and accent lighting In this
interiar, shades of while and a mixture of textures
pravide a cool scheme as a backdrop Lo contemporary
fashion labels far men and women.

ADVENTURES WITH
MIRRORS

The iHusion of &
Tastnon foresl’ 15
created by the
postbon of marors,
doubding the
landscape of the
interinr to create
playlulness and
visual delight

Case study 05; Relail shop

MAXIMIZING DISPLAY SPACE

Display fixtures are kept aparl from the
walls, increasing the depth ot the intemor by
exploiting the height of the space. Powder
coated steel trees extend from Hoar to
ceiling, prowding three levels of konging

space. Garments are hung lrom branches al
reqular intervals lor casy browsing

A BLANK CANVAS

Leghting, textiles, ard fabric create soff white
zones lor dressang arvas. Free from colour
and clutter, they provade & pedfect
crwvironment bor inying on garments.

Mirrors s wsedd abose th
af ez Ehe
tecceddlluisle T mibdeicd,
extending the ferl af sgace

i bl

Hlemible m de cable o
prinvede pracical storage
whilz sbil SEMING A5 an
impartant apsthotic
ubjel bo complerment
the intarios

79
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CASE STUDY 6: Coffee house

THE BRIEF

o desian a raw industrial shell and
bo ereate a brand identity for an " [ g il noney, and Lh
wilsting chain of coffee houses,

| 1
Budget: Smail to medium: the clignt ) .
i an entreprensur with a chain of I | | N1l ]
coftee houses, design o ercial intenior. Here, old a ’ bacian ol ant
Design: Forster, Inc. _ D o s hassiy by %
I 1 ] i
LHCoIm | 1l | i

DESIGN ETHOS
Ihe design team, which worked closely with the client on two other coffee house sites, approached
each site as an opportunily 1o refresh, develop and redefine the brand identity in such 8 way that il
could then be applied to new locations. The sites were chosen both for their architectural
character and for their pesition within the cultural quarter of the city. Enwisioned as a mesting
paint lor young professionals working in the creative industries, the colfee house provides an
upbeat and quirky enviranment in which Lo rela

FIRST IMPRESSION

n keeping wilh the
nell-like intenor, the
le ol the coffes
hiotse is very infarmal
in character wilh 1t
seeming lack of
cormrmercial idsentty,
Free from extenor

Lhe coffee

uses its interior
space to advertiso b
o brand of
relaxabion, whaether
short- or lang-stay.

% large sheat-glass
lacade reveals the
liteile heigh inlersn
, and creales
pEraramic views for
futh customers and
piedestrans autside
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DESIGN CONCEPT

[he clignt was eager to preserye the
faw and industrial character of the
touble height space, with a view to
Imaxirmizing the range and number of
Liating positions within it

A combination of secondhand sofas
and chairs are mixed with custam-
made tables and ledges to provide a
post-effective solution. The eclectic
Style is further reflected in materials
and finishes within the space.
Plastered surfaces sit alongside
breeze blacks, and the patina of
pealed paint rernaining from the
previous accupants pravides a
backdrop for dramatic lighting. The
powder-coated stael star frames
pravide armatures for coffee cup
lampshades, Exciting detalls add Lo
the overall ambience, with 25-mm
[1-in.] plywood tables laminated with
coloured laminate to give stnpped
zoning. To complete the look, a solid
walnut block-wark surface tops a
cast cancrete bar, forming a central
design feature in the space.

Calfes-cup lampshades ara 1% Ard

sl ard architactural
ORGANIZATION BY sloments thal give 3 sorse enerous armaunt ol

al the eerall celing Beighl circulaton space,
COLOUR I

Naghng down frorm steal mannlaening a heagh
Sright ';':'I':'”r'-: miark slar Iramas o creale a cosy Hegress al pracicalidy
nxlra [lat sealing ambsence, When viowed and afficsncy for
h&'{."S in the windoe trom Lhe extenon, Lhay acl emplogoe requirements

asdacoralive als
bizhenel ihie gl

for a simple salution
to busy lunchtime or
service periods,
accommodating
fmaxirmum numbers

SERVICE AREAS

A long serace counter supports the Hilland
the display of frech cokes and pastlries, as
well as providing the main workiop for foend
and drink preparation, Behind the service
counter, custom-built storage hogses all
focd iteme, crockery and cutlery, while Lhe
workiops hold the coftee machines and
dispensers, Having specified cracl
requirements taken from othar cottes house
sites, the designers ensure cemilaort,
practicality and a good working environment
for emplovess

Exnosed surfaces and
leetures giva the mienor
& raw leal and provide a
redtral backdrop lor the
fjuirky and eclactic style
af lurniture pieces,
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See also

Lpit 18: Building materials [page 90|

Unit 17: Building components

Floors, walls windows, doors and stairs are all architectural components.

OBJECTIVES . o Fhey help define our interior spaces by giving enclosure, division and

* Introduce the major building circulation, as well as |||r'|.'.‘,q|||||.,l shelter, warmth or coolness, and views.

companents .

« Understand the construction | T ||L_"_,IL_||| ol internal -_l|||'|i_1|'|||-"l|| Carn yary, f.|l-"]f'l‘l'=[illl1_! an the |',"|“.f al

of architectural components building and the layout of activities. This unil will review the construction

* Understand construction ani purpose ol major building components.

technigues ' '

il |||l_'|":||!ﬁ|||’

FLOORS ST

b
|

The floor space defines the harizental plane within the
mleriar and s respansible for supparting live loads -
such as the weight of pecple and furniture - as well as
dead loads, including the weighl of the lloor construction
itself. A timber floor is usually constructed by Laying a
series of linear joists on their shorl side. This gives
maximum strength fer overlaying with Hloorboards. A
concrete floar can be cast in situ or by using precast
concrele planks on a sleel joist floor. Floors thal
accommadate load mavernant must be relatively stiff but
maintain elasticity. Floor loads are then transferred
herizontally to beams, colurnns and load-bearing walls

The deplh ol the floor should relale Lo the scale and
propartion of the structural span of the material, as well
as lhe malerial's relative strength. The depth should also
be cansidered when running electrical ar mechanical
lines parallel to beams under the lloor system. With so
many different cheices of fleor systems, designers
should seek advice from a prafessional engineer Lo
ensure the most eflective floor salution

LEADING THE EYE
& conbinuous oo
matarial creates a
spacious opan-plan
feel and allows the
aye Lo Lravel along
the space




WALLS

Walls project vartically within intarior
spaces to pravide planes of
pnclosure and division. Walls can be
Anad-bearing [supporting loads from
whovel or partition [non-structurall,
1o daling different inlerior spaces.
Either way, thair construction shoeuld
prcommodate thermal insulation and
acoustic separation, as well as
Sipporting conduits far mechanical
and electrical lines. Exterior walls
are important for providing shelter
Jram the elements, and their
penstruction should control the
imavement af hot and cold air, as
well as maisture and vapour, It is
wital, tharefore, that the exterior
Slructure af a building 1z durable and
able to resist weathering.

Interior stud walls are nermally
canstructed by making a framewark
of wall studs that sit at regular
intervals correspanding to the width
and length of common sheathing
malerials. The studs carry their
[pads vertically, and the sheathing
material —which is then atlached Lo
the studs = halps Lo keep ths
[ramewark rigid. All electrical
sarvices and insulation can be
housed within the stud wall frame.
The wall can be linished in a variely
af materials, the mest comman
feing drywall with a plaster finish,
usually painted tor a smooth, flat
sirface. In the case of more dense
malerial canstructions, such as
masonry or concrete, walls tend to
be designed with reinforcements Lo
support tensile stresses, Height-to-
width ratio is important in determin-
ing lateral stability and for cantrol-
ling expansion with expansion jaints

CREATING A MOOD
The treatment of & wall surlace can help
tetine activties within a living space.

=

Uit 19 Bullding camponents
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WINDOWS AND DOORS

These architectural components are most effective as framing devices for
entrances and swits, far creating views within the interior and for connecting
the interiar ta the exterior. Deors give access between spaces, provide
securily and privacy, and help adrmit light and ventilate interior spaces,
Windows allow us to gaze through the eyes of the building, letting in Light
and air, while shielding against noise and weather. The cheice of products for
both doors and windows vares according to the intended physical use and
purpose, but manufaclurers will provide slandard sizes according Lo bulding
ragulalions based an the requirements for doar and window opanings.
Viewed from the exterior elevation, doors and windows are imporlant Tor
enhancing the architectural composition of the building's facade. The
perception of the building will be affected by the position of such elements
when they infroduce contrasts in mass, scale and transparency (o the overall
building form

WINDOW TYPES

Windows, like doors, come in a variety of styles, including lixed, casement,
sliding, double hung ar sash, and piveting types. Window frames can also
vary in style, material and canstructian to support glazing in wood,
aluminium ar sleel frames, Impertant factors thal delermine the choice of

DEFIMING DETAILS
Perod lealures,
such as sash
windaws, accentuols
the tradihional
proportions of the
domestic interior

window type include the need for natural light and ventilation, sound and E:,:%EH.TENED

thermal insulation, alengside cleaning and mainlenance, Where possible, Light sources help

consull specialists to understand the different window lypes available. to articulate the
layoul ol mlarar
furniture

SPACE GEOMETRY
The position of
entrances, exts and
light seurces givies a
sense of interior
geornetry and
circulation.

DOORS TYPES

Docrs can vary in both their canstruction and their
movernent. Different types include swinging, sliding,

folding, revolving and pivoting doars, giving frem 50 per
cent to 100 per cent of opening fo the docrway. Differant
| styles include panal, sash, louver, French and glass
» = fi panel doors. Most cheices depend an the location of the
i# daor in relation to its physical access requirements.
Other factars include the envisioned mavement between
spaces, as well as the frequency of use ar specific
raquiraments such as light, ventilation, view and acoustic
considerations. The meost important function a door can
= i have 15 to prevent the spread of fire within a building.
Fire-resislant doors can have standards that range fram
20 minutes to 4 hours,
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STAIRS

Slivirs can be an important design feature in a building. A
alair can affact the interiar arganization of spaces by
inlluencing the structural system, and in some inslances
by determining the position af services within the overall
layout. The role of the stair is Lo take you vertically fram
pne level to the next. Within the context of a large
building, stairs are particularly important for Linking
tifferent parts of the building legether, and lor praviding
guod averall circulation. The construction of stairs can be
divided into two groups: either forming inlegral parts of
Il building structure, for example, concrele slairs, or
components that are sell-supporting, such as spiral
slairs. Obvious safety cansiderations, when conslructing
A stair, must include comfort and ease af movement.
This is largely determined by ergonomic dala thal give
standards based on the propartions af the body and the
movarnent of body parts.

STAIR TYPES

fther important considerations for the design of stairs
include the pravisien of landings that are clear fram
postruction and have a width and deplh thal eguals the
width af the stair. All stairs require a balustrade for
comfort and salety, Slairs can vary in bype accerding to
lunctional requirements and space restrichons, They
include straight run, L-shaped, curved, spiral, winding,
180-degree return or U-shaped stams

HEALTH AND SAFETY IN BUILDING

- CONSTRUCTION
Health and safety issues should be addressed during
the design and construction stages, and cover the
duration of the job and the lifelime of the structure.

Safe working practices

A planning supervisar should be appeinted [gither &
member of the design team or an external expert} to
oversea the construction and coordinate site safety
matters. He ar she should have certified health and
“safety training and ensure Lhat the construction meets
construction cades and building regulations.

Building safety
& health and safety plan far the construction periad

Lnit 17 Building componeants 87

LIMKING SPACES

should be prepared by the planning supervisor. A
health and safety document should be given to the
client on completion of the structure. The design
team Is legally obliged to foresee any risks, give
priority ta safe practices and to avold personal injury.
Failure to comply with health and safety requirements
could tead ta criminal prosecutian,

Building guidelines, regulations and codes differ from
country to country, When working abroad, designers
should seak advice from local planning authorities
and building construction organizatiens lo ensure that
they follew the necessary codes of practice in ling
with legislation,

Whelhar intermal o
vrlernal, Lliirs are
impartant Tor linking
tifferent parts ol o
building physically
il wisually,
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FINISHES

The characteristics ot any material are expressed by colour,
surface, finish, inharent pattern, weight, warmth and respense to
light. These properties influence not anly how it looks, bul also how
a material can be shaped, and how well it will perform and wear
aver time. The same material can have many different textures:
slainless steel can be brushed to a matt or highly polished mirrar-
” like finish. New forms of familiar products - such as stone and

l wanod — are now gvailable, and commercial matenals such as

1 cancrete are increasingly commonplace in domeslic interiors,

| providing seamless finishes

I|I:I|,q| + |

Ash, oiled Maple, lacquersd

Ulrez ash Cherry, ciled

allow pine

CONCRETE

.ﬁ.cld-etched concrele Palishead plaster bMoulded concreta Camhed cancrete
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Urisdevileite, acid washed Broughton Meor slate, sandad
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Marron Emperador limeslone Blue marhle Blue savoy marble Browen markle

METAL

pR—— e e .
=2 T

atainless steel, reliel Stainless steel, stripe

Wire and bars Slamless steel, blug embossed Churlky weneen bars Stanless steel, square relief
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Unit 18: Building materials

OBJECTIVES i Bl e R .
s Introduce the major building ' ' kil
materials

* Understand the properties of erviranmeanl, y (S AT naterial ke ichieving your 1 Fiis
buitding materials it i es some of the most praminently used building material:

» Learn to select materials )

BUILDING WITH STRUCTURE

The primary function of building matenals begins with structure. The
purpase ol a structure is to carry safely all loads imposed on the building to
the ground, without coltapsing under the lead of Lhe whele or its matenal
parts. This is of concern o the interor designer when the design encompasses
structural changes, Whether it is the construction of a stair, the removal of &
wall or the insertion ol & mezzanine, the design and construction should
provide strength and stability, as well as being fire resistant. This means
complying with safety standards and ensuring the use of appropnate and
suilable materials, se that structural integnily is maintaimed

All slructures are susceplible Lo Lension and compression. These are natural
farces, which result in matenals either being pushed or pulled. Tension is
created when a material is stretched or pulled. 1L s easy Lo recogmize,
because the material s lengthened in much the same way as a taut rubber
band. Campression is the ocppasite aof lension. When a material is compressed
or pushed, il is shorlened. A piece of Toam will appear smaller when it is
squashed, Structural materials are much stiffer than elastic or foam, so
these effects are nol readily delecled to Lhe eve, but they still occur, The
strengths of wood, concrete and steel vary in different degrees, yel all three
raterials are able to resist tension and compression before breaking under
4 load.

STRUCTURAL MATERIALS

Materials such as concrete [reinforced or prestressed], wood. steel and
alurninium are commonly used for building structures, and all have
praperties that make them effective for different building types and
structures. The more strength 2 matenal has. the smaller the amount BASIC CHARACTER

needed to resisl a given load. As a general rule, framed structures that are Timber i= a beautiful natural material,
tall and wide in span require materials that are strong and stiff under creating & warm amhience.




MATERIAL PERFORMANCE

& glass lacade 15 both dramatic and
attractive. But it ¢ ilse he high
maintenance, reguinng reqular cleaning

pressure, but also light in weight, The relationship between the weight of a
rmaterial and its strength gives an indication of its efficiency i its structural
function, and is known as strength/weight ratio. A designer should Lry Lo
achieve the moast efficient method of building the structure to avoid cost and
minimize material waste

Wood

Wood is a beauliful natural matenial It s available for building purpeses ina
variely of species, and can be broadly divided inlo lwo groups: softwonds and
hardwoads, Softwonds, such as pine or spruce, are guick to grow and are
relatively chaap, bul wear maore guickly than hardwoods. Their sfrength is
relative to the presence of knols and laults, and the malleability of diflerant
structural sofllwonds. Hardwoaods tend to be mare expensive. Dak 15 the maost
givarse, and can vary enormously in colour and lexture. When campared lo
pther materials, wood has low stittness, but comparad Lo its own Light
waight, iLis relalively very stiff and therefore has a high strength/weight ratio.
It is therefare a gond structural material and can be used for beams, pillars,
floars and furnilure, s well as covering ceilings and walls, [Uis a gqood
decorative material when used te cover surfaces, especially in sheet farm,
and can be strengthened further with plastic glues (o create plywood and
larminated woods, Wood must be fire retarded even though this decreases its
overall strength The advanlages of using wood as a building material is that
it is easy Lo work with while being moderately strang in compression and
tension and goad for insulation. However, the use of wood in building
construction is semelhmes controversial for its ecological repercussions
Worldwide consumption of timber is occurring laster than it can be replaced.
When buying waod, be sure Lo use an erviranmentally friendly source, Rarg
and exolic limbers, such as mahogany, teak and iroke, can laok stunning, but
make sura that they are supplied by an enviranmentally-managed foresl.

Glass

Glass responds Lo Lthe demands of safety, security and Lthermal insulatian
while remaining decarative and practical. Ils versalility allows it te be used in
a wide range of domestic applications, including floor panels, parlitions,
screans, doars, windows, stair treads, shelves and balustrades, as well as for
lighting, splashbacks and decorative surfaces. Glass technology has enabled
it to be proguced for structural and technical specificalions in economically
large formats af varying thicknesses. Allhough perceivad as an aesthetic
rraterial, glass is surprisingly durable when toughened or laminated for
domeslic and commercial use, Glass partitions can provide separation,
lransparency and privacy, Whelher transparent, translucent or opague,
there are imitless durable and decorative finishes, and an abundance of

Unit 1H: Building materials
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manufacturing technigues to chaose from, Glass treatments can
rmanipulate light, colour and pattern 1o make it functional and
flexible, resolving many complex design requirements. Etched and
sandblasted glass will gantly diffuse light, according fo pattern
Laminated glass with a coloured inner layer will glow, whila
opaque floors shine once they are underlil. Fimishes include acid-
etching, frasting, sandblasting, laminating, embossing, enamelling
and tinting, as well as unuswal glass finishes created from recycled
low-waste products, such as televisions and car windows

Steel

i Steel is an alloy of iron and carbon. When a small amaunt of nickel
is added, 1t becomes stainless steel, which does not rust. (s

] particular properties ensure that steel 1s a strang, stitf matenal,

with @ high strength/weight ratic. Sleel is an ecanomical material,
because a small amaunt can carry a relatively large load. It comes
in two lypes af strengih: regular structural steel and high-strength
steel. lts charactaristics make it suitable lor different kinds ol

_ building types, including both low- and-high rise structures, and

[ effective for rool structures of all spans. The advanlages of using
sleel as a building matarial relate mainly to its strength. Being one
of the sirongest malerials in construclion, steel is mestly used for
suspension cables in bridges, trusses and beams, lor skyscrapes
colurnns, and lor rollercoaster tracks. It is, however, susceptible ta
corresion, and the cast of maintaining material surfaces is high.
Steel requires regular painting and coating with a pratective layer

YISUAL QUALITIES
Malerals can he
pxploited fer thai
aasthetic properties
Concrate such a5 lextune,
Concrale, @ man-made malerial, is a mixture of cement, sand, forrm and colour.
ctone and water, Its special material properties include plasticily,

strength and durability, making it attractive for its versatility.

Concrete can be used i a variety aof ways and for a number of

purposes. |t can be prefabricated, sculpted or poured inte various

forms suitable to the channelling of loads. ILis an excellent

material for floors, walls, ceilings and furniture, as well as for

craating linishes. The strength af normal concrete can be vared

according to its mix, depanding on the ratio of waler to cement,

and al cement le sand and stane. The finar and harder tha

angreqates [sand and stonel, the stronger the concrele. The larger

the amount of water, the weaker the concrete. Reinforced

cancrete, with steal bars, or presiressed with steel wires or cables,

allews concrete to improve its performance under tension as well

as campression. Concrele has many advantages as a building

n'|.:|.t{!| =] !r I5 BCONOMIC c|||'\?d cost-effective, lireproof and _ PHYSICAL
wealtherproof, It can be polished, painted, patterned or kept rough QUALITIES

to rmaintain its sculptural qualities Structural materials
need 1o be durable
and strong if they

are to perform well I




GREEN DESIGN

Ecelogical design strives to reduce material and
canstriction waste by reusing or recycling products more
efficiently. Strategies of sustainahbility can be embraced
early an in the planning stages of the design by
respending to alternatives. Strategies include reducing
building where possible ta be efficient, specifying those
products or raw materials that are maost efficient,
substituting scarce resources for mere plentiful anes ar
relsing building materials fram demolished bulldings,
Rehabilitating a site and its materials provides the
designer with-a real challenge; namely to transform an
axisting site into one which can accommuodate new
programmes for new users. The advantages of recycling
are evident when it comes to materizls, but more
interestingly, ecological design drives designers to be
imaginative and innovative, and te respond with new ways
af thinking. By reusing waste materials, designars are
craating new opportunities for their projects,

Building design

Clever building design can maximize solar energy gain,
minimize heat loss and optimize thermal efficiency and
insulation. Strategic placing and orientation of light
sources and reduction of large glazed areas are two
examples of key design considerations.

Saving energy

Energy conservation can be achieved through carefully
designed pravision of services. For example, heat and
power can be generated aither with solar collectars or
windmills — systems that do net praduce carbaon dioxide,
and are economical to run. Energy can also be saved by
reclaiming heal waste from cookers and refrigeratars,
and by reducing long pipe runs that waste heat. Domestic
heating and hot water can be separated by giving each
system its awn controls. Matural ventilation or passive
stack ventilation systems can be used instead of air
canditioning to avoid excessive heat loss, and low-enargy
or igh-frequency fluorescent lamps also save energy.

CONSERVATION

Solar panels help to
(TR 2E BRE gy gain to
generate heat and:power
faf the home
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Water consumption

Leak detectars, flow regulators and water recycling
systems all help to avoid wastage. Rainwater can be
collected, filtered through underground tanks and
pumped to points of use, Grey water fror baths, showers
and basins can also be pumped to header tanks to be
recycled back lo WC and urinal cisterns. Home appliances
with minimum water cansumption are enargy efficient,
and cisterns with dual or low-volume flushing systems
help to reduce water wastage.

Building materials

Grean design should include materials that are of low
embodied energy, which means all the energy used in
their proeduction and transportation. Using lecal malterials
helps to reduce pollution from transportation. Materials
should be non-texic and their preduction should not be
harmful to the enviranment, Weod should be supplied by
a Forest Stewardship Council [FSC| to ensure that the
timberis from a sustainakble and renewable source.
Pretreated timber is best as tighter controls are carried
put under factory conditions. Alternatives to synthetic
materials are plentiful and flooring is available in many
renewable forms: either FSC-accredited wood, reclaimed
timber, cark, coir, linaleum or woal. Paints shauld be low
in adour, non-toxic, solvent-free and, ideally, water based.
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Unit 19: Services

OBJECTIVES

® Introduce utility services

» Understand the organization of
utitity services within buildings F

* [.earn fo research different Thi
utility systems

A building can be compared to a living body, with the distribution of
services through mipes resembling arteries and telecommunications
cables correspending Lo nerves. It is important thal the anatomy of the
building s constructed with carelul consideration being given o the
installation of services in such a way as to help minimize and rationalize
Lhe routle of supply — particularly water services (o bathrooms and
kitchens. Utility services commaonly run through the building vertically
through duct spaces and honzontally under Moor constructions and
throwgh the vieds above suspended ceilings

ROUTING CABLES
Cabling 15 routed
Ihrough tleors and
walls in hidden
hanzontal and
sortical runs.

WATER SUPPLY
Water is sourced bath above ground,
from streams and rivers, and below

ground, ance rainwater has permaated

through the strata to form the water
table. The urban supply system draws
its water supply frorm large reservairs,
piped ta the water mains under each
street, In isolated areas, private wells
are sunk to reach the water table fram
which water is then pumped up to the
building's storage tank.

PURIFICATION

Sefore itis supplied, water ie fillerad (o
ramove sediment, treated with chlorine to
eliminate harmiful bacteria and softencd with
chemizals to remove hard-water salis,
Excese|ve hardness [nwater can increass
carrosion of the plumbing system. causing
damage frem scaling ard furring.

DISTRIBUTION

Cnce connected to the main, sach building
needs access 1o waler for drinking, cooking,
cleaning, washing and sanitation, as well as
for heating and cooling systems and fire

‘protection, Water reaghes our homes through

the operation of pressurs, oxpressed in eoms
of head [the height to which the water in the
main rises in a verbical pipel, This pressure is
great enough o allow water tut_m\rel_.'-'erticalhr-
thraugh pipes to storage tanks and cisterns, &

‘serias of valves then controls the flow of watar

to each fixture, and also cuts aff the supply to
enable repair and maintanance.

DRAINAGE

In & domestic building, it is comman to
rationalize the design of bathrooms and
kitchens by reducing the distribution of pipe
runs for drajnage, so that the supply is used
economically and logically, Each sanitary
appliance dischargss thraugh lateral runs
{oranches] into a main downwards collecting
pipe Istack]. This is connected to an
underground tateral run [drainl, and this in
turn to the public collecting sewer. Discharge
from all appliances except the toilet is called
waste and the liquid that comes from the toilat
is called =ail. Taking the waste and soil away
redquires pipes of suitable material, size and
progressie tall to the sewer




'ELECTRICITY SUPPLY !
lectricily is vilal for delivering power
or many of the domastic services,
icluding heat, Light, appliances,
security and communications. As
technologies become mare
-Baphisticated, the layout and
Eiﬁﬁt'al.iatinn of electrical services can
den cabling runs are made either
haorizontally or vertically, for easy

location and to help to reduce damage
\f rewiring is later reguired.

RIBUTION
tricity enters through cables below the
nd, where it is fed through to a mains hox
ther distribuled through a number of

Srated fuse, maeting the power demands of
qd_lyidual heayy-loaded appliances, such as
“Guakers and immersion heaters. Lighting
CElrtuits, which tend to be Lohtly (oaded,

irg @ simpler circuit form, The separation
illows routing to be isolated for repair, and
Mirlng for circuits to bie sized according to its
Ly maximiumy doad. Fuses protect each

gerously Live, the fuse will Blew and make
B system safe.

AFE PRACTICES
itehes aliow an appliance to remain off
ile the source femains potentizlly Lve, For
fety, bathronm switches are mounted
itside the room and inside with an insulaling
ngth of pull-cord, Sockets for plumbed
ippliances are never motinted within reach,

iept for safety snckets designed for etectric

cialists may ba emploved for the design
nd installation of electrical and electronic
ystems, but it is important that the desianar
aware of the spatial ermaronmerdal,
‘peration and safely requirements.

HEALTH AMD SAFETY

Always ersure Lhal prefessionals armn
qualitied; certified in health and satety
Lrzimning and well protected on site,

1 to provide more flexible syslems,

zors, which conlain an isolaling transfarmer,

GAS SUPPLY

Gas is the simplast utility service.
The use of manufactured town gas
composed from coal and oil has long
since been surpassed by the use of
natural gas, which is more directly
derived from natural sources and
mastly oil-related. Used in the UK,
the US and most of Europe, natural
gas is the economical, easy-lo-use
rmethod most often used for heating,
cooking, etc.

DISTRIBUTION

The supply of gas is networked and piped
from the regional grid and its installation
within the home is similar to that of tha
waler supply. Entry is usually at the lowest
level, The sequance is stopcock, pressure
gavernor, meler and then piped distribution.
Internally 25 mmi [1 in.} pipes are made of
copper and reduce down to 15 mm (% in.
depending on the appliance being supplled -
boiler, cooker, water heater or fire.

SAFE PRACTICES

Safaly is paramount, Though modern gases
are less toxic than cld-style town gas, they
slill asphyxiale and emil carbon monoxide jf
incomplete combustion occurs in a faulty
appliance. Supplies are not routed through
bedrooms, as leaks can be fatal.
Consequently, meters and pipes are never
haused in unventilated cavities, so that if
leaks do occur they may be detected easily

Lt 19 Sarvices

HEATING, VENTILATION AND AIR
CONDITIONING [HVAC)

The primary objective of HVAC
systems is the comfort and
practicality of environments te suit the
needs of human activity by balancing
indoor and outdoor conditions.

HEATING

The choice of energy source to distribute heat
within a building — solig fuel, oil, gas or
electricity - can be based on amenity and
economy. The choice of thermal installation
should t=ke into account the degree of control
neaded to produce good conditions, its
appearance, position, maintenance, servicing
and how much It costs toinstall and run

DISTRIBUTION

Heat can be distnbuted by direct heatars,
electric heaters, boilers or radiatars. In
central heating systems, fuel is converted (o
heat within a central plant; the heat is then
distributed throughaout the building by pipes
and ducts. An effective system emits the
maximum amount of heal for the minimum
amount of material with the least cost of the
material purchased. Water 1s generally the
maost efficient medium and the most widely
used for its cost-etficlency.

VENTILATION AND AIR QUALITY

Ventilation provides a supply of oxygen and for
the circulation of air to combat overheating,
pollution gr smell, Natural ventilation is
generally the responsibility of the designer
ang is normally met oy windows and doors. In
the absence of natural ventilation, mechanical
ventilation or air conditioning is required

DISTRIBUTION

n mechanical venbilation or air conditioning,
the air is drawn in, exhausted by fans and
then distributed through a network of ducts,
Air is heated in the winter and cooled in the
summer. Efective air conditioning and
mechanical ventilation systems should enable
heat recovery.

SAFE PRACTICES

Wherse fumes and pollution are likely to be
hazardous or cause environmental risks,
they should be remaved at the source by
hoods or extractor fans.
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Unit 20: Lighting

OBJECTIVES
* Learn to achieve different
lighting effects

* Choose appropriate lighting .||i major activities thal fake pls

products
* Lezrn to create a lighting plan

Lighting 1= one af the mast importanl elements in any inlerier, and
the preparation for a successiul salution must bagin in the early
slages of your design. Withoul power baing supplied Lo the right
places and someidea of how to achieve Lighting effects, we may he
disappainted with the resull,

WHAT IS LIGHT?

Al light sowrces, bath natural and artlicial, are made up of
wavelengths of colour - the colours of the spectrum, These
combine Lo give while Lighl. The varying quantities of these
wavelengths can affrcl the colour of the light itsetf, the calaur
temperature and the way in which the Light allows us 1o see a
colour When considaring any interior lighting scheme, iLis
important to have certain information regarding the Light sources
available and the impact they can have on your space.

LIGHTING PLAN
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DIAGRAM CLARITY

A Lghiing plan illustrates the placernent ol
lighting tetures and their position in the
room's electeical circuil

USING SHAPE

Ihe addibion of this
wall light confinues
lhe reclangular
theme set up within
lhe overall dezign,

KEY

& Racessed S0W Low veltage unils
LR-CHAT lamps

Surlees mounted nter calune
units [t wardrabes| 109 OTLP-
ax lamps |door aperated)

g Freestanding 5 amp cicuiks
assumed &0-100W GLS larmps
Ichent's selection| & Wil mounted switches

Surface mourited low voltage

wall lights

Swatches lof dopr operated

lights



SURFACE BRIGHTNESS AND REFLECTANCE

When planning a lighting scheme, you sheuld take inte account the surlace
calaurs within the space. Lighter, mare reflective, colours will both increase
the light on surfaces and the lavel of light, whereas darker and less reflactive
surfaces will absarb lightl. This loss of Lght will reduce the perceived
brighlness of the space as compared ta that of a lighter spaca with the same
light fithings and lamp wattage. Colour rendering refers Lo the way in which
light affects the colour of surtaces within a space, as well as its ability ta
tistribuete colour

LAMPS

When discussing lighting, the lerm lamps’ does nol mean freestanding
decoralive products, Light bulks are lamps, There is a wide range of lamps,
avallable in many shapes and sizes. Artificial lighl seurces and lamps are
divided inla groups, depending on how they produce light

Incandescent

hese lamps produce light as the power supplied causes the filament Lo
hzat and glow, ar incandesca. They are widely usad in Maorthern Europe and
Morth America for residential hghting, soowe are abl familiar with the warm
colaur appearance Lhey provide. Matural daylighl has full spectrum colaur,
and all ol the colour wavelengths exist within ol Incandescent scurces are
the best choice af artificial Light if the rendering of colour is impartant. The
disadvanlages ol these sources are thew inefliciency and the comparatively
short length of their ife, as the filament gradually degrades over time until
il finally breaks.

FREESTYLE
ILLUMINATIONS
Freestanding larmps
alfer light in specitic
areas of o space,
adding to the
diecoratie shyle,

Unit 20: Lighting

INTRODUCING COLOUR

Lighting can be usad o enhance and
every create colour within a neutral
mialerial colour schemea
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Fluorescent

Light is praduced within fluorescent lamps when the
electricity supplied reacts with the phosphor coating on
the inside of the lamps. The quantity and typae of the
phosphor coatings also affects the colour lemperature
and Lhe colour rendering of flucrescent lamps.
Flugrescant lamps can be selected in a variety of lypes Lo
suit different Lighling applications. They are mare
efficient than incandescent lamps.

Halogen lamps

Halogen lamps are a type of incandescent lighl source in
which Lhe passage of current through a filament raises
its temperature until it produces light through
incandescence, Inall incandescent lamps the filament is
contained within a vacuum where the addition of an inert
gas reduces the rate at which the lilament particles
evaporale and so aptimizes the lamp life. Halogen lamps
have iodine ar bromide added to the vacuum, causing Lhe
filamenl to burn mere brightly but reducing the
evaporation af the filamant particles. Low voltage [12-
vall] halogen lamps have a thicker and shorter filament,
creating a brighter, mare intense Light than 240-volt
warsions as the filaments have a greater surlace area,

HID - High intensity discharge

Discharge lamps produce light by passing current
through a number of gases ar vapours. With no filaments
1o deleriarale, Lhey have a longer lamp lile and are very
eflicient because they consume less power than filament
saurces to produce a similar light sutpul. The type and
pressure of the gas vapeur defines both the colour
termperature and colour rendering of the lamps. Lamps
wilth sodium under low pressure produce the yellow light
saurce used for street lighting, whereas lamps with
marcury under high pressure are used where the light
needs to be whiter and render maore accurately subtleties
af colour,

Others

In additien Lo Lhe moest widely used types, there are
certain lamps that produce light as electricity reacts with
gases inside the glass envelope — these are known as
discharge lamps, Other types, which produce light using
a magnetic current, are known as inductive lamps. Bath
lypes feature in lighting schemes where afficiency and
long lamp life are impartant issues. They are rarely used
ir residential hghling.

LEDs and fibre optics

These deliver light into & space in different ways, bul
share the advantages of being cool Lo the louch and
needing relatively low maintenance. This gives the
oppartunity to provide Light in places where il would be
difficult to use other types of lamp,

Is it all about brightness?

Light is measurad ina unit called a lux’, and we can find
out how much Light there 1 in a space by calculating the
lux level. Although this gives us a numenical value, it
often doasn't really tell us what the lighting will loak like.
In addition, brightness is a subjeclive lerm and 15
perceplion varies from person to persan. Ouite often
lighting schemes are designed based on a grid of lights
in the ceiling, delivering a unifarm amount of light across
the space, This dees nat cansider elements such as the
furniture layoul, arbwerk ar archilectural featuras, and as
aresull almosphers is lost, It is a valuable exarcise Lo
phsarve lighting schemes in spaces you enjoy. Try to see
how the lighting has been posthaned, and note haw it has
been used to enhance the various elements.

Introducing flexibility

Uniform brightness may nal be the answer, but it may be
important sometimes. Every room should be assessed,
and the provision of lighting for each garticular activity

BEDROOM FUN

Thiese floor-
muounted LED
uplights add a
genlla hrightness
willi @ tauch of
calour.



should be introduced. Considar woarking, relaxing, playing and ealing, naoting
whire they will take place and how you want them to be it It is likely that
most raoms will need Lighting that allows far a number af activities. Several
lighting circuits will allow for the Light to be switched to swit the different
dtlivities, changing the amaunt af Light and ils pasition.

Presenting your ideas

Lighting effects can be ditficull to demaonstrate. It is possible Lo create virtual
images, but they can be time-cansuming to produce unless you are a
specialist, Think aboul callecting images al your favourite eflects o use on

@ lighting concept board sa that you can show your ideas. The positions of
light fillings and circuits can be shown on a lighting plan [see page 98],

This is a simply prepared drawing, using symbals explained in a key Lo
flenote each praduct type. The symbels are then looped together to denota
individual circuits

Linit 20: Lighting a9

THE PROJECT

Evaluating the Lighting in your own home
iz a good way of getting to know how
lighting affects the way you enjoy the
spaces you Live wilh,

The process

Take a look at two roams in your hame,
and list all the activities that take place
within them. It would be good to pick one
ream that is generally quite busy, such as
a kitchen, and one that is used for
relaxation, such as a lounge or a
bedroam. How many differant lighting
scenes are avallable within this space?
Do you think that you have enough
lighting Fexibility to suit the differant
activities? Consider the layout of the
space and the positioning of furniture,

The outcome

Far each room, make a list of the Llighting
sources and positions that you think are
suited to the space, and the anes that you
would consider changing. Oraft out a
skeleh lighting plan, and make a sample
board to illustrata your chaice of differant
products and their specifications.

VERSATILE DESIGN

| |!|| ik (Y RITELE nat

alweays corme rom
abowvi, Think aboul
Lhe eldect of lighl

from other angles

g
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Unit 21: Colour and interiors

OBJECTIVES

* |ntroduce basic colour theory

= Understand colour terminalagy .
= Learn fo create a calour lesign can be used praclica decoratively and architecturally, gnang 4
schame ool pla mad (dentile Th erior designer can shape Lhi

When choosing textiles or paints for an inlerier scheme, remember that
calour can be animportant ool te shape and alter space. 1 can make objacts
lock Lighter ar heavier, spaces seem warmer or cooler, or cause planes to
advance or recede. Generally, warm colours, such as red and yellow, lend to
be advancing [making walls, for example, appear to come closer|, while caol
colours, such as blue and green, are receding. Brightnass or intensity is a
majar faclar in delermining whether colours advance or recede_ A very brigh
colour is advancing and a dull warm one is receding. Although
generalizations can be made, colour 15 poimarily subjective, relying an
persanal preference and on our sense af assthetic well baing,

COLOUR THEORY AND TERMINOLOGY

Different colours can be created by mixing the three primary colours - red,
yellow and blue, A simple mix of primarnes produces the secandary colours
orange |red-yellowl, green lyellow-bluel and vielel or purple [blug-red| Once
a primary is mixed with a secandary, il becomes a tertiary calour: red-arange
or blue-green, The three primary celours have the Lhree secondaries as theai
complementary opposites [grean versus red, violet versus yellow and orange
versus bluel.

Hue is the term wsed Lo distinguish one calour from another: rad from
orange, for examale, er orange from yellow. & particular red will ba of a
specific hue; it can thus be a bluer red, yellow-red, or pale or dark. Marmally,
the human eye can differentiate between millions of dilferent hues, Value o

COLOUR WHEEL
The colour wheel 1= an invaluabls Lool, The bands ol
colour - red, orange, yellow, green, blue and vinlat - are

arrangad in a segmented crele Lo show Lhair tone is the term used to distinguish the apparent lightness or darkness al o
| retationships. Lan of to understand the concept of the colour, For example, Lght blue is a colour of high value, whereas navy blue
|:| prrimary, secondary and terlary colours, s well as a colour of low value, The black or while cantent ol a neatral grey could also

complementiry and harmonious colour juxlaposilions be described in lermes ol value, Cheoma e saturahian calers 10 the strangth

| or Lhi relative ol ity of a colour, somalimes called intansity, purity o

colourtulniss. Colours ol strang chroma are those el approach he
Llkaross of pure hues
il ——— e
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COLOUR HARMOMIES

Colour harmanies can be described
simply as specific colour ranges.
They are used to balance colours so
that comhbinations of these calours
are harmaonious ar aesthetically
pleasing, By following simple rules,
colour harmony can ba ulibzed Lo
create a successtul interior colour
scheme.

CONTRAST

Colour contrasts oller a legh degree of
visual stimualition. By rmoving sway brom thi
spcurity ol related harmonies, accenl
colours are used Lo emphosee o group of
related colours by cantrasting waith them
Accerl calours are |_|_|||'||’|||_'r||-.'-||!.||':,' RTITE
faund directly opposile the chosen eolours
ory the colour wheel The cormplemantary
calour 15 then introduced inta the scheme in
small amounts to provide a heightenad
colour sensation. The ovarall elfect serwes to
creale a visual experience, inlensifying both
related colours and accent huas,

MONOCHROME

This colour harmony is most prominently
tound in nature, within the extensive shades
of green fpliage. Monochromatic harmony 15
one-hua harmany, which combmes colours
derived from 3 colour range of a single hue,
These schemes hawe qualities that can either
he warm or conl, yel they are nol strictly
neulral. Thay tend 10 be comfortable and
relasing, because they blend well wilh maost
lighting conditions. Monochromatic schemes
can be further cooled with the addition of
retrals, such as white, grey and black

THE PROJECT
Using a range of samples, apply
colour theory ta your fabrics by

COMPLEMENTARY

The complementary colour harmony prowides a greater conlriast
wattun harmony by using complemeantary pars, By emplaying high
contrast '.I'Iil'rlll'“'-. the designer can |.":||]1|'H'- the :lr"l_'“l:;l.‘l:l ardl lones
ol twts colours on opposite sules of the colour wheel, such as red
and green. For an effectve high contras! scheme, tone down one o
all of the colowrs, or separate them wath o related colour or with
neutrals, such as grey or while. Varyng the amounis ol
cemnplementary coleur, as well as their indradual strengths, can

resull in successtul design. Balance 15 the key. Above all, make sure

that no wdesdual colouwr becomes dommant an the overall scheme

creating three different eolour
schemes, You should ba
adventurous with yaur choice of
textures and fibres to make the
maost out of this exercise.

The process

Fram the samples you have
gathered in your directory, start
by dividing the colours inta three

different colour harmonies -
monochrome, contrast and
complementary. Once you are
salisfied with the groups, source
interior images that carrespond
to your colour scheme,

The outcome

Present your final colour
schemes on an A2 board, and
illustrate these with the found
interior images. Make notes
alongside the samples and
images to keep as a valuable
resource for a potential client,
Remember, showing your work
to a friend or colleague will help
you gauge its effectiveness at the
presentation stage.
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THE MUNSELL COLOUR SYSTEM intense and pure, or grey and lacking colour. Colours

Albert Munsells colour notation system was first differ in their chroma strengths with saome colours being
published in 1915 and is the one most widely used mare powerful than others. The balance or harmony of

system for reproducing colour throughout the worid, colour resides in the principle that all colours do not VALUE
Since Munsell's death in 1918, the Munsell Colour reach their maximum chroma strength at the same level

Company continues to produce colour charts, slides of value. Red is twice as strong in chroma as blue-green,  whie
and colour standards used by the creative industries and consequently requires a greater number of steps to

and alsa within the study of geology, archasology and  reach grey. Purple-blue reaches its maximum chroma at

biology. In the field of interior design, Munsell's the fourth step of value, while yellow reaches its q/
colour notation allows designers lo describe and magimum at the seventh step,

understand colour accurately and precisely by the
three dimensions of hue, value and chroma.
HUE
. b

&t

Hue
Hue |5 the measurement of calour around a circle
defined by Munsell as ‘the quality by which we

distinguish one colour from another as a red from a ‘
yellow, a green, a blue or a purple’, This first ~

dimension refers to where a hue sits in the spectrum
of colours, but does not tell us whether the colour is
Light or dark, strong or weak. The Munsell system is
based on a ten-hue colour circle, the five principle
hues being red, vellow, green, blue and purple with
five intermediary hues between each of these.

Value

Value is the measurement of colour up a vertical pole
and according to Munsell is “the quality by which we
distinguish a light colour from a dark one’, The scale

saturated colour neulral colour
of value is conceived of as a vertical pole, At the
bottom of the pole black represents the absence of
light, while at the top white represents pure light. . '
Between these two poles of black and white lies the
division and gradation of greys. In everyday language,

value is usually referred to as tone, with a low value nz fo b /6 i

usually indicating a dark calour [such as a shade) o L
while a high value would detarmine a light colour CHROMA
{such as a tint)].

lohe

kI

Chroma

Chroma ic the measurement of colour radiating oul
an a horizantal axis away from a vertical pole. While a
colaur may be described in terms of its hue as blue
ar graen, or indicated by its value as light or dark, it is
nat described completely until the third dimension is
included. The chroma refers to the strength or
saturation of a given colour - whether the colour is

2

]
g

black
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Unit 22: Textiles and fabrics

OBJECTIVES

= Introduce a range of textiles
and fabrics

# Learn about the properties of
textiles and fabrics

* Understand the use of textiles
within an interior

Fabrics are extremely imporlant when | comes Lo defining the character of an interior scheme
They can be used lo highlight and accent the qualilies of a given space in order Lo enhance a
company’s corporate identity, give character to retail branding, or simply add comfort and
harmony ta the home. With such an extensive range of hibres, styles and colours, a designer can
find an array of fabric choices. Strongly linked to fashion, manufacturers are constantly updating
ranges and launching new series and slyles, ILis imperative, therefore, that designers are aware
of the fabric choices available to them

NATURAL AND MIXED FIBRES

Cottan, silk and wool are all associated with subdued
colours and delicate natural finishes, providing an informal
appearance for a variety of interors. Matural fabrics are
pleasing. because they appear raw, unrefined and formal in
their matenial qualities, Technology has developed libre
mixes that produce more durable textiles for the home in a
wide range of waighls and fimshes. Fibre mizes have
transformed textiles, changing cotton into linen, denim,
rnuslin ar chenille, and woal into tweed or cashmere. Silk s
luxurious to touch, but is also the most fragile. Mixing silk Wool and nylon
with cotton aflers grealer durability. While irregularnities in
natural fibres are part af their nchness, fabrics made from
mixes of man-made and natural fibres are generally
sturdier and more durable than fabrics made from natural
fibres alone, and can be more cost-effective. When buying
patterned or repeated textiles. designers should obtain a
good-sized sample to view befare buying a larger amount
I'he standard widlhs of natural fabrics depend upon the
manufacturer Surface textures can vary according Lo the
fibre and weave. Mixtures of either natural or synthetic
hibres are generally used within the residential sector and
in commercial design for upholstery and curtains, soft Muced fibres Mixed hibres
furnishings and screens
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UTILITY

Llyitity labrics are a good choice
[or upholstery because they are
mare resistant to wear and tear,
and are generally mare durable
Ihan ather types, Fabrics are
ivailable in a wide range of
calours and finishes, including
heawy waven cotlans, canvas
and Teflon-coated fabrics, which
are extremely durable and sail -
resistant. Commercial fabrics
are generalty described by the
amount of rubs they can lake -
this refers to the process of
fabric being mechanically
rfubbed to ascertain ils
durability. These fabrics are
aften pretreated for stains and
are resistant to tears, craasing,
heal, Mame and aven LYV rays

Derirm

Ripstock
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Hessian

Collon
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LUXURY

hModern and traditional
manufacturing metheds have
combined to offer a range of
lactile and luxurious fabrics -
raw silk, velvets and chanilles,
as well as unusual mixes, such
as wool mohair and silk voile
Designers now have a choice
between Lraditional bul delicate L
fabrics, such as silk taffetas, Mohair Chenille Organza sitk
and more hardwearing bul
equally glamaourous synthetics
Manufacturers can pravide
fabric to specific requirements
and offer complementary wall
coverings, togelher with a
range of detailed trimmings
The demand lor lusurious
fabrics has ensured thal silks,
velvets and chanilles are
available at affordable prices,
but manufactured blends
lviscose, polyester, acrylic and
acatate) offer equivalent options
that are cheaper and more
practical, Luxury fabrics are
used in almost every
environmenlt 10 cammunicate
accthetic values and
comfortable indulgence.

Cotton and silk Metal =ik

Ditoman Jumbn corduroy

Silk Silk Handwaoven silk




LAYERS

Lice or shear curlains have
Bean traditionally used to filler
liight while prowviding privacy.
Contemporary materials have
eliablad designers to replace
ranventional choices with
delicate layerad organzas,
Lightly textured subtle sheers
and detailed laser-cut fabrics.
[hose fabrics provide the same
tlieer gualities, contrasting
mmatt and shine, transparency
and translucency (o increase
the depth of the interior
Altermatively, chunky folds,
pleats or creased and crushed
[elts can provide bold
thresholds and colours to duwade
and zone interior spaces,
Creating fabric panels or walls
I5 &n ecanomical way af
cavering slorage areas of
breaking up large spaces
Whereas a solid parlition would
dramatically make a space feel
srmaller, fabric divisions provide
a visual threshold thal can allow
g space to remain Light and airy
while maintaining a degree ol
separalion and seclusion

—

jr——
——n

e

Fell appliqué

Shear

Finp ayEr
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Three-layered shepe

Viscose and polyester

Cotton and acrylic

Viscosa and collon

MODERN SYNTHETICS
Modern technology has enabled
manulacturers to combing
inavation with durability and
functionalism. Alongside
printing processes, machines
can now smoath gut
irregularities and manipulate
hibres into a variety of weights,
mixes and fimshes. Industrial
playfulness has revitalized the
role of synthelics. Often scorned
as cheap and nasty, madern
synthetic fibres such as acrylic,
viscose and polyester have been
reintroduced for their inleresting
surface qualities as well as their
practical benefits, such as
resistance to stains and fire,
Improving their parformance
has not been al Lhe expense of
appearance - goad-quality
synthetic mixes are hard to
distinguish from silks.
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Unit 23: Creating a directory

uHEﬂIvEE nrd service | E=T. ||-.| n lo date and bein pnare of r il desion
= Create your own directory of N ( [ |
seryices :
» Catalogue products and il 15 wall as keeping a record ol important contact det - e
maLEriﬂlE JOUT pErs0na il! rtory il [ {y i ke T 5 far 1 anable vall | raanni
» Wisit manufacturers and ' J
suppliers

Mast of your work in the la.ttnr stages nf.Hhe design \F:_IESI!JEA:I'!LENI‘:E
process will involve specilying and erdering products and  gsications and
services The client will nead to know what they are rederences are
paying for, so product literature and material samples impirtant whin
shauld be prepared well in advance, He ready to affer specibying parbicular

other optians if the material choices that you make do Ritichiss or leaiures

nal appeal la the clienl, Whether (Lis Mloor coverings,
light fixtures ar door furniture, it is & goad idea to
hiave more than one producl handy al a presentation,
even though the full range may nat be affered up in
the first instance.

| In order to begin your directory, slart collecling as
“ 'll "', rmuch information as pu_ssit]le Cnce you haye

' gatherad encugh material, you can sort these out
into @ comprehansive system, illustrated by the
fallowing stages, This will be your mast valuable
resaurce when you come o write your client
specihicalion

- T
¥ t, . COLOUR
v PALETTE
% Sweatches ond
! paint samples are
used o select
colour schemes or
croate colour
. harmonies.
i |
il
- il




DIRECTORY CHECKLIST

Address book Keep an address boaok far all those useful names and
numbers, Trizl and error - as well as word of mouth — will allow you to
build up good contacts within the industry. Separate different products
under headings such as floaring, lighting, carpentry, joinery, paints,
soft furnishing, furniture, fixtures and electrical goods, Provide full
details and contact names where possible:

Product literature File product literature under the sama headings in
lever arch binders [natebooks with a clamp inside instead of rings).
Make sure to keep yaur information up to date by visiling trade fairs or
by regularly requesting new literature from suppliers.

Samples Slore fabric and other samples in box files and label these
with a similar system so that you can find the corresponding catalogue
far the sample. Many of your samples will be used an sample boards,
so make sure Lthat these are replaced regularly.

Magazines Collect lrade magazines and journals to archive in
magazine files, These should be kept as reference materials and are
extremely useful for generating ideas at the preliminary stage of
product selection, I you wish to apply any of these references to
boards, it is a good idea to make colour copies of images, leaving
your archive intact. There may be more than
one project that requires the same reference,

FILING

Keep ST RS

stored meray
il e

SOURCING
SAMPLES
Metal wond,
aru] larminale
Fimis

& are
avialabie o
sirps fror

e [hal
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See also

Unit 14: Planning your design [page 74
Linit 17: Building companents |page B4)
Unit 18: Building materials |page #0)|
Linit 19: Services [page %4

Unit 24: Writing a specification 5z ceams ey isse 159

DBJECTIVES

= Learn Lo wrile a specification
* Choose appropriate products
| and malterials

« Work to client reguiremants

COMPREHEMNSIVE SPECIFICATION
Iustrate all the products bagelbe
with the plan layoul, wentifpng where
thiersi wall go. Make a formal
presentation Lo the chan 1o approw:
thir comract, making sure thal the
chent understands the cost

|r||p||:_._1||||||'. ol thi |j|"-.||,|||_

L (bt supy ard sj | ntails being specihi
Having gamed approval of your design proposals from the client, the next
a0 I fu o wriking B etail ol ry aspect of rk thatis
i red oul. This specil | i iy hel
lien [ th I il I I
| [ ol d claridy the dos and M
Wriling a specification is bound 1o raise issues thal reguire clarihication with the client before the

specification can be issued Lo contractors for bids. Il is essential to be thorough at this slage of
preparing Lhe specification because any missing regquirements or details will incor addilional
costs for the client and may delay work on-site. While there is no definitive way of compiling a
specification {the requirements and therefore the specification will vary with each project], it is
impartant e establish a checklist as you think through the process. The accuracy and
campelence with which you write your specifications will improve wilh experience. Always be
melhodical and keep pasl speciicalions for reference

STAGE 1

Use the discussion noles taken with Lhe
client 1o break the project down into work
stages. These slages need Lo take into
account every room or area within the
building in which changes are lo be made.
Slart wilh whal is existing and proceed Lo List
the work that needs to be implemented until
the spaces are finished. Calegorize Lhese
nto the appropriate headings for each
space, such as preparation, strip out, scope
of work, services, limshes, joinery,
decaration, fixtures, fittings and electrical.

STAGE 2

Whether you are dealing with builders,
plumbers and electricians, or organiZing
painters and decarators, you will need 1o
specily the work Lo be carried out 35 well as
decide who will do it. Divide the headings
accordingly, so thal construction work may
be ong specification, tor example, while
furnishings will be anaother:



STAGE 3

Make sure that each specification is headed with the fallowing
paragraphs [as applicable or adapled] Lo ensure thal the work is
covered by the appropriate standard.

“All work s to ke carried out to appropriate standards. This
is intended to assume the best practices, in accordance with
appropriate ICC and applicable local standards, are
adopted.”

“To ensure a smooth continuity of work, avoiding disruption
and duplication, contractor to advise on schedule and
discuss with supervising officer, advising of latest dates by
which, either materials to be supplied by supervising officer
or instructions to be (ssued to contractor by supervising
officar,”

‘It is the contracter's responsibility to ensure the site is kept
secure and neat at all times and that on campletion of the
specified wark, it is left in & condition appropriate to the
commencement of deceration.”

On the drawings on the top right-hand side of the
informatian panel:

Do not scale. All dimensions Lo be checked on site: Any
discrepancies should be reported to the designer or
architect.”

Linit 24 Writing a apecilication 1M1

HOW IT WILL LOOK

Usi interior images and catalogus
referdnces to indicate colour schemes,
malerial finishes and product features
where possible

PROFESSIONAL PRESENTATION

& professional and well-presented
scheme will inspire conhdence Trom
wour client and will fostar good
warking relalions throughout the
Lifetime of the job.

CHANGES TO THE SPECIFICATION

Once the specification has been approved, any further changes and
cast implications should be approved in weoiling and signed off by
tha client. 1t is advizable that any discussions with the client should
be recorded throughoul the lifetime of the job. Taking notes
prevides you with a good reminder of all that has been discussed,
and allows you to highlight and prioritize impartant issues, Send a
copy of vour transcript in letter form to the client. This will canfirm
yaur discussion, and act as a further check to ensure that you have
understood the issues carrectly
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See also

Unit 17: Building components [page 4]
Unit 18: Building materials [page 90
Unit 20: Lighting [page 76|

Unit 21: Colour and interiors (page 100}

Unit 25: Creating a sample board

OBJECTIVES

* Learn to source products and
samples

= Learn to prepare a sample
board

* Understand how to present a
final scheme

A sample board can evole the mood and atmosphere of a hnal scheme by

bringing together all your matenial choices an one presentation board.
Uelaills of matlerizls, inishes and products provide an exciling glimpse of
tat the linished design will Teel Like, Learn to selecl and source materials

to create a sample board. This unit wall give the guidelines for choosing the

besl way of presenting your chosen design

CONTEXTUALIZING SAMPLES

Sarmples are displayed with
illustrations to show hina the
wberr will leok as well as how

it wall function,

A sample board is a creative opportuntly 1o pul your design ideas
into their context. With so many possibilities and decisions to
make, you will need to focus on pulling your ideas together. An
effective presentation of your materials will help you lo conjure up
the envisioned design scheme.

Start by considenng the treatmenl of floors, walls, stairs and
ceilings. These are major elemeants within the interior selting and
should be tackled hirst. Colour, texture, light and form should all be
taken into account when devaloping the feel of the inlerior space.
Remember thal lhe relationships created between gach material
should encompass the overall conceplt for the space. Keep nates of
your malerial choices, and provide reasons for these choices, To
further your ideas lor the space, collect references and images that
illustrate the spatial properties you wish (o achieve. This is
particularly helpful when discussing potential ideas with the client
Design is a visual language and you should always have visual
relerances Lhal express your ideas. Try to avoid loaded images,
such as advertising or lifeslyle images. These are ready-mada
images that can contain messages or narratives thal do nol beleng
1o you. Opt for simple architectural imagery that refers mare
specifically to the quality of spaces you wish 1o achieve.

The next stage is ta imaging how you will Light the interior shell
effectively. Use lighting that will benefit the schame archilecturally.
Research the market for different types and specifications,

Consult lighting companies, show them your briel, and explain Lhe
effects you wanl lo create within the design. This is a very good
way of building up potential contacts within the industry, as well
as getting you accuslomed to the job of the designer For detailing
the design, cansider all furmiture, fixlures and fittings. Yaur chaice
of products should be in context with the maternial setling you

have created



THE PROJECT

Followlng the guidelines given
opposite, create a sampla board for
a damestic living space or for 3
commercial effice environment,
Cheose a space that you can access
and respond to the physical
praperties of the interiar, With the
demestic environment, decide what
changes can be made, using
different materials o enhance the
space. |f you have chosen an office
environment, try to update and
refurbish the existing company
environment by providing new
praposals for furniture, storage
and lighting.

The process

Create a posterboard-size sample
beard, illustrating the feel of your
interior schemea with reference
images, material samples and
lighting and furniture preduct
images you have specified. Group
the samples and Images into their
relevant categories when mounting;
for examiple, Lighting, furniture,
walls, flaoring and so on. Include
labels for products and text to
explain the overall concept for the
space, Present your sample board to
a friend [playing the role of the
client] for feedback,

LINEAR
PRESENTATION
Materais and
referances con be
archived simply on tha
priosentation board os
linear elaments of
information

113

Lntt 2%, Creating @ sample boatd

PLURE SAMPLES
Aominimalisl sample board keeps materiall
free from unwanted IMAGE Ny, Erojeciing

pure physical qualities,

IMPRESSIONISTIC PRESENTATION "
A crealive montage doubles dp as a sampla I
bizard to espress the malerial guatities of
[EERT ST
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CASE ST

£

THE BRIEF

To expand the hame for a new partner,
with extra siorage and custom furniture
pieces for ultimate living solutions.
Budget: Good: the client is a banker

in the city with a new love interast,
Design: Forster, Inc,

WEDGE STORAGE

A practical problem may be all that's
required Lo mspire a creative and
inventive design solution. The need
[or mere slarage s the lurnming poin
far this warehoy

s gparimeant,
criginally cccupied by a single
banker, and now (r larmed 1o
accormmodate a lifestyle for two, Two
pieces were designed Lo Nl from Moo
to ceiling in rooms 3.3 m [11 ft] high
Positioned near the entrance, tha
first wedge mece creales a
secandary foyer within the main
living area, winle in the bedroom the
slab neatly fits around the entrance
lo the en-suile bathroon

SEPARATION OF SPACE

per

o Ll slighlly abose The Hoor

UDY 07: Large-scale residence

—— -hqlr:-r.l"fi

TRILLLL




MEAT UPHOLSTERY

Wphotstered surtaces detine

e ling areas in choecolata birivat
leathar to complamen! dark
wealput weansd, Hard and soll
iurtaces meeal lo creale a Hat and
Hush s h

DESIGM DETAIL

[he cabinel shall and shelyes are constructed
from MOF, and Ntted with doors linished in
in. 118 mm| barch ply. Verbical slabs are
constructed trom 18 mm 12 o] MOF,
larminated with American black walnul veneer
and cream plastic laminale, Sealing pads are
uphelstered in brown leather, and accenl
Lighting s provided with low vollage
downlighlars and dimmable Hueorescents. All
woad surfaces are [inished with clear waz ail,

ALL-PURPOSE
STORAGE

Wedge storage
systems creale bolh
paposed and hidden
storan e drens lor
tisplay and
concealment ol
Llulber

115
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FIRST IMPRESSIONS
Linear elements arg slotled, Dited o mserbed e oreale

torane, dwision and display, By the gntrance, il creqdla:
a secondary lower to Trame The poml ol areeal and
prowides a clear thrgshold fo the bving s pace

MULTIFUMCTIONAL UNIT

Hased on straighl lines and clean
geomelrics, the wedge respends to thi
style ot the warehouse apariment while
maskaining (15 unigue and individual
identity as a piece of aesthebc furmilure.
Il croates contrasts
surface finish and function to enhance

danly darmestic living

in colour, texiure,
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CUSTOM FURNITURE

o complement the wedge starage,
the designers were able Lo creale a
farmily of furniture pieces designed

STREAMLINING
When closed, the lurniiure pleces

far hame entertainment and are flush in appearance, with
containment. These mcluded a drink discreet changes in surface
box, TV box and sound system box materials to help locate the

position ol the hidden storage

The custorn pieces are designed (o
! |'|,|r||[|.J|'I'||q'||I'.

he discraet and practical, drawing
upen different influences such as
geometry, puzzles and Chinase
lacquered boxes. The boxes are
simple slabs, which hint at then
function with changes of surface
material, opening up Lo reveal Lha
hardware within, Constructad using
Buffalo board - & comman ply sheat
material used to line the interior of
trucks - the surface af each piece
was teddured on one [ace and smoath
on the othar Further details include

acrylic Prada-ssgue labs, wilh FUNCTIONAL DETAILS
stainlass steal push latches and Slorage pieces have
rmagnehc fithngs, Given a clear and seulpled details and

funclional brief, (he design leam was @ talared specibs
able to respond Lo the client, Lo contan Lha ke
enlertainmeanl
ancompassing current rends wilh
? hardware and cablies
innovative and accassible design

FLEXIBILITY

Furniture piecas can be placed verfically or
horizontally, Storage areas are accessed by
pushinng magnahre donrs o release stael
Latehees, Dpeming g senes of combbmations
eithier up, down, sideways nr as drawers,
Mlewibality creates the aesthetic Look of this

well-desinned ohiect

STORAGE UNITS

A Family of furmiturs
peces s shek, neal
and compaci in
design, responding
ti the sl neerds
for sterea, Television
and drink service
Strearmlined o
functionalty and
practcality, Lhe
PiRCEE prowide new
slorage selulions
for dnrastic
erterlamrmenl,

_'II'-:l--

Aufalo fi.\ll""l_ Inn
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THE BRIEF

To creale animaginative and
contemporary space for living, which
transforms everyday practicality into
an aesthetic luxury.

Budget: Large: the client is a history
lecturar

Design: Frocter-Rihl

[UDY 8: Living as an event

DESIGN STRATEGY

With an extremely linear site, nestled in & conservat)
House demonslrales the imporiance of a design strategy. The architects
inherited many restrichions lrom the oulset, ranging fram zoning restrictions
o develop and lest new building techniques. The briel was
challenging, but clear: no extravagant materials, just extravagant spaces. The
resull is a series of lving spaces that do not confarm 1o the convenbonal idea
f horizontal and vertical planes. The main design strategy rests on spatial
diztortions and illusions, in which a senes of tilung walls gradually allows Lhe
space Lo lald and unfold, depending on the position of the viewer The spatial
experience allows a dramatc read i) of the space, which ||nrm:-(||.1l«.vi',.'
appears larger and denser than the narrow plot on which it sil

ve neighbourhood, Slice

oy Lhe ne

THE SETTING

THE LONG SECTIOMN
The retationship b
SpEces

uppe

PO,

GUEST I

LIVING DiiMG T FIMCHERT

———

GARDEN GARMGE

i H =
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SPATIAL COLLISIONS

Ihe linear nature of Slice House
allows continuous space Lo provide a
sense of depth, allowing the eye 1o
fravel beyond Lhe space it inhabits,
The enlrance leads us through the
living area, then turns into the
kitchen, and connacts us to the view
af the exterior courtyard. Activilies
are nol boxed ofl or kepl separata, so
sopmalimes we may look up Lo the
space above or drop into the pool, Lo
re-amerge below and back inta the
living space, enjoying the sudden
overlap of spaces. These aas ara
supparted by custom lurnilure
components, The T-m [23-ft] kilchen
counler is a continuous steel stak,
with 2-m & 1t d-in.| cantilevered
Lables oating aft at each end 1a
create a dining table and a courtyard
table. The Lhick steel plate falds up
transitionally between the lower
dining haighl and higher woerk
counler. & made-lo-fil stainless steal
sink has been inserted inte the
triangle transition undernaath.

VISUAL SCALE

Lantgie cnr Lt s werat

commissinned for
e spaci to break
up the lengih of The
interor walls and 1o
Fnne areas withoul
creating physical
EIEInNsS

STAIRCASE

AL shape sl is on
Homim | 2on) steel plate
wecotdion lolded and
walded i sechions onlo
the undercarmiags haam
plates. Thie thin edge s
erriptuisized (o lght gry,
contrasted wilh lhi
exposaed urderside panted
in i deep auberging

Py elestails are wall
wiith fiztures

ural elements

acdedinng b e

Case stuely DB Living &6 an even 119

GLASS TANK POOL
Tha swmrrarig peaul
nbirner s e iy
Trarny Vhe pgaet lewe|
dowvery e Hae Liveei
T ] iy i plvgtane o
el ol vty
Suprpo el By the
waalle, the glioss wnl
conceals il
consIriaction 1o e
thee itluision ol
plhyscal susprensinn
Wisanally, The pocl i
Vhie pwend generaton
i e spacss, geening
Leig it ool aned

ARLRLI S R TAR N L]
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Frotliling canstruclian

OUTDOOR LIVING

The interior courtyard is
scaled by exchic palm
trees, which provide a
visual indication of the
undulating height and

seale ol the burlding

FRAMING

There is a playful sense that each
area in the house enjoys iseall
Framing is used as an architectural
tool thal captures drama. The
swimming pool, lacated on the upper
llear, is the main evenl generatar in
tha space, and is perceved as a
llzating block above the Living space
It polarizes the atllenlion ol viewers
in Lthe house when the pool is in use
During the day, il works as a daylight
filter, creating different nppled wate
elfects as the guality of light
changes. At night, with the pool
light=s on, it works as a large
coloured Light lixture, Sloping
ceilings, corridars that offer different
perspectives, folding walls and
floating stairs all become
components that add ta the rich
design vocabulary of this remarkable
cantemparary dwelling

MULTIFUNCTIONAL GRILLS

Grills on the windnws, courtyard and onto

the terrace have several funclions. They
provide security and also act as a louver,
filtering Light into h

transparent gual I'r' Ll'r' making Lhie Bl
Hush and continuous as a prism.



Case study O8: Living as an eyent

BATHROOM
Functional anzas
AR AL SImpe, UPPER HALLWAY

efficient and On the upper level, a canlilevered
BEONOANCAL it hallway creates a linzar
the plumbing light and glass, using
mounted 1o a s:rgle T o
wall to prowde

ourney of
a5 onto the

mberer courbyard, before tisappeanng

into 3 wrapping ribbon Loe §
ITHIXITILIN S sround Lhe courtyanl, The cornido
anel s e

runs. Praclica

Iy

i |

LT Iowarts the bedrmam, making the
coramic walls and provate area n the house appedar
concrels Hoors anad

lurther awiay Trom the socal areas

ulilitznan appeoach
Ly Budyc Ligsivasl

spaces, withoul

westhelic design

DISTRIBUTION OF LIGHT

through the upper-fi
swaimiming pool. Designe
hales, the positions of waindows are
separated 1o generale pools ol lghl

i as punched

avoding Bland and even natural lghting
lhese openings happen al diflerent

heights, bringing light Gnd 5

unexpected ways mnto The spaca

CIRCULATION
Access to the
bedroom, the en
suite and storage
areds 15 gven fror
hoth sides of the
space lo creale
easy circulation

121




5 Professional
practice

r'l:-i--.~|--||-|r| iclice focuses on Lhe inlegralion
keyw shalls into a design portfolio; The porttolio can
reflect an indwiduals athitude, as well as artish
ibnlity @and propensity to make good design decision:
This s essential when seeking employment, or for
1= d .|:|'||-:|'I| [ERTTIIN 1E*E) ¥, :|;:||| |.:.|'.,!|J: i
visual resume of your waork to date that allows you |

progress to lurlther study or gam employmend

i coimmunication and eritical evalualion skills.

Unit 26 | Preparing your
portfolio [page 124)

Unit 27 | Writing a c.v and
covering letter (page 124]




Unit 28 | Design roles - - — ol e gn . ‘ Unit 30 | Setting up
Ipane 128 I | b iage 13 N .}_ ‘A G yaLE awn [page 134
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Unit 26: Preparing your portfolio

DBJECTIVES

* Produce completed projects to
a professional standard

* Learn to prepare, edit and
experiment with different
approaches to create the best
possible portfolio

* Present individual work to a
client ar prospective employer

The portfolo s your professicnal
persena and your passport 1o Lhe
real world, Whether you usea it lo
progress ta employment, to further
your study or to show potential
chiants your range of weas, it is an
impartant ool o gel you moving an

FORMAT

A portfolio s a book and should have
a cansistent formal, Each page
should read the same way, so we
view the wark in either landscape
[harizontal] er portrail (vertical)
farrmat, Occasanally there may be
some projects that need to be shown
in a different way. As most pages waill
be viewed as a double-page spread,
they should be designed as a pair (o
complemeant each aller

CONTENT

Muosl af your work when pulling
together your portfolio will be editing
- an extremely imporant skill. Your
porttolio should net contain every
piece of work that you have dene to k. Ak
date, only your best projects should Bs pro

be showcased: this is wark that is il regarding
crealive, technically excellent,
provocative ar engaging.

THOROUGH PRESENTATION

zineg A 30 drawang ., shown
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STORYBOARDS
Malke sure that you lay cut your pages
in a storyboard. This shows the
sequential order of pach page and
helps you o decide what goes where,
what scale to use and shows the
averall design ol key relaticnships

PRESENTING THE
COMPLEX SIMPLY

Although s projec
looks ambilious at
lirst glance, & well
pro | scheme 15
easily undarslood

INFORMATION AND ILLUSTRATION

Consider Lhe relalionship betwaeen imagqes and words,
lext can be used Lo accampany and supporl irmages by
providing explanalion or inlormation, Allernatively, lexl
can draw atlention away lrom imagery by subyverting o
contradicting the visual mes=sage

HANG LINES

These are Lhe mosl basic and fundamental lools for page
layoul and structure. They help 1o arganize the position
of visual imagery and Lexl on Lhe page, but are alsa vital
for creating the language or the narrative of the
presantatian.
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Unit 27 Writing a c.v. and covering letter

DBJECTIVES

» | aarn ta clarify your geals and
objectives

= Sell your personal gualities and
abilities

= Understand how to design your
own personal specification

PREPARATION

Before you begin writing your c.v.,
Lake some time to clarify your
personal goals and abjectives.
This will help you facus your
application by making it relevant
and appropriate for your desired
outcomes. Consider the career
direction in which you wish ta
move by targeting specific
employment opportunities and
employers, Phone the
erganizations you are interested in
and find cut their recruitment
requirements. It is impertant that
your skills and abilities match the
job specification you are targeting,
Put yourself to the Lest and
consider the reasons why an
employer should choose you.

FIRST
IMPRESSIONS
Always lype your

o ant covering
leltar and s
hiandwr i, wehich
tends to ook

unprofessional

CREATING YOUR C.V.

Your shjective when writing your
£.v. (5 o securs your first steps
towards getting an interview.
This means highlighting your
strengths and playing down
your weaknesses, When writing,
avoid negative or passive
phrases, such as some
experience’ or helped and
assisted’, Lse active words such
as ‘developed’, researched’,
‘supervised', or ‘organized’,

BEING SELECTIVE

Remember to pravide the required
information, nat your life story to data,
List your most recent and relevant
experience. Being selective and concisa
results in a c.v that s professional and
effective. Highlight impertant information
by editing irrelevancies, Tallor your c.v.
far different applications by adapting the
information to suil different job
specifications. Don't be afrald to blow
your own trumpet - employers are
reassured by confident and strong
applicants. Above all, check your oy,
cargfully for spelling mistakes and
grammatical errors.
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Cansider yaur c.v. as an advertisement that
sells your best asset - you. Along wilh
summarizing your persanal details, you
should strive fo present a concise, clear
and attractive document that shaows yau in
a positive Light, An ellective ¢y should
therafare be na lenger than bwo sheets

al leller paper, the ideal being one sheet,

if possible

FORMAT

There are different types of c.v,
and therefora different ways of
compiling them. The most
traditional type is the
chronalogical ¢, which can
be adapted to your own style.
This format lists persanal

PRESENTATION

Your c.v, should be of the highest
aesthetic standard. Research has
shown that cv. cammunication is 80
per cent presentation and 20 per cent
cantent, This suggests, correctly, that
the market will be competitive, and a
prospective employer will have many

COVERING LETTER

Every c.v. that is sent requires 2
covering letter: A letter s a
personal communication, so
avaid using 'Dear Sir or Madam’,
It anly takes a phone call to find
out the relesvant contact name, |n
the opening paragraph, Intraduce

. : ; : ; STAND OUT
informatian, education, professional applications to choose what you are applying for as well Alarg with yooe
qualifications, skills, from. From the emplayer’s paint of as providing your reasons for o8 ond oW
achievernents and interests, A view, the initial process is therefore wanting to apply. If you are letbeer, promle
skills-based c.v. is a more ane of alimination. A c.v. that is badly respanding ta an advert, you arme visu ol
effective format for life and designed will be easy to disregard, should cite the job vacancy and :'-“"'I"f'l"'l"'l"'_IF’I'I"“
wark experience, |t categorizes Creating avisual impact |s a must, For the placa you saw it advertised, .'I:I-Illpl-,'uu"ulu-llj

and divides important skills
into broad areas by identifying
the attributes such skills
require. Examples include
technical skills, managerial
ckills, teamwork skills and
time management skills, These
target the requirements of
prospective employers.

text, choase a font that is both legible
and attractive. Highlight impertant
phrases to bring attention to critical
skills and achievernents, Include
visuals where possible - even a
personal logo or letterhead can make a
document look visually stimulating and
can be applied to all correspondence to
enhance professianal credihility, Every
detail, right down to the quality of
paper you use and your print quality,
will be noticed. Remember that a c.v.
is a snapshot of yau, so present
yourself well.

If you are writing a speculative
lettar, you should intreduce
yourself and identify your current
professional position or the
relevant stage aof your study. Use
the rest of the lefter to
demonstrate background
research on the organization and
its work. Shaw that you are eager
and interested by providing
evidence of specific personal
achievements you feel would suit
the organization,

kel nil
slanid oul
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Unit 28: Design roles

OBJECTIVES

* Undersiand the different design
roles

* Undersiand the anatomy of a
design job

* Understand the relevant
terminclogy associated with
design roles

MEETINGS
Plizertarny

o kinicy, pod b ol ar by watlog

Il

Iy

fackling a project can be both exciting and deeply
reswarding. Designing 15 a social actvily, and as a
designer you will learn o work with many
differant prolessionals, Any project thal you work
an will always be a team effort, so it s importand
o pull the right leam together to get the besl
poss ble result

THE CLIENT
A clienl can be an indwvidueal or a company, a
government ¢ffice or same olher orgamzation
Your client is the most impartant person in th
natomy ol the job, and therefore sils at the lop of
the hierarchy. The client makes the job possilile,
and will have ullimate say over the procoss, All
decisions concerning the design will have o be
relayed to the client and agreed upon before they
can pe passed down the chain to be implemented.

THE DESIGNER/DESIGN TEAM

A= designer, you may undertake many diflerant
roles and responsibilities within the design
process. You may be seen as a facilitator,
translator, diplomat and directar, translating the
client's washes into a coharenl and eflective
design solution, Once appointed, a
designer/design leam is expecled to conform to

designer/team comes up with Lhe initial
skelch design, they will then require the services
of the materizls manager
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MATERIALS

MANAGER

The materials or 1. MINOR PROJECT
purchasing manzagar

lleft] is responsible

lor adwising Lhe
d n team and CLIENT |

realiaing the design Fd -
proposal . :

rd “u

Designer ==————= Contractor

2. MANAGEMENT CONTRACTOR

v [CLENT]

Designer = * Contractor
L II.". '|_'
. / \
MATERIALS MANAGER i 4 Y L |
The materials or purchasing manager, also called a quanlity surveyor, - Subcontractors
studies archilectural and enginesring drawmgs and specificalions lo prepare
a bill of materials, which lists the individual companents required lo realize
the design propesal in the most effective way. This person checks on desigr 3. CONSTRUCTION MANAGEMENT
changes to access their effects on costs, and may prepare monthly cash-flow
gections and laxg deprecigtion schedules lor clients, A malenals manager : |
| proj . o e peiitiation hetedules far clistie, 4 ratariala manag | CLIENT |
i= a musl for large-scale design projects, but can be effectively employed on s

an hourly rate for smaller projects,

MAIN CONTRACTOR

I'he main contractor is direclly responsible Lo the client and the design team,

and will also work alongside the guantity surveyor. The job cansists of T — i
directing the wark onsile o schedule and within budgel. The contractar may a1 ! "\‘\'\.\ b

also be in charge of subcontracting out the work to a team of specialist
subcontraciors. These may be chosen either by the cantractor alone or
jointly by all three parties

™ Suhcontractor

SPECIALIST CONSULTANTS

Specialist censultants are appointed to advise the designers in areas of rﬁfﬂf_ﬁ?ﬁm“a T m——— 3 From & clien'
techmeal knowledge, including mechanical and elecinical healing, venlilation, 0 entails : ly F:‘un; of view the
electrical fittings, Lighting and information technology [products and designar and | al least-preferred
services| Struclural engineers may be required Lo advise on struclural contraclor reporting  brisfing the sub- aptian, in which they

changes and major alterations. to the clhient contractors. brief all parties.
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Unit 29: The design industry

OBJECTIVES

+ Understand the industry ;
* Research the marketplace advice and build twors ST : ng prepared Laf
= Learn to promaote yourself 2, Bnergy ar r, bul an ilaky | Pl

WHERE TO START?

Starting aul can be both exciting and daunting, but the
precess ol finding a job can be a real eye opener
Gauging the nature ol the industry and the attitude of
employers, and becaming accustomed to the competilive
chlimale, 15 a lough learming curve, bul remember that
starting out is always the most difficult part of the
process. Be propared o ake the challenges in youl
stride, and the resulls can be rewarding

WHAT DO INTERIOR DESIGNERS DO?

As simple as the queslion may sound, Lhere is olten a lol
al conlusion surraunding Lhe aclual robe of an interu
designer. Interior design 15 a homeless discipline and sils
somewhere between product design and architecture
Ihis 15 actually an advantage, however, and enables
designers o progress inlo a series of related jobs,
including decorating and ing, theatre ar set design,
retail and commercial design, exhibilion design
resadential design and property development, furniture
design and refurbishment, landscape design and
architecture

RETAIL DESIGM
Retanl progects haw
a short shelt-lite, a
Ingh turnover and

are often closely

alsgned to fashio




WHAT SKILLS DO INTERIOR DESIGNERS
REQUIRE?

The role af the designer is a complex one, which requires

mary inlerpersanal skills. Designers an the whole are
facilitatars. They make projacts happen by
communicating clearly and by building good warking
relationships. In the current design elimate, mast
designers are accustomed to working in a
mullidisciplinary way. Working collaboratively with other
creative peaple, such as graphic or product designers,
architects or artists, can generate real opportunities to
mmove bevond your own skill set. These can be extremely
profitable relationships, since clients often require many
different peaple in a prejacl

HOW DO INTERIOR DESIGNERS GET WORK?
Most methads of finding employment are through
networking. Interior design positions are rarely
advertised, so seeking oul work is a must. In the firsl

instance it is a good idea ta contact large companies who

have a high turnover al slall,
as they will be most likely to
have vacancies

FREELANCE OR PRACTICE?

Unit 2%

Ihe design industry 131

Working freelance and setting up a practice are very similar
in many ways: establishing a practice can be seen as taking
freelance status ane step further, and therefore constituting a
bigger commitrment. It is bast te werk first as a freelancer
and sat up a practice once you have completed a few projects,

Going freelance

ADVANTAGES

= Low overhead costs; can
work from home

= You can deduct a lot of

costs for taxes: for example,

vaur work phone bill

* Yo can use NELIT W)
bank account and avoid
business banking charges
» You can take on as much
wiork as you wish

DISADVANTAGES
* Horme- and work-life may
clash in terms of time and
space
» Less regular working
hours — semetimes work
may be scarce, at other
times you may be very busy
= Work, samples and
brochures will
take Lp
space at
home, and
can catlse a
eSS
= You rmay
struggle to
dppear as
professianal as
conlempararies whao
are employed or
running their own
practice

Setting up a practice

ADVANTAGES

= You will immediately
appear more professional

* Your clients can wisit you
inyour office

= You could be able to
charge more for your work
* |t is easier to get trade
accounts with suppliers

* You Can opan a business
bank accaunt with averdraft
facilities

* You can more aasily keep
to regular office hours, and
leave wark behind you at the
end of the day

= You can work with a
business partner [preferably
with complementary skills]
to share decision-making
and slress

DISADVANTAGES

* Accounts are mare
complicated than being a
freelancer, and accountants
will charge you mora

= Greater averhead costs
involved in running an office



132 I Frafessional practice ‘

DIVERSITY
The commercial
design industry
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Alternalively, linding wark in a small practice gives the
dasigner a more responsible and close-knit relationship
within the company. Whatever you chodse, it is advisable
to spend al least & year at @ company In arder to gain
crucial skills, understand how design jobs are run and
build your confidence before going freelance or setting
up yaur own business. Remember thal there is a Lol o
learn. Gain as much exparience as you can, whether it's
paid ar unpaid work, Make your mistakes at someane
else’s expanse before you sal up on your own!

HOW DO INTERIOR DESIGNERS MAKE
CONTACTS IN THE INDUSTRY?

The design warld Is small. Once you begin warking in Lhe
industry you will quickly meet other designers and get ta
krow mast of the design companies and practices. It is in
your interest to markat yoursell as widely as possible.
Opportunities can come when you least expect them. In
the beginmng, it may be a good dea Lo enter
competitions as a way of promoting your work, as well as
building up your portfolio. When visiting a praspective
employer, create a markeating pack with examples of your
beslwork and a ¢ [see Unit 27 Writing 2 cov. and
covering letter], Talking is the best way of netwarking,
exchanging ideas and making contacts, Visit trade fairs
and Lake advantage of membership organizations as a
way of maeting people informally. While vou are looking,
keep up-Lo-date by visiting museums and galleries,
reading design magazines and trade journals, and keep
an producing wark, Enthusiasm, datermination and
conhidance will pay off. It may be a slow process — bul
don't give up!

VARIETY

Projects can range
PROFESSIONAL TRAINING, ACCREDITATION iRt
A-"n HEGIETR“TIDH grvirnnmants o the
The standard for interier design education is & bacheler’s degree from design ot baspoke
a Foundation far Interior Design Education Research [FIDER] accredited furnilure pleces

upiversity. To become certified or licensed, designers must pass the
National Council for Interier Design Qualifying INCIDQK exam,
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OBJECTIVES

= Develop a business strategy
= Weinh up the pros and cons
* Create a good foundation of

skills

1;5‘
oo T

o

COMMUNICATION

Keep a good ling of

COrmemiuricalinn open wilh
evaryane from the bank
manager Lo the chiegrl

't 30: Setting up on your own

PROFESSIONAL EXPERIENCE

By Lhe time you sel up yaur swn praclice you necd Lo be
conbdent, nal gustin your skalls as a desgner, bal thal
you can make a success ol the business, Fxperience
wiol king lor an eslablished design company prior Lo
salting up your avwn practice is invaluable, and working
for a range ol companies, from the small design lirm 1o
the corporate qant, will gie you a broad understanding
ol how you want Lo orun your pwn business. Even if yau
gel olferad private work early on, working lor a company
will allow you 1o see how The business s ren

FINDING CLIENTS

A good portfoliowill inspire a chent, buat firs) you have
Lo find one Indarm avieryone yiou koo Thal you are rioe
an inlerior designer, because clisnts armive via Lhi
slrangest recomimendations, and woard ol moulh can be
a valuable assel

I..If-l."' '-.I.IF'IrIIIL'!I 5 and showraoms (o adver ise YWOLT SErY e,
Leave cards and flyers in relevant shaps, register yaur
practice in the phonabook, adverlise your serices in
design trade magazines and introduce yvourself to as
many people in the industry 8s possible. Recruitmenl
agencies and design organizations can be a qood way ol
genaraling wark quickly and establishing yoursell within
the marketplace

ESTABLISHING AN IDENTITY

A good design firm shauld have a clear wdentity, and
chients should choose il becauze thay sympathize with its
design language. If you naturally have a particularly
strong approach, then run with I This way you are mare
likely to become renawned in the industry. It s Hkely thal
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TIME MAMAGEMENT

Meep en top ol your workload, set
your deadlines and always try 1o
daliver work an firna

praspective clients will also recognize this as a sirenglh
in your wiork and will be mare confident when employing " -H

yau. If you enjoy undertaking a range of diverse projects, S -

then use thes to your advantage when allracling new F

clients. IU's irmporlant o enjoy the challenges of your T -

design projects, since each offers s own design

appartunities, but i a good o have a stralegy. In = -

[he sharl term, Laking on any project that comes alang :

can usefully widen o designer’'s experience, bul as you [

gain experience you will soen learn that seme jobs jusl

don’l inspire yau. In the long term, move away lrom

inappropriate design jobis and gwoid simmilar

recommendations that lead you to being stuck ina lield

[hat doesn't swit your praclice or your aspiralions The design and construction mdustry s bult ol many parts. Being
gaod 1n all areas s deal o you weanl Lo run your own prachice;

SKILLS REQUIRED however, understanding your strenglhs and your role within a team

A freelance designer needs to be able Lo interpret @ are alsa greal qualities. While you don'l need Lhe specialis!

clienl’s requirements and bring them together. Every knawledge that a canstruction contractor has, understanding the

project is different and, more importantly, no tewo clients limitations and oppartunities of lechnigues and being able 1o

are Lhe sarme. You will spon discaver that much of the commurecate them s an advantage.

sureess of a finished job depends an your rappoert with

the client and vice versa. 50, o bagin with, you need 1o Your knowledge will increase wilh each job, bul b the meantime

[s& abile to Listen te what the client wanls, and vl shauld not be afraid to ask the professionals

communicale how you plan to make thal happen A good contractar will be happy (o advise you, and il your clienl

asks an awkward question, simply tell therm thal you will ook mto
and get back to them

MAKING IT WORK

Selling up on your own sounds exciting and liberating, but il s nol
all glamour and glary. There ara a few more mundane aspects of
the jab and gualities you need Lo embrace to make 1L work, To

ook lor & middle way,

beapn with, don’t be afrad te cempramise o
and do be prepared Lo do the boring sl

Being a good all-rounder is a distingl advantage in the business
but everyane has their strengths and weaknesses: Make sure Lhai

h II
you know yours, and make use of good leamwork by realizing what

1 you can’t do yoursell and finding the right person to do it

THE BASICS
Being in charge puts you in the driver's seal,
! =0 stay organized. Make sure basi
j paperserk, filing, accounting and
carrespondence are in omde
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Glossary

Axonometric

A three-dimensional drawing
depicting a model viewe ol an
interior space by projecting
up the hewghts ol & true plan

Bubble diagram

A spatial diagram showing
the relationship between
spaces and their inlended
activities

Building regulations
A set ol codes and standards
that are hased on health and
salety requirements o
ensure neod design practice

CAD

Computer-aided design
programs used lor drafting,
madelling and simulating
spatial ideas in the design
[rocess

Cavities

Mhe in-belween spaces and
voids that help to expose the
adges ar profile of solids

Cut-through points

The points at which the cul
line or @ section is laken,
detarmining the view of the
interior, either as a plan ar
sachion view

Concept board

A two-dimensianal visual
presentatian af an idea or
setof ideas created in the
initial stages of tha project
for the client

Cone of vision

Represents the view thal can
be seen in a perspective
drawing befare it becames
distored

Contractor

A specialist who warks tor
the design team and the
client to realize, constroc
and manage the final design
an sile

Dead loads
The weight of materials and
structures that do nol move

Design brief

A sal ol aims given by the
client to define the
parameters af the design
task

Design criteria

fosel ol important ohjectives
thal the designer wishes lo
achieva

Design language

An approach adopted to
inferm Lhe design and
describe an aesthetic
narrative with material
relatmnships

Design process

A set of design stages that
the designer will underge o
carry out and complete the
praject

Design proposal

A wrillen document Lhat
autlines how Lthe designer
will carry cut and achieve Lhe
design scheme

Design scheme

A hinal design that
reconfigures a given space Lo
achieve a client briaf

Design strategy
A sel ol criteria driven by a
cantral idea or conceapl

Design team

A group of skilled
professionals thal can
include structural engineers,
quantity surveyors, electrical
and mechamcal engineers,
inleriar designars anc
architects

Dimension lines

& 5el ol lnes that indicales
the pasition af dimensians
an lachnical or freehand
survey drawings

Drawing conventions

A wisual language that is
amployed by designers 1o
depict and communicate
spatial ideas in both twa- and
three-dimeansional drawing

Ecological design
Sustainahle design that uses
recycled malerials, low
tachnalogy and conserves
energy by using solar ar
wind power

Elevation

A two-dirmensional drawing
depicting the exterior acade
ol an objecl or g building

Ergonomics

Ihe relaticnship between a
person and their practical
ervironmenl where
dimeansions ara crucial to
individual usa and haalth

Facade
[ face ar lront af a
bunlding

Freehand
Orawn by hand withaut the
aid al technical equipment

HVAC system
Heating, venlilation and air
conditioning

Interior decoration
The refurbishment anc
styling of interar spaces

Interior decorator

& skilled professional
responsible for revitalizing
interior spaces according Lo
intanded activities usually
including the specification
and seurcing of furnilure,
uphalstary, window
drzssings, colour schemes,
hghiting and furmture Layauts



Interior design

The spatial and structural
design of interior
enviranments

Interior designer

A skilled professional wha is
responsible for designing
interiar enviranments Lhat
accommodate the user,
either by modifying what
already exisls or by providing
an entirely new programme
for the space. Inlerar
designers usually work
alongside a design leam lo
redlize a projecl

Jig
fnabject to hold pieces
accurately in place when

gluing

Lighting plan

A plan drawing that shows
the position and types ol
lighting used in an intarior
scheme

Line weights

A drawing convenlion used in
the depiction of two
dimensional drawings Lo
canvey depth and material
properlics

Live loads

The weighl af people and
furniture; elements that can
be added or taken away from
the complated design and
theretore must be taken into
account i the building's
construction

Load bearing
Architectural compenents
that carry. suppart or
channel leads to the ground

Micro building
& small-scale building or
farm

Minimalist design

A multifunctional approach
to design making it bath
fHlexible and practical

Orthographic
Twao-dimensional views in
the {orm of plans, sections
and elevalions thal keep the
scale and proportion of
dimensions consistent

Pair of strings

& slep support used Lo
construct a staircase in
maodel making

Partition
A structure Lhal diwvides a
space inlo parts

Perspective

A three-dimensional view of

an objecl, intenar or building
that is constructed according
to eye level

Plan

A two-dimensional drawing
showing the view above an
interior space once it has
been cut at waist height

Planning

& process of working out,
coordinaling and organizing
a qiven space

Portfolio

& comprehensive body of
work Lhat showeases
projects, personal ability and
professicnal design skills

Presentation model

A model that employs
realistic materials and
finishes in order to convey
the almosphere of a
completed design scheme

Proportional system

A system that achieves
harmony by establishing the
ratio of one measurement or
proportion o another

Rabbet

A slep-shaped channel cul
along the edge or face of a
maleral lo recejve the adge
ar lengue of another
material

Recycling

& process ol revilabizing
existing malenals in order to
reduce energy and waslage

Sample board

& visual presentation of
matarials used within the
design scheme depicting
furniture, fixtures, fittings
and finishes

Scale

The given size of something,
whether enlarged, reduced
or kept true

Section

A two-dimensional view of an
interior once it has been
vertically cut either through
the length ar the width of the
building

Sketch model

A loose physical model of a
spatial idea using economic
materials and guick
processes
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Glossary

Solids

Architectural composition
wherein materials i building
are used Lo depict mass as a
whole

Spatial
The architectural expenence
ol space

Spider diagram

A diagram used for
brainstorming diflerent ideas
and alternatives

Strength/weight ratio
The relationship of the
weight of a matenal loals
sirength

Sustainability

Achieved by the use ol
malerals Lhat are from a
renewable source, do nol
harm the environment or
endanger ecological balance

Survey

The process of measuring a
space in order lo gather data
for the construction of
technical drawings

Technical drawing

A method ol drawing using
technical equipment
together wilh drawing
comventions to produce
accurate scale drawings

Vanishing point

The paint al whech all lines
vanish or dirminish in a
perspective drawing




Resources

INTERIOR DESIGN
ORGANISATIONS

American Sociely of Interior
Designers [AS10)

AL s o of bwo pomany LS
professional amanzations, he
pther beng the International
Interior Mesign Asoociatian |seo
Bl ASID has 38 000
membiers who sirwe 1o ailbanee
interiar design throagh
education, sfvocacy, commmamly
fruettding and oulreach.

A8 Massachusells A NE,
Washinglon, DO, 20002, USA
i asid g

British Interior Design
Azsociation [BIDA|

hvgrally Toeered i 2002
heciagyte ther fnlevior Decorators
and Designers Aossociation
H0A] and the Inlernational
Intener Design Association (04,
WK chapler], this pralessicnal
botdy [or interor designers
conlinues (o promale bigh
professonal slandards. |1
prosicdes course indermabion,
member's Lnks, and student
membership,

1f4 Chelsea Harbour Design
Centre, Chelsea Harbour,
London SWI0OXE, UK

wrares, icda, o

British Interior Textilas
Assaciation (BITA)

This association represents and
promotes the UK contract ard
domestic furnishings and

nlerior texhile trade. The online
preocduct and suppher guide s
useful aml = also accmmpanial
Iy trend guade,

O Portland Place, Landan,

WIH TP, LIK

W nleriortegtiles.co.uk

The Chartered Society of
Designers [CS0)]

CEL i e waorld's Largesd
clhiartered body of pralessimnal
desig e s antd 15 aimgui
represcnling designers ol all
disciplines, TS0 s govermed by
roval charter and as such s
members arg ahhiged e prachse
ta the highest prolessianal
standards, trnoso doing, 16 seeks
I secure and promola o
prrisfesanral body ol designers
and vegulate and contral Hhen
practice for the bepelin of
industry and the publc

§ Herrmondsey Exchanoe,
T8 Bermondseay Stroe,
Lendon SE1 308, LK
. sl o Lk

DesignaDesign

This comprehenses and
valuable directory ol design-
redated disciplines gives cvenls,
provides a searchable database
and Lists jobs in design lor
nteriar, urmilure and prosuc
desigrers,

ETP Ltd, fi-14 Undersnoad
Street, London, M1 TI0, LK
www designddesign.com

The International Interior
Uesign Association (DA

A projessonal nebsorking and
educalinnal associbion walh
o VLOET e bien s
Lhoaghicnal rarwe regians o
with 30 chapters arooand the
wirrkd, 1108 15 cormmitted to
erhancing the quality ol il
throgh eerellence i design and
the alvancement ol design
throug b kocssledag e

13122 Merc hanilise Marl,
Chicago, 1L, dlaS4- 1114, LSA
wens diclaLong

Mational Council for Interior
Resign Qualification, Inc. (NGOG
Thee MCIDEE cortifies mlermm
desigrers m Morlh Amenca by
whity ol L BMEIDCH gxamimalim,
Fasamig he examinalion 4
reuretnerl far e
designers wishing bo regesler n
miany states or provinces, and
or every designer applying or
professional membership

1200 18th Streel MW, Saite 1001,
Washingtan, DC ZO0E6-2504

hip e neidy. oy
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Index

Fage numbers in fales
refar lo caplions

A

acoredilation 133
address baok 109
adhesives 21, 48, 44
aerial perspective {3, 44
architectural checklist 13
architeclural companents
Ha-87
architectural drawings
Al-43
s iiEe | echnical
drawing
architectural fealures 17
architectural fragmenls
21,23
archiving 16, 16 10%
arl deco skyle 30, 37
axanomelrc drawing 41,
40, 54, 54-5h, he

B

bathranm, penthause [case
studyl a6-47

brainstorming 26, 2V, 28,
24

bubble diagram 77, 77

building geometry 13

building regulations 84, 87

building study 12-13

C

cable routing &4, 95
case sludies: colles house
Bl-H1
fashion shop 78-7%
llexible space 62-45
kilchen extensiaon 30-31
linear site 118-121
rmimmalist design &2- 65
modarn reslaurant 24-2%
penthause balhroem
Bh-67
relail design TB-79
storage in large-scale
residence 114-117
checklists: architectural 13
clienl 73
design propasal 74, 75
dirgctary 109
chrama 100, 103
circle termplate 35
clignl 128
checklist 13
communication with
¥2-13, 138
to find 134
presentation to 24
requirements 77, 73, 74
client prafile 72-73
colles house [case studyl
Bl-81
collage 17, 18
colourls] 13, 100-103
accenl o2
as architectural device
i
complementary 100, 102
contrast 102

harmanies 102
interaclion 67
of light 7é
in Lighting &7
menochrome 702
Munsell systerm 103
palelle 108
in presentaltion model 48
primary 100, 707
rendering 94, 97, 98
secandary 100
tertiary 100
colour wheeal 100
compass 35
complementary colour
schemes 102
compression 90
comipuler-aided design
[CAD] A0-41
concepl board 24, 26-37,
27 M. 28,73
conceptual process 22, 76
concrele #2
finishes B8
cone af vision 57, 57, 59
consultants, specialist 129
context 25
contractor, main 129
contrast, colour 102
covering letter 127
cut-thraugh point 41, 43
cutting mat 20
cov 126-127

D

depth in perspective

drawing 57-58, 58
diagrams: bubble 77, 77
lighting 9, %9
planming 25
skelchad 17
spider 27
dasign: compuler-aided
al-41
ergonomic 38-1%
green 93
mirmmalist |case study]
A2-85
design critena 17, 24
to pricritize 74, 77
design proposal 26, 14-75
designerfdesign team 128
dimension lines 43, 43
dimensions: humean 38
running 45
direclory, Lo creals
108-109
discharge lamps 768
display space [case studyl
79,79
doors 8é
o draw 43
dralling sge lechmcal
draing
drafting brush 35
drainage 94
drawingls|: axanomelric
A, 48, 54, S4-bh, B
freehand 45
techmical 40-43, d6-47
three-dimensianal
54-69, in CAD &1
drawing board 35




e

ecological issues 97, 93
elactricity supply %5
elevation 40, 41
and seclion 43
sectional 43
energy consarvalion 73
enginearing square 21, 51
equipment: graphic 34-35
for presentation model
48
for skelch model 20-21
for surveying 44
araser shield 35
erasers 35
ergonomic design 38-39
exhibition space 37
exploded levels 55
eye level 38, 54, 56, 59

F

fabric panels 107
labrics 104-107
luxury 104
rmixed fibres 104-105
natural fibres 104-105
sheer 107
synthetic 107
utility 105
fashion shop [case studyl
78-T4
features, to highlight 23,
42

fibre aptic lamps 98

figures: in design drawings
a7
in models 38
finishes: concrete B8
metal 89
stone 49
wond B3
lire resistanca 84, 70, #1
flaxi curves 3%
flexible lighting 78-99
flexible space lcase study]
62-45
Mowr|s] B4
layout 29, 29
of presentalion model
49,49
fluorescent lamps 78
foam board 48, 50
framing 120
freehand drawing 45
freelance wark 131, 134,
135
French curves 3%
furniture 31
cuslorm 117, 117, 119

G

gas supply 95

geomelry: of building 13
to deconstruct 19

glass 91, 71-%2

glue ser adhesives

graphic taols 34-35

green design 93

H

halogen lamps %8

hang lines 125

hardwoeds 1

health and safety
requiremenls 87

heating systems 95

height in perspective
drawings 58, SB-59

HID tamps 78

hue 100, 103

HVAC services 95

ideas, lo develop 16-17, 20,

24=27
identity, to establish

134-135
images: for concept board

24

found 17

sculptural 17, 25
incandescent lamps 97
inductive lamps 98
inking 35, 55
inspiration 24
wisulation B3, 84, 91, 73

J

jnints, model 50, 50
junclions 19, 23

Index ] 141

K

kitchen extension [case
study] 30-31
Knives 20

L

lamps 77-978
lead hotder pencil 34
LED lamps 98, 98
light 94
brightness %8
and shade 13
light bulbs see lamps
lighting 28 31, 78, 79,
96-99, 112
flexible 98-7%
plan 26, 99
schemes $8-94
linels]: CAD &1
conslruclion 44
dimension 43, 45
measuring 37-58
to pull 34, 55
section 43
weights 43, 46, 46-47
line of sight 59
linear sile [case study]
118-121
lux levels 98
luxury tabrics 104




M

magazing files 109
rhaterials: building 90-93
drawing 34-35
erwironmentally friendly
7,93
for presentation model
4B-49
samples 29, 109, 109
for sketch model 22, 23
materials manager 129
MOF &9
measutements 35, 45
measuring 44
measuring line 57-58
measuring point 57
mechanical clutch pencil
34
metal finishes 89
minimalisl design [case
studyl 62-65
mirrors 79, 78
rmistakes 16, 18
mixed libres 104-105%
madels: presenlation 22,
48-53
skelch 20-23, 24
maonachromatic colour
schemes 102
movement as design
censideration 37 )
Munsell colour systerm 103

N

natural elements in
presentalion model 53

natural fibres 104-105

networking 131, 133

0

abjects: CAD 41
in perspective dravwing
57,58
office space 63, 72
orthographic projection 40

P

paper 34
in presentation model

48, &t
panoramic view 67
paraliel motion 35
pencils 34
pens, technical 35
perspective, aerial 13, 48
perspectives 56, 5&6-57
presantation 2%
rendered 29, 29
sketched 18, 29
photographing
presentalion modal 53
pins 21
plan 30, 40, 41, 41, 46-47
freehand 45, 45
roof 43

three-dimensional 43
to transfer to
presentation model 47
planming 76-77
portiolio 124-125
posilion of viewear 56, 57,
1]
practice, setting up in 131,
134-135
presentation to chient 24
presentation model 48-53
colour in 48
natural elements in 53
ta phatograph 51
Lhree-dimensional
elements in 53
product [iterature 108, 109
projects: building study 13
client profile 73
colour schemes 102
concepl board 26-27
design proposal 75
erganomic design 38-39
lighting 79
redesigning & space 77
sample board 113
sketch model 23
sketchboolk 19
proportion 13, 37, 38

Q

quanhity survayor 128, 129,
izg

R

recycling 92, 93
references 16, 17, 24, 25,
i)
reflectance 97
registration 133
research, sile 12-13, 19
restaurant lcase siudy)
28-29
retail design lcase sludyl
78-79
rhythm 13
roal: copper 30, 30
plan 43
ruler: scale 3%
steal 21

safety: electricity 95
gas 74
health and salely issues
87
venlilalion 95
sample board 112-113
samples 249, 109, 109
sandwich constructlion 52,
52
saturation see chroma
scale 13, 346
to indicate 36, 37
of technical drawing 42
scale bar 42, 42
scalpel 20
section &40, 41, 41, 45, 47
elevation and 43



long 43
plan 43
sectian lines 43
servicas, ubllity 94-95
set square, adjustable 35
sheer fabirics 107
site: lingar |case study|
118-121
research 12-13, 19
river 13
skelch model 20-23, 24
materals 22
presenlalion 22
views of 21
sketchbook T6-17, 24
skelches; paper lor 34
prefiminary 29
spalial 17
tirmed 13
skills 124, 131, 135
Slice House lcase studyl
118-121
soltware, CALD 61
softwoods 91
solar panels 93, 93
solids and cavitios 13
spatial hierarchy 77
specilication, Lo write
To-11
spider diagram 27
stairs 87, 118
in prasentation madel
57, 57, spiral 53, 53
starting oul 130, 131-133
slea| ¥2
stone finishes 89
storage 63, b4
[case studyl 114-117
sloryboard 125

strangthfweight ratio 71, 52
structural engineer 129
structural integrity 90
survey 44-45, 77

synthetic fabrics 107

T

technical drawing 40-43,
46-47

tension 70
textiles see fabrics
fexiure 13

of fabrics 104

in presentation model 48
thermal efficiency 93
lhree-dimensional drawing

22, 5409
three-dirmensional plan 43
limber see wood
tane see value
lools sae eguiprnant
tracing paper 34
traming 133

U

utility fabrics 1086
ulilily services F4-94

Vv

value 100, 103

vanishing point 6, 57, 57,
L

venlilation 75

vertical views 58

W

walls 85
of presentation model
50; curved 51, &1
water: conservation 73
supply 74
wedge storage (case study]
114, 116
window|s| 86
to draw 43
in presentation moaodel
52, &2
shop 78
wand: finishes B8
structural §i 21
wand effect in presentation
madel 4%
wark slages 110
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