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“The future belongs to those who belicve
in the beauty of their dreams.”

-ELEANOR ROOSEVELT
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PREFACE

Mark Strauss, Publisher, Interior Design Magazine

“This is the era of design.”

The mass media proclaimed the above as the new millennium began. Acad-
emics and professionals have been holding conferences about it for a while
now. Designers themselves have insisted on it all along. But what, exactly,
does that statement mean? A proliferation of hip hotels and award-winning

potato peelers do not an era make.

Because those of us who are part of the design profession are optimists,
always on the lookout for how we can make our environment better, we’re
eager to claim that the twenty-first century is, at last, the era of design, the
time when design—and designers—have come into their own and taken power
as a cultural force. But do we agree about what design is? To be sure, each
designer has a unique vision and works in a unique way. Yet, we're all part
of one profession, and being a professional of any kind acknowledges that
there is a common ground shared by its practitioners. Do designers know
the coordinates and parameters of their profession? Do they realize what
they must learn if they are to be successful designers in the twenty-first cen-
tury? More important still, as professionals, do designers know what it

means to do design?

“The New American Professional: Distinctive (towering) competence.”

In The Circle of Innovation, Tom Peters refers to the New American Profes-
sional (NAP) as a “white collar professional . . . whose creativity/organization
effectiveness is barely mentioned in the pages of business and management
books.” For designers, that phrase should strike a responsive chord. Pick up a
best-selling business book and if it does, in fact, contain a reference to the
work of designers, the reference is peripheral at best. This, in part, is why this
book needed to be written. Whatever specialty designers work in, whether
they’re seasoned professionals or relatively new to their careers, they need a
single written source of best practices and benchmarks for excellence. The
identification of this need was the impetus behind the Interior Design Hand-
book of Professional Practice, a joint venture between McGraw-Hill and Inte-

rior Design magazine.
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Traditionally, the question at the forefront of designers’ minds has been
“What do clients want?” The Interior Design Handbook of Professional Prac-
tice asks—and answers—another question altogether: “What do designers
need?” This is a book not only for the present, but also for the future. It is
prospective. It assumes that, yes, this s the era of design. And it becomes a
tool for designers to be better prepared to sustain the profession of design

and carry it forward.

“Work is not where you are. It’s what you do.”

These words, from the manager of the real estate program at a global consult-
ing and technology firm, sum up how business leaders perceive the workplace
as the twenty-first century begins. They apply to the designer’s workplace as
well. Although the client may be in Copenhagen and the designer in Maine,
communication happens, design is implemented, work gets done. Once-nar-
row professional boundaries have stretched to span the circumference of the
globe. In design, as in all slices of life, the globe—and, at the same time, the indi-
vidual—is the place to be. It'’s where things are and where they’ll stay for the

foreseeable future.

Globalization is only one of the challenges grappling the design profession.
It is wise to expect and prepare for challenges from all directions, including
the economy, the physical and social environment, and academia. Today,
design transcends aesthetics. Through access alone, designers are in a posi-

tion to provide leadership in the realization of the New World.

Our daily life reflects an unsettled time. Groups of people, as well as organ-
izations and nations, seek new leaders, with new definitions of leadership.
Designers must step up and take their places in the front ranks. Individuals
and organizations everywhere are in transition, adapting to an economy that
looks much different than it did even a decade ago. In the old economy,
products were, for the most part, tangible. Now, expectations shift continu-
ally. The new economy values new information and new perspectives, an
intangible product, that seem and feel very different to us, that require us to
experience new levels of perception, that put demands on our sensibilities.
Now, and apparently forever, individuals and businesses want higher quality
and better, faster performance from their environments, from service pro-
viders, from their tools and toys, from anyone, anyplace, or anything that
affects the individual. On this competitive stage, high quality is still the goal

but speed is gaining on it for first place.
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“All depends on the quality of the conversations.”

In the 1990s, the design profession became capital- rather than labor-inten-
sive. A design project required plenty of tasks, to be sure, but many of them
could be relegated to machines rather than delegated to people. To ration-
alize the expense of bringing new technology into their organizations, design
firms expanded the scope of their services. Because technology abhors sta-
sis, new business opportunities continued to appear. However, as services
expanded, capital expenditures expanded as well. The pressure on design

firms intensified.

Design firms that are successful and that will remain so have an inherent
understanding of the way people actually live and work. These firms are
committed to intellectual as well as socioeconomic diversity and inclusion.
They collaborate with, or sometimes employ, psychologists, sociologists,
anthropologists, management experts, and financial analysts in order to bet-
ter serve their client’s aims. This change is profound and represents a new
view of the profession, one that is multidisciplinary and user-centered. Above
all, this view acknowledges that design, and designers, have a social responsi-
bility. This improved value system for the design industry insists that
design projects create a problem-specific solution and at the same time bal-
ance all of the client’s goals—financial, organizational, functional, cultural,

and environmental.

Successful firms are also taking a nonlinear approach to the process of
design. Effective design is measured by the final product, to be sure, but also
by the degree to which the process of design encourages everyone it affects
to collaborate and to share and integrate ideas. In an organization, this
brings together people at all levels, with all types of responsibilities. In a fam-
ily, it means all generations, with all types of needs. This new inclusiveness
understands the rigors of the design process and the complications of daily
life. It anticipates new demands and continual change inside and outside the

organization, the family or the group.

“You do not merely want to be considered just the best of the best.

You want to be considered the only ones who do what you do.”

Evolution is swift. Designers must not simply change but maneuver to a posi-
tion ahead of the field. To stay there, to keep moving toward the ever-shifting

finish line, they need support, information, and new knowledge. The Interior



Design Handbook of Professional Practice describes the changes currently
occurring in the design profession and industry. It suggests new, unique ways
of thinking and working. Ideally, this book will become a catalyst for all
designers who seek excellence in interior design practice. It will be an essential
tool for those who have made a commitment to sustained excellence and con-

tinually move the profession forward.

Interior Design magazine is proud to bring together the best writers and
thinkers in the field today whose mission, under editor-in-chief Cindy Cole-
man, was to define design for the new millennium in terms that will help pro-
fessionals, academics, and students of interior design realize their
commitment to professional excellence. The Handbook is designed, itself, to
be used flexibly and repeatedly by professionals in search of new definitions,

new strategies, and new benchmarks by which to measure success.
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INTRODUCTION
Cindy Coleman, Editor-in-Chief

THIS BOOK HAS THE ANSWER. WHAT IS THE QUESTION?

Designers know how to give advice. They are also skilled at asking ques-
tions. According to our training and the tradition of our profession, our ques-
tions focus on our clients: Who 1is the client? What does the client want?
Toward the end of the twentieth century, as information technology insinu-
ated itself into the office, the home, and the space and time between the two,
interior designers began to appreciate the importance of framing the ques-
tion another way: What does the client need? No one argues that interior
designers are skilled at asking the right questions and producing effective
answers. But that’s only half of the story, and it’s the end of the story. The
first half of the story, the point where it should begin, is with interior design-
ers themselves. What do interior designers need? That is the question this

book was designed to answer.

WHAT DO DESIGNERS NEED? KNOWLEDGE.

The next iterations of that question move the discussion in three principal
directions. What kinds of knowledge do interior designers need to do their
work? What knowledge does the interior design profession require to remain
viable now and not merely relevant in the future, but a powerful force for
social change? Ultimately, how can design practitioners and educators cre-
ate a body of knowledge that is unique to interior design? How can this body
of knowledge put us on a level playing field with other professions, sustain
our profession over the long term, and give designers opportunities to influ-

ence new thinking in our industry, the academy, and society?

WHAT IS THE PROOF THAT IGNORANCE IS BLISS?

The impetus for this book comes from designers themselves. Many have
come to realize, through powerful anecdotal and first- or second-hand expe-
rience, that the interior design profession as we have traditionally known it
is at a crossroads. Crossroads, in fact, may be too mild a term for our situa-
tion. Some go so far as to compare the interior design profession to the pop-
ulation of spotted owls—beautiful and useful contributors who have come
perilously close to extinction. Cultural and economic circumstances have
helped bring us to this point, to be sure. But do we know how, and to what

extent, we ourselves are responsible for our situation?
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It is time, now, to stop and step back, take the long view of the present and
make intelligent decisions about our future. What future is there for interior
designers? What is the future of our profession? If we want to create our own
future, on our own terms, we must be willing to take the steps necessary to

make sure that we do, in fact, have a future.

How often, in the context of a design assignment, have we felt it our respon-
sibility to say to the client, “If you don’t take the time and resources to do it
right, when will you take the time and resources to do it over?” But now we’re
not asking the question of a client. We’re asking the question of our profes-

sion and ourselves.

WHY THIS QUESTION AND THIS ANSWER, AND WHY NOW?

This book was developed as if it were a design assignment. First, we defined
our mission: To give interior designers the knowledge and tools they need
to shape and sustain our profession and the environment where human

beings live and work.

Having chosen to accept this ambitious assignment, we gathered a team of
six advisors: Frank Duffy, Neil Frankel, Ed Friedrichs, Linda Keane, Eva
Maddox, and Mayer Rus. The insights of this group give the book a per-
spective that is as broad as it is deep, encompassing design theory and edu-
cation, global professional practice and the experiences of design firms large
and small. The group’s members are professionals whose work includes sem-
inal accomplishments in the recent history of design. Who better than they
to show us our way to the future? These respected experts led us to others—

the authors whose contributions make up this book.

WHERE DO WE BEGIN?

Just as we all periodically take an inventory of our work, living spaces, and
lives, this book begins with a look at designers themselves. We assess who
we are as a group and where we are in the history of our profession, which
is roughly 100 years old. We also compare interior designers with other pro-
fessionals. Do designers have an education that matches their ambition? Do
they have the legal and regulatory support they require to do their work?
Do the quality of their work and the ethical standards of their profession give

them that coveted intangible that can drive a career—respect?

During the last decade of the twentieth century, social and economic changes
were swift, profound, and permanent. Many designers succumbed to the

tyranny of speed, only to discover that, in their haste, they had spent time and
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resources and progressed nowhere. Others battled to protect the designer’s
turf, only to find that management consultants and other business profes-
sionals had co-opted design principles for themselves, combined them with
twenty-first-century management strategies, and are using them to win the
war. In the second part of this book, best-practice examples show designers
how to be more strategic in their methods, using information technology,
financial management, marketing and human resources skills, and team

dynamics to power the practice of interior design.

WHERE IS THE HEART OF IT?

The heart of this book is interior design itself. In Part Three, the authors show
strategy in action, presenting works that have become benchmarks of interior
design for the ways in which they address design strategy and research,
sustainability, and global and specialty practices. This part also describes the
legal environment and legislation that affect interior designers in the United
States. Following the dictum that power isn’t something that’s conferred, it’s
something that’s taken, American designers who choose to become involved
in legislative affairs will grant themselves the power to affect the profession of

interior design for decades to come.

Part Four focuses on the designer’s scope of services. Narratives from a var-
ied group of designers describe their individual methods of approaching the
process of design. These descriptions address prelease services, position-
ing and programming, schematic design, design development, and contract
documentation and administration. Part Five focuses on the management
process and delineates the criteria for a successful design project, showing
designers effective ways to manage relationships with the in-house design

team, consultants, and clients.

WHAT IS AT RISK?

During the French Revolution executions were popular public affairs, and all
of Paris was agog over the mind-numbing, heart-stopping efficiency of a new
and improved model of the guillotine, a beheading device that consisted of
two 14-foot posts from which an 88-pound diagonal metal blade, when its
support mechanism was released by the executioner, dropped at the rate of

21 feet per second.

From the aristocrats’ point of view, one of the heroes of the Revolution was
the Scarlet Pimpernel, who formed a secret society dedicated to rescuing

their class from the guillotine.

X1V
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One of the Pimpernel’s henchmen, a doctor, was led to the guillotine never-
theless. He valiantly placed his head in the notch above the basket and waited
for the blade to fall. The executioner lifted the lever of the support mechanism
but the blade stayed in place. “It is a sign!” the public shouted. “The doctor
has done no harm. He is meant to be free!” The doctor raised his head, was

whisked onto a waiting horse by the Pimpernel and sped to safety.

Another Pimpernel henchman, a lawyer, was next in line for the blade. He
lowered his head. The executioner raised the mechanism. Again the same
thing happened. Nothing. “There is nothing to negotiate,” cried the popu-
lace. “The malfunctioning blade has cast doubt on his guilt!” The lawyer,

too, was whisked to safety.

Next in line was Marie Antoinette, Queen of France, wife of King Louis XVI
and a well-known designer in the land. One of her famous works was a farm-
house in the gardens of Versailles, where she liked to dress up as a milkmaid
and pretend that she was a simple peasant. Marie ascended to the guillotine
and put her head in position for its destiny. Again the executioner raised the
lever and again nothing happened. Marie, willing to atone for an offhand
remark about cake and, because she was a designer, in possession of a natu-
rally contributive temperament, turned her head upward toward the blade
and said to the executioner, “Perhaps if you'd toggle the mechanism ever-so-
slightly to the left . . .” At which point the blade achieved its mission even
more efficiently than its usual 70th of a second, and Marie’s head fell into

the waiting basket and the designer was no more.

THE MORAL OF THE STORY?

It’s in the designer’s nature to solve problems. But now, it’s time for interior
designers to solve problems and design solutions for their own profession.
Our profession must become a group of people who speak with one voice on
matters of regulation, legislation, ethics, and excellence. We must coalesce as
an assembly of well-educated minds that, focused on a research question or
a matter of social policy, can create, hold, and perpetuate new knowledge
that will contribute to the universal intellectual enterprise. Because it’s time

for us to use every tool we can get our hands on, it’s time for this book.

What do designers need? Knowledge. If that’s a simple answer, it’s as sim-
ple as a good design. There’s more to it than we, or anyone, can anticipate.

But, it is not more than we can—and should—handle.
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CHAPTER 1 | GROWING A PROFESSION 5

Some historians of interior design believe that the profession really
started in 1965, when Cornell University-educated architect Art Gensler
opened a small firm in San Francisco that focused on corporate office
design. An entrepreneur by nature, Gensler saw that the demand for
interior design services among corporate clients (and those catering to
them, such as the owners of office buildings) vastly outstripped the sup-
ply of firms prepared to provide these services competently. Although
others, such as Skidmore, Owings & Merrill’s Davis Allen, did specialize
in corporate office interiors, Gensler went beyond them in organizing

his small architecture and design firm around this market.

In doing so, he helped to separate interior design from architecture and
interior decoration—and to establish its identity among the design pro-
fessions. As this new handbook on interior design practice demonstrates,
the process that Art Gensler helped set in motion succeeded in creating a
new profession. Even now, however, interior designers are struggling to
gain official sanction for its title and practice and to define their bound-
aries. This struggle often pits them against architects and residential inte-
rior decorators, both of whom claim—with some legitimacy—to practice

interior design.

To put the situation in perspective, consider that it took centuries for the
architecture profession to define itself, secure its boundaries, and finally
obtain public sanction for its title and practice. Even today, the American
Institute of Architects and its state and local offshoots battle with building
designers, contractors, engineers, interior designers, and others over the

question of “who is entitled to design what” in the built environment.

One reason for the struggle is that interior design is a hybrid profession
whose roots trace back to architecture, the fine and decorative arts, graphic
design, and even home economics. Especially at a larger scale, designing

building interiors is a collaborative process, too. Interior designers are
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routinely part of teams that include architects, engineers, and other profes-
sionals and specialists. In this context, these “border wars” are meaningless:

the interior designer’s specific contributions are what matter.

INTERIOR DESIGN AS A PROFESSION

Until recently, interior design has been a self-certifying profession, similar to
urban and regional planning (with its professional appellation, “certified
planner”). In many states, individuals are still free to call themselves interior
designers, regardless of their qualifications, and to offer interior design ser-

vices. Only a business license is required.

This is beginning to change. Regional chapters of both the American Soci-
ety of Interior Designers (ASID) and the International Interior Design Asso-
ciation (IIDA) are pushing hard to secure for interior designers the same
protections—of title and practice—that architects now enjoy in the United
States. Architects are licensed on a state-by-state-basis, and their activities are
overseen by registration boards that administer licensing examinations, issue
licenses, and discipline their licensees for malpractice and other practice-act
infractions. To advocate change in the interest of the profession and their
clients, design professionals should understand the nature of the arguments
currently being made for and against such professional protections, and the

factors that justify guarding interior design as a profession.

Arguments and Counter-arguments

Historically, both professions and trades have sought to limit entry to their
ranks and to guard their traditional privileges by eliminating potential com-
petitors. When possible, they have used the law to support this gatekeeping.
Galifornia Governor Jerry Brown, in the late 1970s, proposed to “sunset” the
practice and title acts of a wide range of trades and professions, including
architecture and landscape architecture. The trades and professions resisted,

arguing that public health, safety, and welfare would suffer if registration
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ended. That was their only possible argument: in America, anything else

would be restraint of trade.

In seeking to license the title and practice of interior design, the ASID and
IIDA are also making a public health, safety, and welfare argument. Opposing
them, understandably, are architects and interior decorators, their main com-
petitors among design professionals, who question whether such public
health and safety considerations apply. Some architects question the need for
state sanction of interior design practice, given its focus on non-load-bearing
structures. Some interior decorators and residential interior designers argue
that the requirements put forward by the proponents of interior designer
licensing go beyond what is actually needed to protect public health, safety,
and welfare. That would make those requirements exclusionary and therefore

in restraint of trade.

The arguments for and against licensure have a political component as well.
A dispute in the early 1980s in California pitted licensed architects against
registered building designers—a category created as a compromise to pre-
serve the traditional rights of draftsmen, carpenters, and others to design
houses and small buildings. Similarly, the AIA and its civil, professional, and
structural engineering counterparts regularly bicker over what their respec-
tive practice acts allow them to design or engineer. Similar compromises can
be expected for interior design in relation to architecture, interior decoration,

and residential interior design.

The legal and political possibilities available to both sides in arguments for
professional protections will continue to cloud rather than resolve the issue
of what constitutes a profession, so let us consider other factors that justify

interior design as a profession.

Professionalism

Traditionally, professionals have pointed to credentials as evidence of their
professionalism. This is what separates them from lay people, para-
professionals, and “mere technicians.” However, David Maister—a well-known
consultant to professional service firms—argues that while these things may
point to competence, true professionalism depends on attitude. A profes-

sional, in Maister’s view, is a “technician who cares”—and that entails caring

about the client.
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The real subject of
inlerior design s
‘enclosed space—
that i, the settings
‘within buildings that
house human activity.
First and foremost,
interior designers are
concerned with how
people experience

these settings . . .
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In trying to define professionalism, Maister lists the following distinguishing

traits:
» Taking pride in your work (and being committed to its quality)
» Taking responsibility and showing initiative
* Being eager to learn
» Listening to and anticipating the needs of others
* Being a team player
* Being trustworthy, honest, loyal

* Welcoming constructive criticism®

His point is that professionalism is not just education, training, a certificate
or license, and other credentials. In saying that these things are not the sine
qua non of professionalism, Maister is really arguing for a client-responsive
professionalism—as opposed to one that uses its credentials and presumed

expertise as an excuse for ignoring or even bullying the client.

Arrogance 1s an issue in the design professions. Too many designers regard
their clients as patrons, not partners. Design commissions become opportu-
nities to further personal ambition rather than meet the client’s goals and
needs. The implication is that design is self-expression, that the creative

process is largely if not exclusively the province of the designer alone.

Although there is inevitably an aspect of self-expression in the design
process, its creative power is enhanced, not diminished, by collaboration.
In collaboration, we become partners in a larger enterprise, and that gives
our work its energy and spark. In arguing for “professionals who care,”
Maister is drawing attention to the collaborative nature of their relation-
ships with their clients. It is a partnership to which both parties contri-
bute their expertise. Formally, professionals act as the agents of their clients.
As professionals, they have other obligations that affect this relationship—
obligations that are intended, among other things, to protect clients from
themselves. However, designers who assume they “know better” than their
clients miss the opportunity to get into their clients’ heads and understand

their world. They need that knowledge to connect their work to their clients’
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larger goals and strategies, the real starting points of innovation in the design

process.

What Makes Interior Design a Profession?

Interior design is a profession in part because of designers’ special skills and
education, but also because of designers’ special relationships with their
clients. According to Webster’s New Collegiate Dictionary, a profession is “a
calling requiring specialized knowledge and often long and intensive aca-
demic preparation.” An art is a “skill acquired by experience, study, or obser-
vation, an occupation requiring knowledge and skill, and the conscious use
of skill and creative imagination especially in the production of aesthetic
objects.” A craft is “an occupation or trade requiring manual dexterity or
artistic skill.”® These definitions stress a difference in training, suggesting
that only professions require university study. That difference does not pre-
cisely hold anymore, since both arts and crafts are taught at the university
level. Recalling David Maister’s definition of a professional as a “technician
who cares,” we might ask, “Who benefits from the care that interior design-
ers exercise in the course of their practice?” Clearly, the beneficiaries are

those who use the settings that they design.

In defining the professional practice of interior design, the Foundation for
Interior Design Education and Research (FIDER) provides the following

outline of its scope:
Analyzing client needs, goals, and life safety requirements
Integrating findings with a knowledge of interior design

Formulating preliminary design concepts that are aesthetic, appro-

priate, and functional, and in accordance with codes and standards

Developing and presenting final design recommendations through

appropriate presentation media

Preparing working drawings and specifications for non-load-
bearing interior construction, reflected ceiling plans, lighting, in-
terior detailing, materials, finishes, space planning, furnishings,
Sfixtures, and equipment in compliance with universal accessibility

guidelines and all applicable codes
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* Collaborating with professional services of other licensed practi-
tioners in the technical areas of mechanical, electrical, and load-

bearing design as required for regulatory approval

* Preparing and administering bids and contract documents as the

client’s agent

* Reviewing and evaluating design solutions during implementation

and upon completion’

While it is accurate as far as it goes, this definition misses the heart of the
matter. The real subject of interior design is enclosed space—that is, the set-
tings within buildings that house human activity. First and foremost, interior
designers are concerned with how people experience these settings and how
their design supports their different activities. These concerns form the core

of the interior design profession’s specialized knowledge.

Like architecture, interior design is taught through a combination of studio
work and coursework—the former a remnant of the old apprenticeship sys-
tem that once characterized both architecture and the arts and crafts. In
addition to studio training in design and visualization, professional interior

design programs typically provide a foundation in:
* Human factors
* Materials and systems
* Codes and regulations

» Contracts and business practices

Unlike architecture, most interior design programs do not address the engi-

neering side of building construction—e.g., coursework in the static and

EDUCATING INTERIOR DESIGNERS
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dynamic analysis of structure. Interior design also differs from architecture
(and interior decoration) in its concern for every aspect of the interior envi-

ronments that people use every day.

The human experience in these settings is a broad topic that includes history
and culture, psychology and physiology, organization theory, and benchmark
data drawn from practice—together with lighting, color theory, acoustics, and
ergonomics. These subjects need to be part of the professional interior

designer’s education and training,

How do interior designers gain an understanding of client and user needs?
“By asking them” is a reasonable answer for smaller projects, but larger ones
make use of social science research methods such as participant observa-
tion, network analysis, and surveys. Exposure to these methods through
coursework in anthropology and sociology is helpful, especially as strategic
consulting emerges as a specialty within the profession. (Strategic consult-
ing secks to align a client’s real estate and facilities strategies with its busi-
ness plan. Typically, it helps the client define its real estate and facilities
program and establish the quantitative and qualitative measures of its per-
formance.) Business clients expect their design teams to understand the
strategic context of their projects. Coursework in business and economics
can begin that process; immersion in the industry, by reading its journals
and participating in its organizations, is the next step. Once designers reach
a certain level of responsibility, management becomes part of their job
description. Coursework in business and management can make this tran-

sition easier.

A Knowledge of Sustainable Design Principles

“Building ecology,” as the Europeans call it, needs to be part of interior
designers’ knowledge. They should know how to design to conserve nonre-

newable resources, minimize waste, reduce CO, and SO, levels, and support

human health and performance.??



INTERIOR DESIGNERS AND SUSTAINABLE DESIGN

In tackling the problem of indoor air pol-
lution in the 1980s, the interior design
profession led the way in raising public
awareness of the value of sustainable de-
sign. As advocates for the user, interior
designers have a special responsibility to
understand sustainable design principles
and evaluate their appropriateness for
their projects. Sustainability also offers
many opportunities to deliver added value
for clients. As case studies by the Rocky
Mountain Institute’ have shown, the re-
sulting gains in building and human per-
formance provide a reasonable (and even
rapid) payback on the client’s investment,
especially when these measures are used in
combination. Here are some examples.

Lockheed Building 157, Sunnyvale,
California. Lockheed spent $2.0 million to
add sustainable design features to this
600,000-ft* office building that reduced its
energy consumption and provided a
higher-quality work environment. Control
of ambient noise was also achieved. Lower
energy costs alone would have repaid
Lockheed’s investment in four years. Be-
cause the improved quality of the work-
place reduced absenteeism by 15 percent,
the investment was actually repaid in less
than a year.

West Bend Mutual Insurance Head-
quarters, West Bend, Wisconsin. West
Bend used a number of sustainable design
features, including energy-efficient lighting
and HVAGQ systems, roof, wall, and window
insulation, and thermal storage. Utility re-
bates kept its cost within a “conventional”
budget. The building is 40 percent more

efficient than the one it replaced. It provides
an “energy-responsive workplace” that
gives users direct control of thermal com-
fort at their workstations. A study showed
that the building achieved a 16 percent pro-
ductivity gain over the old one. A produc-
tivity gain of 5 percent (worth $650,000 in
1992 dollars) is attributable to the energy-
responsive workplace feature alone.

« NMB Headquarters, Amsterdam, The

Netherlands. This 538,000-ft> project ex-
emplifies what Europeans call “integral
planning”: designing the building and its
systems holistically to reduce operating
costs and increase quality and perform-
ance. About $700,000 in extra costs were
incurred to optimize the building and its
systems, but this provided $2.6 million a
year in energy savings—and a payback of
only three months. Employee absenteeism
is down by 15 percent, too.

Gensler’s experience reinforces the Rocky
Mountain Institute’s findings. On office
campus projects, they found that providing
under-floor air supply and ambient lighting
can reduce the cost of workplace “churn”
(the need to shift workstations to accom-
modate changes in occupancy) from as
much as $5.00/ft* to less than $1.00/ft>. For
an office campus in Northern California,
these same features allowed them to re-
design the entire workplace to accommo-
date a different set of users just six weeks
before its opening—with no delays. By
avoiding the cost of delay, the client essen-
tially paid for the 10 percent higher cost of
these features before the campus had even
opened.
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Settings, the designed spaces within buildings, are “where the action is.”
When human or organizational change occurs, settings are where it takes
place first. As my colleague Antony Harbour points out, the U.S. workplace
has been dramatically transformed over the last 40 years, but U.S. commercial
office buildings still have the same floor plans. The settings have changed
much more than their containers. Although settings are more ephemeral than

buildings, they have equal if not greater cultural impact.

Interior Designers and the Workplace Revolution

Because of the economic pressures of recession and globalization and tech-
nological developments such as bandwidth (the proliferation of electronic
networks to convey voice and data communications on a global basis), the
workplace has undergone profound change in the last decade. While tech-
nology is given credit for the productivity gains that have swept the U.S.
economy in this period, interior designers who specialize in the workplace
have had a major role in helping U.S. companies integrate new technologies

and work processes. Alone among design professionals, they understood that

these settings are the “connective tissue” that could make this happen.

Interior design professionals understand that design fuels organizational
change, regardless of the scale of its application. Think about where we work
today. Behind the modern city, whether London, Tokyo, or New York, are
nineteenth-century assumptions about work—that it occurs at specific times
and in specific places, for example. Now people work “anywhere, anytime,”
and there are compelling reasons, such as the problems of commuting, to dis-

tribute work geographically.

Not only the locus of work has changed in our culture; the mode of work has
changed as well. In the last century the workforce moved from Frederick
Taylor’s “scientific management” to ways of working that are increasingly
open-ended, democratic, and individual/team-tailored. Along the way, the
workplace changed, too. Taylorism was about efficiency (and uniformity).
What followed shifted the focus to effectiveness (and diversity). What's the
difference? As Peter Drucker explains, “Efficiency is doing things right; effec-

tiveness is doing the right thing.”

THE CULTURAL IMPACT OF INTERIOR DESIGN



CHAPTER 1

GROWING A PROFESSION

The Modern movement, aping Taylor, took “Form follows function” as its
credo. Today, though, we might amend this to “Form follows strategy.” If
design firms are now involved in strategic consulting, it is because interior
designers paved the way. Their ability to give form to strategy gave them an
advantage over competing consultants, because they knew how to make

strategy actionable.

Yet this focus on strategy does not entirely explain the impact that interior
designers have had on the workplace. More than any other profession
involved in the design of these settings, they have been able to use their
knowledge of workplace culture to design work settings that genuinely sup-
port the people who use them. Interior designers make it their business to
know how people actually inhabit and experience the built environment.
Their work—certainly the best of it—consistently reflects this understanding.
The licensing controversy notwithstanding, interior designers today are val-
ued members of building design teams precisely because they bring this

knowledge to the table.

Some of the most valuable research on the workplace in recent years has been
done by interior designers who specialize in work settings for corporate,
financial, and professional service clients. Gensler’s Margo Grant and Chris
Murray, for example, have done pioneering work documenting the changing
strategic goals of these companies and how they play out in spatial terms.
Their benchmarking studies give Gensler and its clients a wealth of com-
parative data about facilities trends across the developed world’s economy.

Needless to say, this is a competitive advantage in the global marketplace.

As Peter Drucker points out, it used to be that the skills needed in business

changed very slowly:

My ancestors were printers in Amsterdam from 1510 or so until 1750
and during that entire time they didn’t have to learn anything new.
All of the basic innovations in printing had been done . . . by the
early 16" century. Socrates was a stone mason. If he came back to
life and went to work in a stone yard, it would take him about six

hours to catch on. Neither the tools nor the products have changed."

Today, however, we are in the midst of a period of remarkable technological
innovation, equivalent in its impact to the cluster of spectacular breakthroughs

that occurred in the last quarter of the nineteenth century. Technological
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innovation is one reason that professions evolve. Social change, the evolu-
tion of “everyday life” and its values, is another. “Faster, cheaper, better!”
is the catch phrase of the new economy. Every shaper of the built environ-
ment faces these related changes, as clients demand a new responsiveness.
Design professionals should rethink linear and segmented processes, reflect-
ing nineteenth-century practices, and begin to envision how everyone en-
gaged in designing and constructing the built environment should approach
their practice to achieve the speed, responsiveness, and innovation that

clients require.

IMPLICATIONS OF BANDWIDTH: NEW TOOLS,

The bandwidth revolution has given interior designers an entirely new set
of tools—not just for design, but also for collaboration. As is true for most
innovations, their early applications were focused on existing practices.
Today, though, a new generation of designers is at work who grew up with
these tools. As they move into the mainstream of practice, they will start to

use them to reshape practice.

Bandwidth is transforming the production process: how furniture, furnish-
ings, and equipment get from designer to manufacturer to end-user. It makes
it possible both to speed the production process, by tying it more directly to
purchasing, and to consolidate orders to secure larger production runs and
better prices. And it creates a world market for these products that should

increase their variety.

Bandwidth will also make it steadily easier for virtual teams to work collab-
oratively, to “construct” a virtual setting in three dimensions. This collabo-
ration takes place not just between people, but between computers, too, so
that in time fabrication will follow design without the need for detailed work-
ing drawings. As the process becomes more seamless (and more common),
it will extend to other aspects of construction. At some point, “design/build”
may really be a single process. Currently, we are only halfway there. A lot of

the infrastructure is in place, but the interface is still maddeningly primitive.

PROCESSES, AND PRACTICES
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At the same time, we are trying to use the infrastructure to support tradi-
tional practice models. It may take a “push” from the outside, such as another
oil shock that makes the price of airline tickets less affordable, to force
designers to change their ways and embrace virtual collaboration whole-

heartedly.

Thanks to bandwidth, manufacturing has gone from Henry Ford’s assembly
line, with its uniform products, to Dell’s (and now Ford’s) “mass customiza-
tion.” Service industries have changed similarly. Across the economy, cus-
tomers want the cost advantages of mass-market mass production, along

with the quality and performance of custom design.

At the same time as clients demand an increased level of responsiveness,
knowledge workers demand “consonance” in the workplace. They approach
potential employers looking for a “fit” with their values and lifestyles. In a
buoyant economy, they can afford to be selective—and intolerant of “disso-
nance.” The built environment gives form to consonance and provides its
framework. To keep pace with social and technological changes, design pro-
fessionals must learn to see that framework as one that changes with time—

and therefore design in four dimensions.

The current rate of technological change suggests that designers will face
considerable pressure to practice with time in mind. Both the container and
the contained—“structure and stuff,” as Stewart Brand put it in How Build-
ings Learn—change over time, but at different rates of speed." The trends of
mass customization and congruence suggest that settings will change fre-
quently, which puts pressure on the rest to facilitate the change. This brings
us back to sustainability, which also demands of “stuff” that its residual value

be salvaged through recycling and reuse.

Designing in four dimensions means rethinking our conceptions of build-
ings. “There isn’t such a thing as a building,” Frank Duffy asserts. Buildings

are just “layers of longevity of built components”—they exist in time. What

DESIGNING IN FOUR DIMENSIONS
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matters for their designers is their “use through time.” Duffy finds the whole
notion of timelessness to be “sterile” because it ignores time as the building’s
fourth dimension—they exist in time, so they have to evolve to meet its

changing demands.?

Also working from a “time-layered” perspective, Brand proposes a holistic
approach to time-sensitive design.” He identifies six components of build-
ings: site, structure, skin, services, and space plan. While interior designers
are focused on the last two, they have good reason to want to influence the
rest: they all affect the building’s use through time. To exercise this influence
effectively, of course, interior designers have to understand the characteristics
of these components, and the possibilities of the other elements of the built
environment. Interior designers do not have to be engineers, orvice versa, but
both need to know enough about the others’ business so they can approach

the building in a holistic or time-layered way. As Brand says:

Thinking about buildings in this time-laden way is very practical.
As a designer you avoid such classic mistakes as solving a five-
minute problem with a fifty-year solution. It legitimizes the exis-
tence of different design skills, all with their different agendas
defined by this time scale.™

To be responsive to the user in the building design process, interior design-
ers need to have this broader knowledge of the building and its components.
In the end, their ability to sway others in the design and delivery process will
rest primarily on issues of use over time—issues that are primarily functional

and strategic, and that constantly require new skills.

Interior designers face resistance in their quest to be recognized as a separate
profession. In 1999, the American Institute of Architects (AIA) put together
a task force to review the question of licensing interior designers. As Archi-

tectural Record’s Robert Ivy reported:

They found that interior designers seek to distinguish themselves
Jrom less-qualified decorators, protect the right to practice, estab-

LOOKING AHEAD
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lish gender equity in a field dominated by men, and earn the

respect of their fellow professionals.’

“The designers’viewpoint is consistent,” Ivy added, citing his magazine’s April
1998 roundtable discussion with interior designers. “Despite their gains in the
industry, they feel slighted or disparaged by architects.” Yet, he says, “there are

unavoidable differences between architects and interior designers”:

Architectural education is more rigorously focused on life safety, as
well as structure, building science, and codes. By contrast, the AIA4
task force reported that in the 125 interior design programs cur-
rently available, education can vary from two to four years, and
current testing for certification focused more on aesthetics than
safety. The differences do not stop with pedagogy. Architects tend to
engage the entire design problem, considering not only the contents
of the interior, but the interior’s relation to the exterior envelope, its
construction and building systems, and the natural and human-
made surroundings. A healthy building—light-filled, safe, and pro-
moting human habitation—should be architects’ professional norm.
When we are operating at a high level of accomplishment, our work
is holistic, integrating complex technical systems and social require-
ments into structures that engage the landscape, sustain their

inhabitants inside and out, and enrich the community.'®
Should interior designers be licensed? Here is Ivy’s answer:

Our own professional status reflects a public trust we have earned
at high cost, and it should not be diluted. . . . Practice legislation
may not be the panacea that interior designers seek, if it is achieved
without commensurate, fundamental changes in [their] education

and experience.”

However, interior designers can make a strong case that they should be ac-
corded the distinctions and protections that are part of other design profes-
sions such as architecture. No less than architects, interior designers are
engaged in “the entire design problem.” As advocates of the user, and as
designers who are “fourth-dimension sensitive,” they are often the first ones in
the building design process to point out how one or another of the building’s
components makes it harder for its settings to evolve easily to meet new needs.
As designers’ interest in indoor air quality demonstrates, they are concerned

with quality of life, too—with user performance, not just building performance.
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ARCHITECTURE’'S STRUGGLE TO BECOME A PROFESSION!

Interior designers who anguish about the
time it is taking to secure state sanction
for their profession’s title and practice
should bear in mind that it took architects
a lot longer. Arguments over who is and is
not qualified to design buildings punctu-
ate the history of the profession.

In the Middle Ages in Europe, the master
masons were the building architects.

During the Renaissance in Italy, artist-
architects supplanted them. They were
considered to be qualified as architects
owing to their training in design. Archi-
tects such as Brunelleschi and Michelan-
gelo took a strong interest in engineering
and technology, too, as they strove to real-
ize their ambitious building projects. With
Vitruvius, they believed that architecture
was a liberal art that combined theory and
practice. Master masons, who apprenticed
in the building trades, were disparaged be-
cause their training was purely practical.

Yet the Italian Renaissance also saw the
emergence of the professional in Europe’s
first true architect, Antonio Sangallo the
Younger. Apprenticed to the artist-archi-
tect Bramante, Sangallo helped implement
many of Bramante’s later buildings. In
time, he established a studio that is recog-
nizably the prototype for today’s architec-
ture and design firms. The architectural
historian James Ackerman has described
him as “one of the few architects of his time
who never wanted to be anything else.”

Four diverging traditions emerge from the
Renaissance: artist-architects, trained in

design; humanist-architects, trained in
theory; architect-architects, focused on
buildings and striving for a balance be-
tween theory and practice; and builder-
architects, focused on construction but
still interested in designing buildings.

Artist-architects looked for patrons; archi-
tect-architects looked for clients. In the
seventeenth and eighteenth centuries, we
see this distinction played out between
“gentleman” architects and the emerging
profession. Thomas Jefferson counted
architecture among his gentlemanly pur-
suits, a trait he shared with others of his
class. Lord Burlington, who did much to
establish the architectural profession in
England, was widely criticized by his peers
for his “unwonted” interest in the prag-
matics of building construction. When the
Institute of British Architects was estab-
lished in 1834, noblemen could become
honorary members for a fee. (Signifi-
cantly, all connection with the building
trades was forbidden.)

In the eighteenth and nineteenth cen-
turies, English architects also faced com-
petition from surveyors. In his Dictionary
of 1755, Dr. Johnson gave essentially the
same definition for the words “surveyor”
and “architect.” In England, at least, the
two professions remained closely aligned
through much of the nineteenth century—
with both designing buildings. Engineers
designed buildings, too. In 1854, one of
them even won the Institute of British Ar-
chitects’ Gold Medal.



PROFESSIONAL ETHICS

Like other professionals, interior designers
must contend with ethical issues. Indeed,
the issues can be quite similar to those of
allied and other learned professions. Like
architects, lawyers, and doctors, interior
designers can also do bodily harm and cre-
ate financial damage if they practice in-
competently or unethically. They can also
put people at risk by failing to be effective
advocates of their interests. Here are some
examples of these issues as they arise in in-
terior design practice.

Life safety. Designers sometimes bemoan
codes and regulations, but these rules exist
to establish a minimum standard of health
and safety. Failure to meet code can delay
a project, which damages the owner, and
can also cause bodily harm.

Confidentiality. Interior designers often
have access to confidential business infor-
mation—a planned acquisition, for exam-
ple, oranew business plan or strategy. This
knowledge is shared with interior design-
ers only because it has a direct bearing on
their work, and it is shared with them in
confidence. Ethically, and often by con-
tract, that confidence must be respected.

Conflict of interest. Interior designers
are their clients’ agents, so they have an ob-
ligation to avoid or disclose to them any
potential conflicts of interest. (Disclosure
means that you are prepared to end the
conflict if the client so requests.) The ap-
pearance of conflict can be as problematic
as the reality. Just as voters worry when
politicians become too cozy with special in-

terests, clients start to wonder when inte-
rior designers accept gifts or junkets from
contractors and vendors. The occasional
lunch, party, box of candy, or bottle of wine
1s no problem, but all-expenses-paid vaca-
tion trips and other costly “perks” cross the
line. They create the appearance if not the
reality that design decisions—specifying a
product, for example—are being made to
repay favors rather than to serve the inter-
ests of the client.

User advocacy. Interior designers have
a responsibility to users. If, in their judg-
ment, a project’s requirements, though
legal, compromise user comfort and per-
formance unacceptably, they have an obli-
gation to try to change them, or to resign
from the project if the client is unwilling to
make changes. Design professionals have a
broader obligation to educate their clients
on the value of design features that im-
prove user quality of life and performance.

Competency. Professional competence
reflects ongoing mastery of the skills and
knowledge demanded by professional
practice. Professional certification or li-
censing formally requires a level of mas-
tery that necessarily lags behind what
design professionals actually need. For ex-
ample, FIDER’s requirements do not yet
specify that interior designers know the
principles of sustainable design. That lag
does not excuse professional interior de-
signers from mastering these principles, or
any new skills that may be necessary to
maintain their professional competence.
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Interior design came into its own in the 1990s as settings came to be seen as
strategic resources. The catch phrase “Place matters!”—so emblematic of the
second half of the decade—turned out to be literally true. When people have
real choice about when and where they spend their time, the quality of these
settings—their ability to support people in their desired activities—becomes
crucial, often the deciding point. A “place” can be part of the landscape or
cityscape, a building or building complex, or an enclosed indoor or outdoor
setting. The word implies a richness and wholeness that mocks the design

professions’ efforts to carve it into parts.

The built environment today has immense range and diversity. Much devel-
opment embraces multiple uses. The time dimension of buildings is chang-
ing, too, with more components expected (or needed) to be ephemeral rather
than “permanent.” Already, many projects today feature zybrid teams that are
organized around each project’s particular blend of uses and timeframes.
These interdisciplinary teams are the future. They expose each profession to
the others and give all of them a shared perspective about “place” that tran-

scends each one’s necessarily narrower view.

This shared viewpoint may eventually give rise to entirely new professions,
which we may no longer be willing to categorize as “architecture” or “inte-
rior design.” In time, too, the division between design and construction may
prove to be an artificial boundary, no longer justified by practice. Professions
are conservative forces in society, constantly resisting pressures to change,
yet constantly placed in situations where the need to change is obvious and

imperative. New professions arise in part because old ones fail to adapt.

Compared to architecture, interior design is still in its infancy—a profession
that 1s just now marshalling its forces to secure the recognition to which it
feels entitled. All this is taking place against the background of our entre-
preneurial and bandwidth-driven era. How important is it, in this context,
to secure the profession’s boundaries or win state sanction for its practice? If
it helps strengthen the education and training of interior designers, and
encourages them to meet their responsibilities as professionals, then it is

probably well worthwhile.

Especially today, it is hard to predict the future of the interior design profes-

sion. One clear way to prepare for it, however, is to make the education of
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interior design professionals much more rigorous. This argues for a more
comprehensive curriculum, as I have outlined previously, and for a four-year

professional degree program at the undergraduate level.

It also argues for learning, as Peter Senge calls it—not just maintaining skills,
but actively learning from practice. Senge’s point, made admirably in his
book, The Fifth Discipline,” is that work itself is a learning experience of the
first order. Our interactions with clients, colleagues, and other collaborators
provide constant glimpses into an unfolding future. If we are attentive, we
can understand some of what the future demands—and take steps to meet it
appropriately. People who care about their careers, and who take their
responsibilities as professionals seriously, need to make learning a constant

priority.
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Interior designers can trace their profession to many who preceded
them, from the cave painters at Lascaux to the creators of the frescoed
interiors at Pompelii, to the holistic architecture, interiors, and furnish-
ings of Robert Adam and Thomas Jefferson in the eighteenth century,
and to Frank Lloyd Wright in the twentieth.

In the mid-nineteenth century, during the Industrial Revolution, the farm
economy, though still robust, was gradually supplanted by a new industrial
economy centered in or near the great, developing American cities of New
York, Boston, and Chicago. The transition from farm to industry allowed
Americans to see their houses as more than shelter and a place to sleep when
work outdoors was done. Industrial workers’ days were not necessarily
shorter than those of farmers. However, for industrial workers and city
dwellers in particular, home became a refuge that provided physical comfort
and even aesthetic pleasure in contrast to the noisy, gritty, and physically

exhausting atmosphere of the factory.

As women had more time to spend on the comforts of home, the large
department stores of England and America developed and included sections
devoted to drapery and upholstery. Specialty retailers included Liberty of
London for fabrics and Tiffany and Affiliated Artists in New York, which

produced lamps, vases, and other finely crafted decorative items.

At the end of the nineteenth century in England and America, the Arts and
Crafts movement developed as a direct response to the Industrial Revolu-
tion. Its members, including William Morris, Charles Voysey, and Gustav
Stickley, celebrated handcraft and deplored the social conditions, as well as
the machine-made designs, the Industrial Revolution had created. The Arts
and Crafts movement initiated small workshops devoted to woodworking,
pottery, and weaving, and brought together artists and architects to study the
interiors as well as the exteriors of buildings. Design integrity within the con-
temporary cultural and social context was the concern not only of the Arts
and Crafts movement, but of other groups including the Wiener Werkstratte

and the Bauhaus, which developed and flourished in the twentieth century.
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Sensitivity to the role of design in society is as relevant at the beginning of
the twenty-first century as it was at the dawn of the twentieth. Some, in fact,
have referred to the year 2000 as the beginning of “the design century.”
Today, design is relevant as never before, particularly to the world of work.
Following World War II, business theories and practices began to evolve and
proceeded at a manageable pace; with the widespread use of computers in
the 1980s, that evolution picked up speed and continues to do so today,
when the only organizational constant is change. After World War II, the res-
idential and corporate branches of the interior design profession began to
move on separate tracks. Both have traveled rapidly, but in different direc-
tions. The interior designer’s role as a professional consultant to business
and organizations is the focus of this chapter. It is important to emphasize,
however, that design is a global language that transcends home and work-
place, geography and culture. To be a designer is to understand what all men

and women have in common—their humanity.

INTERIOR DESIGN EMERGES AS A PROFESSION:

The formal study of interior design began in the United States at the end of
the nineteenth century. Programs and curricula typically developed in art
schools; at the great land-grant colleges of the Midwest, which were open to
women and also boasted strong programs in home economics; and within

academic programs in architecture, primarily at East Coast universities.

When interior design actually became recognized as a profession is a subject
for debate. Some scholars believe that interior design was not acknowledged
as an independent profession in America until 1897, when Edith Wharton and
Ogden Codman, Jr., published T%e Decoration of Houses. The authors are
considered the first to define the profession as it is viewed today, by clarifying
the difference between interior decoration, which deals with surface treat-

ments, and interior design, which encompasses the design of interior spaces.

Elsie de Wolfe, a contemporary of Mrs. Wharton’s and a disciple of her
approach, is considered to be one of America’s first professional interior

designers. Her expertise, however, was on the side of interior decoration,

1900 T0 1930
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which she used with great skill in the creation of interiors for the industrial-
ist Henry Clay Frick and other wealthy New York families. She also accepted
commissions from the prominent Beaux Arts architect Stanford White. Early
twentieth-century women who are also considered among the first design
professionals are Nancy McClelland, who brought design services to the
general public through the decorating department she established at Wana-
maker’s department store in Manhattan; and Eleanor McMillen, whose

McMillen, Inc. is considered to be America’s first interior decorating firm.

By the turn of the twentieth century, the Industrial Revolution had reached
full maturity. Daily life in the developed world had become increasingly
mechanized, and Thomas Edison’s electric light bulb was adding time to the
work day and changing the nature of work. At the same time, the seeds of
the Information Age—a century in the future—were being planted with Bell’s
telephone in 1876 and Edison’s subsequent inventions of the telephone trans-
mitter, the stock ticker, the phonograph, and the movie camera. During the
early part of the twentieth century, there was little if any distinction between
residential and nonresidential interior design; it was not until after World
War II that North Americans became open to the idea of hiring design
professionals for both their houses and offices. As the century began, the
archetype of the workplace was the assembly line that Henry Ford created
to produce the Model T.

An early business theorist, Frederick W. Taylor, extended the assembly line
from the product to the worker. Considered to be industry’s first efficiency
expert, Taylor conducted time-study experiments that he developed into the
concept he called scientific management. In Taylor’s view, human workers
could—and should—function as mechanically as machines. If workers were
discouraged from thinking creatively and independently and completely
removed from decision making, and if work was broken down into its sim-
plest units, with all members of a single group of workers dedicated to iden-
tical tasks, efficiency would result. Taylor’s methods, developed for the
factory, eventually found their way into offices, along with typewriters, cal-
culators, and switchboards and the women and recently arrived European

immigrants who were hired to operate them.

Ford’s assembly line, and Taylor’s translation of it to human activity, next
found its way to business and the chart of organization. The hierarchical

organization, with its mechanical, organizational, and psychological elements
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now delineated, was born and grew. Once a suitable interior was designed to

contain it, it flourished.

In the corporate hierarchy, order ruled. To stay in control, however, the rul-
ing order needed to keep an eye on the workers. Workplaces were designed
for management, who typically constricted a large group of workers in a sin-
gle, vast space. From the giant panopticon that was the top of the hierarchy,
managers looked down over rows of workers at their typewriters or sewing
machines or tables where they assembled the typewriters, sewing machines,

Victrolas, and other machines that had become part of twentieth-century life.

At the turn of the twentieth century, the hierarchy was the metaphor for soci-
ety in all its forms; the elevator, invented in 1857, suggested that, in a demo-
cratic American society, workers could aspire to access any level they chose.
This was the era of the great retailers such as Marshall Field, whose establish-
ments were organized into departments, just like the Ford Motor Company.
This was the era that saw the construction of the Eiffel Tower as a brand mark
for Paris, along with the great railway hotels, large city apartment buildings,

the modern hospital, and the first skyscraper office buildings.

In business, Taylor’s scientific management prevailed, but he had his critics,
who were concerned about issues that interior designers still find themselves
dealing with a hundred years later. They included Mary Parker Follett of the
Harvard Business School, whose humanist, behaviorist approach to the man-
agement of organizations represented the opposite side of Taylor’s machine-
tooled coin. In the 1910s she championed such far-sighted approaches to
work, and the workplace, as “the law of situation” and cross-functional teams.
She also insisted that individual workers, rather than being merely static units
of work with a prescribed place on a linear assembly line, as Taylor would
have it, contributed to the strength of the organization as a whole. She
believed that, within the organizational structure, men and women should
be free to experiment until they found ways of working that were effective for

the tasks at hand and for themselves as individuals.

In the 1920s, Harvard was also the academic home of Elton Mayo and his
colleague Fritz Roethlisberger, who are the acknowledged creators of the
human relations movement and whose work also has contemporary impli-
cations. They conducted their famous Hawthorne experiments over a period
of more than 30 years—from the 1920s to the 1950s—at the Western Electric

Hawthorne Works in Cicero, Illinois. Their studies, which anticipated the
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current interest and advancements in ergonomics, focused on the physio-
logical aspects of work, particularly the impact of various levels of illumina-
tion on workers’ efficiency and the causes of fatigue. They also studied the
psychological aspects of work and looked closely at employees’ motivation,
satisfaction, and personal well-being, particularly as these abstract states took

form in workers’ relationships with their supervisors.

The Harvard theorists, along with Chester Barnard at AT&T and other
humanists, created a groundswell against scientific management. It was now
clear that not all work fit the model of Ford’s assembly line. And simply
because the assembly line itself depended on human beings but was, in fact,
profoundly dehumanizing, it was time to step back and rethink the nature of
work—and the workplace. The time had come for a paradigm shift in the way
organizations were structured and in the way the physical spaces of organi-
zations were designed. But then came World War II, and the hierarchy not

only prevailed, it joined the military.

The end of World War II brought a period of prosperity to the United States
that lasted almost 20 years. America had definitively won the war. By put-
ting its own interests aside and contributing its physical and material
resources to the war effort, corporate America was in large part responsible
for the country’s victory. Although American business quickly recovered
from the war, the military mindset prevailed during the remainder of the
1940s. At the Ford Motor Company, decision making was based on num-
bers; numbers and rigid control also defined management. This approach
led eventually to systems analysis, a rational, mathematically rigorous
method of decision making that was considered to be especially effective in

situations of uncertainty.

The war effort had been American through and through, but now that peace
had come, corporations wanted to reclaim their unique identities. They
wanted new headquarters that would function like the great cathedrals of
Europe—buildings that would announce the importance of these corpora-

tions to society, reflect their mission, embody their technological expertise,

THE BAUHAUS ARRIVES IN AMERICA: 1940 TO 1950
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advertise their vision and confidence, and share their uniquely American
exuberance. Corporate America looked to the architectural and design com-
munities for their new image. It would be architects and designers associated

with the Bauhaus in Germany who would make that image reality.

Founded by Walter Gropius at the end of World War I, the Bauhaus, or
“building house,” was conceived not only as a school but as an artistic utopia
that brought together artists, craftspeople, and workers. Its emphasis was on
theory as well as application. Its goal, as Gropius stated in his 1919 prospec-
tus, was “to unify all disciplines of practical arts as inseparable components
of a new architecture.” The Bauhaus, which could trace its roots to the Arts
and Crafts movement in England and the Wiener Werkstatte in Austria,
sought to humanize technology. Its curriculum taught the spectrum of arts
and crafts, including planning and building; weaving; photography; the
visual arts, including woodcarving, metalsmithing, and ceramics; and adver-

tising and graphic design.

The members of the Bauhaus included the painters Paul Klee and Wassily
Kandinsky; the architect Mies van der Rohe; the designers Josef Albers,
Herbert Bayer, Marcel Breuer, and Laszlo Moholy-Nagy; and many others.
During little more than a decade, from 1919 to 1933, they produced works
that have become icons of modernism. Bauhaus supporters included Albert
Einstein, Arnold Schoenberg, and Marc Chagall.

After a post-World War I economic boom, the German economy deteriorated
precipitously. One of the goals of the Bauhaus was to create an orderly
worldview from the economic, social, and political chaos that prevailed in
Germany between the two world wars. The Bauhaus was committed to giv-
ing its students “integrated personalities,” to educating them in contempo-
rary culture as well as artistic theory and technique. Bauhaus designs
combined technological expertise with the school’s philosophy of egalitari-

anism and dynamism.

The Bauhaus, however, existed in a climate of ascendant fascism. First
located in Weimar, the school moved from there to Dessau and finally, in
1932, to Berlin, where it stayed for less than a year. The Bauhaus closed vol-
untarily in 1933, unwilling to accede to the conditions of Hitler’s German
Reich, now firmly in power. Many of the Bauhaus masters fled to America.
In 1937 Walter Gropius took a position at Harvard, where he was later joined

by Marcel Breuer. Mies van der Rohe settled in Chicago in 1938 and became
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the head of architecture at the Illinois Institute of Technology. Other
“Bauhauslers” soon joined him, forming the “new” Bauhaus that ultimately

led the United States into the forefront of modern design.

Before World WarIl, the professionals who planned and designed office envi-
ronments—known today as contract interior designers—were not identified
with a discrete area of professional expertise. A doctor, lawyer, or corporation
that wanted assistance arranging an office interior space was referred to a fur-
niture dealer, who provided desks, chairs, and credenzas and sources for light-
ing, floor and wallcoverings, and office equipment. The selection of office
furniture was primarily the domain of manufacturers’ representatives, who
were also responsible for delivery, installation, and customer service. There
were exceptions to the rule, however, most notably Frank Lloyd Wright. In
his 1937 project for the Johnson Wax Company in Racine, Wisconsin, he

designed not only the building but the interiors and furnishings as well.

Beginning in the 1930s, and especially with the prosperity that followed
World War II, North Americans became open to hiring professionals to
design their residences, especially with the growing celebrity and social cachet
of decorators including John Fowler, Terence Herbert Robsjohn-Gibbings,
and Billy Baldwin. By definition, these residential interior decorators dealt
with surface treatments, and their services were generally understood and
valued. Films and popular magazines brought the idea of fine residential inte-
riors to a broad audience. Eventually, women’s magazines and particularly
shelter magazines showed their audiences that, with the help of a professional,
it was possible to turn the idea of a finely decorated residence into reality.
Gorporate clients, however, saw no need to call in a professional to design an
office interior. In the business world, this service simply was not understood
or, if it was, it was considered to be the same as serious residential interior

decoration—expensive and elitist.

In 1932, in connection with an exhibit at New York’s Museum of Modern Art,
Philip Johnson and John Russell Hitchcock published T%e International Style:
Architecture since 1922, which clearly defined Mies van der Rohe’s New
Building as a distinctive style. The International style had an immediate
influence on corporate buildings, and later influenced residential architecture
and interiors as well. Buildings in the International style have steel skele-
tons and eschew decoration. Their glass skins make them interactive, with the
glass mediating between the interior and exterior, between the buildings’

users and the world outside.
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These sleek new corporate buildings required interiors that were compatible
with their exterior architecture. Recognizing the need for an innovative
approach to the office environment, Florence and Hans Knoll established
Knoll Associates in 1946 to design and manufacture furniture in the Bauhaus
style. Florence Knoll, an architect who had trained under Eliel Saarinen and
Mies van der Rohe, established the Knoll Planning Unit, a design studio that
provided Knoll’s furniture clients with interior architectural and planning
services. The unit, which became a laboratory for interior spaces, experi-
mented with the design, scale, and configuration of task-related furniture.
One of Knoll’s hallmarks was to insist on standardization of all of an office’s
design elements, with everything from furniture to stationery part of a coher-
ent, seamless system. Although some corporate clients and their employees
chafed at the Knoll approach and considered it too constricting, its rigor
helped American businesses establish their identities firmly in the American
mind. The Knoll approach was a precursor to the contemporary concept of

branding.

DESIGNERS LEARN TO STUDY HOW ORGANIZATIONS

In the early 1950s, the New York office of Skidmore, Owings & Merrill
(SOM) became one of the first major architecture and engineering firms to
offer interior design as a professional service. SOM eventually became estab-
lished as the world’s leader in contract interiors, providing design services
for such major corporations as Pepsi Cola, Chase Manhattan Bank, and
Union Carbide. Under the direction of architect Davis Allen, SOM estab-

lished its signature modern style.

By this time, Mies van der Rohe was established in America at the Illinois
Institute of Technology (II'T) in Chicago. One of his colleagues at II'T was
Herbert A. Simon, professor and head of the Department of Political and
Social Sciences and a future Nobel laureate in economics. Simon’s academic
interest was the nature of organizations, which he viewed as not abstract and
one-dimensional but concrete and complex, reflecting the individuals who

comprised them. Simon maintained that, to understand how organizations

BEHAVE: 1950 TO 1960
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make choices, it was first necessary to understand how people in organiza-

tions make decisions.

In the 1950s, academia began again to study human-centered work. At the
Harvard Business School, the work of Malcolm P. McNair led to the devel-
opment of organizational behavior as a new area of study. Conceived as a
backlash against prewar concepts of human relations and the rigid systems
analysis of the postwar years, organizational behavior was descriptive instead
of prescriptive: it studied how organizations and workers actually behave,

instead of recommending how they ought to behave.

Late in the decade, following the model of the Knoll Planning Unit, the larger
furniture manufacturers established entities devoted to practical research.
The Steelcase Corporate Development Center in Grand Rapids, Michigan,
became a proving ground for the company’s own designs. In 1958, another
furniture manufacturer, Herman Miller, Inc., formed a research division to
study the workplace. Herman Miller retained artist-designer Robert Probst to
direct the division and to convert his findings into design ideas. The result
was Herman Miller’s “Action Office,” a system of free-standing panels, coun-
tertops, and file pedestals that were flexible and easy to configure, whatever
the constraints or freedom of the interior space. This new “systems furniture”
complemented Simon’s theories and also echoed those of the prewar human-
ists who rejected the assembly line in favor of worker autonomy and flexibil-
ity. The modular elements of the Action Office could adapt to workers’

changing needs and perform independently of a building’s architecture.

Also in the late 1940s and 1950s, the husband-and-wife team of Charles and
Ray Eames introduced their “recognition of need” philosophy of design,
which insisted that interiors should be constructed primarily for the people
who inhabited them and using the furniture and tools they needed to do
their work effectively and efficiently. The Eameses believed that furniture
should be appropriate, informal, egalitarian, ethical, and socially conscious.
They used their talents to create furniture that was aesthetically pleasing;
and by first studying human beings at work, they created furniture that actu-

ally improved the work process.

All of the Eameses’ work, from furniture to films, produced a deep, substan-
tive reflection of America’s technical ingenuity and particularly its postwar
optimism. Their modular shelving and storage units, produced by Herman

Miller, were the first products to combine the efficiency of mass production
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with integrity in design and materials. Previously, if corporate managers
wanted custom furniture, the only sources were dealers who specialized in
high-end furniture, or the architects of their buildings. The Eameses greatly
influenced the product design industry, from furniture to lighting to general

office equipment.

The Eameses’ work was the genesis of the furniture and product design
industry as it is known at the beginning of the twenty-first century. Their
example, and their success, encouraged many designers and furniture man-
ufacturers to establish productive, long-standing working relationships.
Architects Mies van der Rohe and Eero Saarinen and designers Isamu
Noguchi and Harry Bertoia produced chairs, tables, and lamps for Knoll
International. In addition to producing work by Charles and Ray Eames,
Herman Miller, Inc. produced designs by Isamu Noguchi and Alexander
Girard, as well as the Gomprehensive Storage System created by its design

director, George Nelson.

CORPORATE INTERIOR DESIGN FINDS ITS IDENTITY:

The 1960s in America saw widespread questioning and experimentation at
all levels of society, from the personal to the institutional. Student protesters
storming a university president’s office and putting their feet up on his desk
became one of the decade’s many indelible visual metaphors. In a time that
saw a U.S. President and other political leaders assassinated, civil rights
marches proceeding peacefully alongside cities on fire, and the Vietnam war
back-to-back with TV commercials for toothpaste, the hierarchy was on
shaky ground. Once the dust settled, it was clear that values had shifted and
the time had come for the rigid hierarchy to relax and make room for indi-

vidual talent and entrepreneurship.

The 1960s introduced the contract interior design profession as we know it
today. While in the 1950s architecture firms had begun to offer interior design
services, the 1960s saw these interiors studios mature and develop into large,

independent design firms that offered comprehensive interior design services.

1960 TO 1970
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One outstanding example is Gensler, Inc. In 1965, Arthur Gensler began his
eponymous company in San Francisco, with $200 and two colleagues. The
company initially provided space-planning services to business clients. Since
then, Gensler’s focus has expanded from space planning and office interior
design to comprehensive architectural services; the company has grown
from one office to 23 around the world, with more than 2,000 employees.
Today, Gensler is acknowledged by its peers as the most respected and best-

managed interior architecture firm in the United States.

THE INTERIOR DESIGNER JOINS THE MANAGEMENT

The volatile cultural climate of the 1960s and early 1970s may or may not
have contributed directly to the ascendancy of the open office. Nevertheless,
it was in the 1970s that major American corporations, including General
Electric, began looking to Peter Drucker for management consulting expert-
ise. Drucker, who coined the term “management by objectives,” was one of
the first to see the information economy developing and with it a new type
of employee—the “knowledge worker.” Drucker also insisted that decentral-
ization should be the model of a company’s corporate structure, and many
companies took Drucker at his word and extended decentralization to real

estate.

Until the 1970s, office buildings and particularly corporate headquarters were
located primarily in major cities. The obvious advantages were access to busi-
ness services and transportation. But high rental costs, combined with the
competitive advantage of new and rapidly changing technology, escalated the
cost of new construction and maintaining existing structures. It became
expensive if not prohibitive for a large company to relocate to another down-
town building that offered up-to-date infrastructure, the required technology,
and other amenities. Soon, companies began to move their headquarters from
the city to the suburbs, with its abundant land and low-cost spaces. The work-
force followed, continuing the boom in suburban and exurban housing devel-

opments and shopping malls that began after World War II.

TEAM: 1970 TO 1980
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These trends, in turn, led to the speculative office building. In response to
the exodus of businesses from the city, real estate developers created an
entirely new type of office complex. Suburban buildings were no longer cre-
ated in the image of their corporate tenants, like the Seagram Building or the
GBS headquarters in New York Gity. Instead, developers created anony-
mous groups of buildings on cheap and vast expanses of land, much of it
unused farmland. The model of a low-profile, meticulously maintained cor-
porate campus replaced the intense, vertical office tower. In keeping with its
emphasis on cost control, the speculative office building was basically a shell
that required the most efficient, most cost-effective use of space. This require-

ment demanded an entirely new type of professional: the space planner.

In the space-planning process, the first step is programming. The space plan-
ner interviews the client and, through questionnaires and face-to-face meet-
ings with workers and their supervisors, determines the amount of space
required for various functions. Projected growth or shrinkage are factored
in, and the collected data help the planner determine the amount of space
needed for each function or employee. The end result establishes the square
footage the client requires. Armed with this information, the real estate bro-
ker can shop the various spaces or buildings on the market, looking for the
most favorable lease option. If the client is considering more than one build-
ing, the design firm rejoins the team to organize the program information
into a space plan showing locations of partitions, doors, and furnishings.
This allows the client to visualize how the organization will fit into space in

one or more buildings.

Many large interior design firms were formed during this time, with several
created for the sole purpose of offering space-planning services. Between
1974 and 1984, the number of jobs in the United States, many of them occu-
pied for the first time by women, increased by approximately 24 percent.
Commercial interior designers became increasingly competitive, positioning

real estate brokers as intermediaries between their firms and their clients.

For the industry, this situation was a double-edged sword. Interior design pro-
fessionals entered the decision-making process earlier than ever before, which
gave them an opportunity to expand their role and increase their influence.
Many interior design firms became expert at analyzing building options and

expanded their services to include a full range of pre-lease services. This
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ultimately positioned designers as consultants who offered valuable advice
that would have a strategic and economic impact on their clients’ businesses.
The downside, however, was that, as real estate brokers became more in-
volved and aggressive at the planning phase of office design, clients expected

to pay lower professional fees for basic design services.

In addition, interior design firms that provided only space-planning services
contributed to the confusion about what a professional interior designer actu-
ally does. Traditionally, a new tenant’s landlord had paid for space planning.
The fee for this service was extremely low, averaging five cents per square
foot. Full-service interior design fees, meanwhile, averaged three dollars a
square foot. Many clients did not understand the differences between space
planning and comprehensive interior design services, which include much
more than programming alone. A contract interior designer has expertise in
conceptual design, design development, contract documentation and admin-
istration, and furniture specification. In addition, qualified interior designers
have the technical knowledge to integrate architecture and construction and
the ability to create interiors that are not only efficient, cost-effective, com-

fortable, and aesthetically pleasing, but that make workers more productive.

On a parallel track during the 1970s, as large interior design firms grew to
accommodate the increasingly specialized needs of their corporate clients,
residential interiors were created by practitioners associated with small or
frequently solo design firms that offered a much more abstract product—
good taste. Beginning in the late 1950s, Mies van der Rohe created landmark
apartment buildings in Chicago whose interiors were in spirit if not in fact
made for Bauhaus furniture. In the 1970s, European and especially Italian
furniture design, notably from the Memphis group, contributed to the cre-
ation of innovative residences. For the most part, however, especially in
America, homes that were professionally decorated recalled scaled-down ver-
sions of traditional British or Continental interiors. Following their training,
as well as public perception, residential specialists were recognized experts at
furniture, finishings, and overall visual presentation. They were not consid-
ered—nor did they consider themselves to be—strategists or planners. The
public perception of “interior design” had solidified early in the twentieth
century. In the intervening century, particularly in corporate America dur-
ing the decades following World War II, the definition changed but the per-

ception did not.
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The widespread misunderstanding about their expertise put interior designers
on the defensive. Since clients who were knowledgeable about design were the
exception rather than the rule, designers were forced to explain and justify the
value of design. The situation was exacerbated for designers in the late 1970s

with the beginning of the country’s first post-World War II recession.

The 1970s were a wake-up call for corporate America. Not only was the econ-
omy shaky, but “Japan, Inc.” offered formidable competition. The corporate
hierarchy was by now on the endangered list. W. Edwards Deming, an inde-
pendent business consultant, had been an advisor to the Japanese after World
War II. His concept of the learning organization, which he developed in the
1950s, had helped Japan achieve its own postwar business recovery. Deming
believed that insights into the system and useful ideas for changing it should
find their way upward from the bottom of the organization, not be handed
down from above. He encouraged companies to foster their employees’
Intrinsic motivation and insisted that no one is better equipped to resolve
systemic problems than the people who work with the system daily and who
know it best. A true visionary, Deming foresaw the transformation of the
American economy from goods to services and steered companies toward
an emphasis on quality and customer satisfaction. He is popularly known for

his concepts of “total quality management (TQM)” and “quality circles.”

Globalization signaled the beginning of the end for the bureaucratic mindset,
particularly when it came to corporate design. The days of rigid design stan-
dardization were clearly over. As they acknowledged global influence and
competition, corporations knew that developing new business approaches

was part of the deal.

By the early 1980s, global competition had forced America to completely
rethink the way it did business; in addition, advances in computer technol-
ogy had reached critical mass. The resulting profound change for organiza-
tions, the workplace, and individual workers created a host of euphemisms

for the word lay-off—reengineer, downsize, and rightsize among them. Just as
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the early 1980s brought profound change to the structure of business, it also
changed the way corporate leaders thought about their companies’ real estate
holdings, offices, and equipment. The 1980s brought radical change to the

profession of interior design as well.

In the 1980s, companies continued the workplace economies that they had
introduced during the heyday of reengineering. Because workers spent a
greater amount of time at the office, they became attached to their comput-
ers and their workspaces. For the first time, interior designers needed to
understand the concept of social dislocation as it applied to the workplace.
Ergonomic and health issues came up as well. Workers co