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Introduction

 

Why we draw

Good interior design does not begin with a drawing but with an idea, an ill-defined image that exists for a moment in the imagination and continues to flit, evasively, across the mind’s eye. Designing is, in effect, the pursuit of that image: a succession of attempts to define it more precisely, to give it form, to examine it and assess its worth, to make progressively more objective decisions that finalize ideas and to communicate those ideas to clients, collaborators and builders in the form of drawn and written instructions.

Drawing, at first broadly and speculatively and then with increasing focus and precision, is the means to test rigorously how a near-abstract concept can be viably translated into reality. It may be feasible to visualize and scrutinize concepts without drawing them, but it would be perverse to deny that the most immediate and effective way to design is to make drawings – and drawings may take many forms. With the advent of specialist hardwares and softwares they do not have to be, perhaps should no longer be, handmade pen or pencil lines on conventional papers. They should be made in the way with which each individual designer is most comfortable. They should change to suit the particular requirements of each project and, because they are a means to the end of expressing ideas, content should be more crucial than technique or style, which will take care of themselves.

[image: image]

A computer-generated conceptual drawing, in which lines and blocks of colour are augmented by scanned artefacts and textures.
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Most interiors depend for their success on two- rather than three-dimensional gestures. The computer allows the essence of these to be represented accurately and convincingly, with a little added drama.
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A hand drawing scanned and ‘colour-washed’ by computer.
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Detailed description of the relationship between new and existing structures is much easier to create by computer. In addition, the image – generated from plans and sections – may be rotated on-screen for selection of the best viewpoint.
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The earliest sketches represent a designer’s first attempts to give physical form to what must inevitably be unresolved ideas. Further refinement requires more precise representation and investigation.

As a designer becomes more experienced, making a drawing, the right kind of drawing, becomes automatic, instinctive, an immediate expression of thought. It need not be carefully refined but it does seem that when one is intensely focused, absorbed in thinking about possibilities, and when the imagination and eye are practised, then the drawings produced have a quality that gives them a particular authority. Effective and successful drawing bolsters self-confidence and confidence in the ideas one is proposing – and establishes credibility with clients.

The act of drawing structures thinking and the coherent progression of ideas. Paradoxically its particular potency is recognized in the caveat that one should delay making the first drawing in order to allow ideas to float freely in the imagination. A warning acknowledging that once the abstraction of thought is given tangible shape, wideranging speculation comes to an end, and the identity of the project and the direction of its evolution are as good as settled. Every designer experiences that moment of frustration when a fruitless idea is obsessively and repetitively committed to paper, as if the hand is stubbornly denying the imagination the chance to move on. At times like that the only way to progress is to stop drawing and to think, to allow the imagination the chance to start again.

In effect, all drawings but the final one made in the course of developing a project have some shortcomings. All are made in the optimistic expectation that they will encapsulate a final solution, but under objective scrutiny all except the last – while they may offer some encouraging evidence of progress – will be found wanting. It is the identification of their shortcomings that will further inform not only the direction that the design process should follow but also the questions being asked in the brief, for these are inevitably modified and complicated as one begins to understand how the realities of an existing building determine what is possible. Clients’ perceptions and expectations must also change as the nature of an appropriate solution changes. Their contribution and agreement is essential for the progression of any project, and the rationales for decision-making must be communicated to them clearly. Well-made drawings are the most effective way of doing this.

Making a good drawing requires practise and an understanding of how it may best convey information. While all drawings, like everything a designer produces, should aspire to be beautiful their first obligation is to convey information, and ultimately their success must be judged on their capacity to do this. Ideas need to be assessed objectively, regardless of the quality of the drawing that describes them. Evidence suggests that a good idea will generate a good drawing – one that, because the designer is immersed in and confident about a solution, will distil and convey the essence of an idea and its physical expression.

Different stages in the design process require different kinds of drawing. As the design becomes more precisely defined so the drawings become more exact; while initial sketches may be flamboyant and suggestive of an intense involvement with the creative moment, they are, because of their very spontaneity, more superficial than the prosaic plans, elevations and details that follow and explain in detail how the building will be made. It is in these precisely scaled drawings, showing little evidence of graphic gestures, that the designer becomes increasingly engaged with the reality of their proposal, the imagination is most intensely engaged and distractions are least intrusive.
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Drawings made to scale clarify precisely the interaction of elements within the project and allow final decisions to be made about proportions. Simple three-dimensional images, generated on computer, also help clients understand the composition and organization of a project.

The tools and materials with which designers make their drawings have always been in a state of evolution and the capacities of particular media have, inevitably, had an impact on the way designers ‘see’ their ideas and influenced how they, and others, appraise them. It is comparatively recently that the sedate evolution of the pencil, pen and felt tip has been abruptly and fundamentally interrupted.

The impact of the computer

There is still some disagreement about whether images produced by computer can be described as ‘drawings’ at all. Those who harbour doubts have a visceral feeling that a drawing is something that must be made by the hand and that the communion of hand, eye and intellect has a power which offers the only true road to visual creativity.

There is a sentimental presumption that drawing by hand represents a more ‘artistic’ activity than drawing by computer, but this is an argument usually put forward by those with a vested interest in their own well-developed and polished drafting skills. It also denies the evidence of history. The pencil on paper is an improvement on the stick that scratched lines in the mud and sand, and on the quill that dripped ink onto parchment. It made possible a better standard of drawing and added to the capacity of those making drawings to express themselves more effectively. The computer does the same, but even more dramatically.

The computer, although it has only been widely used in the field of interior design for little more than ten years, has become the drawing tool of choice - because it is the most effective instrument available to support the practice of interior design, and the material it produces is inherently compatible with the new and ubiquitous digital mechanisms of global communication. It is becoming progressively more easy to use, and such development is likely to continue as long as producers of hardwares and softwares compete to offer more user-friendly – and, therefore, from their point of view, commercially successful options.

While the extravagant claims of the early supporters of computers – that the machines would take over the creative process – have gone unrealized, and are likely to remain so, the, only slightly, more modest reality is that they have had a fundamental impact on how people now engage with the process of creating interiors. Qualities that are essential in the making of a good interior – lighting, colour, texture, transparency and reflectivity – are all extremely difficult, some nearly impossible, to represent with traditional manual techniques. However, using computers it is comparatively simple to represent these essentials with a great – sometimes unsettling – degree of realism. Designers trained, and variously adept, in the use of manual techniques have been reluctantly compelled to acknowledge that the computer does those jobs better than they ever could. The fears that computer imaging would force uniformity of visualizing, and of the consequent built output, have been allayed by the evidence. The new medium has added to the creative palette, enabling rather than stifling creativity and diversity.

It is possible to make both good and bad drawings by either hand or computer. Merit is the result of refined technique and taste. A critical eye, rather than the computer or the hand, is what makes a drawing good. While the fear that all drawings made on computer and all interiors built from them would look the same has therefore been dispatched, but there is a generic look to computer-generated images. There is, of course, also a generic look to those made by hand and, just as with handmade drawings, the more one practises, and perfects the use of appropriate software, so the more distinctly individual the computer-generated image becomes. The maxim applied to traditional drawing, that the identity of the maker is always clear in a good drawing and that all bad drawings share an anonymous and unattributable ineptitude, is equally true for those made by computer. The mechanical, dispassionate and unadventurous implementation of instructions in a software manual will offer only the most prosaic description of reality, but the evidence suggests that for every designer, regardless of the quality of creative design work, the lowest level of digital drawing will be significantly more acceptable than that of an incompetent hand drawing.
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The computer has now become the drawing tool of choice for interior designers.
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The computer offers complex and complementary options for the rendering of three-dimensional images.
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The computer can introduce the extraordinary into the depiction of the (comparatively) ordinary.
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The computer-made image is the most effective way of representing materiality and atmosphere.
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This image concentrates on the dominant elements in the space – the display system and products – focusing on them as the eye would and only hinting at elements of the existing building, which are of secondary, albeit complementary importance.

Designers who use software creatively offer themselves, and others, the chance to consider a richer, more accurate and informative representation of their ideas. If one accepts that the opinions of a client are an essential element in the evolution of a successful project, then the more clearly and precisely ideas are represented the more productive the dialogue will be.

If computers significantly extend the possibilities of exploring and communicating the physicality of a proposal, they have also impacted fundamentally on the making of the production drawings that provide builders with the information they need to construct the designer’s intentions. They ensure drawings of extraordinary precision, to which text may be added without the labour intensive tedium of stencilling and in which the changes that inevitably become necessary as the project evolves may be incorporated seamlessly.

Compatibility of drawing software with information and communication technologies enables instant global distribution of drawings and an exchange of ideas that wholly supersedes the efficiency of any postal service, making creative collaboration with specialist consultants and manufacturers simpler and more spontaneous. Problems on a site half the world away can be digitally photographed and sent instantly to the designer, who may identify and communicate a solution just as rapidly. One reservation may be that the possibility, and perceived obligation, to reply quickly will discourage the extended consideration that a critical problem might require.
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Crucial construction details are identified, considered in two dimensions at a small scale (1:50 or 1:20) then drawn at 1:5 or full size with explanatory technical notes. Often when, as in this example, the construction process is complex and ground-breaking, development of the project will involve discussion with specialist consultants and manufacturers and drawings must initially communicate the designer’s aesthetic intention to them. Subsequent drawings must incorporate information supplied by them (see chapter on production).




STEP BY STEP COMPUTER BASICS

Most drawing softwares offer a reasonable quality of three-dimensional image capable of meeting almost all requirements for developing and presenting ideas. However, in creating the most polished and realistic images it is often necessary to use a combination of programs, and, just as images made on different hardwares and softwares can appear very similar (as do drawings made by hand), so the basic steps in creating them are essentially the same.

[image: image]

1 In the first step – the ‘wire frame’ – all lines generated by the projection of plan and section are visible.

[image: image]

2 The ‘hidden’ lines – those obscured by the built planes of walls, floor, ceiling and other solids – are eliminated to provide the first clear three-dimensional ‘model’ of the space.

Two examples demonstrate this: the upper sequence is primarily concerned with representing materials; the lower sequence with representing form. Each uses different hardware and a combination of different softwares.

[image: image]

3 The first renderings of materials, textures and lighting are added. This stage allows an appraisal of the composition of the image.

[image: image]

4 The lighting and materiality are fine-tuned using compatible complementary software.




We are not, in this book, considering the particular merits of different software packages. Most of the specialist programs fulfil the essential requirements satisfactorily. Each is in a fairly constant state of flux as software designers create additions to their products, and often strikingly familiar, versions of successful rival softwares. Refinements to software packages almost inevitably make them simpler and faster to use and it is therefore increasingly easy for designers to move from one program to another. Comparisons of images made with different softwares, and combinations between packages, indicate that all can achieve a comparable level of refinement.

Those who first used computers in design practice were not only learning an unfamiliar way of working but grappling with equipment that was significantly more difficult to use than current (and, presumably, future) versions. They were also trying to disengage from the habits of drawing by hand, having to organize the way they put a drawing together in unfamiliar ways. Cumbersome early programs, untested in the fields of practice, did perhaps require a significant degree of induction and dedicated experience of use, but it would now be a short-sighted employer who would reject a talented designer on the grounds that they were unfamiliar with the practice’s preferred software (although this may continue to be a useful diplomatic way of rejecting an unsuitable applicant).

Any good interior design school should be inducting students into the use of computers at the beginning of the course, allowing them to find and evolve their own way of thinking with this essential tool. Just as one should not be aware of the pencil in one’s hand when drawing, so, ideally, one should not have to deliberate over procedures for making an appropriate computer image.
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The three-dimensional images for these three projects were generated by different software programs and refined using other specialist softwares, to import textures, materials, and furniture.

The essential skill in making an effective drawing, particularly one that attempts to represent an interior realistically, is to be able to visualize it accurately in one’s imagination – the same skill that was necessary to make a good drawing by hand. Because the image in the designer’s ‘eye’ is the crucial ingredient in determining the ‘look’ of a drawing, there is likely to be more variation in the work of two individuals using the same program than in two drawings by the same designer on two different software programs.

On this page drawings show how the computer makes possible the production of images that are distinctly different but that complement the style of the projects they illustrate.

When experienced designers have polished their computer-imaging skills, it becomes impossible to attempt to identify the programs they use and the impact of these on their work. Designers’ individual ways of seeing become the determining factor in the expression of ideas. Rather than forcing graphic conformity as was, and is still sometimes, argued, the computer makes possible an extraordinary diversity of image. Examples on the following pages – each pair is the work of one designer – demonstrate this.
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Two images by the same designer. The limitations of hand skills do not allow such extreme diversity of expression.
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In the work of designers who are experienced in the use of computers it is sometimes impossible to identify which programs have been used because it is the designers’ ways of imagining their proposal that become the determining factor in the expression of ideas, rather than the software itself.
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The unique character of two proposals, by the same designer, is distinctively represented, and complex detail convincingly realized.
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Diverse, unconventional images, partly computer generated, partly computer-scanned found images and hand drawings, confound arguments that computers lead to graphic conformity.
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Images of different areas of the same project, one dealing with the contrast of new and existing materials and textures, one dealing with the hardedged precision of a new space.
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Two drawings sit at opposite ends of the graphic spectrum. In that above light is harsh, colours are brash and sharply outlined. In the other lighting is soft, colours are muted and edges blurred.

The future

The often embarrassing history of predictions about future technologies suggests that dogmatic speculation is largely futile. The extraordinarily rapid development of computer-generated visualization suggests that the activity will continue to change significantly, but it is perhaps possible to speculate about the likely direction of emerging software and hardware.

It is likely that increasingly specialized programs will continue to evolve to deal with specialist needs but, as professional preferences and priorities become increasingly clear, operating systems are likely to become increasingly compatible. One significant example of this is BIM (building information modeling ), a process for the generation and management of production information, the coordination of drawings made by all designers, working in all disciplines on a single project, so that, when any change is made, its impact on the project as a whole is identified and immediately communicated to all others involved so that they can respond to its implications. A mechanical and electrical engineer will immediately be aware of changes made by a structural engineer and be able to assess their impact, if any, on proposals for cable and ducting distribution. This changes the nature of collaboration. Meetings, involving teams of designers and consultants, that would once have been initially devoted to explanation and evaluation, can now concentrate on finding solutions.

As CAM (computer-aided manufacture) develops, its capacity to relate to CAD (computer-aided design) increases and the communication of instructions from designer to maker has become increasingly streamlined and refined. CNC (computer numerical control) technology now makes it quite feasible to link a designer’s laptop in one hemisphere directly to a fabricating machine in the other. A computer programmed machine has no preference for straight or curved lines. Variations of lengths and radii, which would require time consuming manual adjustments to machine settings and templates, may now be infinitely varied and adjustment is made simply and definitively
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