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CHAPTER I 

INTRODUCTION 

Interior design as practiced today is a new profes-

sion, very different from what it was only a few years ago 

when it still ccncerned itself mainly with the superficial 

aspects of home decoration. The new profession is con-

cerned with all areas of interior environment; this is even 

reflected in its name change from interior decoration to 

interior design. The interior design profession of today 

is concerned with the conception of the whole building. 

Architects and designers both agree that the plan, the in-

terior, the exterior, and the entire building must be inte-

grated into a whole unit and that the interior design must 

be given careful planning at the early development stages 

(Alexander, 1972, p. v). 

Like structural engineering and landscape architec-

ture, interior design is a specialized branch of architec-

ture. The most successful buildings are those in which the 

interior designer and the architect work hand in hand iri 

their planning and design (Friedmann, 1970, p. viv). 

Basically, architects and interior designers seek the 

same goal, which is to create a functionally and aesthet-

ically pleasing design. Although the architect's and 



interior designer's theoretical aim is similar, the two 

have often been separated functionally. Their separation 

may be due to the fact that interior design is just evolv-

ing as a profession after many years of nonprofessional 

status (Mahoney and Wozniak, 1969, p. 1). 

Gradually through the combined efforts of educational 

institutions, professional publications, the American Insti-

tute of Interior Designers (A.I.D.), and the National Soci-

ety of Interior Designers (N.S.I.D.), interior design is 

coming to be known as a profession in its own right with 

educationai background and goals compatible with those of 

the architect (Pregracke, 1971, p. 11). Today the two 

aforementioned organizations have been combined to form 

the American Society of Interior Designers (A.S.I.D.). 

The fact that the new profession has weathered the 

so called ten percent decorator, or the part-time housewifo 

turned decorator, is seen in the growing demands of the 

sophisticated client seeking total architecture. This has 

architects across the nation exploring the possibilities 

of expanding their practice to include interior design, al-

though some architects have for years successfully included 

the interior designer in the architectural team as a part 

of their specialized services (Pregracke, 1971, p. 13). 

A gcod example of this architectural team is seen in 

the large architectural firm of Skidmore, Owings, and 



Merrill with offices in six major cities in the United 

States and one in Rome, Italy. This firm maintains a ccr,-

plete interior design department, and it is their goal, as 

it is with other large architectural firms, to try for a 

total contract for building and interiors (Pregracke, 1971, 

p. 13). 

The need for good interior design has never been rr.ore 

in demand than it is today if the basic problems of design 

pertaining to all aspects of architecture, exterior and in-

terior, are to be solved. The need for such collaboration 

is explained in an edition of the American Institute of 

Architects Journal: 

With the complexity and magnitude of present-day 
buildings and man's living environment, the merging 
of design services through collaboration ariong all 
environmental design professionals is required to 
meet advancing environmental standards, to solve the 
complicated design problems of contemporary i^rojects, 
and to produce unified and harmonious results. Such 
collaboration and teamwork throughout the planning 
and design cycle are supported wholeheartedly by en-
vironmental design professionals in the interest of 
their client and the public (AI.̂  Journal, 1966, p.65). 

Speaking on sweeping goals of tomorrow's professional: 

The interior designer stands on the brink of a new 
vocation. When the interior designer finds his new 
vocation in the environment as a whole, he will be 
involved in much more complex, "public" decisions. 
He will hold a position of importance in the group 
that falls under the umbrella term "environmentalists" , 
for his role will bring him in closest contact with 
the pecple, with the way people use ani live in their 
environr.ient. The interior designer, as a part of a 
team, will care for the comfort of the rider in public 
transportation systems: he will see to the details 
of how streets work and look: he v/ill make recreation 



centers and medical facilities serve the public. v.hen 
a whole team of environmentalists is involved, they 
think of these problems in terms of all their impli-
cations, and their effect on a city, and not just in 
terms of individual buildings (Anderson, 1970, p. 139). 

Mary Jean Alexander, author of Designing Interior 

Environment, comments: 

If the interior designer is to take his place in the 
field of environmental planning, he must not only be 
in command of the information embodied in a comprehen-
sive educational program, but must also be professio:.-
ally rather than commercially oriented. In order to 
côpe with new demands, new methods and materials, and 
the complex needs of a rapidly changing world, interior 
designers are beginning to broaden their goals and 
raise their standards of training. Training for in-
terior design today has aims very different from those 
offered the finest interior decorators not many years 
ago. With the other designers of environment, the 
interior designer must aim at understanding hur, an needs 
and must utilize every idea, resource, and potential 
to achieve a satisfactory use of interior space for 
all purposes and all human beings (Alexander, 1972, 
p. 91). 

In view of the aforementioned complexities of man's 

changing environment, the interior designer must find 

clearer methods to communicate with his client. Today's 

complex society has produced nonuser clients such as large 

corporate entities, big business, institutions, govcrnment 

and the military. Secretaries in the skyscrapers, children 

in the anonymous schools, employees of the factories are 

the users for whom interiors must be sensitively designed. 

The designer in many cases has little contact with his real 

client. He must go beyond the traditional client prescrip-

tion in order to find what the human need of the uscrs will 

be (Wilson, 1968, p. 122). 



Designers' presentations are a tool--a means to an 
end—and a designer's language of communication wit.h 
his client (Pregracke, 1971, p. 7). 

Olga Gueft agreed that: 

. , . effective client visualization is difficult 
enough to do in small projects--individual houses or 
apartments, small store. In large projects--institu-
tions, corporate offices--where the client is the 
building committee of a large organization--it requires 
an analytical and visual tour de force—a presentation 
which makes both the detailed thinking and the visual 
composition behind the project comprehensible to the 
client (Pregracke, 1971, p. 8). 

The techniques of planning and presentation methods 

effective for enlightening and convincing clients are in a 

constant state of development. There are no hard-and-fast 

rules for the techniques of presentation. 

Professionals in the designing field are not alone in 

their quest for effective design presentations for better 

communications; students of interior design and architec-

ture also search for different and more effective ways to 

present their ideas with clarity (Pregracke, 1971, p. 2). 

Professionals and educators both feel that an approach 

to this search is to study the best design presentations 

being produced currently. 

Professor Friedmann stated it this way: 

To improve design education and to upgrade profession-
alism, we must examine the best work being producou and 
then analyze the possible solutions to a miyriad of pro-
blems, sort out the most efficient and creative ways 
of achieving the end product, and then implement the 
solutions (Affrime, 1968, p. 141). 

Olga Gueft, editor of Interiors Magazine, believes: 



We must study the successful practitioners in the field 
of design and evaluate why they have experienced areat 
measures of success. One such successful firm is 
J. Gordon Carr & Associates. Carr's reputation as a 
leader in corporation design does not ste~ only from 
the firm's obvious talents as designers and planners. 
Their reputation for innovation derives equally frcm 
a more subtle, but basically more critical area: 
client relations. Past performance as designers is 
not the only factor that sells a particular design firm 
to a particular client: how it is sold is of equal i."i-
portance. A great measure of Carr's success can be 
traced to their methods of presentations. Carr be-
lieves communication is the keynote in the relationship 
and the assurance of constant two-way understanding is 
the most basic, and often most neglected requirement 
(Gueft, 1968, p. 131). 

The interior design profession is in a constant state 

of re-evaluation and re-examination to meet the needs of 

our environment. The emphasis is on increased profession-

alism, upgrading of design education, collaboration of 

professional designers, and better communication with the 

client. 

Responses to specific issues on the current status 

and immediate needs of the field, have provided a basis or 

future planning. There are different and wide range ap-

proaches toward increased professionalism in interior 

design, and, undoubtedly, comprehensive and perceptive 

appraisal of what exists today must proceed what hopefully 

will be tomorrow. As has been observed earlier, work being 

produced must be examined and analyzed. This should come 

quite naturally to designers, for it is based on the same 

logic applied to solving any complex design problcm. 



Begin with the needs, anaylze the possible solutions to a 

myriad of problems, sort out the most efficient and crea-

tive ways of achieving the end product, and then implement 

the solutions (Affrime, 1968, p. 137). 

Since both professionals and educators agree that 

this is an appropriate approach to meet these goals, this 

method was selected for an approach to this study. The 

major aims were to show the strengths and weaknesses in 

presentation methods of the interior designers and archi-

tects. This was to expose the problems interior designers 

and architects are experiencing in their working rela-

tionships. The findings will serve as guidelines for 

re-evaluating presentations as they relate to communica-

tion, visualization, and working with clients for future 

requirements for the design profession. 

Purposes of the Study 

The major purpose of this study was to ascertain the 

major role and extent to which presentation methods are em-

ployed in professional designers' proposals. Secondly, it 

was designed to investigate the types of presentation meth-

ods currently being used and to establish their worth in 

the client/designer relationship. 

Some of the procedures utilized to accomplish these 

stated purposes include the following: 
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1. developing an interview progra.m to be administered to 

interior designers and architects in Lubbock, Texas. 

Demographic data will be collected along with their 

presentation. 

2. photographing the methods of presentation of selected 

respondents. 

Limitations of the Study 

The major limitations of this study are listed belov;: 

1, The sample was restricted to the Lubbock, Texas area. 

This was due to the limited time and funds available. 

2, There were only a limited number of interior designers 

and architects in the Lubbock, Texas area, and the 

identification process was difficult. Since no direr-

tory of architects and designers is currently in exist-

ence, the researcher was forced to use the yellow pages 

in the telephone directory as a means of sample selec-

tion. 



CHAPTER II 

REVIEW OF LITERATURE 

Historical Background of Interior Desian 

Environmental design professionals have agreed that 

collaboration and teamwork throughout the planning and 

design cycle of a building is in the best interest of their 

client and public. It is also agreed that visual presenta-

tions are the designer's language--a means to an end--in 

accomplishing this goal for establishing two-way communica-

tion between the designing team and client. 

When speaking of designer communication with the 

client, the nature of that communication process is criti-

cal, for more often than not, it is a corporate board, 

government agency, community group, or a sophisticated per-

son, rather than the well-to-do patron that represents the 

information target. Good designers have always been aware 

of the client's needs, but the increasing complexities of 

society have produced so many nonuser clients, such as the 

above mentioned, that the designer must search beyond the 

client's prcscription in order to communicate to the user's 

needs and the suitability (Sommer, 1972, p. 3). 

If change is to mean progress, human values must be 

evaluated. Exaltation of technology places everyone in 
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danger of being submerged by the inhuman in the developing 

environment. Interior designers are becoming involved in 

evaluating such forces and are directing their efforts 

toward creating the kind of progress that strikes a balance 

between science and human needs (Alexander, 1972, p. 6). 

In recognition of this ideological movement within 

the designing field, the first step toward reality is for 

the interior designer to work closer with the architect and 

to develop positive understandings of the ways in which 

they can collaborate; this responsiblity of the two disci-

plines will be significant in producing a powerful coali-

tion for greater buildings in the future (Fallucchi, 1974, 

p. 63). 

A search through the literature for designers' pre-

sentations of integrated exteriors/interiors of architec-

ture revealed that there are many on exteriors, but only 

incidental concern for the interiors. Many of the presen-

tations ignored the interiors completely except for office 

or corporate designs. 

John Pile, in this book, Drawings of Architectural 

Interiors, stated: 

Finding drawings to fill this book seemed, at first, 
an easy and pleasant task. As the process of collect-
ing proceeded, however, surprising difficulti' s 
emerged. It became clear that good drawings of in-
teriors are actually rare. Most architects and design-
ers make as few drawings as the nature of their practice 
permits. Architects also seem to have a certain resist-
ance to dealing with the interiors of buildin :s--the 
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term "interior decoration" implies so many bad things 
that the very act of drav;ing an intcrior r,a}:es design-
ers uneasy. Specialists are often called on to make 
drawings that clients demand and, with certain out-
standing exceptions, these specialists have chosen to 
develop a style which loads bad color on to poor drav;-
ing in a way that is expected to dazzle the unknowina 
client but which embarrasses or repels the serious pro-
fessional (Pile, 1971, p. 2). 

Pile also commended on Frank Lloyd Wright's expres-

sive drawings being predominantly of the exterior masses, 

although he introduced the theory that a house should grow 

from the inside-out with the centrality of the hearth being 

the focus of family life. This seems rather presumptucus 

since the best of interior design is inseparable from the 

structure containing it (Pile, 1967, p. 23). 

An article in Progressive Architecture, stated: 

The distinction of interiors as a separate domain, 
should not be made at all, inasmuch as building is the 
organization, lay-out and design of spaces. A building 
should be a single conception of spaces that outv;ardly 
respond to the context of the site, and inv/ardly re-
spond not just to the pragmatic levels of program, but 
to the possibilities of space as volume, light, texture, 
color, and detail. . . . the design of interiors have 
been regarded as a mere stepchild (Piogressive Archi-
tecture, November 1973, p. 84). 

If belief that total architecture is the integration 

of the interior/exterior of a building and that the inte-

rior space is the special thing wn.ich makes quality archi-

tecture, why is it that society has experienced the 

annulment of this concept over the years? This has been a 

contradiction of earlier beliefs, such as that of Lao Tse who 
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in the sixth century B.C. described this century old con-

cept as follows: 

We turn clay to make a vessel; but it is on the space 
where there is nothing that the utility of the vessel 
depends. We pierce doors and windows to make a house; 
but it is on these spaces where there is nothmg that. 
the utility of the house depends. Therefore, just as 
we take advantage of what is, we should recognize the 
utility of what is not (Alexander, 1972, p. 4). 

Pile stated: 

If we are right in thinking that interior space is the 
special thing which makes architecture what it is, it 
is certainly strange that architects have so uneasy an 
attitude toward this aspect of their art. Many modern 
buildings scarcely have interiors in any meaningful 
sense. Apartment houses, office buildings, hospitils 
and schools are built as clusters of celis with no 
sense of space beyond the limits of one cell. Other 
building types, factories, terminals, auditoriums can-
not escape the inclusion of important interior space 
but it is only in the hands of the most creative archi-
tects that the possibilities of these spaces are fully 
realized. All too many architects see their art mostly 
in terms of exterior masses . . . while the interiors 
are left to the client and whatever helpers he m.ay find 
to treat them in any way convenient (Pile, 1969, p. 5). 

Before proceeding into a specific study of interior 

design presentations, it was advantageous to explore the 

evolution of early interior decoration regarding the pro-

blems it experienced in gaining the acceptance and respect 

of the architect. This was pertinent to the understanding 

of why the architect and interior designer have functioned 

separately in the past, as well as an attempt to establish 

a mutual sensitivity between the two professions for fut-.re 

collaboration. Thus, integration of the interior/exterior 

of the building for human environment will be achieved. 
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Interior decorating as practiced in this county 

evolved around the late nineteenth century with emphasis 

only on the home. Edith Wharton, a leader in the field, 

wrote in the year of 1897, that architects looked down on 

house decoration. They considered it only a branch of 

dressmaking and left the field for the upholsterer to do. 

With no formal training in design, the upholsterer filled 

the rooms with an abundance of curtains, festoons of lace, 

and wobbly tables covered in heavy velvets (Alexander, 1972, 

p. 1). 

It was at this time that Edith Wharton, who was dis-

satisfied with her own home, wrote her book, The Decoration 

of Houses. It was this step that helped to develop an 

interest in interior decorating. In America at that time, 

people of great wealth, such as the Vanderbilts and Morgans, 

spent great fortunes on entire rooms of furnishings pur-

chased from the villas and the chateaux of Europe. People 

who did not have this wealth copied the traditional styles 

of Europe on a smaller scale (Alexander, 1972, p. 1). 

Practices of this nature require a certain degree of 

expertise in the selection and installation of the finest 

European pieces. A pioneer in interior decorating was 

Elsie de Wolfe, who wrote The House in Good Taste in 1913. 

In her book, she stressed the pleasure of simple houses 

with comfortable and sensible furnishings. Ochers v;ith a 
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knowledge of color and background of period furniture began 

to do the same. Interior decoration began with this casual 

service in merchandising. After the first World War, Frank 

Alvah Parsons began to offer training in interior decora-

tion at his School of Fine and Applied Art (Alexander, 1972, 

p.3). 

While the interior decorator was embellishing the 

home in the traditional style, a new modern movement was 

developing in architecture as a sort of rebellion to the 

dependency on past designs. Louis Sullivan, Frank Lloyd 

Wright, Le Corbusier, and architects of the Bauhaus were 

leaders of this movement. The revolutionary m.ovement of 

the late nineteenth and early twentieth centuries was based 

on a new concept of space, the use of industrialized mate-

rials, and a thesis that architecture must be organic and 

have functional integrity. Since this was the first strong 

movement in architecture since the Renaissance, the un-

adorned and contemporary lines were frighteningly unfamil-

iar, and many did not understand it. Many architects 

accepted this new concept, but interior decorators did 

not understand it, nor like it and continued to treat ari 

interior as a closed receptacle to be furnished and deco-

rated. Gradually, interior designers accepted and applieJ 

the concept and also developed new theories. This was part-

ly brought about by the recent collaboration betwrcn some 

architects and interior designers (Alexander, 1972, p. 4 & 5). 
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Although it appears that the interior design profes-

sion has completely arrived in its acceptance of integrat-

m g m t o a whole, there are still many architects who prefer 

to function separately. 

Pile comments: 

This attitude seems to be connected with a pecaliar 
embarrassment about "interior decoration," a trade 
and/or art that has had a long history as a kind of 
camp-follower to architecture. The very term "decora-
tion" implies something superficial, transitory and 
dispensable. The decorator tends to be seen as irre-
sponsible, "arty" and somewhat shady in both his busi-
ness and his personal dealings. The term "interior 
designer" and such new and unclear ter::,s as "space 
planner" or "environmental planner" have appeared partly 
to give a less limiting picture, and partly sim>ply to 
escape the onus that hung over the word "decorator." 
The unfortunate fact is that most architects neverthe-
less feel that too much concern for building interiors 
is not quite seemly, with the result that the promised 
excitement of much contemporary architecture is not 
realized when a building turns out to be internally 
indifferent however photogenic its exterior (Pile, 
1967, p. 5). 

The stigma of the field's non-professional back-

ground has caused setbacks and the new interior designer's 

role is constantly being redefined for clarity by profes-

sionals and educators. This effort is shown in Friedmann's 

following statements: 

Until not too many years ago, interior design was pri-
marily concerned with the home, and every f'jrniture 
salesman or drapery hanger was a "decorator." Termi-
nology in itself is not really important. The decora-
tive arts are a meaningful part of interior design. It 
is the implication that society attaches to cortain 
terms which makes it necessary to find clearer ones 
from time to time. During the past decade, the new 
profession emerged and the term, "decorator" fell into 
disrepute. Today a clearer identification of the de-
signer's activity leads many people to reier to the 
field as interior architecture. And more recently all 
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those concerned with the shaping of man made environ-
ment refer to the total field as environ-mental design; 
thus, it is quite possible that ten years hence the 
accepted term for one practicing interior design will 
be "environmental designer" (Friedmann, 1970, p. xiv). 

Michael Green, author of Your Future in Interior De-

sign, further clarifies this point of view: 

The term "decorator" though still commonly used, is in 
disrepute; the name has come to imply "armchair occupa-
tion" which does not meet the standards of the profes-
sion. The interior designer, as is true in any field 
demanding specialized knowledge and talent, must first 
and foremost be proud of his profession as a whole. 
Interior design is not only a new field--as presently 
defined, a twentieth century phenomenon—but also alm.ost 
totally an Araerican profession, rapidly gaining inter-
national status. Donald Deskey wrote: 'The modern 
interior is designed not decorated.' For the conscien-
tious professionals, their work has been to sustain and 
clarify this basic concept (Greer, 1970, p. 22). 

Some of the first interior designers emerged from the 

most unlikely places. For example: an actress, turned 

secretary, got her start by arranging furniture. Later she 

became successful enough to head a major firm and to com-

pete with major architectural designing firms of tho 1950's 

(Wilson, 1973, p. 122). 

The interior design field is going through the same 

crisis that the field of architecture has experienced in 

its relation to industrialized housing. Forest v.ilson, 

formerly an Assistant Professor of Interior Design at Pratt 

Institute and now Dean of the School of Architecture, Ohio 

University, says it best in his article: 

When the need arose, the 'experts' were there without 
any professional education at all. Carpet and furniture 
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distributors, paint and department store sales people 
became interior designers overnight as product sales 
blossomed into interior design service. The phenomenon 
is somewhat akin to the recent rush of architects, 
building product manufacturers, entrepreneurs, engineers, 
and management consultants to the field of industrial-
ized housing, with much the same results. The free-for-
all eliminated all but the most adept (Wilson, 1973, 
p. 122). 

Of major concern with the serious professional inte-

rior designers is the number of retail salesmen, without 

former design training, conducting themselves in a fashion 

of giving advice and guidance in the field and calling them-

selves "interior designers" (Gueft, March, 1968, p. 87). 

Also of equal importance in gaining the respect and accept-

ance of the architect or public is the concern over degrad-

ing advertising. The following was a full page ad in the 

Ladies' Home Journal. 

Why don't YOU become a professional Interior Decorator? 
It's a high-income field where a woman is in her alory. 
The demand for decorating services is at a peak, and 
opportunities are unlimited . . . even if you use only 
part of your time. You can train at home without int- r-
rupting your regular duties. . . . Even if ycu've done 
no decorating, you may be one of many women with unsus-
pected talent in this direction—talent just waiting to 
be discovered (Gueft, March, 1968, p. 87). 

This is a very demeaning document, an abusive insult 

to the serious minded professional with educational goals 

and background parallel to that of architects. This does 

not mean that decorating is not important. There will 

always be usefulness for the decorative skills, for it 

would be a dreary world without it, but it is not one of 
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the pressing needs of our time. It does not fit into the 

scheme of environments' social viability (Anderson, 197 3, 

p. 176). 

Professional organizations are insisting that inte-

rior designers be treated with respect like architects, as 

members of the environmental team for they are an essential 

part of this team, and will become more so as these faults 

are corrected and the distinction between interiors and 

exteriors is blurred (Gueft, 1968, p. 87). Respect is of 

major importance between the two disciplines to form a 

strong liaison. The strained relationship between the inte-

rior designer and architect has created an uneasy coexist-

ence for so long that it has become a state of normalcy 

between the two. This strain was recognized as early as 

1931 when Frank Lloyd Wright called the work of decorators 

and designers the desecration to architecture. He pub-

lished this in this book, Frank Lloyd Wright on Architec-

ture. This book is used today as reference and research 

material by prospective design students (Wright, 1941, 

p, 156). 

The relationship between architects and interior de-

signers is a perennial point of debate. Examples include 

topics such as "How Do We Bridge the Gap Between Interior 

Designer and Architects?" and "Overlapping Professions." 

Today the interior designer is realizing that in m.any cases 
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the architect is not his teammate but his competitor. As 

the field of interior design increases in status, more 

architects are abandoning their architectural practice and 

are functioning as interior designers--it is beside the 

point as to whether to debate the pros and cons of the 

architectural education in the interiors field, but obvi-

ously a full architectural education is a long way around 

to interior design, and it by-passes many skills and cate-

gories of knowledge and sensitivity v/hich an interior 

designer needs (Gueft, 1968, p. 119). 

It is interesting to note that although opportunities 

and inclinations have led the architect to devote all his 

energies to the practicing field of interior design, and 

that he has abandoned the architectural practice, he still 

calls himself an architect rather than an interior designer 

Does this show that he respects the interior design field 

as a profession? Or does he choose to do so because he 

feels that an architect carries more prestige (Gueft, 1968, 

p. 6)? 

This review of the history of interior design pre-

sents a few of the problems that the interior designer and 

architect are experiencing in their relationship, and an 

insight into issues that have a direct bearing on their 

separation . The preceding information is for the purpose 

of a review of the developments in interior design and to 

bettor understand its association with related fields. 
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It also serves as a foundation to find efficient and crea-

tive solutions to problems and enhance the communication in 

all areas of design. 

Presentation 

As was mentioned earlier, direct collaboration among 

designing teams and open communication with clients is 

necessary to understanding human needs. It was also estab-

lished that a means to this end is in the form of a presen-

tation--a designer's language of communication. It serves 

as two-way comjnunication toward achieving this goal. 

Michael Saphier, Chairman of Saphier, Lerner, and 

Schindler, Inc., stated: 

A design presentation has but one reason for being--
the necessity to delineate for the client exactly what 
you are trying to accomplish for him in the plan and 
design of his space. 

The client relies on a presentation to visualize and better 

comprehend the entire design proposal (Pregracke, 1971, 

p. 7). 

Leslie Martin, author, defines a designer's presenta-

tion this way: 

The principal methods by which thoughts of one person 
can be conveyed to another are, first, by means of oral 
or written speech, second, by means of drawings or pic-
tures, and third, by means of three-dimensional models. 
It is a well-known saying that "one picture is better 
than a thousand words." Speech has its limit.tions as 
well as its advantages. It introduces the elements of 
imagination with differences of visual interpretations 
of word descriptions. These interpre^itions vary with 
the training, environment, and temperamenc of the mdi-
vidual. Two persons who have listened to the same 
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speech may interpret the information in entirely differ-
ent ways. There may be wide variations in their visual 
conceptions of an object which has been described to 
them by words alone. Drawings and models supplement 
speech in describing objects. They give more precise 
descriptions which permit little variation in interpre-
tation (Martin, 1962, p. 2). 

A thoughtful environmental designer, in whatever cate-

gory, should not begin to design anything until he gets the 

human objectives and premises straight. He must do exten-

sive personal interviewing and have open communication with 

his client (Baughman, 1972, p. 35). 

One of the most difficult aspects of a designer's 

work is in developing a complete understanding of the 

client's needs and objectives; yet this is of utmost impor-

tance in developing interior spaces if the design is to be 

successful. As much client research and inquiry into his 

needs and preferences as possible is the only real solution. 

If the initial research is wrong, then the design will be 

too (Progressive Architecture, 1970, p. 103). 

It is worthy to note here that presentations are not 

used solely for the benefit of the client. Friedmann notod 

that prior to the time a presentation reaches the client it 

serves three major purposes: 

1. Each plan, elevation, section, or sketch in its 
rough form is a part of the creative process in 
which the designer needs to visualize his ideas for 
himself as well as for his client. 

2. Since" most large projects involve a group ef fort , 
these drawings are also a means of cormunicatlon 
among fellow designers, employers, and employees. 
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3. Presentation drawings both the sketch and the 
finished rendering along with the working drawings 
often serve as a means of communication with the 
tradesmen, contractors, architects, and engineers 
(Pregracke, 1971, p. 7). 

Lester Martin has a clearer explanation of the de-

signers' drawings: 

Graphics is here considered to be the process of draft-
ing and representation through which designs are devel-
oped, explained to others, and finally translated into 
information from which the finished objects are pro-
duced. Drawings are used to develop, present, and 
explain in detail the designer's creations. First, 
they are used in the creative process in developing the 
design from the ideas of the designer. Second, draw-
ings are used to present the design in terms that the 
client can understand, critize, and approve. Third, 
working drawings and specifications are made to explain 
all details of shapes, sizes, materials, and workman-
ship to the persons who supervise and perform the work 
of making the finished object. Drafting is the princi-
pal medium of expression which is used to convey the 
ideas of the designer to others. These ideas should be 
expressed as simply, correctly, clearly, and attrac-
tively as it is possible to present them. This req'uires 
that the designer and the draftsman must be able to 
(1) choose the type of drawing best suited to the pur-
pose, (2) do effective layout work, (3) make correct, 
neat, clean-cut, expressive drawings, (4) add toncs, 
textures, colors, and shadows when these are appro-
priate to the use of the drawings. In order to do 
these things expertly it is necessary for thc desianer 
and draftsman to acquire knowledge and skills in graph-
ical representation. They must learn to coordinate 
mind, hands, and eyes to produce the best results of 
which they are capable (Martin, 1962, p. 2). 

It is essential to emphasize the importance of this 

skill for few clients have the patience and tolerance to 

continue with a designer who is not presenting correct and 

understandable sketches, drawings, etc. in their presenta-

tions (Martin, 1962, p. 1). 



23 

This does not mean that one must develop highly tech-

nical and elaborate drafting skills, but use expressive 

quick-sketches. These sketches developed with accuracy and 

neatness serve the designer very well. The designer uses 

these in his planning stages to facilitate the delineation 

of ideas before they escape and for the explanation of 

ideas to clientele (Andrasko, 1973, p. 11). 

Andrasko's study on quick-sketch as a new technique 

in interior design graphics stated that a student without 

any formal training in perspective can develop these quick-

sketch techniques. The student may expect, through prac-

tice, to develop his quick-sketching skills to the point 

that they will be useful in professional interior design 

practices (Andrasko, 1973, p. 12). 

Useful aids in a designer's presentations are floor 

plans, elevations, detail drawings, photographs, etc, which 

the following illustrations will describe. This study does 

not attempt to explore the rendering media of these exam-

ples (pen, ink, pastels, watercolor, etc.) or their support 

(paper, canvas, board, etc.) but to concentrate on the 

numerous varieties of visual presentations and the success-

ful manner in which they are employed. The emphasis of this 

study is to discover what modes of presentations are em-

ployed by practicing professionals. 
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Representational Visual Aids 

Figures 1 through 15 are illustrations and descrip-

tions of various visual presentations. 

Non-Representational Aids 

Other methods that are of great importance to the 

clarity of presentation and the continuing communication 

with the client are in the form of progress sheets, esti-

mates, time sheets, budget allotments, specification sheets, 

etc. These all contribute to the coordination of a detailed 

plan. 

Employment of Representational and Non-Representational Aids 

In the complex design problems where many of these 

aids of presentations are employed, two new specialists 

have been added to the larger design firms. One such firm 

is ISD, Interior Space Design Corporation, holding offices 

in New York City and Chicago. 

To meet the needs of today's complex design problems, 

this firm has found several specialists, not always part of 

interior design offices, to be of value. One of these is 

Manager of Specification. His duties are to oversee the 

complexities of writing specifications ("spec. sheets") and 

anticipating the problems that can arise. The value of 

these major documents is emphasized in handling complex 

design problems such as government contracts. Well written 
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T H E P L A N N I N G P R O C E S 5 

Figure 1. Schematic Diagram 

The schematic, graphic representation of the require-
ments are drawn roughly to show information gathered in 
the programming. This plan combines spatial requiremonts 
for all activities, circulation and furniture groups. 
regard for dimensions are made at this time (Alexander, 
1972, p. 63). 
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Figure 2. Design Sketches 

One of the preliminary design sketches that conform 
to and amplify the schematic diagram are worked out con-
currently with rough perspectives. Many design sketches 
are employed during this design development phase. The 
above design takes Figure 1. to the next stage. This 
design shows the scale of space and illuatrates the transi 
tional experience of a person moving from space to space 
(Alexander, 1972, p. 64). 
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Figure 3. Rough Perspective 

A perspective of this nature is called a "preliminary 
rough." This is a working drawing and aives a more visual 
idea of the interior plan. At this stage alternatives are 
often offered and changes made (Alexander, 1972, p. 58). 
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Figure 4. Models 

Models are superb devices for both creative design 
and communication. Many designers insist that only models 
can show spac^; realistically. Models do present a few 
problems, (cost, bulk, storage, difficulty of transporta-
tion, and near impossibility of reproduction) (Pile, 1967, 
p. 9) . 

Thê above model shov.s bo^h the exterior masses and 
interior spaces. 
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Figure 5. Floor Plan. 

The most commonly used type of architectural drawing 
is the floor plan. This plan is a drawing of the outline 
and partitions of a building and provides more specific 
information about the design of the buildinj than any 
othcr plan. It includes a description and sizes of all 
the materials and areas contained in the design. This 
plan is used as a base for the projection of other 
drawings (Hepler, Wallach, 1965, p. 180). 
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Figure 6. Room Planning 

The use of scaled paper is used 
interior designers in planning their 
room by room. This type aid is usefu 
existing building are redesigned and 
floor plans avai able. Careful measu 
windows, doors, and built-ins must be 
attempting to use this method. Furni 
in or the use of scaled furniture cut 
on the graph paper. The latter gives 
moving the furniture placcment around 

quite frequently by 
furniture arranqements 
1 when spaces of an' 
there are no existmg 
rements of existing 
considered bofore 
ture may be sketohed 
-outs may be placed 
the flexibility of 
(Grace, 1970, p. 30). 
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Figure 7, Furniture Plan 

The lower floor plan above evolved from the schematic 
diagram that is sketched in Figure 1. This plan shows the 
furniture arrangement of the design, keeping in mind how 
the empty spaces can be planned to increase interest in the 
functional soaces. Tlie allowance of adequate space around 
certain kinds of equipment is made for their operation 
(Alexander, 1972, p. 58). 
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Figure 8. Orthographic Drawings 

Elevation drawings of the exterior of a building are 
orthographic drawings. This is prepared to show the design, 
materials, dimensions, and final appearance of the exterior 
of a building. The complete design process requires a 
continual relationship between the floor plan and elevation. 
Elevation drawings are projected frcm the floor plan o an 
architectural drawing. Because the elevation shows both 
the width and heicrht of doors and windows, the rclative 
position of these can be viewed in regard to balance and 
harmony of the design (Hepler, Wallach, 1965, p. 181). 
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Figure 9. Interior Elevations 

Interior elevations are drawings placed on a vertical 
plane. These vertical planes of the interior are relatcd 
to the floor plan, same as the exterior elevations. In^erio; 
elevations show all the architectural, intricate details, 
such as build-ins, moldings, doors, windows, cornices.and 
architectural lighting (Hepler, Wallach, 1965, p. 167J. 

The ease with which they can be dravn is a time and 
cost saver and althouch they lack depth, a good elevation 
along with a plan and design board are enough tc jive an 
adequate understanding of the dcsign to some clients 
Pregracke, 1971, p. 32). 



Figure 10. Isometric Drawings 

A good communicative prcsentation showing the interiors 
is by method of isometric projection. This type plan proves 
advantageous in showing not only the plan but also the walls. 
This gives a complete birdseye view of the entire interiors 
of a room and shows the furniture placcment in relation to 
the floor plan and walls. A complete floor plan can be 
presented also lihowing how the different i ooms are intcr-
related within spaco (Pregracke, 1971, pp. 25-26). 



35 

l 

fer 

Figure 11. Design Boards 

Design boards 
presentation. This 
of selected material 
clarify those materi 
design boards combin 
e t c , along with the 
Sometimes photograph 
selectcd materials. 
indi\-idually or tape 
taticn for ease in v 

serve the designer well as a visual 
paste-up board includes a wide variety 
s and samples that are used to help 
als shown on the floor plan. Many 
e swatches of fabrics, wood samples, 
floor plan, sketches, or elo\ations. 

s of furnishiags accompany thcse 
The design boards c:in be presenteJ. 
d together in a semi-circular presen-
iewing (Pregracke, 1971, p. 29). 



Figure 12. Photography 

Photography servos designers in many .irea:-. >: ::r/ use 
photographs of completed installations as s.-̂ Hing aids for 
future business. Another use is placing photographs of 
furnishings on the design board with actual sanoles of 
matorials to convey to the client. Slides are used as an 
excellent presontation espe'cially v;hen combined wi th a 
wcll orgai'ized verbal description (Preciracke 1971, p. 53). 
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Figure 13. Quick-Sketch 

Quick-Sketch is the ability to sketch an expressive 
perspective quickly. It is developed with an understanding 
of perspective and through continued practicc. It is used 
by professionals in all areas of the design program to 
clarify ideas. It is very useful to express details of a 
room. To best serve the designer,the skill should be 
deveioped to the point of producing a sketch in only a 
few minutes (Andrasko, 1973, p. 12). 



Figure 14. Renderings. 

To render a drawing is to make the drawing appear 
more realistic. This is done by adding more texture to 
the materials and by adding shade and shado.vs. Excellent 
control of whatever media is selected gives the rendering 
the expertise needed (Hepler, Vv'allach, 1965, p. 212). 

Perspective renderings give the client a rerar};able 
sense of illusion and a highly realistic indication of how 
the dcsign will look. Tho cost an\ time involved with a 
very detailed rendoring does not justify its use on all 
iobs, but the communication from this type presentation is 
indispensable (Pr?gracke, 1971, p. 33). 



Figure 15. Final Drawings and Presentations 

The above is a final drawing of an interior rough 
perspective shown in Figure 3. If the program is satis-
factory, rough perspectives are developed into the final 
presentation. 

This final presentation is made in whatever method 
that seems clearest for the job or the client--perspectives, 
isometrics, or mod3ls--and should include whatever sar.̂ l̂es, 
plans and detail needed to give a complete visual idca 
(Alexánder, 1972, p. 58). 
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specifications are a protection of the client, architect, 

and interior designer (Architectural Record, 1970, p. 102). 

A Manager of Programming is a second specialist rela-

tively new to interior design offices. His role is one of 

determining clients' space needs. With his knowledge of 

the critical areas of space planning, he develops programs 

that accurately reflect the space needs and organization of 

the client (Architectural Record, 1970, p. 103). 

In the roles that these two specialists fill, many of 

the representational and non-representational aids are 

employed. The schematic graphic drawings are employod by 

space planners and serve them well. This architectural 

approach to space planning is adopted by interior designers 

as they see the need for more architectural knowledge. 

The techniques of planning and presentation work hand 

in hand. In today's planning process of a building, numer-

ous areas of visual presentations are used to convey the 

design. The following indicates their use in a step by 

step outline of the planning process from programming to 

the final plans, perspectives, or models. 

Mary Jean Alexander, author of Designing Interior 

Environment, emphasizes the use of an architectural plan-

ning process. Briefly, the planning process covers four 

steps: 

1. formulation of the program requirerients, which is 
a clear statement of the problerr. or problems. 
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2. schematic graphic representation to show roughly 
the information gathered in the prograirjr̂ .ing com-
bined with spatial requirements for all activities, 
circulation, and furniture groups. 

3. (a) the design development and design sketches that 
conform to and amplify the schematic diagram are 
worked out concurrently with rough perspectives of 
models to show the character, size, and scale of 
the space. Perspective charts (underlays) are 
often used. 

(b) rough sketches of detail elements—windows, 
doors, and woodwork or any built-ins such as stor-
age walls, fireplaces, hardware, railings, stairs, 
and areas for planning are made. 

o n (c) after tentative decisions about color have be 
made, preliminary shopping for furniture, fabrics, 
rugs, lighting fixtures, and decorative objects (at 
showrooms or through catalogs) is done. 

(d) tentative selection of the items shopped is 
made from whatever has been gathered--samples, 
photographs, sketches, and specifications to work 
out all facets of the design from floor plan to the 
final presentation. 

4. final presentation--evaluation of all material and 
design as they relate to the original proaram is 
done. If preliminary designs are satisfactory, 
final drawings are prepared and final furnishings 
selected after approval of product (Alexander, 1972, 
p. 63). 

The visual presentations are essential to the formidable 

planning of a building for accurate comprehension. Their 

function expedites the design. 

The importance of this is seen in a published article 

from Proqressive Architecture, concerning the firm/ I.S.D. 

Corporation. 

Probably the most important consideration in plan-
ning projects is to encourage the client to plan interior 
spaces as soon as possible after the decision to go ahead 
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with a building. The tendency to put off the interior 
planning and furnishing of the spaces until after the 
building has begun to take shape can only harm the enc 
result. Despite the urging of the architect to deter-
mine space needs as early as possible in order to help 
plan building configuration, this often turns out to be 
a secondary consideration to many clients. 

Early coordination with the architect is one of the 
most important scheduling considerations. By entering 
the project early enough, we are able to determine 
client needs and preferences and coordinate those inter-
ests with the architects' concept of the building. 
Early involvement means that many of the features of 
the interior design can be properly incorporated into 
drawings at the beginning--cabinetwork, special light-
ing, audio-visual needs, and electrical and mechanical 
item finishes and locations. 

And once into the programming and design of inte-
riors the design firm must do everything possible to 
elminiate last minute decisions and changes in specifi-
cations. Such changes cause both interior designer and 
architect problems in scheduling, revision charges, 
extras from the contractor--and client relations. Here 
is where increased emphasis on planning and presenta-
tion methods can help. Helping the client to visualize 
the proposed solutions as completely as possible--color 
renderings, floor plans, models, and even full-scale 
furnished mock-up—is one answer. Another is to spell 
out carefully--and rigidly adhere to--decision points 
and deadlines on the part of the client, interior de-
signer, and architect. When these define scope of 
services, schedules, deliveries, etc, potential last 
minute changes can be cut (Architectural Record, August, 
1970, p. 103). 

Andrasko found in her study (1973) that some interior 

designers do not use any presentation techniques since they 

found it too time consuming. Pregracke's study (1971) 

revealed that many interior designers' presentations were 

of poor quality and needed updating, while other designers 

of considerable experience were set in their ways of makin : 
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presentations and had not changed since they began their 

careers. 

It is worthy to note here that this supports Professor 

Friedmann's investigation, "A Critical Study of Interior 

Design Education" (1967). It was established that design 

education is indeed woefully substandard and that respond-

ents rated as most important such specific courses as free 

hand drawing, perspectives, space utilization and color 

(Affrime, 1968, p. 137). 

Final Presentation 

The presentation of the design to the client consti-

tutes the most critical designer/client relationship and 

due to the intimate nature of the subjects that are dis-

cussed, privacy becomes extremely important. If only one 

principal is involved, a private office is most satisfac-

tory. When there are more principals involved, a conference 

room has distinct advantages due to space. Considerable 

crowding results when fabrics, drawings, plans, and schemes 

are exhibited. The conference room and/or office should 

have comfortable seating, good lighting, and sufficient 

wall area for the display of samples. Desirability of good 

planning of the appearance of these rooms is essential for 

clients quite rightly judge the designer's abilities by 

appearances. Every effort should be considered to make your 

client as comfortable as possible during the presentation 
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(Allwork, 1961, p. 73). The presentation of the carefully 

assembled visual and verbal material in an organized manner, 

without interruptions, accelerates rather than retards the 

process. 

Upon the successful presentation of the design to a 

client, the following are considered the "execution of the 

work" and are usually undertaken in the given order, accord-

ing to a manual of professional practice: 

1. drawings and specifications 

2. the proposal 

3. execution of the contract 

The design is usually crystallized at this point 
and estimated cost of the job approximate. The imjne-
diate objective now is to present firm prices in the 
form of a proposal for the signed approval of the 
client (Allwork, 1961, p. 50). 

This review of literature revealed the need for an 

understanding among design professionals, which could be 

aided through increased collaboration and communication of 

individuals in the field. It also suggested that visual 

presentations are a means to this end and that new and 

effective methods of presentation are needed to reach this 

goal. In an effort to establish the role and extent that 

presentations are employed, the following survey was under-

taken. 



CHAPTER III 

DESIGN OF THE STUDY 

Statement of Problem 

The primary objective of this study was to investi-

gate and compare current methods of design presentations 

made by interior designers and architects in Lubbock, Texas. 

This was an effort to survey current trends in presentations 

and to expose new dimensions of presentations in the two 

groups for future environmental design. 

Assumption 

It is assumed that this survey will provide insight 

into techniques of presentations utilized by designers in 

this geographic area, which will in turn provide data for 

the interior design educator to reform curriculum. 

Definition of Terms 

1. Professional Interior Designer: One who is qualified 

by education and experience to creatively solve pro-

blems relative to the function and quality of man's 

environment. 

2. Professional Architect: The architect is one who de-

signs, prepares working drav.ings and specif ications, 

45 
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supervises the construction, enlargment or alteration 

of buildings, or parts thereof, for others. 

The Development of the Questionnaire 

The instrument designed to use in this survey was a 

comprehensive questionnaire that was administered to re-

spondents chosen for the sample (see Appendix A). This 

method of data collection was selected in order to probe 

into a broad spectrum of topics in a short time period. 

The objective of this survey, which was increased 

information about designers' presentation techniques, was 

constantly considered and questions were specifically con-

structed to facilitate this outcome. Major emphasis was 

centered around the following topics: 

Presentations 

The presentation questions were outlined to gain in-

sight into the respondents' opinions about value of using 

certain methods, frequency of use, variety of methods em-

ployed, and new innovations that they have contributed. 

There was an emphasis on questions pertaining to presenta-

tion methods that would expedite communications in the 

designer-client working relationship. 

Education 

Questions portaining to educational background and opin-

ions on the value of present design education wcre included. 
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Technical Skills 

Pertinent questions were included pertaining to 

technical skills, such as what skills the respondent re-

ceived in his career preparation; were those skills suffi-

cient in the business community, and what additional skills 

would be beneficial. Additionally, emphasis was placed on 

determining the extent to which quick-sketch as a technical 

skill is used for quick communication in presentations. 

Business Affiliations 

The questionnaire inquired into business aspects of 

the designer's work life including questions related to the 

type of design firm with whom he was affiliated, etc. 

Questions were also structured to determine whether his 

education was sufficient for the position, if it was neces-

sary for the firm to give him additional training, and what 

type of training he would seek to strengthen himself pro-

fessionally? 

Professionalism 

The investigation into the designer's professional 

affiliations included questions concerned with professional 

organizations, opinions on presentations as a rr.eans to 

professionalism, services that they provide to meet pro-

fessional status, and business tactics on handling fees, 

time allotment, planning and selling. 
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Pilot Study 

To check the clarity of the questionnaire, the re-

searcher administered it to five professionals in the field 

of design. A description of these five individuals follows: 

Architect 

One architect was included in the pilot study sample. 

The professional chosen was a practicing architect as well 

as an architectural educator. 

Interior Designers 

The four interior designers chosen were practicing 

professionals in design positions with interior design 

studios and design departments of furniture and department 

stores. 

After the questionnaire was administered to the above 

mentioned professionals, revisions were made as to clarity 

and suitability of the items. 

The Selection of Resoondents 

The respondents' names were drawn from all those 

listed in the classified section of the Lubbock, Texas tele-

phone directory under the headings of architects and inte-

rior decorators and designers. The total number included 

fifty-three architects and interior desijners. Eight names 

were deleted from this list as five were no longer in busi-

ness and three were interior accessory shops v.hich did not 
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employ designers. The reason for the three firms listing 

under this category was that they were in the process of 

establishing a new design business and would eventually 

employ designers. 

A letter of introduction was sent to each firm ex-

plaining the nature of the project (see Appendix B). Fol-

lowing a brief time lapse from the mailing of the letter 

of introduction, the designers were contacted by telephone. 

Of the forty-five names remaining on the list, thirty-three 

appointments were scheduled. 

Collection of Data 

Thirty-three respondents were contacted personally 

by the researcher and administered a questionnaire. The 

questionnaire was designed in such a manner that in addi-

tion to answering specific items, the respondent was 

encouraged to supply comments and explanations of his 

answers. The respondents were encouraged to elaborate on 

these comments and explanations in order to achieve a more 

concise interpretation of professionals' conceptions of 

design presentations. This diminished the chance that some 

data might be improperly recorded by the researcher. 

The length of time of each session consisted of a 

minimum time of thirty minutes to a maximum time of two 

hours. Enthusiasra and interest were expressed by the 

respondents who contributed the maximum amount of time to 
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the interview. Many respondents analyzed presentation 

methods and supplied the researcher with copies of final 

design work. Cooperation also included evaluations of 

specific strengths and weaknesses prevalent in an important 

segment of the interior design profession, the design pre-

sentation. 

Treatment of Findings 

The questionnaire was administered to the interior 

designers and architects in the Lubbock, Texas area. The 

data was tabulated and presented in table form with a com-

plete analysis of each category by frequency and percentage 



CHAPTER IV 

FINDINGS OF THE STUDY 

The following sections report the findings from the 

questionnaire. 

Criterion for Business Data 

The respondents were asked to select from a list of 

eight various terms, the classification that adequately 

describes the firm with which they were affiliated. Ten 

respondents' firms were classified as interior design 

departments of a retail furniture store. Retail furnitare 

stores comprised six of the respondents' selections, while 

five classifiec their firms as decorating centers. 

Another five of the design firms interviewed selected 

the classification of architectural design t'̂ rms. Interior 

design studio was chosen by only four, while vo respond-

ents selected the description of the interior design office 

One respondent was a manufacturer of interior furniture 

(Table I). 

Educjitional Preparation 

In regard to the educational preparation of the 

thirty-three respondents, eighteen held college or univer-

sity degrees, and five had acquired two years of college 

51 
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education; one had attended a design school, while four 

had completed correspondence courses in design. 

TABLE 1.—Business Affiliation of Thirty-three Designers 

Type of Business 

Interior Design Department of 
Retail Furniture Store 

Retail Furniture Store 
Decorating Center 
Architectural Design Firm 
Interior Design Studio 
Interior Design Office 
Manufacturer of Interior 

Furniture 
Total 

Respondents 

_f_ 

10 
6 
5 
5 
4 
2 

1 
33 

^ 

30 
18 
15 
15 
12 
6 

3 
99* 

•Not 100% due to rounding. 

Practical experience was the basis for five respond-

dents' preparation for the design field. Of these five, 

the years of practical experience ranged from three years 

to thirty years with a mean of fourteen years. 

TABLE 2.--Educational Preparation of Thirty-three Designers 

Type of Educational Training Respondenjt^ 
J_ J_ 

College or University Graduate - 18 55 
College - Two years 5 15 
Design School 1 3 
Practical Experience 5 15 
Correspondence Course or 

Short Course 4 12 
Total 33 100 
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From the respondents' comments, it was revealed that 

of the twenty-four with formal design training, one resnond-

ent held an M.A. degree. The two holding college degrees 

had design school training from Fontainbleau Ecole de Beau 

Arts and New York Interior Design School. One of the eight-

een college graduates interviewed attended Chenard Interior 

Design School and had acquired five years experience with 

Stage setting for RKO movie studio (Table 2). 

Professional Affiliation 

The study was concerned with the type of professional 

organizations with whom the thirty-three designers had 

affiliation. Twelve of the respondents were members of a 

professional design organization, while twenty-one design-

ers had no affiliation. Five were associated with American 

Society of Interior Design, and one had been a former mem-

ber but because of expense had dropped the membership 

affiliation. Five of the respondents held membership with 

the American Institute of Architects. The Interior Design 

Society and Texas Society of Architects each had one member 

in the group that was interviewed. One furniture manufac-

turer respondent was associated with the American Institute 

of Building Designers. 

The remaining twenty-one respondents' reasons for nct 

^ffil^iating with a professional design organization were 

due to such factors as expensive dues, lack of gualif ications, 
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weak organization in this area, and affiliation not re-

quired by employing firm. One firm paid the designer's 

annual fees in order that the firm would be represented 

(Table 3). 

TABLE 3.—Professional Affiliatio n 

Organization Respondents 

American Society of Interior — — 
Design 4 12 

American Institute of Architects 5 15 
Related Organizations 

Interior Design Society 1 3 
Texas Society of Architects 1 3 
American Institute of Building Designers 1 3 

No Affiliation _21 _±± 
Total 33 100 

Basic Presentarion Knowledge 

Although twenty of the thirty-three respondents felt 

that college education was responsible for their basic 

training, twenty-one streesed on the job training as being 

valuable. Design school was noted by two designers as 

being the source for initial presentation knowledge while 

one had an adult education course. Two respondents re-

ceived their basic training through the correspondence 

courses from New York School of Interior Design. Of the 

eight respondents with primarily on the job training as 

their basis of presentation knowledge, five received train-

ing in seminars sponsored by their firms (Table 4). 
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TABLE 4.—Basic Presentation Knowledae 

Source Respondents 
_f_ _%_ 

College 20 61 
Design School 2 6 
Adult Education Course 1 3 
Correspondence Course 2 6 
On The Job Training 8 24 
Total 3 3 rô^ 

Presentation Preparedness 

Concerning whether the designer had been sufficiently 

trained in presentation techniques, fifteen indicated that 

they were sufficiently prepared in presentation techniques, 

but felt that areas such as faster techniques in drawing, 

psychology of selling, practice, and experimentation on 

the job were needed to keep abreast with the competitive 

field. Eighteen respondents felt that they were insuffi-

ciently prepared. Three college graduates stated that they 

had to further their design education in design institutions 

(Table 5) . 

TABLE 5.--Presentation Preparedness 

Responses Respondents 
_f_ _%_ 

Sufficient 15 45 
Insufficient 18 55 
Total 33 100 
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Additional Education for Designers 

In asking the respondents if they had the opportunity, 

would they consider additional education to strengthen weak-

nesses in their professions, twenty-three said they would 

like additional education in the following fields: land-

scape architecture, architectural construction, textile 

design, color design, accounting, psychology, and faster 

techniques in drawing. 

The ten respondents felt that their years of experi-

ence sufficiently strengthen their present positions along 

with knowledge obtained from professional publications and 

shelter magazines (Table 6). 

TABLE 6.—Additional Education for Designers 

Responses 

Additional Education Needed 
for Weaknesses in Profession 

No further Education Needed 
to Strengthen Profession 

Total 

R e s p o n d e n t s 

f 

23 

10 
33 

% 

70 

30 
100 

General Areas of Training Desired 

The thirty-three respondents were asked to designate 

those areas in which additional training was needed. Elev-

en respondents placed perspective layout as number one for 

additional training. Nine felt painting techniques neeJed 

attention, while eight desired more insight into sketching 
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Color selection was recognized by only five as the nost 

important area in which they needed more training (Table 7) 

TABLE 7.—General Areas of Training Desired 

General Area 

Perspective Layout 
Painting Techniques 
Sketching 
Color Selection 
Total 

R e s p o n d e n t s 
f 

11 
9 
8 
5 

33 

% 

33 
27 
24 
15 
99* 

*Not 100% due to rounding. 

Training in Quick-Sketch 

Fourteen respondents had quick-sketch training in 

their formal education, while two could not sketch at all 

Seventeen could sketch to some degree of proficiency 

through practice, while others said they could produce a 

sketch but not with speed. They would only do a sketch 

when deemed necessary (Table 8). 

TABLE 8.--Training in Quick-Sketch 

Responses Respondents 
_f_ _%_ 

Training in Quick-Sketch 14 42 
No Training in Quick-Sketch 19 58 
Total 33 100 

Type of Quick-Sketch Training 

To the type of training the respondents ha\-e received 
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in quick-sketch techniques, six stated that they had a 

specific unit in quick-sketch while four said they received 

it in general design courses. Two obtained their knowledge 

through correspondence courses while another two received 

training in private art courses. Seventeen said they were 

self-taught from books as the need arose. One respondent 

could not remember from what source the basic training came, 

and another said his parents were interior decorators, and 

they taught him. Two of the respondents said they could 

not sketch at all and often had someone else sketch for 

them (Table 9). 

TABLE 9.—Type of Quick-Sketch Training 

Type 

Specific Unit in 
Design Course 

General Design Course 
Correspondence Course 
Private Art Course 
Self-taught 
No Training 
Total 

Reasons For Not Using Quick-Sketch 

Respondents 
f 

6 
4 
2 
2 

17 
2 
33 

% 

18 
12 
6 
6 

52 
6 

100 

Nearly half of the respondents did use quick-sketch 

in their profession in numerous areas, such as in the 

planning of their design, final presentations, an:l when 

the need for client understanding arose. Twelve could 

sketch, but not fast enough to take the time; howevcr if 



59 

really necessary, they could produce a sketch. Two never 

developed sketching skills, while two said sketches were 

not useful in their work for the firm had complete room 

settings for presentation of their merchandise (Table 10). 

The respondents were asked if too much emphasis was 

Placed on intellectual education rather than technical 

skills in the design education. Eighteen said yes and 

emphasized the waste of time spent on courses not needed 

for the design field. Twelve responses were no, but among 

this group, the respondents' backgrounds in education were 

in architecture and design technical schools. 

TABLE 10.—Reasons For Not Using Quick-Sketch 

Reasons Respondents 
_L A. 

Skills Not Developed 2 6 
Sketches Not Useful in Work 2 6 
Cannot Sketch Quickly 12 36 
Do Use Sketches 17 52 
Total 33 100 

A comment of one of the remaining three was that more 

technical skills should be emphasized but not to the point 

of slighting other areas; maybe one more year should be 

added in the college program. Another felt more courses 

in both areas were needed with the weeding out oí courses 

not pertaining to the design profession. The last respond-

ent had no design training and emphasized the psychology of 

selling and client relations rather than education (Table 11) 
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TABLE II.--T00 Much Emphasis on Intellectual 
Education Rather Than 
Technical Skills 

Response Respondents 
f % 

Yes 8 53 
No 12 36 
Other Comment 3 0 
Total -3I ôô 

Percentage of Projects Requiring Quick-Sketch 

When asked to estimate the percentage of projects 

requiring a quick-sketch, over half of the respondents 

answered in the category of one to forty per cent. Ten 

respondents saw the need for a greater percentage of 

quick-sketching, and were from architectural firms and 

interior design firms (Table 12). 

TABLE 12.—Percentage of Projects That 
Require Quick-Sketch 

Percentage Respondents 

0% (never used) 
1% - 20% 

21% - 40% 
41% - 60% 
61% - 80% 
81% - 100% 

f 
3 

10 
10 

2 
1 
7 

33 

% 

9 
30 
30 

6 
3 

21 
99* 

*Not 100% due to rounding. 

Firm's Use of Quick-Sketch 

The respondents were asked to check the reason 
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quick-sketch was infrequently used by their firr., if this 

be the case. Five inôicated that their firms did not 

warrar.t the use of them due to the fact that their presen-

tations of complete rooms of furnishings and accessories 

were sufficient for visualization. Two indicated that norc 

of th€ employees had the ability, while five stated that 

previo:is c-xpsrlences with clients showed them that quick-

sketch was unnecessary. Nineteen stated that their firns 

always UHCJ qjick-sketch. Two commented that they felt 

that their firras should give them this training (Tab]e 13). 

T?̂ BLE 13.—Firm's Use of Quick-Sketch 

Reasons Respondents 
_f_ _%_ 

Business Does Not Warrant Use 5 15 
No Employee Has The Ability 2 6 
Previous Experience Deems 
Unnecessary 5 15 

Firm Does Use Quick-Sketch 19 58 
Other (comment) 2 6 
Total 33 100 

The Use of Quick-Sketch 

In surveying the respondents as to when they employed 

a quick-sketch, seventeen indicated "while consulting with 

the client". Thirteen used quick-sketch between consu ta-

tions and not in the client's presence. One said the utili-

zaticn of the. quick-sketch proved useful both in the client's 

^rc-cnce and betwecn consultation. Two designers did n?t 

have th-̂  training (Table 14). 
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TABLE 14.—The Use of Quick-Sketch 

Use Respondents 
_L _%_ 

While ConSGlting with Client 17 52 
Between Consultations with 

Client 13 39 
Othe:.- (co.nment) 3 9 
Total 33 100 

Firm' Use of Pro?-e.atations 

Twenty raspcndents indicated the most important rea-

sons firf s used presentations were for the purpose of client 

visua.'izdticn and communication. Eleven indicated that they 

were an exceiien^ sales aid while two designers' firms used 

presencations for advertising purposes (Table 15). 

TADLE Í5.--Firm's Use of Presentations 

Use 

Sales Aid 
Client Visualization 
Advertising 
Total 

Time Allotted to Quick-Sketch 

Respondents 
f % 
11 33 
20 61 
2 6 
33 100 

Concerning the amount of time that should be allottea 

to a single quick-sketch the following responses were ob-

tained. Twenty-three stated five minutes or less should 

be enouah if -it wore really classified as a quick-sketch. 

Seven indicated that ten minutes v.-ould produce a nicc 
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sketch. Two designers said that it should be determined by 

the particular problem to be sketched, and one said less 

than three minutes. This respondent emphasized "just to 

get the idea across" (Table 16). 

TABLE 16.—Time Allotted to Quick-Sketch 

Time Respondents 
_f_ _%_ 

Less than 5 minutes 15 45 
5 minutes 8 24 
10 minutes 7 21 
Other (comment) 3 9 
Total 33 99* 

*Not 100% due to roundingT 

Supplemental Design Training by Firms 

Two architects indicated that previous employmcnt 

supplied them with additional training in all the areas. 

While five architects indicated that they received addi-

tional drafting techniques, eight interior designers re-

ceived training in floor scale furniture placement which 

was through their respective firms' seminars. Four inte-

rior designers received quick-sketching techniques in 

drawing window treatments. Seven designers received draft-

ing techniques, while only two interior designers were 

trained additionally in renderings, photography, and models 

Three designers stated that they received no additional 

training (Table 17). 
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TABLE 17.--Supplementary Design Training by Firms 

R e s p o n d e n t s 
f 
4 
8 
7 
2 
2 
5 
2 
3 

33 

% 

12 
24 
21 

6 
6 

15 
6 
9 

99* 

Design 

Quick-Sketching 
Floor Scale (furniture placement) 
Drafting 
Renderings 
Photography 
Constructed Grid Lay-Out 
Models 
No Additional Training 
Total 

*Not 100% due to rounding. 

Design Techniques in Rank Order of mportance 

The thirty-three respondents were asked to select 

one choice from seven various design techniques that would 

prove most prevalent in presentation design if proficiency 

was present in allfields. Nine selected floor scale (fur-

niture placement) as the area in which would serve them 

best. Eight indicated quick-sketch to be the dominant 

choice, while six were concerned with perspective. Con-

structed grid lay-outs were emphasized by four respondents 

as a more serviceable tool. Two selected drafting while 

two others found their choice to be models. The remaining 

two viewed photography as a more proficient aid (Table 18) 

Media jviost Frequently Used in Presentations 

Of the thirty-tbiree respondents, six inaicated the 

widc usc of the felt tip oen. Five used pen and in'-: most 

frequently. One u-.ed tran.sparcnt water color, and six 
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TABLE 18.--Design Techniques in Rank Order of Importance 

Design Technigue 

Floor Scale (furniture placement) 
Quick-Sketching 
Perspective 
Constructed Grid Lay-Outs 
Drafting 
Models 
Phorography 
Total 

Respondents 
f 
9 
8 
6 
4 
2 
2 
2 
33 

% 

27 
24 
18 
12 
6 
6 
6 

99* 

*Not 100% due to rounding. 

favored colored pencils. Five indicated that they use ball 

point pen to sketch with as they always have this modia 

with them. Two liked to work with acrylics and two with 

pastels. These respondents felt that the use of color was 

most important for interiors. Six used pencils as their 

selected media (Table 19). 

TABLE 19.--Media Most Frequently Used 
in Presentations 

Media 

Pen and Ink 
Felt-Tip Pen 
Transparent Water Color 
Opaque Water Color 
Colored Pencil 
Ball Point Pen 
Acrylics 
Pastels 
Other (comment) 
Total 

Respondents 
f 
5 
6 
1 
0 
6 
5 
2 
2 
6 
33 

% 

15 
18 
3 
0 

18 
15 
6 
6 
18 
99* 

*Not 100; due to rounding. 
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Floor Planninq (scaled cut-outs) Validity 

The value of using floor scale planning with furnitore 

cut-outs was asked the thirty-three designers. Twenty-five 

indicated that they thought floor planning helped the client 

to understand a design. Four saw no need for them. Tv;o 

sketched furniture directly on the floor plan and two ased 

the aid of templates (Table 20). 

TABLE 20.—Floor Planning (scaled cut-outs) 
Validity 

Scaled Furniture Cut-Outs 

Yes 
No 
Other (comment) 
Total 

R e s p o n d e n t s 
f 

25 
4 
4 

33 

% 

75 
12 
12 
99* 

*Not 100% due to rounding. 

Fees for Services Rendered 

The respondents were asked if a professional port-

folio of designs for a particular job was put together and 

the client turned out not to be a bona-fide client would 

they feel free to charge a fee. Although twenty-six an-

swered yes, many said their firm would not permit it. 

Four said no, but it really depended upon the situation 

(Table 21). 

Establishin^ Professionalism Through Fees Pcndered 

Pertaining to services rendered, the respondents were 
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asked if fees were charged, would it contribute to estab-

lishing a more professional level in the design field? 

Thirty answered yes with numerous reasons why they saw the 

need for a fee. One designer saw the similarity in another 

profession. "You don' t visit a doctor for free—you pay for 

his time." Two respondents stated it depended upon the 

situation, and one felt you should do what is necessary 

(Table 22), 

TABLE 21.--Fees for Services Rendered 

Fees Respondents 
_f_ _%_ 

Yes 26 79 
No 4 12 
Other (comment) 3 9 
Total 33 100 

TABLE 22.--Establishing Professionalism Through 
Fees Rendered 

Fees 

Yes 
No 
Other (comment) 
Total 

Respoi 
f 
30 
3 
0 

33 

idents 
% 

91 
9 
0 

100 

Visual Designs to Shorten Selling Time 

In surveying the respondents' ideas as to whether 

visuals would shorten planning and selling time, thir'̂ y 

affiî"mative answers were obtained. Three respondents with 
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negative answers commented they would only do the visual; 

if necessary (Table 23). 

TABLE 23.—Visual Designs to Shorten 
Selling Time 

Visual Designs Respondents 
_f_ _%_ 

Yes 30 91 
No 3 9 
Total 33 100 

Planned Presentation for Control of Job 

The respondents were asked if they would feel more 

in control of the designer/client relationship if a well-

planned presentation with visuals was prepared. Twenty-

seven respondents returned answers of yes with added 

remarks that it would build their confidences in sellinT 

and the time saved by visuals would put them in a relaxed 

mood to present the job. Five answered no and stated they 

would only do the visual designs when necessary. One com-

mented "to let the job dictate as to the importance of 

visual designs" (Table 24). 

TABLE 24.—Planned Presentation for Control of Job 

Planned Presentation 

Yes 
No 
Other (comment) 
Total 

R e s p o n d e n t s 
f 

27 
5 
1 

33 

% 

82 
15 

3 
100 
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Client's Uíiderstanding of Charges 

One of the reasons visuals are used is so that the 

client can have a clear concise understanding of what he 

is getting for his money. Thirty-one respondents felt 

that their client should have a clear picture of why the 

charges are made. Two indicated no, stating that circum-

stances come up that are not counted on and must be charged 

(Table 25). 

TABLE 25.--Client's Understanding of Charges 

r> harges 

Yes 
NO 
Total 

Respondents 
JL J_ 
31 94 
2 6 
33 100 

Professional's Selling Before Proposals are Executed 

Often designers must sell their ability and establish 

qualifications before they execute a proposal. Twenty-two 

respondents agreed to this, while eleven disagreed. Cor.-

ments of those opposed indicated that once a professional 

is established he no longer must prove himself. Other com-

ments were "maybe to some extent," and two indicated that 

they did not understand the question (Table 26). 

Visual Design Leads to Professionalism. 

Thirty-two respondents felt that havinn visual de-

signs in presentations leads to more professionalism in the 
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TABLE 26.—Professional's Selling Before 
Proposals Are Executed 

Selling Self Respondents 
J_ _%_ 

Yes 22 67 
No _n _21 
Total 33 100 

execution of the design. One respondent indicated that 

this v/as not necessarily true, since he felt that because 

one could produce a drawing did not indicate that one could 

design (Table 27). 

TABLE 27.—Visual Design Leads to 
Professionalism 

Visual Design 

Yes 
No 
Other (comment) 
Total 

R e s p o n d e n t s 
f 

32 
0 
1 

33 

% 

97 
0 
3 

100 

Presentation Evaluation 

The use of professional presentations as a means of 

obtaining a true interpretation of what is needed in design 

education was indicated by twenty-three designers who felt 

that it was a valid approach. Ten did not agree and others 

were undecided as to this approach, and two did not think 

it was pertinent to retail furniture sales. One comment was 

that it would be valid if regionally evaluated (Table 28). 
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TABLE 28.--Presentation Evaluation 

Studies of Presentation Respondents 
_f_ _%_ 

Yes 23 70 
No _1^ _3^ 
Total 33 100 

Employing Professional Delineators 

Seven respondents indicated that professional delin-

eators were hired for services in renderings and sketches, 

whereas twenty-four respondents never employed them. Two 

had comments of "we employ them occasionally" and "only for 

a few jobs" (Table 29). 

TABLE 29.—Employing Professional Delineators 

Delineator Respondents 
_f_ _%_ 

Yes 7 21 
No 24 73 
Other (comment) 2 6 
Total 3 3 100 

New Innovations in Design Presentations 

The final question asked the respondents to describe 

what new methods of presentations they employ in their 

firms. 

The following are some of the new methods and innova-

tions that the respective designers felt were use:l or ini-

tiated by them. 
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1. Slide presentations and quick-sketching combined. The 

designer quickly sketches details on an adjacent board 

to the slides that are projected on the screen. This 

gives full coverage of the design. 

2. Heavy sepia prints using felt-tip markers. This gives 

a striking presentation. 

3. Airbrush used on V' scale floor plan with furniture 

arrangements on boards. The furniture is then detailed 

with felt-tip markers to the degree that the fabrics 

and materials are recognizable to an accompanying de-

sign board with actual samples. The boards are then 

covered with clear plastic for protection, and the two 

boards are hinged in the center, protecting the design 

and enabling the design board to be freestanding. 

Examples of Presentations Made by the Respondents 

A number of the respondents provided the researcher 

with examples of the types of presentations most often 

utilized in their design work. Photographs of these pre-

sentations are included in Appendix C. 



CHAPTER V 

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 

Restatement of the Problem 

The primary objective of this individual survey was 

to study current methods of design presentations made by 

interior designers and architects in Lubbock, Texas and to 

compare these methods of presentations. This was an effort 

to com.pare current trends in presentations and to expose 

new dimensions of presentations in the two groups for 

future environmental design. 

Summary of the Procedures and Findings 

The instrument designed for use in this study was in 

the form of a comprehensive questionnaire. This method of 

procedure was selected in order to facilitate coverage of 

a broad spectrum of topics in a limited time. A letter of 

introduction was mailed to the fifty-three names of inte-

rior designers and architects from the yellow pages of the 

Lubbock, Texas telephone directory and thirty-three appoint-

ments were obtained by a follow-up telephone call. The 

appointments with the respondents at their respective firms 

were made, and the questionnaire was administered. The 

collected data ofthe thirty-three respondents was sorted 

and analyzcd for use in this study. 

73 
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Education 

The data indicated that twenty-eight of the responi-

ents interviewed had some formal design education. The ro-

maining five had no former design training. Thirty-two of 

the respondents felt that visual presentations led to 

professionalism. Twenty-seven of the respondents felt that 

well-planned presentations put them in control of the 

designer/client relationship. Thirty respondents added 

that well-planned presentations helped to build their con-

fidence in selling and that the time saved by visual pre-

sentations enabled them to present their designs with 

efficiency, understanding, and clarity. Twenty of the 

respondents felt that the most important reason for a clear 

presentation was for the necessity of client visualization 

and communications. 

The respondents who had no design education stated 

that it has taken them years of experience on the job to 

reach a more professional level, and would further their 

design knowledge if they had the opportunity. This group 

also mentioned that if a client needed sketches to under-

stand the design they asked other eraployees to do this :''or 

them. 

Dcsi<;jn Fi_rm Affiliation 

Five respondents indicated through the question-

naire that their firm.s did not warrant any form of desicn 
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presentation because the firms offered complete room set-

tings and furniture placement design for their clients. 

Consequently, the factors involving time, materials, and 

expenses for design presentation were deemed unnecessary. 

Design firms having a limited stock of furniture 

emphasized the visual design presentation to insure client 

visualization and clarity of communication between the 

designer and client. Eleven of the firms involved in this 

study focused on sales aids in their presentations and 

twenty of the firms stressed the client visualization and 

strong communication as their means of design presentation. 

Nine respondents who were members of two noted professional 

affiliations were all employed by design firms that offered 

professional design presentations. Those firms classified 

as decorating centers frequently favored the use of foldcrs 

containing swatches and samples. Actual presentations were 

collected from the design firms to substantiate that the 

more professional the firm, the more professional the pre-

sentation. 

It was revealed that thirty of the respondents in-

volved in the questionnaire had been offered additional 

training by their employers involving client visualization 

in design presentation. 

OTiiok-.qketch in Presentations 

Thirty of the respondents indicated that they used 
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quick-sketch as a means for relaying their ideas m the 

presence of the client and between consultations with the 

client. Thirty-one of the respondents could sketch with 

proficiency, although only six had specific courses in 

quick-sketching. Seventeen respondents were self-taught, 

and eight respondents received training in other general 

design areas. 

The study indicated that visualization and commjnica-

tion with sketches was important to professional interior 

design. Responses to visual design as an important segment 

to professionalism was supported by thirty-two of the re-

spondents. This would suggest that quick-sketching held 

an important role in all phases of design. 

Perceived Educational Adequacy 

This study revealed that fifteen of the thirty-three 

felt that they had received sufficient education, and thir-

teen stated that even though they had received design edu-

cation, they were insufficiently prepared. This insuffi-

ciency required these respondents to gain their knowledge 

of design presentation through practical experience. The 

five without design education did not employ any sort of 

presentation design other than by the verbal approach. 

Eighteen of those interviewca felt that emphasis was placed 

on intellectaal education rather than the cultivation of 

aesthetic visual literacy achieved throjch tcchnical skills. 
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When questioned about acquiring additional education 

to strengthen weaknesses they had encountered in the design 

profession, twenty-three of the thirty-three would do so if 

the opportunity arose. Only ten felt their past experience 

and supplemental reading had provided them with sufficient 

knowledge for design presentation. 

Conclusions 

The interior designers covered a wide variety of 

design firms, and consequently the types of presentations 

varied in the frequency they were used and the degree of 

detail employed. Architects' reliance on elaborate pre-

sentations were found to be constant and of excellent 

quality, while interior designers' presentations varied 

from the beautifully detailed to some of poor quality. 

The employment of presentations by interior decorators 

was the category where they were seldom used except on 

large accounts. Factors such as whether a designer was 

working on a commercial or residential job were determin-

ing factors of how elaborate the presentations were. 

The tabulated findings of the data collected from 

the thirtv-three respondents indicated the weaknesses in 

the preparation of the interior designer. Since twenty-

eiqht of the respondents had formal education in thc design 

field and only fifteen of the respondents felt that their 

education sufficiently prepared them for the presentations 
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they were now doing, thirteen respondents were insuffi-

ciently prepared. Findings from the study imply a neces-

sity for specific skills to be developed in the designer's 

education. Findings stating that eighteen of those inter-

viewed felt that too much emphasis was placed on intellec-

tual education rather than the cultivation of technical 

skills. 

When questioned about acquiring additional education 

to strengthen weaknesses they had encountered in the desig: 

profession, twenty-three of the thirty-three would do so 

if the opportunity arose. Thus, the data collected from 

the respondents produces evidence that innovations in our-

riculum are strongly needed in the interior design field. 

The cooperation, interest, and response from the de-

signers suggcsts that this method of study was reasonably 

successful. By determining what the designers felt were 

their strengths and weaknesses along with the findings of 

the collected data from the questionnaire, recommendations 

for future study were made. 

RecoiTjaendation for Interior Study 

After a review of the findings of this study, the 

researcher recommended that: 

1. Throughout the education of the future interior de-

signer, more emphasis bo placcã on methods of presenta-

tion. 
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2. More emphasis be placed on quick-sketching ability 

through practice. 

3. Similar studies be made in other locales using this 

survey format. 

4. Since the participants indicated a need for more tech-

nical knowledge in the design field, a review of the 

educational curriculum should be conducted. 

5. Offer seminars to furnish additional technical skills 

for professionals in the design field. 
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APPENDIX A: QUESTIONNAIRE 

QUESTIONNAIRE FOR INTERIOR PRESENTATIO:: STUDY 

FIRM_ 

NAME 

TITLE 

Directions for completing this questionnaire: 

Please read all items and respond to all questions 
by your response in the appropriate blank by the answer 
selected. In cases where more than one answer may be 
checked, specific directions are given. 

Please answer all questions because if a questionnai 
is returned with an unanswered question, it cannot be 
tabulated and may be of no value. 

Your answers are strictly confidential and are to be 
used only as part of a group study. 

BUSINESS CRITERIA 

1. Which of the following best describes the business 
with which you are affiliated? (check one) 

a. Interior design office 
b̂. Architect 
c Industrial Designer 
d. Manufacturer of Interior Furnituro 
e. Wholesaler of Interior Furniture 
f. Contract Department 
'g. Retail Furniture Store 
~h. Other 

EDUCATIONAL PREPARATION 

a. High School 
"b. Design School 
c. Technical School 
d. Degree of certificate 
e. Corrospondence course 
f. Adult education 
g. Practical experience--how long? 
h. College graduate--check one: ( ) four vcars 

( ) five years ( ) other (explain) 
Other (specify) 



3. Professional affiliations: 

ÂSID ÂIA Ôther N̂one 

4. Where in particular did you obtain your basic presenta-
tion knowledge? 

a. College 
b. High School 
c Technical school 
d. Adult education course 
e. Design school 
f. Correspondence course 
g. On the job 
h. Other 

5. Do you feel your previous education in presentation 
techniques sufficiently prepared you for the presenta-
tion you are doing? 

a. Yes 
_b. No 
c Explain 

6. If you had the opportunity, would you consider additional 
education to strengthen weaknesses that you find you 
experience in your profession: 

a. Yes 
~h. No 
c Other 

7. List, in order, the general areas in which you need 
more traming. 

a. Painting techniques 
b. Perspective layout 
c Sketching 
d. Color selection 
e. Other 

8. Have you had training in quick-sketch techniques? 

a. Yes--How Much? 
' Where? 
b. No 
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9. If you have received training in quick-sketch skilis, 
check the type of training you have received. 

_a. Specific unit in design course 
_b. General design course, no specific uni 
_c Correspondence course 
'd. Other 

10. If you have received training in a quick-sketch 
technique but do not use quick-sketches in your work 
check the reason. 

a. Training did not develop skills to the point 
that they are useful in practice 

b. Do not find sketches useful in your work 
c Cannot produce sketch quickly enough 
d. Other 

11. Do you feel in your design education that too much 
emphasis was placed on the intellectual, such as 
history, etc., and not enough cultivation of aesthetic 
visual literacy, that could be achieved through 
technical skills, such as quick sketching, photography, 
etc. ? 

a . 
b . 
c 

Yes 
No 
O t h e r ( s p e c i f y ) 

12. Please check the category closest to your estimate of 
the percentage of projects that require a quick-sketch? 

a. 0%-never used d. 41% - 60% 
b̂. l%-20% ê. 61% - 80% 
c 21% - 40% f. 81% - 100% 

13. If quick-sketches are infrequently or seldom used by 
your firm please list the reasons below in order: 

a. Business doesn't warrant use 
b̂. No employee has the ability 
c Previous experience with clients shows quick-

sketch is unnecessary 
d. Comments _ _ ^ 
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14. If you use quick-sketches in your work, please answer 
the following questions: 

When do you do a quick-sketch? 
â* while consulting with the client in his presence 
t>. bctween consultations with clients--not in 

the client's presence 
c Other 

15. Which of the following would you consider to be the 
most im.pcrtant reason presentations are used by your 
firm? 

a. Sales aid 
_b. Client visualization and communication 
c Advertising 
'd. Other 

16. Approximately how much time do you think should be 
allotted to a single quic -sketch? 

a. 5 minutes 
b̂. 10 minutes 
c Other 

17. Did your firm give you additional training in any of the 
following: 

a. Quick sketching 
b. Floor scale (furniture placement) 
c. Drafting 
d. Perspective 
e. Renderings 
f. Photography 
g. Constructed grid layout 
ĥ. Models 
i. Others 

18. Which of the following do you feel would serve you Lest 
in your presentation designs if you were proficient in 
all of these fields? 

a. Quick sketching 
b̂. Floor scale (furniture placement) 

'c. Drafting 
'd. Perspective 
'e. Photography 
'f. Constructed grid layout 
'g. Models 
'h. Other 



8 

19. Do you feel that quick-sketches help to expediate 
your communications between designer and ciient? 

a. 
b. 
c 

Yes 
No 
Other 

20. Do you feel that floor planning with scaled cut-outs 
of furniture helps clients to understand a professional 
design? 

a. Yes 
b̂. No 
d. Other 

21. If one used an organized portfolio of their designs, 
would you feel it would help the designer to be in 
control of his or her ideas of design with the client? 

a. 
b. 
c 

Yes 
No 
Other 

22. If you worked up a professional portfolio d'f designs 
for a particular job, and your client turned out not 
to be a bona fide client, would you feel it allows 
you to charge a small fee for your time? 

a. 
b. 
c. 

Yes 
No 
Other 

23. Pertaining to question number 22: If a fee was charged 
would you feel that it helps to establish a more profes-
sional level in the design field? 

a. 
b. 
c 

Yes 
No 
Other 

24. Do you feel that havmg your designs well-planned with 
visual designs to show to the client, would shorten your 
planning and selling time, so that you could get on wich 
the job? 

a. 
b. 
c 

Yes 
No 
Other 
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Would you feel more in control and prepared fo- you^ 
presentation to the client if you had a well-plannei 
presentation design with visuals? 

Yes 
_b. No 
c. Other 

26. Do you feel that a client is due a clear concise under-
standmg of what he is getting for his money? 

a. Yes 
]b. No 
c Other 

27. If answer to the above is yes then do you feel that 
visual compositions would make this more comprehensible 
to the client? 

a. 
b. 
—>' • 

Yes 
No 
Other 

28. Do you feel that an Architect or Interior Designer mus-
do his selling before his proposals for a client are 
designed? 

a. 
b. 
c 

Yes 
No 
Other 

29. Do you feel that having visual designs in presentations 
leads more to professionalism? 

a. 
b. 
c 

Yes 
No 
Other 

30. Do you feel that studies of professional presentations 
was a valid way of obtaining a true picture of what is 
needed in design education? 

a. Yes 
_b. No 
c Other 

31. Does your firm use the services of professionals in 
renderings, sketches, other than those employed? 

a. Yes 
]b. No 
'c Other 

32. What new methods of presontations has your firm or 
you initiated or used? Explain 
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APPENDIX B: LETTER TO PROFESSIONAL ARCHITECTS AND 
INTERIOR DESIGNERS 

By way of introduction, I am a graduate student 
at Texas Tech University, Lubbock, Texas, specializing 
in the field of Interior Design. For my thesis problem 
I have selected Design Presentations to fulfill the 
requiremento for the Master's Degree. 

Very little information has been made available 
to educators and students in this area, and professionals, 
such as you, have a great deal to offer in valuable 
information for the preparation of future designers. 

Presentation drawings, models, floor plans, and 
paste-up swatch boards are of great importance to many 
Professional Designers and Architects and have become 
almost a necessity for the larger design firms. 

It is for this reason that I have selected this field 
for research. I hope to establish what type of presenta-
tions are currently in use in the Lubbock, Texas area and 
what new ideas might be innovated into this study. 

It is hoped that the findings from this research 
might help those now practicing in the Design field to 
benefit from this study and, therefore, find better and 
quicker ways of presenting their designs and thus expedite 
their communications with their clients. 

I would like to obtain your contribution in this 
research for educational and professional improvcmcnt. I 
realize that your time is very valuable, so it is for 
this reason I am sending a request for an interview at 
your convenience. I will soon contact you by telephone. 

I am looking forward to visiting with you soon. 

Sincercly, 
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APPENDIX C. REPRESENTATIVE EXAMPLES OF LUBBOCK AREA 
DESIGNERS' METHODS OF PRESENTATIONS 

SITE 

Representative of the commercial architectural 
presentation 
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PLAN 

R e p r e s e n t a t i v e of t h e c o m m e r c i a l a r c h i t e c t u r a l 
p r e s e n t a t i o n 
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ELEVATION 

Representative of the commercial architectural 
presentation 
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FINAL RENDERING 

Representative of the commercial architectural 
presentation 
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R e p r e s e n t a t i v e of t h e r e s i d e n t i a l a r c h i t e c t u r a l 
p r e s e n t a t i o n 
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PERSPECTIVE RENDERING 

Representative of the residential architectural 
presentation 
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A 
MODEL 

Representative of the residential architectur.il 
presentation 

http://architectur.il
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I 'TERIOR SKETCll 

Representa Liv^ 
presentation 

resident irch 
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BROCHURE 

Representative of the architectural presentation 
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BOOKLLi' 

Representative of the architectura 1 uresentatioti 
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FLOOR PLA:. ( F U R M T U R L ARRAN'GL:IF.:.';) 

R e p r e s e n t a t i v e of th. ' m t e r i o r a e s i q n e r ' s p i - . se iu ,i t . o; 



101 

AREA RUG RENDERT:JG 

Reprcs.ntative of the inteiior designers 
dctail of a rug presentation 
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DESIGN BOARDS (SAMPLES) 

Representative of the interior decorator's desiga 
boards presentation 
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DESIGN BOARD (SWATCHES AND QUICK-SKETCH) 

Representative of the interior decorator's design board 
employing quick-sketch presentation 
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QUICK-SKETCH 

Representative of the use of the designer's 
rough quiok-sketch presentation 
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QUICK-SKETCH 

Representative of the use of the designer's 
detailed quick-sketch presentation 
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^é 

VIGNETTES (ACCESSORIES) 

Representative of the interior decorator's use of 
a vignette (showing correlation of accessories) 
presentation 



107 

VIGNETTE 

Representative of the interior decorator's use of a 
vignette (showing correlation of accessories) 
presentation 
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MODEL 

Representative of the use ot modcls m th . • 
designer, mterior d..cor aor ' s .v ^ ̂ ^̂ V'''̂ '̂ '̂ ^ 
presentation oí-itoi s and uphuls t erer ' s 
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CHAIR CONSTRUCTION 

Representative of the use of models m the interior 
designer, interior decorator's and upholstcrer's 
presentation 


