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Whether we travel for business or for

pleasure, today we spend more time
thinking about the hotels where we

wish to stay whenever we make travel
plans. Beyond selecting a hotel based on
location and price point, we now search
for features of a visual and experiential
nature. Invariably, the emergence of hotels
which distinguish themselves in their style
and design allows us to choose from a wide
variety of properties. Because we are so
accustomed to choice, the experience in the
hotel itself has become as important as the
experience of the destination.

The development of the “boutique” hotel

is a recent phenomenon. Its inception

can be pinpointed to Morgans, conceived

by lan Schrager and Steve Rubell and
opened in Manhattan in 1984. The project
designer Andre Putman created a highly
stylised yet intimate interior. With a small
number of rooms per floor and a lobby

that resembled a living room, Morgans felt
more like a residence than a hotel. Antiques
purchased in European flea markets were
interspersed throughout the interior. Robert
Mapplethorpe was commissioned to provide
the art for the rooms. The mostly black and
white interior, which carried through to the
bathrooms, evoked the glamour of a film
set from Hollywood's golden age.

With Morgans, Schrager and Rubell
revolutionised the hospitality industry. Until
then, cities such as New York either had
chain hotels in a range of price categories
or individual luxury properties, neither of
which was particularly distinguishable from
one city to another. Morgans stood out
with its highly-designed interior; it became
the first hotel to promote “design” as its
identifying feature.

Morgans was developed during a period
when Manhattan was reeling from the
financial troubles of the 70S. A new
generation who had grown up in the
suburbs was rediscovering the city and
moving back to make it their home. In this
climate the hotel became a clubby enclave
for a young affluent who defined what it
meant to be “hip” and “cool.”

For his next project lan Schrager worked
with Philippe Starck to create the Royalton.
It was the first in an extraordinary series of
collaborations between the hotelier and
the designer. In an exclusive arrangement,
Schrager and Starck developed hotels in
New York, Miami, Los Angeles, San Francisco
and London. These hotels allowed the
designers to tackle new problems along the
way, creating typologies—resort hotel, city
hotel, luxury, budget—in whose footsteps
other hoteliers still follow. A remarkable
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step in this evolution was reached with
the Paramount Hotel off Times Square. A
conversion from a dilapidated Single Room
Occupancy (SRO) to a highly-designed hotel
intended for a budget minded clientele,
the Paramount was the first to make the
concept affordable. The rooms were kept
to their rather tight original sizes and
repackaged as designed environments.
Ingenious interventions made them user-
friendly: Starck reimagined the typical
armoire as a column holding the TV/VCR,
minibar, and lighting. What the hotel
rooms lacked in space, the creative team
made up for with a cache of extraordinary
design.

In its public spaces the Paramount
emphasises the theatrical: the lobby is
conceived as a double height space from
which a staircase ascends to the gallery
above. With a platinum leaf panel as the
backdrop, guests who choose to take these
stairs are lit by a battery of spotlights—
their moment in the limelight. This type
of unexpected move is Starck’s hallmark—
his approach to design consists of carefully
choreographed vignettes, intended to
surprise and delight.

The impact of these pioneering projects on
the landscape of international hospitality
cannot be overestimated. Within a short

period of time, hotels which distinguished
themselves through their design had

been developed in almost every travel
destination imaginable. This ongoing
process has possibly found its pinnacle in
the Hotel Puerta America in Madrid, where
a group of prominent architecture and
design offices were invited to develop a
single floor of a twelve-story tower. At the
Puerta America, guests can choose to spend
the night in a room designed by Ron Arad
or Zaha Hadid, Marc Newson or Norman
Foster. This notion of mixing divergent
aesthetic styles has been a successful one
for the Hotel Puerta America, and other
developers have already begun capitalising
on this concept in other locations.

While Morgans and the Schrager-Starck
hotels are clearly at the root of recent
developments in hotel design, the field has
been richly informed by landmark designs
throughout history. One can arguably trace
the beginnings of the hotel as a building
typology to Caravanserais, built along the
silk and spice trade routes in the 12th and
13th centuries. These installations provided
the traders of the time with food, shelter
and accommodation as well as a place to
socialise. Set at intervals of a day’s journey
by foot throughout Central Asia and Asia
Minor, these elaborate structures made
commerce possible between Chinese cities
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and Constantinople, from which goods
were distributed throughout Europe.

Hotels as we know them date from the
19th century. The bourgeoisie—which
emerged as the new ruling class during
the industrial revolution—for the first time
amassed disposable income, which could
be used for travel, for both leisure and
commerce. The ever-expanding railroad
network and the advent of the steamship
furthered this development into the 20th
century. As the first industrialised nation,
the British created tourist destinations;
foremost among these was Switzerland,
where the hospitality industry developed
early on.

While tourism, and with it the growth of
the hotel industry, all but stopped during
the two world wars and the American
Great Depression, a number of modernist
masterpieces arose in the aftermath of
World War II. The SAS hotel in Copenhagen
designed by Arne Jacobsen is one such
example. Completed in 1964, the hotel
can be viewed as the culmination of
Jacobsen’s body of work. Indeed, his work
on the project spans his entire oeuvre:

he was responsible for the building’s
architecture as well as the interior design,
furniture, lighting fixtures, and fabrics—

he even designed the hotel’s glassware
and flatware. All are readily recognisable
as Jacobsen’s, and many remain today

in the production programs of various
manufacturers. Unfortunately the hotel
itself has been remodeled in its entirety,
rendering it difficult to imagine the overall
impression of the intended setting. His
drawings for the SAS hotel along with
photographs of the original interior remain
to provide a vague impression of how
thoroughly refined it must have been at

its conception. Jacobsen’s achievement
clearly lies in his creation of a harmonious
continuum between architecture, interior
and object that always considers the
relationship of part to whole.

A less systematic but equally delightful
hotel is the Hotel Parco dei Principi,
designed by Gio Ponti. Set upon a cliff
overlooking the Bay of Naples, the hotel
was completed in 1962. Its furniture pieces,
ranging from armchairs to night tables,
reflect his idiosyncratic Mid-Century style,
and are still in high demand at furniture
auctions today. Most noteworthy are thirty
different tile designs, arranged in unique
patterns for each of its one hundred rooms.
In shades of blue, green and white, they
pick up on the colours of the Amalfi Coast.
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A review of hotel design would not be

complete without considering the work of
Morris Lapidus. He singlehandedly defined
the American resort hotel of the 1950s" and
60s’ with a style that ranged from seriously-
considered to kitsch. With his early
projects, the Fountainebleu and Eden Roc
at Miami Beach, he combined notions of
modern architecture with fanciful interiors.
Although thoroughly rejected by his peers,
Lapidus’s work is notable for being the
harbinger of an understanding—employed
by Starck and others—that design could
amuse patrons and function as the main
draw of a resort hotel. While several of

his projects remain, their interiors have
suffered from consecutive remodeling
efforts that stray from Lapidus’s original
designs. In photograph and rendering, and
saved pieces of Lucite furniture, one can
detect the over-the-top exuberance of his
interiors and the reasons why an entire
generation of Americans flocked to his
hotels.

Lapidus summarised his design philosophy
with the following bullet points:

J Get rid of corners

o Use sweeping lines

o Use light to create unusual effects
o Use plenty of colours

. Try to get drama

o Keep changing the floor levels

. People are attracted to the light

(The Moth Complex)

Lapidus was unique among his peers in
that he is known almost exclusively for his
work in the hospitality industry. It is only
in the last decade that design commissions
involving hotels have become sought-after
commissions among the leading architects
of our time. This development dates back
to Peter Zumthor's career-defining spa

in Vals, Switzerland. Today, prominent
architects covet design hotel projects, and
designers such as Nouvel, Arad Hadid,
Foster, Gehry, Holl, and others count hotels
among their noteworthy projects.
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In spite of their recent history, design hotels
have gradually changed in the past twenty
years. Beginning with hotels like Morgans,

stand-alone properties with idiosyncratic

interiors, more recently, umbrella
organisations such as Design Hotels,
established in 1993, have institutionalised
the notion of a highly-designed property.
These organizsations provide a critical mass
and Internet presence for like-minded
developers in all corners of the globe.
Another recent development concerns
chain hotels, which have adopted the
boutique concept as their core business
model. Starwood, in its collaboration with
the Rockwell Group, is one such company
with a worldwide network of highly-
designed properties.

The current pervasive discourse on
sustainability has influenced the latest
generation of design hotels. These
distinguish themselves through their low-
carbon footprints and boast of energy-
savings. Once relegated to the periphery of
architecture, now even large corporations

like Disney are pouring resources into
“greening” their hotels.

Looking back at recent trends in hotel
design prompts the question: what might
be the next step? One might argue that
we may return to an understanding of
design that seems, once all is said and
done, to be effortless. The Omnia, a
contemporary mountain lodge in the Swiss
Alps, represents an attempt towards such
a solution. Its design in the modernist
tradition combines current production
processes with the use of natural and

local materials. The Omnia’s statement

is in its understatement: an economy of
means yields a design that is at once subtle
and considered. This is becoming more
necessary as we speak: as we become
increasingly aware of our limited resources,
it is our responsibility to promote the
notion of economy in design.
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Ali Tayar
faI B - ZRLIR

methods of mass-production.

Art Museum and the Metropolitan

Ali Tayar was born in Istanbul in 1959 and
studied architecture at the University of
Stuttgart and the Massachusetts Institute
of Technology. After graduating he worked
on wide span hangar structures with Lev
Zetlin Associates, on tensile structures
with FTL and curtain wall design with
James Carpenter. In 1993, he formed
Parallel Design Partnership, through which
he designs and produces furniture and
hardware. These pieces, as well as Tayar's
architectural work, derive from the twin
imperatives of structural behavior and the

Tayar's designs were featured in "Mutant
Materials in Contemporary Design" and
"Wokspheres" at New York's Museum of
Modern Art, "Aluminum by Design" at the
Cooper-Hewitt and "US Design 1975-2000"
at the Denver Art Museum. His work is
represented in the permanent collections of
the Musee des Arts Decoratifs de Montreal,
the Denver Art Museum, the Carnegie

Museum of Art, NY. Tayar is among the
"Emerging Voices" of 2002 organised by
the Architectural League of New York. He
has been awarded a design grant from the
National Endowment for the Arts (1995)
and two ID Magazine Design Distinction

Awards (1994 and 1998). Tayar's work has
been featured in numerous publications,
including Elle Decor (America and Japan),
New York Magazine, Interior Design,
Metropolitan Home, ID, Abitare and the
New York Times.

Tayar’s projects include the Gansevoort
Gallery, Waterloo Brasserie, Midway
restaurant, PoP lounge, John Frieda Salon
on Madison Avenue, and two residential
lofts at 495 West Street, all of which

are located in New York City. Bouley
Restaurant, which entailed the redesign
of the Bouley Bakery, was completed

in February 2002 for David Bouley. A
collection of furniture pieces designed
for the ICF Group was presented at the
ICFF in May 1999 and an injection molded
shelving system for the Magis Company
was developed in 2002. Parallel Design's
award-winning aluminum shelving system,
"Ellen's Brackets", is widely available and
featured in Aveda stores across the US.
Tayar’s projects include PoP burger for
Roy Liebenthal in the meat packing district
and a loft in the Richard Meier tower. An
installation of Silvia Kolbowski’s multi-
media pieces for her solo show at the
Secession in Vienna was completed in the
fall of 2004, a retreat on Block Island (RI)

and Pizza Bar, a restaurant/bar in NYC were
completed in the summer of 2005. The

Omnia, a contemporary mountain lodge

in Zermatt, Switzerland, opened in June

of 2006. followed by a new Pop Burger

on east 58th street in December 2007.
Ongoing projects include a “net-zero”
house in Austin, Texas, the interior of a
high performance sailboat, a carbon fiber
house in Switzerland and a pre-fabricated
interior system for a loft in SoHo, New York
as well as a hotel in Dresden, Germany.
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Good Design !

Although it will be impossible to define
“Good Design” worldwide for everybody,
I would like to give a view on “Good
Design” from my personal standpoint.

I strongly believe that design and
architecture is not art.

Art has no functions, not even a task,
except the personal expression or
message, which the artist formulates in

a very personal manner. Architecture

and design do have functions or have to
support functions inside and there are
many targets that need to be achieved,
like costs, sustainability, handling, time to
build, attract visitors or clients, effective
to maintain, ...... but can an interior or a
building, or a chair look like a sculpture?

I would say yes, of course it can, and if

it works, this is great design or great
architecture. Philip Starcks lemon sqgeezer,
Karim Rashids perfume flacons, Ron
Arads easy chair, Mies van der Rohes box-
skyscraper are sculptures and they are
ingenious and iconic pieces of design and
architecture.

But more and more | can see, that “big

names” get confused with “good design”,
which sometimes is definitely not the
same! Even the very prominent colleagues,
named above, have designed absolutely
unusable metal sofas like Ron Arad, funny
over decorated hotel rooms in crazy colours
like Karim Rashid. Rem Kolhas obviously

is not interested in any function of a
building, just in its sculptural appearance.
Frank Gehry, who was one of my ideals,
when | was a student, has changed his
“style” into a kind of marketing gag (which
works and is successful).

For me “Good Design” is a compromise
between sculptural appearance, iconic
look, cost efficiency, material optimisation,
ecological sustainability, easy to handle,
good functionality, self marketing, fit

for purpose and user, ..., but always
successful!

Sometimes the compromise lies more on
the side of marketing where conservative
guests strongly demand a traditional
interior, sometimes the costs are critical,
sometimes the function does not allow
dramatic and different forms, or official
regulations do not comply with the design
idea.

In our office we are working according

to the statement, that “interior design

is three-dimensional marketing”
meaning, that in our, hotels, restaurants
and spas, the interior space should attract
the guests, it should fit to the marketing
strategy of the operator and it should fulfil
or exceed the expectations of the guests.
We also believe, that each project should
be unique and it should respond to the
area where it is located.

We do not have 2 projects, that look
similar — of course this way of working
needs much more efforts, compared to a
“personal style”, which allows to copy most
of the details from previous projects.

So we have designed a fancy bar for

the famous, young and rich people in
Hannover (Achtung BILD: MINIBAR) , but
in the same city we have a bar, connected
to a fine dining restaurant for the more
distinguished, timeless adults. (Achtung
BILD: Kokenhof)

Looking at hotels, we currently design
one of the famous and largest projects

in Germany at Frankfurt Airport, which
includes 2 Hilton Hotels, there we themed
a "poetic technology”, corresponding to
the airport (Achtung BILD: HILTON Lobby)




Whereas for the “Park Inn” hotel in
Krakow (Poland) we are featuring the
poems of local “Nobel Price Winners”
(Achtung BILD: Park INN).

The golf resort hotel in Hamburg

for Steigenberger (Achtung BILD:
Musterzimmer STAG) looks completely
different to the city business hotel from the
same operator in the same town (Achtung
BILD: Steigenberger Bistro)

Sometimes it is a petty, that we are not
recognized by our design, but as we have
done more than 200 hotels already, the
success of our projects is recognized by the
clients.

I am not arrogant enough to say, that
successful design automatically is good
design, but at least commercial success is
one of the elements of good design.

As | mentioned Frank Gehry previously,
he is a successful architect, although
his projects are extremely expensive,
the function is not always perfect, but
as a marketing statement his buildings
are worth each compromise and even
improved a whole city (Bilbao).

We have not changed the image of a city,
but at least we helped to change the image
of one of the largest brands in the world,
when we developed a coffee shop system
for them in Germany and Europe. (Achtung
BILD: McD - McCafé)

So as a resume | have to say, that good
design is not only what you will find in
glossy magazines or coffee-table books,
you can find good design everywhere —
but sometimes you might got used to it, as
these are products and houses from ancient
times in a perfect use of local materials,
perfectly adapted to local climate and local
habits. An Eskimos igloo is as iconic and
perfect designed as the citron squeezer
from Philippe Starck.
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