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Abstract: Though much attention has been given to the prefabrication of architecture, little has been
devoted to the discussion of the prefabricated interior environment. The significance of the unit or
module is inherent in the prefabrication of architecture, but it is equally critical in its role in the pre-
fabrication of Interior Space. The element of the module in furniture transcends the notion of furniture
as object, placing it more expansively into the realm of place-maker. The advent and purpose of
modular furniture are not only interconnected with the greater concepts of prefabrication in the built
environment but are also inherently interconnected with the development of the modern house. The
ability to mass-produce furniture and the concept of the module as a generative place-maker transformed
the role of modular furniture into that of defining space or prefabricating environments.
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Introduction

“The Function of all objects is being transcended by a new kind of practical organization.
Symbolic values, and along with them use values, are being supplanted by organizational
values. The substance and the form of the old furniture have been abandoned for good,
in favor of an extreme free interplay of functions.”1

WITHPREFABRICATEDARCHITECTURE receiving such significant atten-
tion in the literature, the question arose; how could so little historical attention
be devoted to the history of prefabricated interior environments?An independent
review of literature found that while there is a paucity of categorical research

termed Prefabricated Interior Design, there is, however an abundance of literature regarding
the prefabrication of the elements of the interior environment dating back thousands of years.

The significance of the unit or module is inherent in the prefabrication of architecture,
but it is equally critical in its role in the prefabrication of Interior Space. Possibly the earliest
and most significant module of the interior and of construction is the tatami mat. The propor-
tion of the tatami, which dates to the 14th century, is a critical Japanese measure relating to
interior design and to architecture.2 The tatami not only defines interior space but serves as
the basis for the proportion of the built environment. The ken, the structural module for the
building, is equal to the dimension of two tatami. And, furniture is derived from the proportion
of the tatami as ½ or ¼ of a tatami mat. The measurement of the tatami and the module has

1 Jean Baudrillard, The System of Objects, Verso, London, 1996, pp. 21.
2 Azby Brown and Joseph Cali, The Japanese Dream House: How Technology and Tradition are Shaping New
Home Design, Kodansha International,New York, 2001, pp. 39.
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an overarching architectural significance as the tatami are also utilized as units of measure,
with room dimensions frequently described by the number of tatami.3

Figure 1: Tatami Proportion

The element of the module in furniture transcends the notion of furniture as object, placing
it more expansively into the realm of place-maker. The advent and purpose of modular fur-
niture are not only interconnected with the greater concepts of prefabrication in the built
environment but are also inherently interconnected with the development of the modern
house. In his early investigation into the prefabrication of houses, Le Corbusier conceived
the diagram for the Maison Domino. The Maison Domino itself is a concept study for pre-
fabrication and construction, considered one of the most saliently influential concepts in ar-
chitecture and in the fabrication of architecture to follow.4 Inspired by Maison Domino,
modern architects and designers radically altered the concept of house, eliminating the re-
quirement for structural exterior and interior walls, which in turn predicated the ability to
construct houses with an open plan. With the spaces within a house no longer defined by
walls, those spaces would now be defined by furniture, thus elevating the status of furniture
from object and placeholder to that of place-maker. The notion of the unit or the module
was an appropriate direction for the development of furniture, the unrelated furniture objects
of the previous centuries were meant to stand alone and make statements, where the unit
modular furniture would create space without visually detracting from the architectural en-
vironment.

From Mass-production to Modularization
Mechanization in the fabrication of furniture in the nineteenth century made the factory
construction and mass production of furniture possible. Lambert Hitchcock is credited with

3 Kiyoshi Seike, The Art of Japanese Joinery, J. Weatherhill, New York, 1977, pp. 14-15.
4 Charles Jenks, Le Corbusier and the Continual Revolution in Architecture, Monacelli Press, New York, 2000,
pp. 78-82
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the invention of interchangeable parts and mass production of furniture.5 Michael Thonet
and his company, Gerbrüder Thonet, revolutionized the manner in which we produce furniture,
and his ideas of construction were clearly advanced for their time. Thonet conceived of
making laminated wood furniture which had an economy of materials that we discuss today
in terms of sustainability. Thonet is best known for the design of his bentwood café chair of
1850.6 The Gerbrüder Thonet, factory was set up to build furniture that could be packed flat
for economy in shipping and assembled on site, this was a true precursor to the notion of
prefabrication and facilitated a global entry for the pieces being shipped all over the world.7

Although mass production began earlier, it was around 1910 that industrial technologies
improved by such a degree that quality furniture could be more generally mass produced
and affordable. The advent of such technologies and the onset of truly mass-produced pre-
fabricated furniture stemmed the design of modular items.8 Modular furniture pieces of note
entered the market as early as 1906 in a modular system designed by Richard Riemerchnmidt
and two years later in another system designed by Bruno Paul,9 a co-founder of the Deutscher
Werkbund. There is even evidence of mass-produced sectional bookcases in a 1909 Sears
and Roebuck Catalogue10 An archetype of modern design and although not a mass produced
or prefabricated construction, Gerritt Reitveld’s Schroeder-Schrader House was pivotal in
the exploration of the modularity in design. The 1920 De Stijl masterpiece incorporates
moveable partitions, inspired by Japanese shoji screens, that allow space to be flexible by
altogether eliminating the construction of the traditional interior wall. Much of the furniture,
though built in, is based on the system of modules. Trained as a cabinetmaker, and as revealed
in his seminal modern structure, the significance of his furniture and modular elements is
wholly evident. Hence, Reitveld may be seen as redefining force in modern architecture,
interior design, furniture design, and living.

Early Modernism: The Invention of Prefabrication and the Module in
Furniture

Le Corbusier and the ‘Casier Standard’
The notion of module as prefabricated building block has consistently been addressed and
investigated in design and architecture. Le Corbusier (along with Marcel Breuer) has been
credited as the first Architect to conceive of Modular furniture,11 and thus of prefabricated
interior space. While Le Corbusier is one of the most widely- recognized architects, it is often
overlooked that his practice was founded in furniture and Interior Design.12 Corbusier is

5 Leslie Pina, Furniture in History 3000 B.C. – 200 A.D., Prentice Hall, Upper Saddle River, NJ, 2003, pp. 166.
6 Pina, pp.167.
7 Judith Miller, Furniture: World Styles from Classical to Contemporary, DK Publishing, New York, 2005, pp.
285.
8 Miller, pp. 335.
9 Phyllis Ross, ‘Merchandising the modern: Gilbert Rohde at Herman Miller’, Journal of Design History, vol. 17,
no. 4, 2004, pp. 360.
10 Stanley Abercrombie, George Nelson: The Design of Modern Design, MIT Press, Cambridge, Mass, 1995, pp.
93.
11 Ambercrombie, pp. 93.
12 Charlotte Benton, ‘Le Corbusier: furniture and the interior’, Journal of Design History, vol. 3, no. 3, 1990, pp.
104.
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known for likening architecture to automation and terming the house a ‘machine for living.’
His attitude to furniture is likeminded; in his design investigation based in automation he
redefines furniture as ‘equipment.’ His inspiration for his new equipment emanated from
the efficiency of office furniture, the ocean-liner cabin, and the traveler’s trunk. From this
inspiration, Corbusier, with Pierre Jeanerette, developed one of the first recognized systems
of modular furniture the ‘casier standard’ which was first demonstrated at the ‘l’Esprit
Nouveau’ in 1925.13 Charlotte Perriand designed a later and widely applied version or the
casiers, casiers métalliques, during the time of her collaboration with Le Corbusier.14 The
casiers were anticipated to not only replace all storage needs by the various elements of
storage available within the system, but they were also designed to create and divide space
in the open plan house. The notion of the casiers proved to of one of true pre-fabrication of
space given the inherent intent for them to be place-makers. Further, according to Le Cor-
busier, he conceived them as ready-made elements and to be fabricated off site; as such,
they would reduce the onsite work of carpenters in the fabrication of interior walls by repla-
cing them with ready-made elements.15 The casiers were planned by Le Corbusier to offer
a multiplicity functions: as freestanding furniture, as room- dividing partitions in his villas
(including Villa Stein de Monzie), and as built-ins (Unité Housing).16

Marcel Breuer: Interior Design and 33
Like Le Corbusier, Marcel Breuer had his roots in interior design and furniture design and
experimented with the module in his creation of space and furniture. In his early career,
Breuer taught at the Bauhaus, and he was the master of its cabinetmaking workshop. During
this time, he received commissions for interior design work. Use of the unit and modular
storage served as a common feature in Breuer’s interiors. The small modular cabinets, in
Breuer’s modular investigation ‘33’ of 1925, could be placed against the wall, hung from
the wall, or supported on tubular steel legs. The Breuer module was based on a measure of
33 centimeters and appeared in virtually all of his commissions forward.17 The Breuer
module constituted an early example of modularization in furniture and could be considered
organizational in nature. The module units were custom and not mass-produced and, unlike
Corbusier’s Casiers, were typically placed against the wall and hence not conceived as place-
makers in the sense of replacing wall construction or dividing space.

Herman Miller, Gilbert Rhode and the American Modular
The 1932 exhibit ‘Modern Architecture: International Exhibition’ at the Museum of Modern
Art in New York City is recognized as a crucial step in the development and promulgation
of the International Style in the United States. Although work from the United States was
included in that exhibit, the projects were not as numerous, nor as minimal or stylistically
pure as their European counterparts. This could also be said of the furniture design and the

13 Benton, pp. 104-116.
14 Arthur, Ruegg, Charlotte Perriand Livre de Bord, Birkhauser, Basel, Switzerland, 2004, pp 49-51.
15 Benton, pp. 104-116.
16 Flora Samuel, Le Corbusier in Detail, Architectural Press, Burlington, Mass, 2007, pp. 110.
17 Christopher Wilk, Marcel Breuer, and Museum of Modern Art, Marcel Breuer, Furniture and Interiors, Museum
of Modern Art, New York, 1981, pp. 59-61.
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development of modular furniture in the United States. Gilbert Rhode’s design career began
in 1927 and he was likely influenced by the work of his European counterparts and by the
1925 ‘Exposition Internationale des Arts Decoratifs. An interior designer, Rhode worked
on residential and commercial interiors, but his main concentration focused on the design
of manufactured furniture. Rhode, as a notable Interior designer, received an invitation in
1932 to design the interiors for the ‘Design for Living’ house (a nod to Le Corbusier’s
‘Machine for Living’), where he installed his first line of mass-produced modular furniture
issued by the Heywood Wakefield Company in 1931. On the basis of this project, Rhode
forged his relationship with Herman Miller.18 In the work of his European predecessors, the
modular had been explored typically as cabinets for use in prefabricating public spaces of
the residential environment. Rhode applied his modular assemblies into the private sector
of the house and, with Herman Miller, designed a coordinated line of modular pieces for the
bedroom. Rhode actually bears the responsibility for bringing the Herman Miller Company
into modern furniture production and for today’s recognition of the module’s integral place
in both the residential and commercial markets. Rhode’s best-known modular furniture was
the Laurel Group. The core of this furniture group was a system of ten storage units with a
luxurious wood veneer finish, diverging from the simplicity of his European counterparts.
Concurrent with the Laurel Series, Rhode demonstrably enlarged the industry with his incep-
tion of the module to include upholstered sectional seating elements. He expanded the notion
of coordinated furniture to include seating and upholstered elements prefabricating all envir-
onments within the residential interior.

Rhode’s idea behind the module turned into a groundbreaking American typology, notably
in the manner in which it was to be used and marketed. In essence, the Rhode’s module took
the fashion out of furniture. Like fashion, furniture had previously changed from year to
year, thus encouraging buyers to purchase new elements to keep up-to-date in their furnishing
style. Rhode designed his modular furniture to remain unchanged at its core while still en-
abling consumers to augment, over time, their furniture with other pieces.19 Rhode’s Furniture
was designed and finished with the flexibility that would allow for a piece to comprise a
portion of a group coordinated by the user and yet also stand alone. The elements, upholstered
or case goods, could be arranged and expanded upon over time by the user’s needs or desires
to fabricate space with building walls.

Post War Modularization and Mass-customization

George Nelson: The Elimination of Furniture?
The Herman Miller Company demonstrated its commitment to Modernism when they hired
George Nelson as Director of Design.20 Dirk Jan DePree of the Herman Miller Company
became interested in Nelson after being introduced to Nelson’s seminal ‘Storagewall’
concept.21 Nelson designed the Storagewall for his book with Henry Wright, Tomorrow’s

18 Monica Obinski, ‘Exhibiting modernity through the lense of tradition in Gilbert Rhode’s design for living interior’,
Journal of Design History, vol. 20, no. 3, 2007, pp. 6-7.
19 Ross, pp. 359-365.
20 Pat Kirkham, Charles and Ray Eames: Designers of the Twentieth Century, MIT Press, Cambridge, Mass, 1995,
pp. 222.
21 Abercrombie, pp. 83-84.
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House. As he had nothing else prepared and with a short, looming deadline to write the
chapter on storage, Nelson expeditiously conceived of the Storagewall concept.22 The wall
was to be a built-in element as never seen before, it would house all necessary storage neces-
sary for the home within the cavity of the wall. The Storagewall is reminiscent of, yet more
inclusive than the pre-fabricated built-in elements of the Lustron House, and it foreshadowed
Shigeru Ban’s Furniture House (in which the prefabricated built in elements become the
structure of the house).

The Storagewall design represented a remarkable convergence of three significant entities:
Architecture, Interior Design, and Furniture. In Tomorrow’s House, Nelson titles a section
describing the prefabricated Storagewall’s capabilities ‘Elimination of Furniture’ and describes
how the selection of programmed units, installed in the appropriate locations within the
house, would, at the minimum, eliminate the need for all case good furniture and storage
furniture. By design, the Storagewall is intrinsically flexible as the units are selected by the
user and can be assembled in any arrangement or direction thus creating the opportunity to
serve two rooms at one time. The Storagewall is primarily a prefabricated division of space
entirely replacing the wall with modular furniture-like elements.23 The concept of this type
of wall, while terrifying to most furniture manufacturers, actually inspired De Pree to bring
Nelson to Herman Miller.24 The shift to flexibility and modularity in furniture was a natural
one for Nelson. Prior to his career in furniture design and at Herman Miller, Nelson was a
trained and practicing Architect. He, as did many other prominent architects, developed a
prefabricated housing concept. Nelson’s iteration the ‘Experimental House’ was unique in
that the module served as its basis. The house primarily generated as an assemblage of 12’
cubes/room which, when combined, form the house.25 Nelson pursued his investigation of
the module in his furniture at Herman Miller: one of his first and most successful projects
was his 1946 modular shelving units. The units served a wide array of functionality, including:
bookcase, filing, vanity, china cabinet, and the like. The design permitted the unit(s) to rest
on his previously-designed slatted bench, to be hung on the wall, or to stand on legs.26 In
this modular design, Nelson integrates the formerly separate space-making modular element
of seating and storage, as the original bench elements seamlessly integrated as seating with
the new storage elements, hence prefabricating entire multi-functional environments.

Eames Office: Mass-customization
Charles and Ray Eames ably anticipated the contemporary notion of mass customization in
their design of furniture components and in the design of the Eames Case Study House,
composed of prefabricated industrial parts. During his tenure at the Herman Miller Company,
George Nelson recruited Charles Eames and (unofficially) Ray Eames as contributing De-
signers in 1947. Their work at Herman Miler did not represent their first iteration of modular
design. In collaboration with Eeero Saarinen, Charles Eames created modular storage units

22 Michael Webb, George Nelson, Marisa Bartolucci, and Raul Cabra, George Nelson. Compact Design Portfolio,
Chronicle Books, San Francisco, 2003, pp. 10.
23 George Nelson and Henry N. Wright, Tomorrow’s House, How to Plan Your Post-War Home Now, Simon and
Schuster, New York, 1945, pp. 132-142.
24 Webb, pp. 10.
25 Abercrombie, pp. 76-81.
26 Abercrombie, pp. 93.
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that rested on benches, not dissimilar to the Nelson modular storage pieces exhibited at the
Museum of Modern Art. The collaboration with the Herman Miller Company began with
the production of the Eames Plywood Furniture pieces in 1948. The plywood pieces were
based on those exhibited at the MOMA Show of 1946 (which included the modular shelving
systems), though the focus of the first Herman Miller collection rested in the bent plywood
group.27 The first mass-produced Eames modular storage elements were the Eames Storage
Units (ESUs) of the 1950s. In a manner similar to the Eames Case Study house, the design
of the ESUs derived from concepts of mass-customization and based on construction with
prefabricated industrial elements. The ESUs demarcated a departure from their predecessors’
modular furniture investigations in their level of flexibility as these units were not fixed
modules but instead consisted of a customizable kit of parts. The back and side panels were
available in multiple materials including masonite and perforated aluminum, available for
order in an array colors. ESUs can be combined as shelves or desks with open (or closed)
storage in addition to drawers, creating an infinite range of possible configurations. In their
first iteration, the elements arrived un-assembled at delivery and constituted an early example
of flat packing. However, they proved difficult to assemble -- not unlike some other prefab-
ricated house kits of the era, including the Lustron House. Although marketed to both resid-
ential and commercial customers, the ESU did not gain popularity with either and were dis-
continued in 1955.28

The Eames team furthered their investigation into modular storage by designing a knock-
down system proposed in 1954 to be distributed by Sears, but the system never reached
production. The next iteration, and the final Eames venture into storage systems came in
1961 with the design of the Eames Contract Storage System (ECS). Designed as an inter-
changeable system of parts, the ECS was to be assembled as dormitory bedrooms. The ECS
comprised all furniture necessary for a functioning dormitory room, including closets,
bookcases, desk, and a bed, truly prefabricating programmatic elements necessary in the
function of the room. Like their earlier designs, these storage systems proved too expensive
and did not receive the mass orders necessary to keep the pricing competitive, and they were
also discontinued.

While the Eames’s work with the module is widely recognized today, and while the ESU
has regained popularity and re-introduced to market with success,29 the development of
mass-produced mass-market modular furniture available to everyone was never viably real-
ized. However, their work has acted as a robust stimulus for the concept of mass-customiz-
ation and prefabrication in both architecture and for place-making within interior environment.

27 Kirkham, pp. 222-225.
28 Kirkham, pp. 256.
29 ‘The rebirth of a classic’, Blueprint, vol. 138, 1997, pp. 18.
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Figure 2: Eames’ ESU Storage System: Mass Customization (Courtesy of Herman Miller)

Harvey Probber: Breaking Geometry
A largely self-taught furniture designer, Harvey Probber’s only formal training came from
evening classes in interior design at the Pratt Institute in Brooklyn, New York. Probber’s
career focused on furniture design and spanned a fifty-year period from the pre-war era into
the 1980s. Most notably, he is credited with the design of the first modular sofa. While not
the very first to design a sectional sofa, he is credited for recreating the typology. Although
upholstered section pieces predated Probber modules, his unique design ideation may be
seen in his incorporation of forms clearly outside of the simple rectilinear geometries found
in previous seating sections. Probber’s inclusion of semicircles and wedges in his line of
coordinated furniture facilitated a more diverse array of seating configurations than early
modular investigations. He derived his first modular concept as early as1938, and he began
implementing the term modules by the mid-1940s. The Sert Group comprised his first defined
line of modules.30 Probber’s investigation into the modular was not limited to upholstered
items, and he realized a new vision of modular with his table sections. Terming it distinctively
as ‘nuclear furniture’ differing from the modular furniture predecessors, as the elements
were non-rectilinear (similar to Probber’s sofa moduels) and configurable into almost any
shape. Probber did not introduce case goods until the 1960s. Probber’s investigation into the
module, not unlike Rhode’s, included providing concepts for marketing to his clientele.
Probber was not a designer of the avant-guarde, rather, he was a businessman. He designed
for an affluent clientele, and interior designers largely purchased his furniture. His drive to

30 Judith Gura, ‘Master of modulars’, Echoes Magazine, vol. 38, 2002, pp. 61-65.
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create modules had its roots in practicality and marketing, His firm was a small business
and could not create many designs; instead, they created many options.31 Though Probber’s
career resided mostly on the fringe of design, he achieved recognition in the Design com-
munity with his inclusion in the ‘Good Design’ 1951 exhibit at MOMA, as well as in winning
several awards and competitions for his work. In recent years, Probber’s work has been more
widely recognized and appreciated for its contribution to design.32 Following Probber’s
critical conception of modular elements as non-rectilinear forms, sectional and modular sofa
systems can been seen produced by nearly every firm that produces upholstered furniture.
These elements have been truly place-making entities for their users and have defined space
without traditional building as prefabricated elements. As a system of building blocks, the
users have the ability to define their own space within, or in place of, walls. Space can be
further defined or redefined through the addition or redistribution of the parts over time.

Joe Colombo: Disintegration of the Recognizable Module
Though Joe Colombo’s endeavors into the ‘living machines’ and the ‘total furniture unit’
are in and of themselves true expressions of pre-fabricated interior environments, and, for
this purpose, these environments have been considered as a unit model of house as opposed
to the modular as a prefabricated space-making element. Colombo, in addition to creating
these inclusive elements, also designed and produced systems based on the module that be-
came (in their placement, and repetition) place-making elements of prefabricated space. His
Man/Woman Container of 1964, is a departure from the typical modular systems discussed
thus far, as the element forms as a self contained unit. Composed of a series of elements that
can be hinged together to create a storage trunk, the container -- when opened -- further
defines an environment complete with storage, lighting, and sound.33 The Man/Woman
system is interesting in its contextual notion of a design arriving full circle. As a shipping
trunk inspired Le Corbusiers ‘casiers,’ the Columbo design inspirationally takes the notions
of the module in the creation of an environment that permits the reassembly of pieces back
into the form of a shipping trunk. This notably circular evolution emphasizes the criticality
of the conceptualizing of the programmed prefabricated interior, well evidenced in the form
of the early shipping trunk, within the fabric of architecture.

Colombo’s venture into the module as place-maker manifests a radical departure from
those of his iconic predecessors. Colombo’s investigations are unique as he has broken the
geometry of the rectangle that was so prevalent in the investigations of the prior masters. In
an even more marked point of departure, the individual units in his upholstered configurations
are not non-functional but also non-recognizable as single elements. Intending mobility,
Colombo included casters in his design of the Triangular Container System of 1967, as well
as functioning a space-making device. In their closed form, the units are containers based
on the geometry of a square. When hinged open, however, the units become triangular
lending to non-linear space-making configurations, aggressively advancing the notion of
furniture as a prefabricated element of space-making, while further investigating the trans-

31 Gura, pp. 90.
32 Judith Gura, ‘The birth of the modular’, Interior Design, vol. 74, no. 11, 2003, pp. 176-177.
33 Ignazia Favata, Joe Colombo and Italian Design of the Sixties: Commentary and Catalogue, 1st MIT Press ed.,
MIT Press, Cambridge, Mass, 1988, pp. 95-96.
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portable environment.34 Colombo’s upholstered investigations are represented well by his
1969 Tube-Chair and 1967 Additional Chair. Both systems rely on the augmentation of
elements that transform the chair indefinitely into a diversely-conceived seating environment.
On their own, the individual elements do not function as chair or seating device, it is only
through their integrated repetition that they come to fruition as a place for sitting. Each has
endless possibilities for their configurations, spatial qualities, and for the number of users
they carry. By design, the Additional-System was in fact a system of prefabricated space,
when assembled it formed the ‘relaxation’ area of the 40th Triennial exhibition in Milan.35

Modular Furniture as House: Yasuhiro Yamashita’s Cell Brick House
Yasuhiro Yamashita’s Cell Brick House is a culminating investigation of prefabricated
modular furniture as place-maker. The typologies of the module as interior element and as
a building block are fused in Yamashita’s Cell Brick House. Like in Shigeru Ban’s Furniture
House, the Cell Brick Houses relies on the element of furniture. However, in this case,
modular furniture, typically an interior construct, metamorphosed into the structural support
of the house. Here Yamashita devised an element, which appears from the outside as a con-
crete masonry unit, a typical building module. But, in reality, it is a furniture/storage element
consisting of a modular steel box that can be further subdivided into shelves or incorporate
drawers. The modules are staggered to create openings to allow light and form the entire
structure for the house.36 Yamashita’s investigations simultaneously hierarchically elevate
the module and furniture to that of program and of structure, prefabricating not only the in-
terior but also the house itself, without which the building neither functions nor stands.

Conclusion
The historical development of the prefabricated interior has been critical in the development
of modern prefabrication techniques and in the assemblage of interior three-dimensional
space. Revolutionary ideas generated in modern architecture caused the advent of the open
plan and in turn the disintegration of interior constructed wall and space defined by those
walls. The ability to mass-produce furniture and the concept of the module as a generative
place-maker transformed the role of furniture into that of defining space or prefabricating
environments. Inherently flexible, prefabricated modular furniture can quite literally fabricate
space by arrangement into full height partitions but more subtly can also allude to defining
areas in the placement of low case goods and modular seating by means of visual connection
and actual separation. Defining space with furniture systems positions the user to select
goods of varying heights and widths to meet current needs and is ideal in the reinterpretation
of interior space in the sustainable practice of adaptive reuse. The implementation of the off-
site manufactured module rather than the constructed wall also allows the user to build upon
a system adding as needed or able and in turn subtracting if current needs change or diminish.
In addition, with a global economy and shifting permanence in modern society, the transport-
ability of the modular systems allows the user to move their environments from one space

34 Favata, pp. 80-81.
35 Favata, pp. 82-87.
36 Amy Marks, ‘Home delivery exhibition at MOMA’, online at http://www.designboom.com/web-
log/cat/9/view/3298/home-delivery-exhibition-at-moma.html (accessed 10/15, 2008).
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to another. The sustainability in such a system is evident in its design and has been considered,
thought without that nomenclature, since its inception.
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