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AN INTRODUCTION

A stylist arrives after the walls are finished and leaves before anyone moves in.

The work happens inside that gap and almost none of it is visible afterwards.

This journal exists to make it visible. Each volume takes one house and reads it
the way a stylist reads a room - not for what it is built from, but for what has

been placed, spaced, repeated, lowered, turned and left out.

SAHN is the first. The building is by another hand and is treated here as a
stage. What is examined is everything that arrived after it.



Luxury is what remains after everything

unnecessary has left the room.
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The first ten seconds







ARRIVAL

A visitor forms an opinion of a house before they are inside it and almost never
revises it. Whatever sits in the first three metres does more work than

anything in the main room.

The instinct is to make that space impressive. The better instinct is to make it
slow. Something to walk around. Something to step over. A single object at
knee height that makes a person shorten their stride without knowing why.

Here the approach is crossed on stone set into water, and there is one vessel
beside the door. Nothing else within two metres. A visitor enters having

already stopped once, at a pace the rest of the house can hold.

Arrival is not decorated. It is paced.



Water at the threshold and one dark vessel on stone. Two objects doing the work of an entrance hall.
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One thing first
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COMPOSITION

Every room has a first thing. The eye finds it in under a second, and where it

travels next is the only part of the experience a stylist genuinely controls.

A composed room has one entry point, one movement and one place to rest.
An uncomposed room has three objects of equal weight, and the eye moves
between them without settling - which people call busy, though nothing in

the room is busy.

The remedy is almost never a stronger focal point. It is weaker competitors:

lower one, move one further away, take one out.

Scale finishes the job. One large object will hold a room that six medium ones
cannot. This is why a single oversized vessel so often settles a corner that has

already defeated a console, a lamp and a plant.



The last layer
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EDITING

Decoration adds. Styling removes, and then arranges what survives.

A decorator asks what a room needs. A stylist asks what is competing - which
two objects are saying the same thing, which one stands where the eye

wanted to rest, which of the six lamps is doing the work of the other five.

The answers are almost always subtractive and almost always resisted,
because removal is the one intervention nobody can value until it is done.
Adding a chair produces a chair. Removing a chair produces nothing you can

photograph, and a room that works.

The good decisions are more often about distance than choice. Two vessels of
different heights two hundred millimetres apart are a still life. The same two
at forty are a pair, and pairs are inert. At six hundred they stop having anything
to do with each other. The object was never the decision. The gap was.

This journal does not list what left these rooms. It shows what earned the
right to stay.



Two chairs and one small table on twelve hundred square feet of floor.

Held far from every wall. Pushed to the edge they would have become circulation; in the open they become
a destination.

Turned slightly toward one another rather than square to the room. A few degrees is the difference

between seating and a place to talk.



Composing conversation










COMPOSING CONVERSATION

The architecture gave this room its height, its stone and one wall of ochre
plaster. Everything else arrived afterwards, and the first decisions were about
what would not.

Nothing faces anything squarely. A long low run of seating sits against the
coloured wall; two loose pieces sit opposite, turned slightly in. There is no
facing pair, no centred sofa, no chair at the head. Four people can speak across
this arrangement without raising their voices, and one person can sit in it
alone without the room feeling abandoned - which is the harder of the two

and the reason the loose pieces are light enough to move.

The seating is low. In a room of twelve feet, furniture kept near four hundred
millimetres leaves the volume as the subject and the furniture beneath it.

Raise it and the room shrinks to the height of its sofas.

Two warm colours carry the whole room and everything else is grey. Olive on
the seating, ochre on one wall; concrete overhead, dark stone underfoot,
plaster on the other three walls. The rug is the faded one, the oldest and
quietest colour present, and it is doing the work of keeping the two warm
colours from meeting directly. A third strong colour here would have halved
the other two.

The only true black in the room is the artwork and the vessel beside it. Black is

not behaving as a colour here. It is punctuation.

The curtains run the full height of the glazing and are drawn back rather than
taken away. What arrives has passed through fabric first, and it arrives
sideways. Every texture in the room - the weave of the seating, the grain of
the stone, the plaster — depends on that. Overhead light would flatten all of it

in a second.



1 A long low run against the coloured wall, two loose pieces opposite, nothing squared to anything. No
seat is the head of the room.

2 The ottoman has no back. Set in the open floor it divides the space without closing it; a sofa in the same

position would have built a wall across the room.

3 Every seat sits low beneath a twelve-foot ceiling. The height stays the subject and the furniture stays
underneath it.
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1 Two tables instead of one, at different heights and in opposite finishes - one matte and dark, one
polished and pale.

2 Three objects between them: a bowl, a book, one small glass form, graded in height so the eye
steps rather than scans.

3 They overlap rather than align. Side by side they would have read as a pair; overlapped they read
as one object seen from two distances.



The only object in the room without colour, hung on the only wall that has too much of it. It sits low, so the

empty ochre above becomes part of the composition rather than a gap left over. The black vessel standing at
its left edge stops the frame from floating on the wall.



THE VESSELS

Two objects hold the far corner of this room and neither of them has a use.

A pair of carved doors leans against the plaster. They are not hung, they open
onto nothing, and they are propped at a slight angle so that no one mistakes
them for a doorway. Beside them stands a weathered vessel almost a metre

tall, and it is empty.

Oversized vessels are the most misunderstood objects in styling. They are not
containers and they are not accessories. They are the only way to give a
corner mass without giving it furniture. One of them will settle a corner that
has already defeated a console, a lamp and a plant, because five small objects

read as clutter and one large one reads as intention.

They are left empty on purpose. Fill a vessel and it becomes a container, and
the eye moves straight to what is in it. Leave it empty and it stays a form.

The finishes are weathered rather than polished for the same reason. A
polished surface reflects the room back and half disappears into it. A
weathered one absorbs light, holds its own position, and reads as something

that was here before the furniture.

Both of these objects were architecture once. Neither is now. That is precisely
what they are doing in the corner: they carry the authority of building
elements at the scale of objects, and they hold the end of the room without

anyone having to put anything useful there.
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Doors that are nolonger a doorway; a vessel that nolonger holds anything. Nothing in this corner has a
function, and that iswhy it works — it gives the room a far end without giving it more furniture.



EDROOMS

Softness is a decision




QUIET COMPOSITION

A bedroom is judged by touch more than by sight, and it is the room most
often styled by eye alone.

Everything soft here is layered in weights rather than colours: a heavy curtain
behind a sheer one, white linen over a denser bolster, a flat weave over jute.

Three textures, one temperature.
Everything hard has been left alone. The wall carries the only pattern in the
room, and because it does, nothing else needs any. There is no lamp on both

sides, no pair of anything, no object placed simply to occupy a surface.

The calm was not added at the end. It is what remained.
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WAKING

The first thing a person sees each day should not be working hard.

Light arrives here sideways, through one tall opening, and crosses the floor
rather than falling onto the bed. A room lit from above wakes people. A room
lit from the side lets them decide.

Everything at eye level from the pillow is quiet - stone, plaster, white cloth.
The colour is behind the head, where it is felt rather than looked at.

That is the whole decision, and it is the one most often got wrong. Put the
loudest surface where the occupant cannot see it, and a room becomes restful

without anything having to be taken away at all.












When the pendants come
on




THE COURTYARD AFTER SUNSET

All day this room belongs to the opening above it. The light arrives from one

source, moves across the floor, and takes the room with it.

When it goes, the room has to be rebuilt. Nothing about the space has
changed and everything about it has: the ceiling is now black, the walls stop
where the lamps stop, and the floor - twelve hundred square feet of it -

would disappear entirely if it were lit from above.

So it is lit from within instead. Woven shades at four heights, each throwing a
soft edged pool rather than a beam, and the pools overlap just enough that a
person can walk from one to the next without crossing darkness. The room is
no longer a single volume. It has become a sequence of small warm rooms

with no walls between them.

This is the part of styling that is mistaken for lighting design. It is not about
fittings. It is about deciding, before anything is hung, how many places a

person should be able to stand and feel they are somewhere.

The courtyard is the only room in this house that is completely different after

dark, and it is the one people stay in.
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The architecture did not change. The
atmosphere changed completely.
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