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I began working as an interior designer in 2009, entering a profession in Nepal that 

was still finding its voice among architecture, decoration, and design. I have had 

many projects over the years that have pushed me in terms of aesthetics, as well as 

functionality, culture, and the language of everyday life in the spaces I designed. This 

professional experience taught me that interior design is not just about designing 

rooms, but also about creating relationships, moods, and lifestyles. With over a 

decade of experience, I began teaching interior design in 2023. This transition from 

practice to education brought a new level to my career: the realization that although 

interior design thrives and survives on practice and imagination, its education in 

Nepal is piecemeal, lacking uniform frameworks, context, and relevance to 

professional realities. 

In 2024, I decided to pursue an MPhil in STEAM Education at Kathmandu 

University and began exploring interior design as a technical, creative process, as well 

as an interdisciplinary, human-focused, and locally enacted practice. The title of my 

dissertation, "Understanding Interior Design Education and Professional Practices: A 

Narrative Study," indicates that this research aims to combine and present my dual 

identities—as both practitioner and educator. The narrative method enables me to 

integrate my own story with those of other teachers and practitioners, situating them 

within the broader theoretical, social, and cultural contexts of Nepal. This research is 

based on the assumption that interior design education and professional practice are 



 

two sides of the same coin: they inform each other, but the gap between the two often 

leaves students unprepared for the realities. In Nepal, the difference has been most 

evident in curriculum design, pedagogy, and the discourse among teachers, scholars, 

and professionals. It is here within this dissertation that I attempt to deconstruct these 

intricacies through the convergence of becoming tales of teaching and performing 

interior design, grounded by theories of transformative learning and social 

constructivism. 

The first section of this dissertation is about becoming an interior designer. In 

this reflection, I draw on my own professional past, including the experiences of 

participants regarding managing conflict, negotiating, and constructing identity, as 

well as the struggles to gain recognition. I have applied transformative learning theory 

to examine how interior designers continually unlearn and learn, avoid assumptions, 

and navigate a changing market and contextual demands in Nepal. The second part of 

the dissertation examines pedagogy in interior design, where I have analyzed my 

recent pedagogical experience. Based on participants' evidence, I have described how 

interior design pedagogy in Nepal can be improved by incorporating personal 

practice, context-oriented improvisation, and effective dialogues, rather than relying 

solely on blueprints. To address this, I have introduced an initial "6C Pedagogical 

Model" for interior design education, encompassing Cognition, Contextualization, 

Crafting, Creativity, Critical Thinking, and Conduct. To prepare this model, I have 

used the learning of STEAM perspectives. The model describes how and why interior 

design education needs to move beyond technical training to create critical thinkers, 

ethical, and socially responsible professionals. The third section, Envisioning Interior 

Design, examines the practice and education of future professionals and educators. 

This vision is from collaborative, ethical, and sustainable standpoints. My view is that 

interior design needs to move forward from its origins in aesthetics to become a 

transformative discipline, based in cultural narrative, emotional intelligence, and 

ethics. Any education, including interior design, should not only prepare students to 

meet market needs but also equip them to recognize their identity, think critically, and 

serve society thoughtfully and ethically. 

Methodologically, the research is grounded in narrative inquiry and draws on 

my reflective practice, as well as the stories of selected participants, interior 

designers, and educators in Nepal. Their voice reveals insights into the struggles of 

professional practice, teaching challenges, and turning points that are not accessible to 



 

quantitative approaches or highly structured models. Narrative inquiry enables me to 

respect the fluidity of interior design practice and position education as a dialogical 

and dynamic process. This dissertation, with the analytical effort that it presents, also 

narrates my own learning journey as an MPhil student of Kathmandu University. 

Following STEAM education, I developed an appreciation for interior design not only 

as a multidimensional career but also as a field that thrives where science and 

technology intersect, combining engineering, arts, and mathematics. My experience in 

the MPhil program and this research was not only an academic journey but also a 

journey of self-construction, where I built myself while learning about the 

construction of space. Balancing professional image, teaching duties, and academic 

demands was an introspective process where I was subjected to the very theories I 

was learning about—transformative learning, constructivism, and critical reflection. 

In a real sense, this dissertation is both professional and personal: it is my 

story as much as it is about interior design education in Nepal. It aims to contribute to 

the theoretical literature in design education while generating valuable knowledge for 

scholars, professionals, and policy-makers. By documenting and reflecting on these 

interconnected journeys, I aim to demonstrate that education in interior design, when 

grounded in reflective practice and situated knowledge, can not only produce skilled 

practitioners but also considered, ethical, and transformational designers of the future. 
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शोध सार 

स्टिम शशक्षामा दशशनशास्त्रको स्नातकोत्तर उपाशधका लाशि समीक्षा अग्रवालको शोध प्रबन्धको शीर्शक  

‘आन्तररक शिजाइन शशक्षा र व्यावसाशिक अभ्यासहरूको बुझाइ: एक आख्यानात्मक अध्यिन’ २५ काशतशक 

२०८२ मा प्रसु्तत िररएको शििो । 
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मैले २००९ मा आन्तररक शिजाइनरको रूपमा कामको सुरुवात िदाश, िो पेशा नेपालमा अझै पशन 

वासु्तकला, सजावट र शिजाइनमा आफ्नो आवाज र पशहचान  खोशजरहेको शििो। ती वर्शहरूमा मैले शवशिन्न 

पररिोजनाहरूमा काम िरेेँ जसले केवल सौन्दिशका दृशिले होइन, कािाशत्मक, साांसृ्कशतक, र माशनसहरूको 

दैशनक जीवनका िाशर्क पक्षबाट पशन मलाई चुनौती शदए । िस पेशाित िात्राले मलाई शसकािो शक 

आन्तररक शिजाइन केवल कोठाहरूको रचना होइन, सम्बन्ध, मनोिाव र जीवन शैलीको पशन शिजाइन िो 

व्यावसाशिक अनुिवले मलाई शसकािो शक आन्तररक शिजाइशनङ िनेको कोठाहरू शिजाइन िनुश मात्र 

होइन, सम्बन्ध, मुि र जीवनशैली पशन शिजाइन िनुश हो। एक दशकिन्दा बढीको अनुिवपशि सन् २०२३ मा 

मैले आन्तररक शिजाइन शशक्षणमा प्रवेश िरेेँ। अभ्यासबाट शशक्षातर्श को िो िात्रा मेरो पेशामा निाेँ तहको 

सुरुवात शििो ,जहाेँ मैले बुझेेँ शक आन्तररक शिजाइन अभ्यास र कल्पनामा आधाररत िए पशन नेपालमा 

िसको शशक्षामा सुसांित ढाेँचा, सन्दशिशकता, र व्यावसाशिक ििािशसेँि सम्बन्ध कम ि। 

सन् २०२४ मा मैले काठमािौां शवश्वशवद्यालिमा स्टिम शशक्षामा दशशनशास्त्रको स्नातकोत्तर अध्यिन 

िने शनणशि िरेेँ र आन्तररक शिजाइन शशक्षालाई केवल प्रशवशधक वा सृजनात्मक प्रशििाका रूपमा होइन, एक 

अन्तरशवर्िक, मानव केस्टन्द्रत, र स्िानीि अभ्यासका रूपमा अध्यिन िनश िालेेँ। मेरो शोध प्रबांधको शीर्शक, 

"आन्तररक शिजाइन शशक्षा र व्यावसाशिक अभ्यासहरूको बुझाइः  एक आख्यानात्मक अध्यिन," ले देखाउेँि 

शक िो अनुसन्धान मेरो दुई पशहचानहरू सांिोजन िनश र प्रसु्तत िनश िररएको होः  अभ्यासकताशको रूपमा र 

शशक्षकको रूपमा। किन शवशधले मलाई मेरो आफ्नै किालाई अन्य शशक्षकहरू र अभ्यासकताशहरूको 

किाहरूसेँि शमलाउन र शतनीहरूलाई नेपालको व्यापक सैद्धास्टन्तक, सामाशजक र साांसृ्कशतक सन्दिशहरूमा 

राख्न अनुमशत शदन्ि। िो अनुसन्धान आन्तररक शिजाइन शशक्षा र व्यावसाशिक अभ्यास एउटै शसक्काका दुई 

पाटा हुन् िने्न धारणामा आधाररत ि: शतनीहरू एकअकाशलाई जानकारी शदन्िन्, तर दुई बीचको खािलले 

प्रािः  शवद्यािीहरूलाई वास्तशवकताको लाशि तिार राख्दैन। नेपालमा, पाठ्यिम शिजाइन, शशक्षाशास्त्र, र 



 

शशक्षक-शवद्वान-पेशेवर प्रवचनमा शिन्नता सबैिन्दा स्पि ि। िो शोधपत्र शित्र नै म रूपान्तरणकारी शसकाइ र 

सामाशजक शनमाशणवादका शसद्धान्तहरूद्वारा आधाररत शशक्षण र आन्तररक शिजाइन प्रदशशन िने किाहरू 

बने्न अशिसरण मार्श त िी जशटलताहरूलाई शवघटन िने प्रिास ििुश । 

िस शोधपत्रको पशहलो खण्ड आन्तररक शिजाइनर बने्न िात्रामा केस्टन्द्रत ि। िसमा मैले आफ्नै 

पेशाित अनुिवका सािै सहिािीहरूका अनुिवहरू द्वन्द्व व्यवस्िापन, वाताश, पशहचान शनमाशण, र मान्यता 

प्रास्टिका सांघर्श माशि प्रशतशबस्टम्बत िरेकी िु। रूपान्तरणात्मक शसकाइ शसद्धान्त प्रिोि िरी मैले देखाएकी िु 

शक कसरी आन्तररक शिजाइनरहरूले शनरन्तर शसकाइ र अशसकाइ (unlearning) मार्श त बजार र 

सन्दशिशक पररवतशनसेँि तालमेल शमलाउेँिन्। शोधपत्रको दोस्रो िािले आन्तररक शिजाइनमा शशक्षाशास्त्रको 

जाेँच िदशि, जहाेँ मैले मेरो हालैको शैशक्षक अनुिवको शवशे्लर्ण िरेको िु। सहिािीहरूको प्रमाणको 

आधारमा, मैले नेपालमा आन्तररक शिजाइन शशक्षाशास्त्रलाई बु्लशप्रन्टमा आधाररत निई व्यस्टिित अभ्यास, 

सन्दिश-उनु्मख सुधार र प्रिावकारी सांवादहरूद्वारा कसरी राम्रो आकार शदन सशकन्ि िनेर वणशन िरेको िु। 

िसका लाशि, मैले आन्तररक शिजाइन शशक्षाको लाशि प्रारस्टिक “6C” शैशक्षक मोिेल" प्रसु्तत िरेको िु: 

ज्ञान)  Cognition ) सन्दिीकरण ) Contextualization ) शशल्प) Crafting  (रचनात्मकता) 

Creativity )आलोचनात्मक सोच) Critical Thinking र  )आचरण)   Conduct  .  िो मोिेल तिार िनश, 

मैले STEAM दृशिकोणको शसकाइ प्रिोि िरेको िु। मोिेलले कसरी र शकन आन्तररक शिजाइन शशक्षालाई 

आलोचनात्मक शचन्तकहरू, नैशतक र सामाशजक रूपमा शजमे्मवार पेशेवरहरू शसजशना िनश प्राशवशधक 

प्रशशक्षणिन्दा बाशहर जान आवश्यक ि िनेर वणशन िदशि। तेस्रो खण्ड, आन्तररक शिजाइनको पररकल्पना 

िदै, िशवष्यका पेशेवरहरू र शशक्षकहरूको अभ्यास र शशक्षालाई हेिश । िो दृशिकोण सहिोिी, नैशतक र शदिो 

दृशिकोणबाट हो। मेरो शवचार िो ि शक आन्तररक शिजाइनले साांसृ्कशतक किा, िावनात्मक बुस्टद्धमत्ता र 

नैशतकतामा आधाररत पररवतशनकारी अनुशासन बन्नको लाशि सौन्दिशशास्त्रमा िसको उत्पशत्तबाट अिाशि 

बढ्नु आवश्यक ि। आन्तररक शिजाइन सशहत कुनै पशन शशक्षाले शवद्यािीहरूलाई बजारको 

आवश्यकताहरू पूरा िनश मात्र तिार िनुश हुेँदैन तर उनीहरूलाई उनीहरूको पशहचान पशहचान िनश, 

आलोचनात्मक र नैशतक रूपमा सोच्न र समाजलाई शवचारशील र नैशतक रूपमा सेवा िनश पशन तिार पानुश 

पिश । 

शवशधित रूपमा, अनुसन्धान आख्यानात्मक अध्यिनमा आधाररत ि र मेरो शचन्तनशील अभ्यास र 

नेपालका िनोट िररएका सहिािीहरू, आन्तररक शिजाइनरहरू र शशक्षकहरूको किाहरूबाट शलइएको 

हो। उनीहरूको आवाजले मलाई व्यावसाशिक अभ्यास सांघर्श, शशक्षण चुनौतीहरू, र मात्रात्मक दृशिकोण वा 

उच्च सांरशचत मोिेलहरूमा उपलब्ध निएका मोिहरूको बारेमा बताउेँि। किात्मक सोधपुिले मलाई 

आन्तररक शिजाइन अभ्यासको तरलताको सम्मान िनश र शशक्षालाई सांवादात्मक र िशतशील प्रशििाको 

रूपमा राख्न सक्षम बनाउेँि।  िो शोधपत्र, िसले प्रसु्तत िने शवशे्लर्णात्मक प्रिासको साि, काठमािौ ेँ 

शवश्वशवद्यालिको एमशर्ल शवद्यािीको रूपमा मेरो आफ्नै शसकाइ िात्रालाई पशन वणशन िदशि। STEAM शशक्षा 

पशि, म शित्री शिजाइनको लाशि मात्र होइन तर बहुआिाशमक कररिरको रूपमा शवकशसत िएेँ  जुन शवज्ञान र 

प्रशवशध, इस्टन्जशनिररङ, कला र िशणतसेँि शमल्दोजुल्दो ठाउेँमा र्िाउेँि। एमशर्लमा मेरो अनुिव र िो 



 

अनुसन्धान केवल एक शैशक्षक िात्रा मात्र शिएन तर आत्म-शनमाशणको िात्रा पशन शििो जहाेँ मैले अन्तररक्षको 

शनमाशण शसकु्नको सािसािै आरू्लाई शनमाशण िरें । व्यावसाशिक िशव, शशक्षण कतशव्यहरू, र शैशक्षक 

मािहरूलाई सनु्तलनमा राख्नु एक आत्मशनरीक्षण प्रशििा शििो जहाेँ म त्यही शसद्धान्तहरूको अधीनमा शिएेँ  

जसको बारेमा म शसशकरहेको शिएेँ  - रूपान्तरणकारी शसकाइ, रचनावाद, र आलोचनात्मक प्रशतशबम्ब। 

वास्तशवक अिशमा, िो शोधपत्र व्यावसाशिक र व्यस्टिित हो: िो मेरो किा मात्र निएर नेपालमा 

आन्तररक शिजाइन शशक्षाको लाशि पशन हो। िसले शवद्वानहरू, पेशेवरहरू र नीशत शनमाशताहरूका लाशि 

उपिोिी ज्ञान शसजशना िदै शिजाइन शशक्षामा सैद्धास्टन्तक साशहत्यमा िोिदान पुर् िाउने प्रिास िदशि। िी 

अन्तरसम्बस्टन्धत िात्राहरूको दस्तावेजीकरण र प्रशतशबम्बन िरेर, म िो दशाशउने िने आशा िदशिु शक 

आन्तररक शिजाइनको शशक्षा, जब शचन्तनशील अभ्यास र अवस्टस्ित ज्ञानमा आधाररत हुन्ि, िसले केवल 

कुशल अभ्यासकताशहरू मात्र होइन तर िशवष्यका शवचारशील, नैशतक र रूपान्तरणकारी शिजाइनरहरू 

शसजशना िनश सक्ि। 

 

 

…………………………………        २५ काशतशक २०८२ 

समीक्षा अग्रवाल 
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CHAPTER I 

INTRODUCTION 

“Design is not just what it looks like and feels like. Design is how it works.” 

Steve Jobs 

As the above quote describes, Interior Design is “not just about the aesthetic; it 

is a practical and philosophical discipline” (Dodsworth et al., 2015, p. 1). Interior 

design is a medium to convert imagination into living realities. Interior design is a 

discipline and a profession that involves planning and implementing projects to 

enhance both the functional and aesthetic aspects for the people who use it. This 

research idea originates from my experience and journey as an interior design 

educator and practitioner.  

Through this chapter, I introduce my research topic by showcasing my journey 

as an interior design educator and practitioner, the relational effects of education and 

practice on interior design in a given space, and the importance of interior design 

education. With that background, this chapter presents the problem statement, 

rationale, and purpose of the study, followed by a research question. Lastly, the 

chapter highlights the significance of the study by outlining its delimitations. 

The Art of Space: My Journey 

In the constantly evolving and complex landscape of our lives, the spaces we 

inhabit have a profound impact on our experiences, emotions, and overall well-being. 

Interior design transforms these spaces, rebuilding basic structures into dynamic 

environments that reflect our dreams, aspirations, cultural values, and practical 

necessities. It is both an art and a science, a fusion of creativity and functionality. 

Dodsworth et al. (2015) state, “An interior design adds a new dimension to a 

space” (p.1). Interior design is a dynamic profession that begins with a meeting with 

the clients, followed by site measurement. Then it proceeds to plans and drawings, 

culminating in installation, feedback, and revisions. In this process, a designer 

collaborates with various stakeholders, including architects, engineers, vendors, 

laborers, clients, and others, to work in collaboration and execute the design. 

My educational experiences and practical journey in the interior design field, 

which began in 2009, have led me down the research path. In 2009, I completed a 

diploma course in Interior Design at the India Education Centre (IEC), a twelve-
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month course. Additionally, I did a certified diploma in fine arts (2009), a three-

month course. I completed a Bachelor of Business Studies (BBS) in 2012 and a 

Master of Business Studies (MBS) in 2016, both from Tribhuvan University. Later, I 

also pursued a one-year education course to obtain a Bachelor of Education (B.Ed.) 

degree in 2019. Working as an interior designer is both my passion and profession. I 

have been working as an interior designer in Kathmandu, Nepal, since 2009. With 

over a decade of experience, including on-the-job and freelance work in interior 

design, I have come to realize the importance of research in the field of interior design 

in Nepal. To the best of my knowledge, no formal research has been conducted in 

Nepal to date; this has heightened my motivation to conduct a thorough study and 

research in the field of interior design education and practices. 

Throughout my career, I have been involved in numerous projects spanning 

residential, commercial, hospitality, and service sectors. I have been utilizing my 

creativity to create interior spaces that are not only beautiful but also help to create a 

peaceful living environment. I have worked on a range of projects, from small-scale 

ventures, such as mobile phone shops, to large turnkey projects, including hotels and 

bungalows. These diverse and significant project experiences have also encouraged 

me to remain involved in this field. These experiences have also led me to conduct 

this research. 

In 2019, I worked in a residential project (Located at Thimi, Bhaktapur), 

which was a transformative and learning experience in my interior design journey. I 

was tasked to renovate the residence for a family of four. The major challenge was to 

design a space for a growing family that also considered aesthetic aspects. Friedow’s 

(2012) study examines the impact of interior space on the psychological and 

physiological well-being of individuals inhabiting that space, which should be taken 

into consideration by interior designers. To enhance flow and create multifunctional 

areas, I closely collaborated with the homeowner's requirements, and later structural 

modifications were made. This fostered a harmonious, contemporary home that met 

trending needs. This project created spaces that foster adaptability, enjoyment, and 

meaningful connection, highlighting the vital role of interior design in enhancing 

residential space experiences. This represented my journey and was my first need for 

this research, which combines both functional and aesthetic aspects, to stimulate 

further research on the topic of interior design. 
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In 2020, I was involved in a commercial project (located at Baneshwor, 

Kathmandu). This project exemplified a comprehensive renovation of a traditional 

office into a collaborative hub. This project presented its own challenges in 

maximizing space efficiency and fostering a dynamic workspace. A designer should 

consider physical, behavioral, cognitive, social, and cultural factors, as well as 

understand space requirements (Samancioglu, 2017). In this project, with strict budget 

constraints, inventive solutions were required without compromising design integrity. 

This project has enlightened me about the additional need for this research work, 

which is that each interior venture unfolds as a unique puzzle, showcasing the 

extensive scope and the nuanced challenges that define the dynamic landscape of 

interior design undertakings.  A professional interior designer with sound theoretical 

knowledge and practical experience is required to address and overcome the 

challenges mentioned above. Therefore, for practical applications, a strong 

educational system in the interior design field is necessary. 

An ongoing Hotel Project (located at Janakpurdham, Nepal, 2024) was an 

experience that shifted my attention to the necessity for skilled professionals in the 

market. This project aimed at reconstructing a community space by highlighting the 

urgent need for the development of interior design as an educational practice in Nepal. 

These projects demonstrated the need for talented professionals to enhance and 

innovate our living spaces. These projects have shaped my need for this research 

work. 

In addition to the forementioned significant projects, I have been involved in 

numerous design projects for residences, cafes, restaurants, landscape designs, offices, 

libraries, villas, studio apartments, bungalows, pop-up counters, showrooms, colleges, 

institutes, and other establishments. I have been providing services to clients and 

ensuring that designs meet their specific requirements and functional needs. This has 

motivated me to conduct in-depth studies in this field, thereby enhancing the 

understanding of interior design stakeholders regarding its significance. 

Now, delving into my educational and teaching experiences, during my 

interior design learning period, the pedagogical approaches in this field were major 

linear and theoretical-based. Since then, while working in the field, I have come to 

realize the lack of required educational facilities in Nepal. When I studied the course 

in 2008, it included limited fieldwork and practical engagement. We were not taught, 

or at least not mentioned, about the real-world challenges that the interior design field 
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holds. The hustle to find opportunities, the struggle to maintain client relationships, 

the high level of competition, and the requirement of other skills, such as accounting, 

communication, and presentation. Allover only design was not enough to survive in 

the interior design market. Even the most required subject, the software class, was so 

limited in the course. Theoretical knowledge and verbal understanding dominated 

practical, real-world essentials. After stepping into the field, I realized that education 

alone is insufficient. While studying, I have no idea which subjects are included or 

excluded. Later, having gained experience in the practical field for more than a 

decade, I have realized the need for studying the education of interior design, the 

actual scenario, and prospects, which will thereby impact the professional practice of 

the same. 

I have been working as a lecturer at the International Institute of Fashion 

Technology (IIFT), an institution specializing in interior design, since 2023 in 

Kathmandu, Nepal, and I am now actively involved in the development of courses 

and curricula. Recently, interior design institutes have been striving to meet the 

contemporary demands of interior design education. Still, they are lacking in a few 

aspects. My students are well known about the famous designers of the world. 

However, if I ask them who the first interior designer of Nepal is, they will fail to 

answer this. When students struggle to connect the theories like color theory, Vastu, 

design theories, and others in real-world scenarios, when they stand clueless when it 

is time to deal with clients or make Balance of Quantities (BOQs), and when they are 

not aware of the actual price or salary for their service, these situations puzzle me, 

where our teaching is leading our students. Is it contextual, is it applicable, and is it 

practical? These questions challenge my teaching, disclosing the drawbacks of 

interior design education in Nepal. This urged me to do a study on interior design 

education and practices. 

Recently, after joining the MPhil program at Kathmandu University, I 

encountered more holistic and transformative approaches in teaching and learning 

activities. Now, education needs to include both theoretical and practical knowledge, 

incorporating real-world experiences, project-based learning, and problem-solving 

approaches. These pedagogical approaches prepare students for the contemporary 

market of interior design. To become a successful practitioner, any interior designer 

has to enhance their capabilities through a series of three steps: education, experience, 

and examination (Harwood, 1989). This illustrates the relationship between education 
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and practice in the field of interior design. There is a need to develop and enhance the 

existing body of knowledge for professional growth in interior design (Harwood, 

1989). Even after two years of teaching the interior design subject, I lacked 

understanding of theoretical frameworks and integrated approaches. These drawbacks 

prevented me from understanding why certain teaching approaches were effective and 

why others were not. Why are students struggling in the real market? As I engaged in 

diverse STEAM teaching strategies and learning theories, I began to challenge my 

preconceived assumptions and traditional pedagogical limitations. I used to think that 

“good teaching” was mechanical, spontaneous, and instinctive. As an interior design 

educator, I was confident about the holistic and transformative nature of my teaching 

and learning strategies until this course, when the paradigm of my approaches 

underwent a massive shift. Initially, I employed a facilitator or mediator approach 

(Fenstermacher & Soltis, 2004), prioritizing student-centered strategies in my 

classroom. After completing this course and gaining an understanding of various 

frameworks, such as social constructivism (Vygotsky, 1978), arts-based pedagogy, 

and the MAKER model (Fenstermacher & Soltis, 2004), my perspective has shifted. 

These theories and frameworks, combined with my classroom and practical 

experiences, reshaped my identity and role as a teacher, revealing gaps between the 

required framework and realities of interior design education in Nepal. 

Throughout my tenure as an interior design educator and practitioner, I have 

recognized the pivotal contribution of interior design to enhancing spatial 

environments, gaining insights into the related scopes and challenges. I have also 

realized that to contribute to the advancement of interior design, a significant and 

appropriate educational facility is required. Moreover, my experiences demonstrate 

the crucial need for dedicated research in educational facilities, specifically focusing 

on interior design in Nepal.  

Two Sides of the Same Coin: Profession and Education 

This research is a two-fold approach, like two sides of the same coin: 

Profession and Education. I want to describe the interrelation and co-dependency 

between these two sides of interior design. Firstly, despite the growing recognition of 

interior design for spatial advancement, several hurdles and unexplored opportunities 

remain, necessitating an in-depth examination by highlighting the existing gaps and 

challenges interior designers face. Secondly, to understand the connection between a 

proper educational system and interior design practice for the successful 
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implementation of the service. For a proper and functional interior design professional 

service, a clear standardized structure and systematic education facility are required to 

withstand the quality aspects of interior design in a given space. 

Coleman (2002) explains that interior design is a hybrid profession that 

encompasses fine and decorative arts, graphic design, home economics, and human 

perceptions, among others. He untangled that “border wars” are meaningless, and a 

multi-disciplinary and transdisciplinary approach is required in interior design 

education. This study aims to pave the way for this. Karpan (2005) discusses the 

increasing number of interior design stakeholders, suggesting that more research is 

needed to provide authentic knowledge. 

Based on 21st-century advanced technology, evolving lifestyles, and 

increasing demands for interior design services, interior design education is required 

for better practice systems and fruitful outcomes in the interior design industry. 

Harwood (1989) emphasizes the need to incorporate real-world competencies into the 

educational curriculum, thereby creating a synthesis between practice and education. 

Fowles (1992) argued that future interior designers will be able to cope with the 

changing and advancing 21st century, demanding the incorporation of technological 

skills. According to him, design education should provide a foundational knowledge 

base to make a meaningful contribution to the interior design profession, education, 

and society. He also suggests in-depth research for the growth of the interior design 

discipline (Guerin & Thompson, 2004). 

The above studies and arguments demonstrate the importance of a structured 

and innovative era in interior design education, enhancing the practice and services of 

interior design in this ever-growing world. An advanced and transformative approach 

can help enhance any given space to its maximum potential. However, the above 

studies suggest that a comprehensive interior design education is necessary to prepare 

students for real-world challenges and foster creativity. 

Interior Design and the STEAM Education 

As studying as an MPhil Scholar in the STEAM Department, at Kathmandu 

University, I have realized that STEAM (Science, Technology, Engineering, Arts, and 

Mathematics) Education is a transdisciplinary approach, in the same way, Interior 

Design Education also fosters holistic development in students, by enhancing their 

creativity level, meta-cognitive thinking, critical approach, and many other skills 

along with interior design course (Taylor, 2015). During this course, I have 
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understood the different lenses of STEAM pedagogy, which allows me to develop my 

perspective, by understanding the importance of the inclusion of arts which fosters 

creativity and innovations (Radziwill, Benton, & Moellers, 2015) and sustainability 

factors by collaborative, participatory and culturally focused approaches (Taylor & 

Taylor, 2019) in the education system for a better world. As I continued my studies, I 

realized the need for a holistic approach to interior design education that transcends 

disciplinary boundaries and prepares students for real-world challenges by fostering 

problem-solving, decision-making, sustainability, and emotional aspects in 

educational pedagogy. An Interior Design subject includes approaches from STEAM 

ideas, including scientific methods, advanced technology, practical engineered 

solutions, artistic and creative imagination, and calculative mathematical real-world 

solutions. As an interior design learner (2008-09), professional practitioner (since 

2009), and now an educator (since 2023), I deeply resonate with STEAM education, 

as it has helped me prepare students who are ready to face the ever-changing world. 

As a STEAM learner, I have come to realize the importance of integrating 

curriculum and design in interior design education, including a learner-centered 

approach, critical reflection, real-world projects, experiential learning, and effective 

guidance and feedback. These approaches can foster the student's creativity and 

critical thinking. The collaborative potential, transdisciplinary approach, and visual-

verbal representation process of STEAM (Guyotte et al., 2015) are highly beneficial 

for students' holistic growth. I emphasized the empowering role of STEAM education 

in helping students develop the scientific approach suggested by Kelly (as cited in 

Bodner et al., 2001), becoming adaptable and innovative future interior designers 

fully equipped with the skills and mindset necessary for their success and holistic 

development. I envision myself to create and apply a STEAM based interior design 

education, which will be helpful to solve real problems of education system 

(Manandhar, 2022), by forming a space for inclusive learning, empathy-embedded 

pedagogy with participatory and dialogic arts (Radziwill, Benton, & Moellers, 2015), 

and non-judgmental approaches, which will create a holistic system to prepare ethical 

students for the global crisis, digital revolution, and sustainable development (Taylor 

& Taylor, 2019). Through this research, I have sought to understand the needs and 

requirements of STEAM approaches to enhance the effectiveness and practicality of 

interior design education. 
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Statement of Problem 

As an interior design practitioner and educator in Nepal, I have experienced 

the initial gaps and challenges that exist within the education and practical spectrum 

of this emerging discipline. While interior design is slowly being recognized globally 

as both a profession and an academic discipline, as it integrates creativity, 

functionality, and human well-being (Dodsworth et al., 2015), in Nepal, it still lacks 

an established educational framework and a systematic professional identity. Unlike 

architecture or civil engineering, which have structured curricula and recognized 

roles, interior design education in Nepal is still struggling to establish its identity. It 

has limited practical exposure, recognition, insufficient contextualization, and a low 

level of alignment with the realities of professional practice. 

When I was studying, the education I received in interior design was mostly 

based on theories and lacked the practical learning dimension, which was necessary to 

prepare me for the professional world. Later, I developed skills through hands-on 

experience by working on residential, commercial, and hospitality projects. I came to 

realize how students are often unprepared to enter the practical field. Many of my 

own students, for example, can describe international design theories but struggle to 

connect those concepts to the cultural and market realities of Nepal. They often 

struggle to manage client relationships, project budgeting, execution, or even basic 

professional services. The gaps mentioned above highlight the disconnection between 

education and practice in the field of interior design. 

Interior design education at the international level shows the importance of 

real-world competencies, transdisciplinary learning, and transformative pedagogy 

(Harwood, 1989; Fowles, 1992; Taylor, 2015). However, these approaches are not yet 

included and reflected in the education in Nepal. As the demand for skilled designers 

is growing rapidly in urban cities such as Kathmandu, there is an urgent need to 

strengthen and develop interior design education in ways that respond to both local 

realities and global trends. However, to my knowledge, there has been no systematic 

research in Nepal that explores the scenario of interior design education, practice, and 

their relationship. 

In the context of Nepal, interior design is gradually advancing to a higher 

stage, where people are viewing it as a necessity rather than a luxury. Despite the 

growth of the interior design field and its services, designers, educators, and students 

face several hurdles. The major problems in the interior design field include the lack 



9 

of standardized educational support, insufficient research, and related legal policies. 

The recent policies developed in 2021 for Interior Design in Nepal are the Diploma in 

Interior Design course by CTEVT, and the Interior Decoration Course for the 

Secondary Education level (Grades 11 and 12) by CDC. Despite the growing 

recognition of interior design for spatial advancement, several hurdles and unexplored 

opportunities remain, making an in-depth study necessary. This study aims to identify, 

explore, evaluate, and mitigate the challenges that hinder the functioning and 

accomplishment of interior design work, while also uncovering the latent potential of 

interior design education that can further enhance spatial development in the 

contemporary context. 

Even after the growth and interest in the interior design industry, people often 

view interior design solely as an aesthetic element for a given space, without realizing 

its functional and creative use in solving the day-to-day practical and emotional 

problems of people. The interior design can solve problems that people are unaware 

of. This research highlights existing gaps and challenges, while also pinpointing the 

benefits and scope associated with interior design's role in spatial advancement. It 

provides a clear direction and importance for exploring the educational dimension of 

interior design and understanding its impact on spatial enhancement, as this study is 

conducted. 

Therefore, the problem I have realized for this study is the lack of a structured, 

contextualized, and research-based understanding of interior design education and 

practice in Nepal. I want to explore how educators and practitioners narrate their 

journeys, what the teaching and learning experiences were like in this field, and how 

they envision a better future for interior design in Nepal. This research aims to 

examine the current state of the interior design industry by exploring the challenges 

faced by Nepali interior designers. The study also examines how designers adapt to 

changing and advancing educational trends. The research focuses on addressing 

challenges in the education system and advising on policy-related agendas within 

Nepal's interior design sector. 

Rationale of the Study 

The research is likely the first study of interior design practice and education 

in Nepal, with a focus on Kathmandu. It takes a well-defined approach to study the 

nature and scope of the profession, differentiating it from decorators and architects, by 

examining the educational dimensions in Nepal. Lawson (2005) argues that “for those 
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who would wish to draw a map, most of the route remains hidden, for it is what goes 

on in the designer’s mind which matters” (p. 24). Since most projects have a clear 

starting point and a defined end product, it is desirable to describe this process in a 

linear or sequential manner. The structured management and handling of interior 

design projects aims to benefit the emerging educational scenario in the field, 

fostering an understanding of impacts, scope, and challenges.  

Interior design is a discipline or a field based on diverse philosophies, theories, 

ideas, and perspectives. This has guided the overall research by acknowledging the 

diverse voices of the participants. This research aims to understand the diverse voices 

and narratives and explore the scenarios of interior design in Nepal. This will 

encourage readers to visualize and understand the concepts of interior design 

education and practices. The study participants, each with distinct experiences, 

academic backgrounds, and cultural perspectives, collectively shape the research, 

revealing the complex nature of the field. 

Addressing the significance of interior design practice in Kathmandu, this 

research, being the first of its kind in Nepal, to my knowledge, emphasizes making 

the research theme relevant to practitioners and stakeholders in the interior design 

field. The research presents the influence of contemporary educational trends on 

interior spaces in Kathmandu, Nepal. The research also examines the challenges faced 

by interior designers in Kathmandu, with a focus on potential solutions.  

In summary, this research examines the experiences of interior designers, the 

teaching and learning aspects of interior design, the impact and challenges of interior 

design on people’s lives, and the future visions of interior design with a focus on 

Kathmandu. It also explores the simultaneous education facilities and potential 

practical prospects available for the design industry. This research aims to enhance 

the well-being of individuals and communities by promoting positive changes in 

design practices, educational approaches, policies, and regulations. This study can be 

significant for stakeholders in the interior design field, including students, educators, 

practitioners, academicians, and policymakers. This study generates knowledge about 

how interior design education and practice have an enormous impact on spatial 

advancement by enhancing any given space aesthetically and functionally. The 

findings of this research will support future students by providing authentic resources 

and a knowledge base about present scenarios, scopes, and challenges in the interior 

design field. This research aims to gather voices to inform the development of 
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improved course structures and suggestions that can be incorporated into further 

education policies, benefiting interior design teachers and educators. To my 

knowledge, this study is generating new research in the field of interior design for the 

first time in the context of Nepal. It will also establish a benchmark for policymaking, 

practice, and education in Nepal. 

Purpose of the Study 

The purpose of this research is to explore and understand the experiences of 

Interior Design educators’ pedagogies and professional practices, examining the 

prospects and hurdles, and to gain insight into the current education and practice 

system in Nepal. 

Research Question 

To examine the professional and educational dimension of interior design in 

Kathmandu, Nepal, confronts a unique set of challenges, encompassing cultural, 

environmental, economic, and professional factors, which significantly impact the 

education, practice, and success of interior designers in the region. The study 

addresses the three research questions given below. 

● How do participants narrate their journey and experiences in becoming 

interior designers in Nepal?  

● What are the teaching and learning experiences of interior designers in 

Nepal? 

● How do interior designers envision pedagogy and professional practice of 

interior design in Nepal? 

Delimitations 

This study is delimited to the context of Kathmandu, Nepal, where interior 

design education and practice are gradually emerging but still lack structured research 

and documentation. While interior design projects and educational initiatives are 

expanding across Kathmandu, the focus of this research remains on Kathmandu as it 

represents the central hub for interior design practice, educational institutions, and 

professional opportunities in the country. In this study, I have integrated narratives 

from various interior designers who serve as both educators and practitioners, have 

appreciable experience in this field, and work within the Kathmandu Valley.  

The four participants in this study are interior design educators, practitioners, 

and students who are directly engaged in the field. Their lived experiences, narratives, 

and perspectives form the core data of this research. Other stakeholders, such as 
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architects, engineers, contractors, or policymakers, though indirectly related to 

interior design, are not included in this study. Also, the policy-related concerns and 

issues are not studied deeply in this research, 

The study is further delimited to a qualitative inquiry, using narrative and 

experiential accounts. This research intentionally emphasizes personal journeys, 

teaching and learning experiences, and professional practices to explore the deeper 

interrelation between education and practice. The supporting literature is limited to 

international online databases, as there is a lack of detailed previous studies inside 

Nepal in the field of interior design. A few Nepali articles and publications serve as 

supporting materials for my research. 

The research focuses solely on the education and practice of interior design as 

a profession, highlighting the significance of decoration, architecture, and related 

fields. Although these professions intersect, the emphasis of this study remains on 

interior design to establish its independent identity in Nepal. 

The study reflects the ongoing practices and pedagogies that have been 

experienced during my (researcher’s) career and my participants' career timeframe, 

specifically, after 2010. It focuses on current teaching and professional practice. 

Historical aspects of interior design in Nepal are acknowledged to a limited extent; 

however, they are not the central concern of this study. 

Lastly, the study has been aligned with the MPhil in STEAM education 

perspectives intentionally; however, other educational frameworks may also exist to 

analyze and interpret the research framework. This reflects my academic grounding as 

an MPhil scholar at Kathmandu University. 

Chapter Summary 

The introduction chapter sets the stage for a basic understanding and 

exploration of interior design in Kathmandu, Nepal. The chapter describes the 

definition and scope of interior design, emphasizing its multifaceted nature beyond 

aesthetics alone. This chapter defines interior design as a fusion of art and science, 

creating healthier, more comfortable, and visually appealing living spaces and 

environments. This research is informed by my professional and personal journey as 

an interior designer, which also highlights the need for this research in Nepal. The 

chapter also highlights the connection between professional practice and educational 

systems in interior design, as two sides of a coin. The statement of the problem 

highlights existing gaps, while the rationale presents the study as the first in-depth 
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examination of the interior design subject in Nepal. The purpose of this study is to 

find the experiences of interior designers in education and practice in Nepal. The 

study will be significant to practitioners, educators, academics, policymakers, 

students, and other stakeholders, ultimately contributing to the overall development of 

knowledge in Nepal. Research questions and delimitations establish the framework 

for the overall study process.
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CHAPTER II 

LITERATURE REVIEW 

A literature review is a written summary of journal articles, books, and other 

documents that describe the past and current state of information on the topic of your 

research study (Creswell & Guetterman, 2019). This is achieved by organizing and 

categorizing the literature into various topics and themes, and justifying the need for a 

proposed study. It is necessary to conduct a literature review both before and during 

the research study. This chapter presents a comprehensive examination of the history, 

theories, concepts, and existing gaps in the literature of interior design.  

By definition, Interior design is the art and science of developing and 

constructing the interior of a given space to achieve a functional and aesthetic 

environment for the people. It is a creative and detailed work, achieved through 

planning, studying, implementing, and managing interior-based projects. When I 

joined this course, I was confused about the terms such as interior decoration, interior 

design, and interior architecture. Slowly, I came to understand the role and scope of 

each profession. They are similar and intertwined with each other; however, they have 

different scopes and meanings. The three concepts are explained in detail below. 

Interior Decoration, Interior Design, and Interior Architecture 

Interior decoration, interior design, and interior architecture are sometimes 

taken as synonymous concepts. However, they have a different range of work and 

applications. It can be studied as a Venn diagram, where interior decorator lies at the 

innermost circle, followed by interior design, and then interior architecture, which 

encompasses both. The role of interior decoration is to make a space aesthetically 

presentable with elements such as furniture, artifacts, wall designs, accessories, 

display items, carpets, and other decorative features. An interior decorator does not 

need to collaborate and interact with architects, engineers, or other stakeholders to 

decorate a space; they can work independently (Wolfe & Allen, 2024). On the other 

hand, Interior Design is a versatile profession where designers apply creative ideas to 

solve given interior problems by developing practical solutions. Interior Designers 

cannot perform their task individually; they need to work in collaboration with 

stakeholders, such as architects, engineers, contractors, and developers. Interior 

https://en.wikipedia.org/wiki/Art
https://en.wikipedia.org/wiki/Science
https://www.forbes.com/home-improvement/interior/top-interior-design-trends-2022/
https://www.forbes.com/home-improvement/contractor/best-general-contractor-near-me/
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Architecture involves developing concepts for structures, where architects work on 

overall appearances and aesthetics while considering the users' safety, economics, and 

needs. Interior architecture is a blended form of interior design and architecture, 

encompassing the entire building design and renovation process (Mania, 2022). This 

is how these concepts overlap with each other, although they define some boundaries 

and differences between them.  

Interior design has a significant impact on living spaces and on users through 

spatial experiences, where spatial refers to occupying or having the character of space. 

The major principle of internal design is to create harmonious interactions between 

humans and their surrounding environments (Lafta, 2023). To understand this, interior 

design education must incorporate psychology and social studies to improve human-

environment relations (Yalcin, 2014). Harairy (2021) stated that interior space is the 

basic place where humans spend almost 90% of their lives and perform most of their 

basic activities; therefore, establishing a harmonious relationship between human 

beings and the interior space is the major goal of interior designers. The interior 

designer’s role is very impactful in influencing humans' perception of the 

spaciousness of any given space (Zamil, 2017). When creating interior designs for 

given spaces, both the aesthetic qualities and the experience people will have in those 

spaces are considered (Zamil, 2017). To enhance the space, proper planning and the 

inclusion of appropriate interior elements are required (Zamil, 2017). These concepts 

and theories suggest the need for research on the aspects of interior design. 

The interior design discipline can be understood in two parts: the profession 

and the education, which complement each other like two sides of a coin. Sully (2015) 

argues that interior design education is detached from the real world and that students 

are not sufficiently prepared for professional work. It highlights the need for a 

practical educational system and a well-defined conceptual and curricular framework 

for interior design education.  

Evolution and Development of Interior Design 

In this section, I will explain the evolution and development of interior design. 

I have segregated interior design into two themes that will properly showcase the 

interior design prospects and evolution: interior design as an educational discipline 

and as a professional practice. The mind map work for theme generation is included 

in Appendix I. These key ideas and themes to explain the scope and development of 

interior design are described below. 
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As an Education 

Interior design education is the teaching of skills and information needed to 

perform interior design work. There are several different ways to attain qualifications 

in interior design, such as Diploma and Bachelor’s courses available in Nepal. Interior 

design education encompasses basic planning, two-dimensional and three-

dimensional drawings, rendering images and videos, as well as other essential skills 

such as presentation, management, and collaboration. 

Interior design education has undergone a remarkable transformation since its 

inception, evolving from basic art classes and limited design theory. The first interior 

design school emerged in 1854 in London, primarily focusing on training skilled 

artists to create aesthetically pleasing and functional spaces. Over time, the 

curriculum evolved to include marketing, design thinking, graphic design, and 

computer-aided design, aligning with the demands of an evolving and ever-changing 

environment. 

Today, interior design education offers a diverse range of programs, spanning 

from diplomas to bachelor's and graduate degrees. The journey from the early focus 

on craftsmanship to the present state of formalized education reflects the growing 

popularity and demand for professional interior designers. Harwood (1989) 

emphasizes the need to incorporate real-world competencies into the educational 

curriculum, thereby creating a synthesis between practice and education. Nutter 

(2001) argues in his research paper that the interior design profession should be 

considered as an individual profession. He suggested changes and improvements in 

the educational system through further research in interior design. 

Interior design pedagogy refers to the theories, methods, and practices 

employed in teaching and learning interior design. It integrates creative, technical, 

social, and human-centered approaches. It is the art and science of teaching interior 

design. It includes diverse models, multidisciplinary learning, studio-based learning, 

and critical discourse. The core principle of interior design pedagogy is to achieve 

functionality, feeling, and flow in the design. Other principles are theory-practice 

integration, aesthetic and visual effects, and cultural and social values. Fowles (1992) 

argued that future interior designers will be able to cope with the changing and 

advancing 21st century, demanding the incorporation of technological skills. 

According to him, design education should provide a foundational knowledge base to 

make a meaningful contribution to the interior design profession, education, and 

https://en.wikipedia.org/wiki/Interior_design
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society. He also suggests in-depth research for the growth of the interior design 

discipline (Guerin & Thompson, 2004). 

In the context of Nepal, there are various interior design institutes, such as 

Lakhotia Institute of Art and Designing (LIAD), started in 1997, as the first interior 

design institute, followed by the establishment of other institutes, such as the 

International Institute of Fashion Design (INIFD), India Education Centre (IEC) 

School of Fashion and Art. They offer various courses, including Workshop courses, 

a Diploma in Interior Design, an Advanced Diploma in Interior Design, and a 

Bachelor's in Interior Design, with durations ranging from 3 months to 4 years.  

In Nepal, interior design educational programs are largely based on 

Eurocentric and international approaches, without any adaptation to Nepal's social and 

cultural context. These contextual realities can be vernacular design, climate-

responsive design, and craft traditions. Here in Nepal, the curriculum emphasizes 

technical skills over practical, ethical, sustainable, and socio-economic skills. The 

curriculum appears to overlook Indigenous knowledge and prioritize international 

perspectives. This shows that Nepal's interior design education has been neo-

colonized by importing educational frameworks and curricula (Abdi, 2012). 

Additionally, the institutes and colleges are found to prioritize market-driven skills 

while neglecting critical skills, such as software and presentation, and they overlook 

power dynamics (including those between luxury and functional housing), climate 

issues, equality, and ethical approaches. A reorientation is required in education to 

enhance contextual learning, including the incorporation of indigenous knowledge, 

and to develop Nepal-based pedagogy and expertise. The forward path should include 

steps to decolonize education and incorporate contextual realities in the curriculum 

and overall educational and practical framework. 

As a Professional Practice 

The interior design practice requires a thorough understanding of the given 

space, its traditions, cultures, styles, and trends, as every material used, element 

adopted, and detail has a specific meaning in relation to its placement (Chitrakar, 

2023). Interior design practice typically begins after completing an educational 

course, such as a diploma or a bachelor's degree. Interior design practice includes 

steps such as: preparing designs, presenting to the clients, doing revisions, finalizing 

the design, managing the costing and resources, implementing it on the real sites, 

receiving feedback, and revising accordingly in future projects. 
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Currently, in Nepal, the practice of interior design is undergoing gradual 

evolution and transformation. People are becoming increasingly conscious of the 

aesthetics, layout, and functionality of their interior spaces, whether their homes, 

offices, restaurants, or factories. The booming field is making the role of interior 

designers more vital than ever. Their expertise goes beyond ornamentation; it is about 

maximizing available space to its full potential. As a result, the demand for interior 

design education is on the rise, as it not only transforms spaces but also lifestyles. 

Along with time, people’s choices have changed. These days, there is a 

growing demand for modern and sophisticated designs. Earlier, traditional and 

classical designs were more popular among the general public.  However, this leads to 

a need for a more effective and competent approach to interior design education. The 

more competent the education system is, the more valuable the practice and service 

will be, enhancing the overall advancement of any given interior space. 

Zamil (2017) explains in his paper that interior design elements such as shape, 

area, color, and light can influence the way people perceive the size, openness, and 

connectedness of any room. These aspects of interior design also influence the level 

of spaciousness both positively and negatively. Jacoby-Volk and Bar-Eli (2021) 

propose a new approach to spatial design education by highlighting real-life spatial 

projects. This study shows how appropriate education can enhance interior design 

practice and overall space development.  

In the context of Nepal, interior design practices are often seen as divorced 

from their cultural context. Even though they incorporate traditional materials and 

symbolic elements, such as Newari woodwork and motifs, they are often reduced to 

mere decorative artifacts. With the shift towards modernism and sophisticated 

designs, designers are ignoring Nepal's climatically responsive vernacular designs, 

such as woodwork for winter seasons. Even professionals ignored the post-earthquake 

measures and inclusive approaches to design. Why does Nepali practice validate itself 

based on Western ideas? Therefore, by gradually enhancing the global aesthetics and 

centering contextual design in practice, the profession’s legitimacy will be secured in 

the near future. 

Theoretical Review 

I have been working as an interior design professional and educator for a 

considerable period. I wish to understand and explore the present educational and 

professional practices in Nepal. Literature in this research suggests that a proper and 
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systematic teaching approach leads to enhanced outcomes in interior design practices, 

ultimately maximizing the potential of any given space. I have also felt the need to 

explore the experiences of present-day interior design educators and professionals to 

gain insight into their perspectives through interpretive and post-modern paradigms. 

I have come to realize that there is a need to develop narrative research based 

on Vygotsky’s (1978) social constructivist theory, which posits that learning occurs 

within a social context. Learning and Development occur through interaction with 

others, culture, and social experiences. Every individual’s development appears twice: 

first on the social level between people (inter-psychological), and second on the 

individual level (intra-psychological). From an interior design perspective, every 

designer must work by interacting with and understanding the social and cultural 

aspects and then combining them with their own creative and innovative ideas to 

produce successful outputs. Interior design is closely tied to individual perception, 

choice, emotions, culture, and values, all of which are influenced by an ever-changing 

environment. I aim to research and synthesize the diverse ideas and experiences of 

professionals in interior design practice and education. This theory is applied 

throughout my research study process, by understanding the existing experiences of 

interior designers, to comprehend the pedagogical activities they use in their teaching, 

and exploring how facilitated training and guidance can enhance the learning 

outcomes. Taylor (2015) explains that learning is a social process in which 

individuals co-construct knowledge within a social context. Interior design students, 

under the proper guidance of their instructors, can develop their capabilities to the 

optimal levels. Therefore, for my study, social constructivism seems to be the most 

suitable theory. 

Another theory that I have incorporated in my research is Mezirow’s 

Transformative Learning Theory (1991). Jack Mezirow is recognized as the founder 

of the theory of transformative learning. Mezirow developed the concept in the late 

1970s and later elaborated a framework that emphasizes critical reflection and 

transformation in adult education. His theory was influenced by Freire’s (1970) 

critical pedagogy, whose ideas helped Mezirow for a broader understanding of 

transformative learning theory through the context of conscientization and dialogues. 

Mezirow’s theory identifies key elements or stages, including critical reflection, 

experiences, discourse, and the transformation process. This includes navigating 

disorienting dilemmas, engaging in self-analysis, critical analysis, seeking new 
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alternatives, and adapting through an overall understanding of the world. I have 

applied this theory to understand the potential transformational journey of interior 

designers, who face disorienting dilemmas, and through critical reflection, realize a 

shift in mindset and perception. Additionally, during their journey, they have 

developed philosophical, socio-cultural, and critical aspects. If they become more 

critical and develop spiritual dimensions in their learning and practice, they have the 

potential to reach their fullest realization. 

I have used Maslow’s Hierarchy of Needs (1943) as a helpful model to 

understand the evolving and dynamic roles of becoming interior designers, grounded 

in social constructivism theory. Through this model, I have explained that as the 

needs of interior design shift from basic psychological needs to higher-level self-

actualization needs, their role also evolves accordingly from being an explorer and 

community builder to a critical self-developer.  

 Together, social Constructivism and Transformative learning have been the 

guiding theories to understand the journey of interior designers in becoming, teaching, 

thinking, and envisioning interior design education and practices. The overall research 

is based on the Social Constructivism theory to understand the participant voices, 

where the Transformative Learning theory is used to explain how participants 

envision the future of interior design. Lastly, Maslow’s Hierarchy is used to develop 

the evolving framework of the interior design profession in this changing world 

dynamics. These three theories were relevant and significant to the research ideas and 

participants' narratives, enabling me to explain, analyze, and interpret the research 

scenario and ultimately derive findings and suggestions. 

Policy Review 

In Nepal, several institutes offer Interior Design Diploma (1-year) courses; 

however, when I was studying, there were no policies or government-provided 

curricula. Recently, the CDC and CTEVT have taken the initiative to prepare and 

authorize the interior design course in Nepal. A policy-related review that I can utilize 

in my study is the development of a curriculum for a Diploma in Interior Design (a 3-

year, semester-based program) by CTEVT (2021). In the same year, the Curriculum 

Development Centre (CDC, 2021) also developed an Interior Decoration Course for 

the Secondary Education level (Grades 11 and 12). 

Previously, Purbanchal University also offered a Bachelor’s Degree in Interior 

Design (a 3-year course, taught on a semester basis). However, other colleges and 



21 

institutions in Nepal are offering internationally certified degrees. Although these 

institutions provide education, the key question is whether this education is contextual 

or not, or is it completed based on international frameworks. The recent development 

indicates Nepal’s initiation of this course, but shorter and more long-term competent, 

advanced, practical-oriented, and contemporary education facilities are still required 

for future aspirants to become interior designers soon. Reality-based practical courses 

will have a significant impact on interior design services and the development of the 

field. 

Empirical Review 

This section discusses existing literature and research studies in the field of 

interior design. Various reviews have been presented to explain the need for this 

research and to indicate the research gap. As Hou notes, their empirical research 

suggests they say that a clear course and action plan should be developed to enhance 

the academic quality and educational system of interior design courses. Therefore, 

students can conduct comprehensive research in the field of interior design. The 

researcher conducted this research work by experimenting with two educational 

models (traditional and modern) in two classes (Class A-57 students and Class B-55 

students) for a full semester (same credits). The outcomes were enhanced in the 

contemporary education method class. This study highlights the need for systematic 

and modern training for interior designers. 

Konkel (2014) examines the impact of various pedagogies, such as build-to-

learn, live projects, hands-on labs, and experiential education, on interior design 

instructors and students. The outcome of their research reveals the need for 

transformative interior design education. This article explains how transformative 

educational approaches, such as experiential learning and live projects, have enabled 

students to effectively grasp interior design concepts. The researcher says that 

traditional approaches fail to connect students with real-world scenarios. 

Matarneh & Mohsen's (2023) results enhance the body of knowledge in 

interior design and evoke calls for additional research. They adopted an interior 

designer's approach to sustainability and space enhancement, documenting positive 

findings. Afacan suggested that incorporating real-life conditions, encouraging the use 

of technology, and promoting collaborative learning could enhance learning outcomes 

for design students (2015). They conducted research to explore the effects of mixed 

learning in interior design and found some interesting findings. Zarour (2013) 
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highlights the significance of interior design in fostering spatial growth by addressing 

both the physical and mental requirements of the occupants of the referred space. 

Hou (2023) has empirically demonstrated that the implementation of smart 

teaching systems, including technological methods, is relevant and enhances interest 

and effectiveness, ultimately leading to overall development among interior design 

students. Empirically Demonstrated. 

This empirical review section was crucial to this research project; it 

highlighted studies that call for improvements in both interior design practice and 

education. Hou's (2023) research found that modern educational paradigms can 

immensely enhance students' performance, compared to the traditional approach. 

Konkel's (2014) study found that the adoption of various pedagogies, including hands-

on exercises and experiential learning, can contribute to a transformative education. 

Matarneh & Mohsen (2023) stated positive dispositions that interior designers hold 

towards sustainability and space enhancement, thus calling for more studies in this 

area. Afacan (2015) argued that hybrid learning, which involves real-world 

applications and technology, enhances the learning experience. Zarour (2013) 

demonstrated the role of interior design in creating spaces that can enrich them both 

physically and psychologically. Lastly, Hou (2023) demonstrated that effective and 

intelligent teaching systems based on technological strategies can promote interest, 

efficacy, and development among students. Overall, these findings highlight the 

importance of research work in interior design and underscore the need for innovative 

educational approaches. 

Research Gap 

Nutter (2001) and Zarour (2013) both emphasize the importance of 

professional interior design for enhancing space. They have focused on functional and 

aesthetic aspects. This shows the need for competent interior designers, which can be 

achieved through a suitable educational setup. 

Sully (2015) finds that there is no connection between present interior design 

education with real-world practices, and also proves that there is a lack of a practical 

educational system. This study highlights a crucial gap between the practical skills 

and real-world competencies in interior design education. Moreover, Hou (2023) 

emphasizes the necessity of transformative and smart teaching systems rather than 

traditional lecture-based pedagogy, which calls for a revised interior design education 

system. 
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The literature review and gaps identified in this study call for an educational 

strategy to enhance futuristic interior design practice and improve the quality of a 

space. The review highlights the interconnected relationship between education and 

practice in the advancement of interior design and spatial design. 

The above literature review also suggests the need for further research work in 

interior design to evaluate educational strategies, bridge the gap, and enhance the 

alignment between education and profession in interior design. To the best of my 

knowledge, there are very studies conducted in the interior design field in Nepal. This 

makes the field unidentified and unrecognized in academia. Therefore, the research 

gap identified here is the need for more academic and research work that will help 

stakeholders with the challenges and demands of educational and professional 

practices. 

Chapter Summary 

The literature review emphasizes the multiple aspects of interior design by 

highlighting its role in enhancing a space both aesthetically and functionally. It 

demonstrates the importance of integrating real-world competencies in interior design 

education to prepare students to become more effective professionals. The chapter 

explains the concepts of interior design, interior decorating, and interior architecture 

for a better understanding of the similarities and differences in scope and roles. The 

evolution and development of interior design are also highlighted in this chapter. The 

themes of interior design as an educational and practical discipline are reviewed. The 

study is grounded on Vygotsky’s Social constructivism theory and Mezirow’s 

Transformative Learning theory. Some empirical and political frameworks are also 

studied. The review of interior design education calls for further research focusing on 

the professional and educational dimensions of the interior design discipline. 
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CHAPTER III 

RESEARCH METHODOLOGY 

In the research methodology chapter, I have incorporated the following 

sections: research paradigm, methodology, design, philosophical aspects of research 

design (epistemology, ontology, axiology), participants, data collection tools, data 

collection procedures/methods, data analysis and interpretation, quality standards, and 

ethical considerations. The above-mentioned structure is the overall plan of the 

research. 

Research methodology is a systematic procedure through which a researcher 

describes, explains, and predicts a phenomenon (Goundar, 2012). Cohen et al. (2018) 

explain that while planning any research, it is crucial to understand the difference 

between methodology and methods. Methodology is an overall approach that 

encompasses the principles and justifications used to apply a given approach, the type 

of study, and the implementation of the research process. At the same time, methods 

are all about instruments and tools to collect and analyze data. The chosen 

methodology will determine which type of instruments (methods) to use for data 

collection. 

Philosophical Assumptions 

In this study, the philosophical assumptions and aspects of my research design 

that I have been discussing are epistemology (the nature of knowledge), ontology 

(reality), and axiology (values). 

Ontological Assumptions: 

Ontology concerns the nature of reality and what is truth/real. In my research, 

the ontological assumption is subjective, where truth or reality is multiple, and where 

knowledge is constructed through social interactions and individual experiences. I 

have used the stories or schemas people use to explain and give meaning to their 

experiences (Dwyer & Davis, 2017). My research falls within the domain of social 

constructivism (Ntinda, 2020) and relativism. In my research work, knowledge is 

subjective based on multiple and diverse realities, rather than a single/objective truth. 

It means that reality is the stories of the participants and the experiences they live and 

share. Reality is co-constructed by individuals through their stories and narrations. 
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Epistemological Assumptions: 

Epistemology in this research refers to the nature of knowledge (Dwyer & 

Davis, 2017) and its acquisition process. Andrews et al. (2008) have described the 

nature of knowledge in two parts: firstly, event-centered and experience-centered, and 

secondly, not just speech but also media such as writing, letters, lists, diaries, photos, 

videos, and day-to-day activities. In my design, knowledge is viewed as subjective 

and developed collaboratively by both me, as the researcher, and the participant. 

Knowledge is developed from the narratives and stories of lived experiences. 

Additionally, my research examines cultural, social, and historical contexts to 

generate in-depth knowledge. 

Axiological Assumptions: 

Axiology in research involves the study of values and ethics. Values are a 

form of preconception and represent the personal beliefs or feelings of the researcher, 

which can influence the research process at every stage. My research design is 

considered a value-laden approach. It focuses on respecting and valuing participants’ 

perspectives, ensuring the exploration of diverse beliefs and values of both 

participants and researchers, including social, emotional, cultural, and educational 

values. My research also considers ethical values such as informed consent and 

confidentiality. 

Research Paradigm 

In my research work, I will follow an interpretive paradigm to generate 

context-based understanding (Taylor et al., 2012) and a critical paradigm to 

understand participant voices through multiple layers of imagination and critical 

thinking (Taylor & Medina, 2011) while working with their narratives and 

interpretations. Postmodernism is also used to express and represent my data through 

visual and liberal arts (Taylor & Medina, 2011). As an Interpretive researcher, I have 

entered the space (firms, companies, freelancers, etc.) related to participants, have 

brief discussions and conversations about the research topic to create a bond, and then 

observe the regular activities of the participants, to understand their experience in 

coherence with my research topic. Through this process, I can unfold the personalized 

and actual experiences of participants. As a Critical researcher, I have enabled the 

participants to understand the problems associated with not being recognized as a 

necessary aspect for any type of space enhancement and identify the sources of these 

problems. I have also analyzed and interpreted the data through critical lenses, rather 
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than accepting it as it is. Later, I tried to apply educational models and developmental 

aspects in the field of interior design. My research aims to empower the overall 

community. The philosophical aspects of this research are explained below. 

Research Design 

I employed a narrative approach in my research study, aiming to bring the 

narrations and experiences of interior design educators and practitioners. My research 

design is a type of qualitative research. I aim to bring meaning to individuals' ideas, 

experiences, stories, and so on, through a meaning-making structure and analysis 

using narrative research (Riessman, 1993). I have focused on the lives and 

experiences of individuals. It is a way of understanding the content and inquiring 

through collaboration between researchers and participants in a given social setting 

(Clandinin & Connelly, 2000). My research work includes data collection, analysis, 

and presentation of lived experiences through storytelling. It emphasizes the 

importance of human-centric investigations by valuing the participants' perspectives 

(Ntinda, 2019). 

The term Narrative research was described by Josselson (2010) and involves 

in-depth interviews, observations, and document analysis with small participant 

samples to obtain rich and free-ranging discourse. The methodology of narrative 

design research comprises the processes and techniques used to collect, analyze, and 

interpret data (stories). Clandinin and Connelly (2000) categorize the narrative 

structure into three-dimensional spaces: interaction (personal and social), continuity 

(past, present, and future), and situation (place or context). While collecting data 

narratively, I, as a researcher, have considered these three-dimensional aspects to 

gather rich and holistic data i.e., situation/place such as working condition, position, 

and location of my participants, by interacting with them in both personal and social 

ways to explore formal and informal data, and by maintaining continuity to find out 

participants experiences related to past, present, and future (Clandinin & Connelly, 

2000). These three aspects are significant in narrative research to gather rich and 

holistic data (Clandinin & Connelly, 2000).  

While conducting data collection in narrative research, I can employ several 

procedures such as interviews, observations, and discussions. The tools used in these 

procedures are interview guidelines, reflection writing, field memos, personal 

documents, diaries, texts, voices, images, videos, and narratives. To verify the 

collected data, I should focus on the trustworthiness aspects by engaging with 
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participants for an extended period, providing thick descriptions of their narrations, 

using multiple data sources, and conducting member checking. The collected data are 

also justified by linking them with relevant literature and theories.  

The nature of fieldwork in the narrative approach involves building 

relationships, conducting multiple rounds of data collection, addressing ethical 

considerations, and providing contextualization. This approach emphasizes personal 

stories, cultural analysis, and critical theories. The characteristics of this approach 

include individual experiences, chronological experiences, various data collection 

methods (such as interviews, observation, conversations, journals, letters, memory 

boxes, etc.), re-storying or re-telling, coding for themes, contextual setting, and 

collaboration with participants.  

In conclusion, as a narrative design researcher, I have to give voices to 

individuals, acknowledging complex experiences, providing contextual insights, and 

advocating for change for social well-being. It emphasizes the subjective and 

contextual nature of knowledge by employing various methods to establish this 

knowledge, and includes ethical and participatory fieldwork to understand individual 

experiences. 

Research Site and Participant Selection 

In Nepal, Kathmandu is more well-known and has scope for professional and 

educational development in interior design. I began this research with three 

participants, including both males and females, from inside the Kathmandu valley, to 

gather as much information as possible about the current practice and education 

scenario in Kathmandu, Nepal. The number of participants may vary according to the 

needs and situations of the research process. The purpose of this research study is to 

gather lived stories and rich data from the participants who are experienced in this 

field. At first, I selected only three participants. During interview sessions, I realized 

that adding one more participant, whose voice might enrich my research work, would 

be beneficial. These four participants have been deliberately selected (Cohen et al., 

2018) for this study because they have been involved in education and practicing 

interior design for over a decade. 

The first participant, Anand (male, 34), was selected based on his extensive 

experience in both education and practice spanning over ten years. The second 

participant is Shruti (female, 34), who has over ten years of experience in practice and 

more than five years of experience in teaching interior design. The third participant, 
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Jeena (female, 32), has over ten years of experience in the practice of interior design. 

The fourth participant, Bishal (male, 38), has over fifteen years of experience in 

teaching and practicing interior design. He is the most experienced and consistent 

teacher in this field. Their experiences have enhanced the quality of this research 

work. The table gives the details about the participants I have selected for the study. 

Table 1 

List of Participants 

Participant 

(pseudonym) 

Role Prior Experience Present Occupation Relevance to the 

study 

Anand 

(M, 34) 

Primary 

Participant 

● Bachelor's in Interior 

Architecture (BIA), IEC 

School of Arts and 

Fashion 

● Former HOD at IEC, 

IIFT (International 

Institute of Fashion 

Technology) 

● Jury at several Interior 

Design Platforms 

● Co-founder, ABC 

Factory  

● Co-owner and 

Teacher, Upwork 

Academy 

● More than a 

decade of 

experience in 

interior design 

education and 

practice 

Shruti 

(F, 34) 

Primary 

Participant 

● Bachelor's in Interior 

Design (BID), Lovely 

Professional University, 

India 

● Former teacher at 

IEC, IIFT (International 

Institute of Fashion 

Technology) 

● Country Head, 

Accurate Kitchen 

● Co-owner and 

Teacher, Upwork 

Academy 

● Board Member, 

Interior Designers 

Association of Nepal 

(IDEA) 

● More than a 

decade of 

experience in 

interior design 

practice 

● More than five 

years’ 

experience in 

interior design 

education 

Jeena 

(F, 32) 

Primary 

Participant 

● Bachelor's in Interior 

Architecture (BIA), IEC 

School of Arts and 

Fashion 

● Architect Wow Award, 

2023, Global Business 

Reconnect 

● Founder, Fine 

Interiors 

● More than a 

decade of 

experience in 

interior design 

practice 
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● Jury, IIFT Cafe Design 

Exhibition 

Bishal 

(M, 38) 

Primary 

Participant 

● Bachelor's in Interior 

Design (BID), Kantipur 

International College 

(KIC), Purbanchal 

University (PU) 

● Teacher, KIC (2008) 

● Head of Department 

(BID), Interior 

College (2017) 

● Board Member, 

Interior Designers 

Association of Nepal 

(IDEA) 

● More than 

fifteen years of 

experience in 

interior design 

education and 

practice 

As you can see in the table, I have used pseudonyms for my participants: 

Anand, Shruti, Jeena, and Bishal. I have used pseudonyms for their present 

occupational company and institution names for privacy concerns. Their experiences 

and present occupation details also contribute to that; their narratives have enriched 

my overall research and its findings. 

Data Collection Procedure and Tools 

I have used informal interviews and observation to collect data or information. 

I conducted three interview sessions with each participant and observed them during 

these sessions. I prepared interview guidelines in accordance with the research 

question to collect information from my selected participants. A sample of interview 

guidelines is included in Appendix II. Interviews and personal conversations helped 

me to capture the storyline of individuals, about their experiences (Creswell & 

Guetterman, 2019). I conducted three rounds of in-depth interviews with my 

participants to bring out their narrative experiences. Each interview was 

approximately one to two hours for in-depth interaction. On the other hand, informal 

observations enabled me to explore the quality of participants' work and life (Creswell 

& Guetterman, 2019), including their work patterns and procedures, to gather detailed 

information. The sample of informal observation criteria is given in Appendix III. The 

tools that I prepared beforehand are informal interview guidelines and observation 

checklists, which made the overall procedure easier. 

The data collection process began in October 2024. I had prepared three sets 

of informal questionnaires based on my research questions. I had also added a few 

probing questions. These questionnaires were used to keep me on track during 

interview sessions with participants, so that they would not let me divert into 

unwanted, long discussions.  However, during actual interview sessions with the 
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participants, these probing questions were extended and modified according to the 

requirements of the desired data. I also recorded the interview session with the 

participants' permission. This helped to retain the information in the interpretation and 

analysis stage. I transcribed the data in both Nepali and English and combined both 

Nepali and English. I had also developed field memos for each interview. These 

transcribed data, field notes, and recordings helped me to generate the codes, 

categories, and themes for my data analysis and interpretation chapters four, five, and 

six. I converted these data into narratives and generated themes with similar 

categories and codes. Later, these themes were also included in a similar framework 

to create the analysis chapters. These themes and categories were analyzed from 

multiple angles to gain a deeper understanding of participants’ voices. 

After working with and managing the data, I incorporated the validity 

measures, such as expert review, to confirm the proper functioning of the tools used in 

the data collection process. I confirmed the data generation, analysis, interpretation, 

and theorizing process with my seniors, supervisors, facilitators, and peers. 

Data Analysis and Interpretation 

In qualitative research, a researcher delves into rich and diverse human 

experiences, trying to understand the complex formation of social phenomena, ideas, 

perceptions, and meanings. Using the raw data from interviews, observations, 

documents, images, recordings, and other sources, qualitative researchers explore the 

meaningful insights through an intricate and iterative process of coding, categorizing, 

and thematizing. This process can be understood as both an art of describing the 

nature of the data and a science of identifying and analyzing similar data. 

The methods or steps involved in data analysis and interpretation are 

transcribing interviews by writing the session word-for-word. Arranging the collected 

data in a structured pattern, (de)coding the developed data based on social 

constructivism theory and transformative learning. Initially, coding was performed to 

simplify the data collected from participants. Code is “a word or short phrase that 

symbolically assigns a summative, salient, essence-capturing, and/or evocative 

attribute for a portion of language-based or visual data” (Saldana, 2016, p. 3). Coding 

is the foundational step in capturing the essence of the overall raw data collected from 

fieldwork in a qualitative analysis. It is the initial and ongoing process of dividing 

data into manageable units or codes by attaching labels that capture their essence. The 

process of converting data into meaningful, common ideas or codes is called coding. 
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Coding acts as a bridge between collected data and its analysis. To give context to the 

raw data, codes are generated by using words to explain phrases, 

terminology/ideas/sentences. Codes are used to convert everyday language into 

academic terminology. The primary purpose of coding is to reduce data into simpler 

forms, to categorize data according to the researchers' interests, and to initiate the 

process of interpretation. (Kalpokaite & Radivojevic, 2019; Saldana, 2016). In this 

research, codes developed from interior designers' narratives were about their 

experiences in becoming, teaching, and envisioning interior design. For example, it 

was not a good experience; there was no recognition. We were referred to as 

‘furniture wala,’ knowing how to sketch can make us interior designers, and among 

others. 

These codes were then combined to form categories. A category is defined as 

a cluster of similarly coded data that shares some characteristic, representing the 

beginning of a pattern (Saldana, 2016). Categorizing is a process of grouping related 

codes to form broader and more abstract conceptual units. Similar codes that share the 

same characteristics or pattern are combined to form categories. This involves 

grouping the codes into baskets based on certain principles, which unify and share 

common features. Categories move the analysis process towards identifying recurring 

ideas or themes. The purpose of categorizing is to organize the multitude of codes by 

identifying relationships between them, and begin to see the patterns, such as 

repetitive, regular, or consistent occurrences of action or data that appear more than 

twice” (Saldana, 2016), which indicates significance. For example, the above-

mentioned codes were then combined to form categories such as stepping into the 

unknown, negotiating pathways, unfolding journey, redefining ourselves, and others. 

Later themes were created from categories (Saldana, 2016). A Theme is 

defined as a more abstract and overarching concept or idea that emerges from the 

clustering and analysis of categories, often representing a subtle or tacit process 

(Saldana, 2016). Thematizing means to represent the highest level of interpretation in 

the process. Themes capture the core, recurring, and meaningful patterns. Themes are 

used to identify and articulate the central idea that tells the story of the data. It 

explains the overall phenomenon of the study (Braun & Clarke, 2006). The step from 

category to theme is an iterative comparison. Theme is an umbrella concept that 

emerges from understanding different and similar categories. For example, the above 

given categories were then converted into overarching themes such as mirror 
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moments, unlearning to relearn: challenging assumptions, learning in layers, and 

others. The information obtained from the informal observation checklist was also 

analyzed through expert review and member checking to ensure the authenticity and 

accuracy of the data. 

Quality Standards 

The quality standards in narrative research are based on time (past, present, or 

future), context (situation or place), and interaction (personal or social) structure 

(Creswell & Guetterman, 2019). New measures that are used alternatively include 

access to data and research process, honesty (responsiveness, adaptability, 

consistency, etc.), verisimilitude or truthfulness, familiarity, transferability (rich and 

applicable in another setting, and economy (Mertova & Webstar, 2020). 

In my narrative research work, I have incorporated trustworthiness and 

authenticity (Denzin & Lincoln, 1994). There are four trustworthiness criteria in the 

first set: credibility, transferability, dependability, and confirmability. 

For credibility, I have provided detailed and thorough descriptions to facilitate 

better understanding, employing methods such as member checking to confirm the 

accuracy of the narratives and display the learning process (Taylor & Medina, 2013).  

In the case of transferability, I ensured the availability of detailed and 

thorough descriptions for readers to apply and compare in their own context or 

setting. (Mertova & Webstar, 2020; Taylor & Medina, 2013). It is explained as 

offering sufficient contextual details so that the reader can determine the applicability 

of the findings to other settings. Describing the research context, participants, 

procedures, and methodology can enhance the transferability of the results. 

Now, dependability is achieved through in-depth engagement combined with 

open-minded or emergent inquiry (Taylor & Medina, 2013). Dependability refers to 

the incorporation of a consistent and well-structured process throughout the study to 

ensure the replication of findings in other settings. I have continuously reflected on 

how my ideas and mindset influence the overall research process. 

 For the conformability criteria, the transparency of tracking the sources of 

research data is maintained (Taylor & Medina, 2013). I have maintained a detailed 

record of the research process, steps, decisions, and data. Additionally, I have 

employed the method of triangulation, utilizing multiple sources to cross-check and 

validate the data and findings. 
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Authenticity is the second set which includes fairness (fair representation of 

the informants), educative (learning of the participants about the social world), 

catalytic (participants' realization or identification of the problems in their social 

world), and tactical (participants' empowerment to improve their social situation) 

criteria established for the relationship between researcher and the participants 

(Taylor & Medina, 2013; Taylor, 2014). This set is unique to interpretive research, 

such as narrative, which enables me to establish a sound and harmonious relationship 

with the participants (Taylor, 2014). 

Lastly, I have incorporated critical reflexivity angles to demonstrate my 

perspective while analyzing the participants' voices through multiple levels of 

interpretation (Dahal, 2023). Also, I have applied the praxis mechanism by 

demonstrating and explaining the theory-practice gap identified from participants' 

experiences and stories. Through critical reflexivity and praxis-oriented approaches, I 

have endeavored to maintain the multiple perspectives and ensure the quality of the 

data in the research. 

Ethical Considerations 

Cohen et al. (2018) state that Ethical Research concerns what can be done 

(good/right) and what cannot be done (bad/wrong) during research work. Mertova and 

Webstar (2020) postulate that ethical considerations are not only formal confirmation 

by a university or research but also carried out during the overall procedure in the 

conduct of the study (Creswell & Guetterman, 2019). 

Initially, I followed Kathmandu University’s rules and regulations to perform 

this research study. I have taken permission and followed the necessary protocols as 

required. I have attempted to address the ethical issues that may arise in my research, 

including the potential for participants to falsify data, withhold complete information, 

or distort data. Ethical dilemmas, vulnerabilities, and tensions may arise during the 

narration process (Creswell & Guetterman, 2019).  

The ethical considerations I have followed during this research study to 

manage the aforementioned issues include obtaining informed consent, maintaining 

confidentiality and anonymity, respecting and being sensitive to participants, 

maintaining a professional relationship with them, ensuring their safety, and 

upholding honesty. 

Informed consent signifies whether the participants have prior knowledge of 

the overall purpose, process, risk, and benefits of the research (Mertova & Webstar, 
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2020). The sample of the consent form is located in Appendix IV. I have created 

transparency between the research objective and the participant, specifically regarding 

whether participants sign the informed consent forms (Bryman, 2016), and whether 

this should be addressed at the initial stage of research (Cohen et al., 2018). Also, the 

participant had a voluntary choice and the right to withdraw from the research (Tracy, 

2013). 

Confidentiality and anonymity require the researcher to safeguard the 

identities of participants by not intruding more than necessary (Mertova & Webstar, 

2020) and by providing opportunities for them to refuse invasions of their privacy 

(Bryman, 2016). Concerns about anonymization can help safeguard against risks to 

participants’ reputations and ongoing relationships (Dwyer et al., 2017). In my 

research, I have also ensured data security, both digital and physical, to prevent 

unauthorized access. 

I strive to create an equitable and respectful relationship with the participants 

(Cohen et al., 2018) to facilitate the development and collection of in-depth stories 

and information. I have also been careful of deception while representing their work 

(Bryman, 2016). 

Another important aspect of ethics is honesty and trust. I have been truthful in 

presenting data (Mertova & Webstar, 2020) and have avoided selective, partisan, and 

skewed data processing and analysis (Cohen et al., 2018). I aim to ensure faithful 

representation of accurate data without distortion or misrepresentation. 

In my research work, I also consider cultural differences and sensitivity when 

collecting and presenting narratives, without being judgmental based on issues such as 

gender, age, color, ethnicity, etc. (Cohen et al., 2018). Also, being mindful of the 

emotional impact on participants when sharing personal or traumatic data is another 

ethical concern. 

Overall, in my research, the participants' identity remained hidden. I have 

taken permission to visit their institutes or sites to observe the interior design 

education and practice. They were informed, and only after obtaining their consent 

did I use their information in my research work, ensuring respect, honesty, and 

confidentiality. 

Chapter Summary 

In this research methodology chapter, I outline the overall structure of the 

research process. The research approach, design, tools employed, and analysis of the 
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data collected from the individual narrations are the major parts of this chapter. The 

chapter concludes by defining the standards of quality and ethics that I have adhered 

to throughout the research process.  
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CHAPTER IV 

BECOMING: INTERIOR DESIGNER 

Overview 

The chapter name, “Becoming: Interior Designer,” itself presents the content 

of this chapter. Before this chapter, I have introduced my research topic, discussed the 

literature and research gap, and described the methodology incorporated in this study 

in Chapters One, Two, and Three, respectively. In this chapter, I have included the 

participants' journey of becoming an interior designer in the context of Nepal. I have 

also mentioned a few sections regarding my experiences. The chapter starts with 

curiosity about what it truly means to be an interior designer. Here, I have compiled 

narratives of the participants' experiences in interior design, encompassing both 

education and practice, including what led them to choose their subject, the 

unexpected path they pursued to advance their careers, and their overall journey. This 

chapter addresses the question “How do participants narrate their journey and 

experiences in becoming interior designers in Nepal?” This question is significant for 

exploring the interior design field, from its initial stages to the present scenario, on 

how to become an interior designer. This chapter explains the participants' narration, 

and through further interpretation and analysis, their journey is described as an 

evolving one based on Maslow’s Hierarchy structure.  

What does it truly mean to be an interior designer? I asked myself. Is it only 

about aesthetics, arranging furniture, and choosing colors, or is it something deeper, 

based on structural and foundational education? Do people understand that it has a 

profound foundation and impact on our lives? These questions kept making me 

anxious and curious as I was about to conduct my first interview with the participants. 

In the morning of November, with a fresh mind, I was eager to explore the lived 

experiences of my participants. With a set of semi-structured interview questions in 

hand, a recorder, and excitement, I began the interview sessions for Becoming: An 

Interior Designer.  

This study examines the experiences of interior designers in their professional 

development, encompassing both education and practice. As discussed in Chapter 1, 

this study focuses on the research questions: How do Nepali interior designers narrate 

their experiences in interior design education and their practices? After conducting in-



37 

depth interviews with my participants, each of them has discussed and explored their 

personal and practical experiences in the interior design field. The stories and 

information gathered from the participants are categorized into distinct codes, themes, 

and subthemes. Later, these themes and subthemes are further developed and explored 

through theory. Each theme developed from the participants' data is explained 

individually below. The participant's story is presented as a vignette or personal 

narrative. 

This chapter starts with the participants' voices and their reflections on their 

journey. How do they look back? What was the design journey like? What surprised 

them? What were the challenges of studying and doing design practically? The other 

section discusses how designers learned to use technology, tools, and trends. Later 

sections talk about the change or shift in the identity of participant designers, which 

they realized through critical reflection. This chapter also presents narratives about 

how they view themselves today compared to when they began. The focus of this 

chapter is on personal memories, learning journeys, unexpected realizations, 

adaptation to trends, self-awareness, and mental shift. The structure of this chapter is 

represented in the following figure. 

Figure 1 

Becoming: Interior Designer 

 

Figure 1 shows the section discussed in this chapter: mirror moments faced by 

designers, challenging assumptions, learning in layers, and transforming their identity. 
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Each section consists of narratives and interpretation, followed by theorization as a 

dynamic and evolving journey. The sections are described in detail as follows. 

Mirror Moments 

In the morning of October 2024, with a fresh mind, I was having coffee and 

started thinking about my first interviews with the participants. They had a mixed 

expression on their face with curiosity and anticipation during the initial questions. 

What is this interview all about? I knew this conversation would be more than a 

narration of lived experiences; it would reveal the core and in-depth stories of our 

profession. Sunlight streamed through the windows, casting a gentle glow that framed 

a perfect setting for a conversation about interior design, space, education, and the 

journey. I remember that slowly they became comfortable answering my questions, as 

if they were seeing a past version of themselves in the mirror through my questions 

and conversation. This created an openness and also curiosity. 

Stepping into the Unknown 

Interior design, as a profession in Nepal, is still emerging and evolving. It is 

not as highlighted as architecture and civil engineering. When I studied for a diploma 

in interior design in 2008, many people were not even aware of the field. Those who 

have an idea regarding the subject were also suspicious about the future scope in 

terms of career stability and market demands. The participants of this research entered 

this field with various degrees of awareness, curiosity, and coincidence. While 

conducting this research, they reflected on how they began learning and how the 

impacts of society, culture, family background, and informal inspirations can 

influence decision-making when choosing a field. The participant's voice also 

highlights how prior knowledge, environment, and relationships shape the initial 

engagement and interest in design. They began swimming deep in the ocean of 

memories, uncovering in-depth, hidden moments to see clearly, as the water reflected 

like a mirror, displaying their initial journey. I found my journey deeply connected 

and mirrored in the narratives of my participants. 

Anand, my first participant, remembered his educational and professional 

journey while interacting with me. He reflected that since 2013, when he completed 

the interior design course, the subject or profession has undergone significant 

transformation and evolution in Nepal. 

“Back in 2013, when I started in this field, I worked as an intern and started 

teaching too, in IEC. I started as an assistant teacher and later became the 



39 

department head. I worked there for 10 years. Later, I worked at IIFT for two years, 

and I am now involved with my institute. Regarding my practice, I initially worked as 

an intern, and after gaining experience, I started my own company. The term ‘interior 

design’ did not mean much to people. We were simply known as ‘furniture wala or 

thekedars’, which means carpenters, laborers, or contractors. The public had no clue 

about space planning, ergonomics, or the psychological impact of interior spaces. We 

thought just knowing how to sketch a bit or being slightly good at art would make us 

interior designers. That was the reality then. 

Now, people are familiar with what interior design is. They come to study 

interior design knowing exactly what it is, not just because it sounds fancy. To be 

honest, I did not know what interior design was when I joined. I just followed my 

friends. I used to think of it as a girly decoration. Later, I realized the technical 

aspects of the discipline, the structural challenges, problem-solving elements, and the 

creativity required to merge function with form. That is what got me going. I enjoy 

creating something unique with technical complexity. That is the part I love most 

about design. Now, times have changed. Now, clients not only recognize interior 

designers but also seek us. Some even mention that they have heard certain designers' 

names or about the work through mutual references. It is a drastic shift; people now 

value what we do. So, there is a drastic change in my experience.” 

Anand has over ten years of experience in teaching and practicing interior 

design. His initial struggle was to gain recognition as a profession and even the 

discipline itself. The students entering the field, including Anand, had a vague 

understanding of the field. His initial phase, both as a student and later as a 

professional, started with a misunderstanding about the clear meaning and scope of 

interior design. People back then were not very aware of interior design as an 

individual or specialized subject. They have a misconception about its inclusion in 

architecture or engineering, or the construction department. This means knowledge 

and expertise should be recognized by society or the community to hold their value 

and significance. Later, due to globalization and urbanization, the profession of 

interior design is growing slowly, and students are entering it purposefully. This leads 

to the establishment of formal and nonformal education programs and professional 

recognition. Anand's narrative demonstrates that as more people interact with interior 

designers, it leads to a gradual growth of understanding and appreciation for the field, 

fostered through mutual respect. This experience illustrates the sociocultural theory of 
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learning and professional development, where identity and value are co-constructed 

within social and cultural dimensions, through shared contexts, collaborations, and 

collective practices (Stetsenko, 2017). Anand critically reflects on his experiences 

(Luitel et al., 2022; Taylor, 2022) that made a shift in his understanding of interior 

design. He realized it extends beyond aesthetics to a technical and structured process, 

which he can use to solve daily life problems. To reflect his journey, I have written a 

poem that resonates with his experiences. 

From vague sketches and titles unheard, to lead with vision, voice, and word. 

Once called a carpenter, mislabeled, unseen, now shaping minds and crafting 

dreams. Through trials, he discovered the design’s true core, a blend of 

technology and art that he came to adore. 

This reflects the transformational aspects, explained by Mezirow, the ability 

and disposition to engage in the transformative process of critical self-reflection and 

reflective judgment (2018). His primary motivations stem from the technical aspects 

of design. This intersection of art and science in interior design also highlights the 

fusion of technical skills and creative thinking as in STEAM education (Yakman, 

2011). 

Jeena, with more than ten years of experience in practicing interior design, 

explained her winding paths to reach her destined course in design. 

My path to interior design was not a straight line. I wanted to study 

architecture at Pulchowk Engineering College, but missed the entrance exam. 

I did not want to lose a year. I started looking for options related to the 

subject of architecture. A friend in a fashion design course informed me about 

interior design, and at that moment, I made my decision. Yes! This is what I 

want to do. It felt like the perfect combination of creativity and structure, 

which I was seeking. Initially, I had a vague idea of designing spaces, but I 

didn't know what it entailed. I had never used tools such as the T-scale or 

worked with software. Buying my first Staedtler pencil, along with drafting 

tools like paper rolls, scales, and set squares, felt like a truly special moment. 

I found it fun. I felt like I was stepping into a different world. I had no idea 

about the actual level of work involved, such as creating working drawings, 

producing detailed sheets, or operating multiple software programs. 

Everything was new to me. Partially. I would say sixty percent of my learning 

comes from my education. Remaining knowledge can be gained through 
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hands-on exposure, which was lacking. Many things can be learned on-site 

that no textbook ever could. The interior design is one thing to design on 

paper and another to implement in real spaces, with real clients, and real 

budgets. During the internship, I began working on high-end projects, 

primarily with premium clients who were already somewhat familiar with 

interior design. Though my company was officially registered, my working 

style remained freelance. When I entered the profession, I already had a 

general idea of how the interior design industry in Nepal functioned. Back 

then, when we showed clients 3D modeling of their homes, even without 

renderings, they would be surprised to see how their space would look. Now, 

everyone expects it. Clients often ask, Will we get to see a 3D design? 

Awareness has spread widely. Today’s clients understand what to expect and 

actively participate in the design process with us. It represents a significant 

shift from when I first began. We need to keep learning more continuously. 

Jeena’s discovery in the field, through the reference of her friend, is an 

interesting path. This indicates that learning is closely tied to social, cultural, and 

environmental contexts (Bradbury, 2020). On the other hand, her struggle with 

software tools and techniques suggests that learning can occur under the guidance of 

senior and expert individuals in the field. This aligns with the idea of ZPD, which 

suggests that students require guided support from teachers or instructors to achieve a 

deeper understanding (Silalahi, 2019). Her on-site experiences during her internship 

and later in her professional career highlight the gaps between theoretical and 

practical knowledge. Her voice described the importance of learning through 

experiences and actions (Sharlanova, 2004). This gap is identified when a student is 

involved in the reflective process while engaging in action (Schon, 1983). Schon says 

that a person can enhance their skills through regular practice, reflection, and 

feedback. I can describe her journey through the lines given below: 

We draw in ink; the world builds in brick. The numbers on the page do not 

match the click. Of Beams, of bolts, of spaces tight, design is learned in bright 

light. 

Her critical narrative illustrates that the interplay between education and 

practice takes place in classrooms, workplaces, and on-site settings, facilitated 

through regular reflection and questioning. Interior design education aligns with 

constructivist learning theories, such as those proposed by Vygotsky or Piaget, which 
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emphasize hands-on activities, contextualized learning, collaboration, and 

experimentation (Lewis & Williams, 1994). 

Negotiating Pathways 

Shruti, with over ten years of practice and five years of teaching interior 

design, had taken an unconventional path. Her reflections cross international 

boundaries and highlight institutional constraints in Nepal. She had studied interior 

design at one of India’s renowned universities. Her initial decision and her transition 

from student to educator unfold through the given narrative. 

I always wanted to study interior design. However, back in 2010, Nepal only 

offered a few short diploma courses (to my knowledge), which were not 

enough for me. I knew I needed a full-fledged course (maybe a Bachelor’s 

degree), so I looked beyond borders. I started researching in 2010. I wanted to 

go to Australia, but my father was not comfortable with it. By that time, most 

of my friends had already secured admissions based on provisional 

certificates. I was the only one who had not, because I was determined to 

study interior design. I had not even considered other subjects. As my elder 

sister was an architect, I was inspired by her. However, my parent suggested 

that architecture may be hectic for a female; you should go for a related 

subject. I found interior design to be a suitable career for me. I went to India, 

to Lovely Professional University, where I pursued my dream. 

Internship? That was another battle. Here in Kathmandu, firms were not 

ready to take interior designers as interns. My CV was not approved multiple 

times, which demotivated me, and I started questioning my capabilities. 

Perhaps I should return to Chandigarh. I searched and searched, but I 

couldn’t find anyone hiring interior design interns. Firms wanted architects, 

engineers, or contractors. Without any practical exposure, how was I 

supposed to gain experience? Finally, I secured a place at Art Design Factory 

(ADF, Nepal) (pseudonym), and even there, I had to prove myself before they 

fully accepted me. If my father had not made the reference call, I would not 

have gotten in. It was that hard. However, after that, everything went well. I 

truly respect my bosses at ADF because everything I've learned started there. 

They taught me smoothly and patiently.  Even after I left, the positive part was 

that they started hiring more interior designers. While I was there, they had 

placed two or three trainee designers under me. So, I felt proud that I had 
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contributed to that shift. Later, I started teaching in the field, and now, after 

switching jobs from one to another, I am back at ADF Nepal as the Country 

Head. 

Initially, Shruti was inspired by her sister to join the course. She decided to 

join a university outside Nepal due to a lack of knowledge and limited institutions in 

Nepal. Her narratives also show how her family background has inspired and shaped 

her decisions. She acquired a degree, but wanted proper practical work experience in 

real-life projects. She returned to Nepal after completing the course. She faced 

struggles not only in acquiring education but also in finding jobs or internships. I 

struggled to find a job or internship during my initial days as well. In Nepal, the lack 

of internship opportunities has created a challenging path for fresh graduate designers. 

Her reflections remind me of the days when I used to think, ‘Who will teach us the 

practical knowledge if no one gives us a job in the first place, if no one will hire us? 

This reflects the gap between theory and practice, which will suppress our growth. 

Her bosses are helping her acquire practical knowledge directly related to the MKO 

concept of social constructivism (Collins, 2022). We learn from others who have 

more knowledge and experience in the field. Her experience also aligns with 

community practice, highlighting the importance of collective learning in shaping a 

professional identity (Wenger, 1998). The shift from rejection to recognition reflects a 

change in perception about interior designers. By incorporating technology, practical 

exposure, and real-world experiences, students can prepare themselves for 

professional challenges (Taylor, 2022). While education serves as the foundation, 

practical experiences enhance it. To reflect her journey from self-doubt to realizing 

their value, I have written a poem that resonates with her experiences. 

In the halls of theory, we design and shine, 

 But in the field, we stumble, realign, 

Between the lines of books, 

Lies a truth of all the struggles we took. 

Let learning not be walls confined 

But practice that shapes the creative mind. 

This poetic expression is not intended to criticize the existing paradigm of the 

interior design industry, but rather to envision a future where education and practice 

are not separate, but rather interconnected experiences. 
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Bishal, the most senior participant in the study. He has more than fifteen years 

of experience in interior design, both as an educator and a practitioner. He has 

nuanced knowledge of how to teach, what to teach, and why to teach. He expressed 

his journey as follows. 

It was in 2004 that I joined the Bachelor’s in Interior Design program. This 

was only the second batch of the course offered by his college, an institution 

where I now serve as the Head of Department. I had appeared for the 

Pulchowk Campus entrance exam to study architecture, but I was unable to 

secure a place. I briefly considered a management course. During this time, I 

enrolled in an 18-month drafting course offered by CTEVT. Later, I went to 

KIC to inquire about the bachelor’s degree in interior design for my brother. 

My brother decided to pursue science, but I felt drawn to this new and 

unfamiliar field. So, I chose interior design instead. It was my own choice. It 

was a very new field back then. After completing my degree in 2007 and 

gaining two years of training experience at a private firm, I began part-time 

teaching at KIC. Since then, I have been in the teaching profession. Now I 

work as a full-time educator. It is challenging to manage both roles 

simultaneously, being both an educator and a practitioner. After working on 

several projects outside Nepal, including Dubai, Singapore, and Bali. I have 

come to realize that interior designers are highly valued for their work and 

services globally. There, construction proceeds strictly according to the 

designer’s drawings. For example, if a designer specifies a particular type of 

nail for a table, and the contractor substitutes it with another, the designer has 

the right to raise a complaint, and the mistake must be corrected at the 

defaulter’s cost. Even the smallest details, like a single nail, require the 

designer’s approval. However, in this context, carpenters, laborers, painters, 

and even false ceiling contractors often act as designers in the market. I 

remember until 2011, the struggle in Kathmandu was immense. Most 

designers, including myself at that time, worked under contractors, often 

without our names being mentioned to the client. In Nepal, designers often 

have to work with contractors and laborers just to ensure that the work is 

completed. Our efforts are not always visible or appreciated. I was not very 

aware of market trends or how the profession was positioned. But later, I 

realized my worth as a designer, and I said, No. Enough! 
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Bishal’s initial journey to take admission in the interior design course is seen 

to be catalyzed by the institutional physical and social environment that he visited for 

his brother’s admission. This illustrates how contextual dimensions influence the 

decisions and overall learning (Stetsenko, 2017). Although he was unaware of 

professional hierarchy in his initial stages, his experience was shaped by working 

under contractors and laborers, often without recognition. Still, he got the opportunity 

to learn through social interaction, observation, and practice. These highlight the role 

of ZPD in his learning (Vianna & Stetsenko, 2006). However, his learning could have 

been significantly improved through structured institutional mentorship, rather than 

through informal learning in the field. I have framed his experiences in the following 

poem. 

From a confused student to department head, through drafts and doubts, his 

vision led the way. Abroad, he found respect; at home, the fight, till he claimed his 

worth, and stood for his right. 

His international work experience has led to a transformative moment through 

critical reflection. He realized his value and underwent a shift in his identity, 

transitioning from a nominal designer to a professional authority. He eventually 

refused to work under contractors. His narrative also highlights that a certain group in 

the market lacks knowledge, but due to their dominant position, they have the power 

to manipulate the professional hierarchy, which marginalizes trained designers. 

The Journey: Still Unfolding 

While collecting these narratives and comparing them with theories and my 

own experiences, I have realized that education plays a crucial role in shaping the 

practical competencies of interior designers; however, it is unable to prepare them for 

all aspects. A more practical approach is needed to bridge the gap between classroom 

instruction and fieldwork. Additionally, incorporating legal and ethical 

considerations, as well as business management skills, into the curriculum can 

enhance education in Nepal. During this conversation, I gained the impression that 

interior design in Nepal has now moved beyond its early struggle and is slowly 

gaining recognition and value. This journey is still unfolding. As I reflect on the 

participants' voices, I have come to understand the complexity of my own perspective. 

For years, I have taught international design principles without realizing the 

importance of context-based education. I have myself faced the lack of internship, 

literally begging for even unpaid work. In my experience, changing this scenario is 
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not as easy as it may seem. In a developing economy like Nepal, to achieve legal 

representation, recognition, and enhancement in curriculum and awareness is surely a 

time-consuming process. Although the level of progress so far is also an achievement 

for a not-so-considerable basic requirement, such as the interior design field. 

Changing people’s perception of it as a luxury dimension of life is a challenging task.  

While having these sessions with my participants, I tried to contemplate the 

journey of an Interior designer as follows: 

Figure 2 

Journey of an Interior Designer 

 

This image illustrates the evolution of interior design as an educational and 

professional field, from its inception to the present, characterized by increased 

awareness, the gradual dispelling of myths and misconceptions, entering the field and 

industry, and association for advocacy. Still, a few millstones remain as missing 

pieces in the puzzle, leaving this field incomplete in its recognition and enhancement 

process, such as the need for higher awareness, curriculum enhancement, and 

recognition from legal and professional associations.  

Unlearning to Relearn: Challenging Assumptions 

The interior design journey is always a surprising one. Designers face 

moments when expectations clash with reality. Participants realize that merely 

holding an educational degree is not sufficient to practice. They reflect that design is 

not just about aesthetics. This section covers the experiences of participants, where 
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they face boundaries in education and practice. Still, they challenge the preset 

assumptions and start thinking differently during unfavorable scenarios. They learned 

through their mistakes and reflected to become better. Critical events led them to 

develop new perspectives.  

Learning Through Disruption and Reflection 

This section describes the experiences of participants centered around the 

theme ‘Learning Through Disruption and Reflection.’ This account illustrates how 

learning and professional identity often evolve from encountered disruptions, 

overcoming practical barriers, and facing boundaries, rather than following formal 

pathways. These experiences catalyzed participants' growth, skill acquisition, and a 

more robust professional journey.  

Anand said, At the beginning of my career, this field was not well-known. 

There were very few professionals. So honestly, we lacked contact with seniors 

or experts for proper knowledge about practical things like how to charge 

things or prepare BOQs. I recall a project where, unknowingly, we added a 

40-50% profit margin. The client did not realize it either and paid. At that 

time, it was like an achievement, but later I understood how wrong it was. It 

taught me a lot about professional ethics and transparency.  

On the positive side, through these pathways we evolved and grew. These 

days, I guide clients toward more creative and technical design choices. One 

of my best projects was a café in Kalanki, where I convinced the client to go 

for a unique bamboo and thatched roof structure instead of a prefab. It was a 

proud moment of innovation and transformation. 

Similarly, Shruti shared her challenging experiences with me.  

My interest in interior design started with my elder sister, who studied 

architecture. In our society, girls did not typically pursue engineering or 

architecture; it was often viewed as a male-dominated field. My father had 

wanted to study engineering himself, but could not. He supported my sister’s 

choice when everyone else discouraged it, saying architecture was too hard 

for a girl. I used to watch her work late into the night on fascinating models, 

shoes, turtles, all kinds of shapes. That is where my interest began. I initially 

wanted to pursue architecture, but it took five years and seemed more theory-

driven. Interior design felt more practical and creative. I conducted some 

research and realized it was better aligned with my interests.  
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After completing a bachelor's degree in Punjab, India, I undertook an 

internship in Nepal for several years. Later, I applied to many firms for a job. 

However, I did not feel the right vibe there, as my potential will not be valued 

in those places. There were no interior designers in those places. Who will 

guide me? Even during my internship, my seniors were architects and 

engineers. Initially, I was struggling to understand their working style, and 

they were not very open to giving me responsibilities. Slowly, as I adapted, 

they began teaching me more, which greatly helped my growth. Later, I joined 

Accurate Kitchen for the job. Now, I am the Country Head in the same place. 

The narratives of Anand and Shruti illustrate how experience, reflection, and 

social context can influence the shaping of interior design learning. Anand’s 

realization of the importance of an ethical sense and professional responsibility 

following his early mistake in overcharging a client marked a moment of critical 

reflection. This is an example of Mezirow’s (1991) transformative learning. Mezirow 

says that transformation occurs when there is a noticeable or realized change in a 

person’s mindset. In this case, Anand realizes the necessity of professionalism after 

critical reflection on his past experiences. His later projects, such as the bamboo café, 

demonstrate his success in guiding clients and proposing innovative solutions, 

reflecting experiential learning and problem-solving in practice (Sharlanova, 2004). 

Shruti’s journey highlighted learning as a socially mediated process that is shaped by 

facing gender norms and a lack of professional support (Andrews, 2012). Initially, she 

felt she was sidelined in a male-dominated culture, but she gradually earned value and 

recognition through adaptation, embracing the concept of learning through 

participation and performance (Vianna & Stetsenko, 2006). Both narratives 

demonstrate that professional growth is achieved through critical reflection, hands-on 

problem-solving, and evolving social engagement in the field of interior design. Also, 

both narratives of the participants reveal the limitations of formal education in 

preparing interior designers for real-world challenges. Their learning was based on the 

trial-and-error method on-site and social negotiation, rather than structured and 

systematic mentorship or support from institutions. This calls for supportive, context-

sensitive educational practices in the field of interior design. 

While reading these reflections, I felt a deep and at times uncomfortable 

connection with these participants. Like Shruti, I struggled to find internships or job 

opportunities in this field. Anand’s learning from mistakes, Shruti’s experience of a 
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lack of guidance, is evidence for students who enter this field, lacking practical 

support beyond academics. Later, they both found their place in a challenging real 

scenario. The real question is, ‘Learning occurred despite, or because of, these 

limitations of formal structure?’ As educators and established practitioners, we have a 

responsibility to address such problems or disruptions without questioning the system. 

There is a prevailing culture in Nepal of not questioning one’s seniors and simply 

following their lead. It is right, although when seniors are diverted, it is our duty to 

provide suggestions. Now is the time to start working on reducing these systematic 

drawbacks and disruptions, rather than just sitting and valuing these hard-won 

lessons. My participants and I should start questioning our curricula, institutional 

power structures, market dynamics, and our role in fostering a supportive, ethical, and 

equitable professional community. 

Real-World Scenario: Education Alone is Not Enough 

This section presents narratives about real-world scenarios experienced by the 

participants. Their voices revealed that acquiring education alone is not enough to 

step into the real-world practical field. Their narratives expose the critical gap 

between academic knowledge and professional demands in Nepal’s interior design 

landscape. They argue that education is insufficient and contend that competence, 

identity, and expertise are co-constructed through collaboration, in real-world 

contexts, addressing real-life problems. 

Jeena said, during my studies, I did not feel that what we were taught was 

entirely disconnected from the real world, but there were gaps. Especially 

when it came to how things work on-site, we did not get any real sense or 

visualization of that. I only understood how to deal with BOQs, detailing, and 

client interactions after I started working under someone. Watching how 

others handled things on real projects taught me more than any class did. 

In hindsight, I believe that some of these missing aspects could have been 

incorporated into the three-year course. While it is true that real-life 

experience cannot be fully simulated in college, there could have been more 

opportunities for exposure, perhaps through shared professional experiences, 

workshops, or hands-on simulations. Colleges do not provide real-world 

projects, but even small experiences would have helped us prepare better. 

Still, I understand that some things can only be truly learned through actual 

fieldwork. 



50 

Bishal also explained his challenges in teaching and practice. He said, 

Teaching interior design today is very different from how we were taught. 

Back then, teachers were strict, even harsh. However, the approach should 

now consider care, love, and motivation. Initially, being strict was my style for 

handling students; however, I gradually realized that students respond better 

and achieve better outcomes through a care-based pedagogy. Still, it is a 

challenging shift. 

One major challenge I faced early on was teaching Studio of Interior, with 

very limited course material. The textbooks provided were not sufficient. My 

classes ran from 7 am to 12 pm, and after that, I spent hours preparing notes 

from online sources. It took me two full years to develop relevant notes and 

slides, especially for theory subjects like History of Interior Design. Can you 

imagine not having any proper course materials? It was exhausting. 

In practice, another big challenge is material availability. We are asked to 

design according to new trends and styles, but materials aligning with these 

trends are not available in the Nepali market. Even if we order these materials 

from outside Nepal, it usually takes more than a month to deliver, and there is 

also a risk of receiving materials of the same quality and design as ordered. In 

such cases, I try to convince the client to use some other alternative solutions. 

That is what being a designer often means: adapting creatively to real-world 

constraints. Sometimes, there were situations of conflict. While contracts and 

BOQs can help by specifying materials and availability, they have limitations. 

Although a question always remains in my mind, ‘How useful are these 

documents and contracts?  

This reminds me of a case from another participant, Shruti. During her 

interview, she shared her challenging and critical experience with contracts and legal 

documents in the interior design field. I was doing a project, where I made a contract 

with a client with a list of work to be done. Later, the client failed to pay the specified 

amount as per the contract, despite the work being delivered. She even took the case 

to the court. However, due to the lack of supportive bylaws and recognition, nothing 

helped me. Later, I will have to bear the costs of court hearings. It was all lost to 

me!!! 

Becoming an interior designer is not just about learning and acquiring skills 

and bookish knowledge. It is about going beyond the walls of the classroom. 



51 

Participants described how a practical, real-world scenario shaped their educational 

foundations. How both education and practices simultaneously enhanced their 

technical abilities, confidence, values, and decision-making. The changes and 

transitions were not only dependent on education or the above-mentioned events. 

They were realized during social interactions, peer influence, site challenges, and 

reflective experiences. These experiences align with social constructivist ideas, which 

suggest that an identity can be co-constructed within cultural and collaborative 

contexts (Palincsar, 1998). 

Jeena says that a real understanding of BOQs, client handling, and site 

conditions can be achieved through workplace experience, rather than just theoretical 

knowledge obtained in classes. Bishal’s experience as both an educator and 

practitioner supports this, as he explains how insufficient resources and real-world 

constraints require constant adaptation and creativity. Shruti felt the lack of 

institutional support and regulatory safeguards for interior designers in Nepal while 

dealing with a legal conflict with a client. 

All these narratives highlight that learning also occurs beyond the classroom, 

through experiences and adaptation. Learning cannot be isolated or confined within 

classrooms, but is co-constructed through social and professional engagement, 

aligning with social constructivist theories (Detel, 2001; Illeris, 2007). They also 

reflect that present academia overlooks the scope of real-world conditions, such as 

problem-based learning in action, and how to respond to ambiguous situations. These 

accounts of narrations critically expose the gaps and mismatches between interior 

design education and practice. Curricula often lack practical grounding, industry 

exposure, and legal literacy. 

 Even when I joined this course, I used to think of it as an arts or decoration-

related course. I was not interested in studying science or management. Later, I 

realized that interior design is a multidisciplinary course that encompasses learning 

from all various subjects, including science, technology, engineering, arts, 

mathematics, management, environmental studies, human psychology, and others. I 

was not even aware of the course structure or colleges that provide a bachelor's degree 

in this field. Later, after entering the field, I noticed that education itself is not enough 

in this field. We need a nuanced, practical understanding to work as an interior 

designer. Practical challenges were never mentioned in the classroom. This also 

represents that, in the context of Nepal, when I entered this field, there was minimal 
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marketing and advertising support. Additionally, people in Nepal, with low economic 

status, were not aware of this field. Now, as a teacher, before joining the MPhil at 

Kathmandu University, I was teaching students only theoretical and abstract formulas, 

which did not connect them with the challenges of the real world. 

Bishal’s struggle to find and later build courses from scratch, and Shruti’s 

feeling of legal powerlessness, have created a deep sense of unease. Lack of books 

and course materials is a major problem, and we are celebrating ‘dedicated teachers’ 

for their unrecognized labor. Teachers like Bishal, who work at the management level 

of the system, can actively bridge this gap by incorporating practical modules into the 

course to gain a deeper understanding of the field’s raw realities. I agree that 

fieldwork is irreplaceable; however, incorporating basic concepts of practical 

knowledge into the course is also required. Therefore, preparing students for real-

world scenarios. 

Learning in Layers 

Learning interior design is not a linear process. It is not limited to a specific 

period or course structure. Interior designers learn through layers and experiences, 

working faster and smarter in collaboration, and constantly adapting to new and 

global trends and technologies. Interior Design learning is a continuous process that is 

always evolving, shaped by collaboration, curiosity, and critical reflection.  

In this section, participants describe how they are adapting new technologies to 

accelerate their work, learning to collaborate in groups, and evolving in response to 

emerging trends and media influences.  

Learning by Doing 

This part explores the narratives from participants, focusing on their 

experiences of ‘Learning by doing.’ They have highlighted the critical role of 

practical engagement, mentorship, and real-world challenges shaping their identity 

within the context of Nepal's social, cultural, and professional dimensions. The 

narrative reveals that interior design expertise in Nepal is developed through cycles of 

action, reflection, and continuous learning, informed by social interactions.  

Anand explained how his learning was enhanced by actually engaging in the 

field.  

I began my journey in interior design teaching right from the beginning, first 

as an intern and assistant teacher. I started working at IEC and remained 

there for 10 years, then moved to IIFT for 2 years, and am now at Upwork. 
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For me, teaching was not a major struggle; however, the main challenging 

part was starting my professional practice. 

I was fortunate enough to have a chance to work under an interior designer 

during my internship days; most others had to work for an architect. So the 

guidance was relevant to our field. He helped me understand practical, real-

world issues, what works, and what does not. However, he was a senior 

designer and was not very knowledgeable about software, such as AutoCAD, 

SketchUp, or V-Ray. This was a critical part slowing down our early 

development, as we had to self-learn the digital tools required in the industry. 

Luckily, I did not even face any discrimination from engineers or architects 

during my internship or practice. However, I have heard from students and 

friends that sometimes architects belittle them, especially when they lack 

something or miss details in drawings. In my projects, I have not had such 

experiences; most professionals and seniors were respectful, helpful, and 

cooperative. Still, competition is real. I have lost projects where clients chose 

other interior designers from multiple options. I have seen cases where we 

have put in more effort and creativity, but architects, with less input, complete 

the job more effectively and cost-effectively, and the client is satisfied with 

that. It is frustrating because they are not even specialized in interiors, yet 

they get the whole project. That imbalance in recognition and reward is one of 

the most challenging aspects of working as an interior designer. However, 

these imbalances and a sense of healthy competition force us to improve our 

designs, layouts, and concepts. We have to outdo ourselves constantly. 

Jeena added up in this conversation. 

When I was studying in college, we had one or two teachers who would often 

share their real field experiences with us, what challenges they faced on-site, 

and how they dealt with them. Those stories used to inspire us a lot. They 

sparked this excitement within us; we had to think, when will we get to go out 

there and work on actual projects? When I started working professionally, I 

had a great opportunity to work under Roshni Ma’am and later with Sir. That 

is when reality hit me. I remember thinking, "Oh my God, we need to work at 

this level? And with this kind of budget?" My understanding completely 

shifted. I used to think interior design was mainly about dividing spaces or 

selecting materials. However, in the field, I began to understand the true 
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scope of interior design, realizing how much more complex and large-scale it 

actually is. I learned so much from my seniors, especially how to charge 

clients per square foot, how to prepare BOQs, and handle pricing and costing. 

At that time, I had absolutely no idea about these things. Even asking for a 

BOQ format felt intimidating. I did not have the confidence. I used to wonder, 

how will I deal with all this? What if I make a mistake? Presenting anything in 

front of a client used to scare me. Financially, I had no backup, so any mistake 

would have meant a direct loss. I was investing my time and energy into 

projects with so much uncertainty. I had worried that if someone else quoted a 

lower price, I might lose the project, or worse, end up bearing a loss. That 

fear lingered during the early years. 

But now things are different. I have been interacting more with friends, 

seniors, and colleagues in the design field. Some of them have even started 

their own institutions. These ongoing conversations have helped me grow, and 

now I feel confident preparing a BOQ myself. I understand that there is not 

one single format; you use what suits your way of working. Back then, even 

preparing a simple BOQ used to give me self-doubt. And even today, I feel I 

have not reached the saturation point in my learning. In fact, I believe we will 

never reach that point in this field. Yes, our basic education gives us a 

foundation, but the design field is constantly evolving. We must continually 

modify and update ourselves to stay current with the trends. What worked for 

one project yesterday might not work for a new one today. We always need 

something fresh, something new. 

The narratives of Anand and Jeena both mentioned the evolving nature of 

learning in interior design, which can happen by doing, failing, adapting, reflecting, 

experiencing, and evolving. The narratives align with the idea that learning is 

mediated through social interaction and guided participation. Hands-on teaching and 

practice shaped Anand’s learning, as he worked simultaneously as an educator and on 

real-world projects. Jeena says that there was a change in her initial ideas and a shift 

in her perception. Initial fears surrounding pricing, client interaction, and 

responsibility led to disorienting experiences that prompted critical reflection and 

professional growth (Mezirow). I agree with Anand’s concept of competition as a 

base for growth. If there is no competition, there will be no scope for improvement. 

As we can say that competition drives innovation and professional growth, which 
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supports Anand’s and my perspective. They both view learning as non-linear and 

ongoing, which requires constant experiences and real-world connections.  

After understanding Anand and Jeena’s narratives, their voices have prompted 

me to critically examine my own position as an interior designer and the structure 

within which we operate. From their experiences and by comparing the potential of 

hands-on learning with unstructured market scenarios, the role of teachers in 

addressing the identified gaps in education, the value of professional identity, and the 

hierarchical and power dynamics in both education and practice are examined. Our 

educational system’s approach does not fully address the specific realities of interior 

design project execution, or our teachers are relatively less qualified to serve as 

mentors. A lack of training, combined with senior faculty positions often filled by 

architects, may impact the overall curriculum and pedagogical approach. Jeena’s 

journey reflected: Does our curriculum sufficiently demystify the market realities of 

practice? Also, Anand tells competition as a mechanism for growth, leading me to 

ask: Is this ‘healthy competition’ truly healthy or equitable? Each institute and firm is 

working under its own financial and social dynamics. There is a risk of systematic 

power imbalances. Even my perspective is shaped in the same way as that of my 

participants, as I hold a diploma degree from one of the established institutions.  

Advocating for experiential learning, these narratives also expose the 

challenges in the interior design system. True progress is not only based on resilience 

and learning by doing, but also on critically examining the power structures that can 

lead to inequality in learning opportunities for many. 

Learning by Collaborating 

This section explains how collaboration is a core component of interior design 

ecology. The participants’ narratives place collaborative engagement as a foundation 

for producing knowledge. Their experiences frame working collaboratively as not 

merely a technique, but a necessity, as it can foster learning through dialogic 

negotiations of diverse perspectives from interior design stakeholders within social 

and real-world contexts. 

Shruti highlighted her practical experience. She learned real knowledge 

through field collaboration and teamwork.  

Now that I am working professionally, I have had the chance to interact with 

clients, seniors, juniors, teachers, and people from all levels. And I truly 

believe that there are always opportunities to learn from others. I never think 
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that just because someone is giving me a suggestion, they are trying to show 

that they know more than I, or that they already know everything. If someone 

offers advice, I assume they must have some level of understanding or 

experience behind it; that is why they are saying it. I try to understand where 

they are coming from and take it in a positive light. Whether it is carpenters, 

electricians, or anyone. I have always believed in learning from them, as well. 

I have seen how some designers say things like, “Just do what I said, do not 

make changes.” Sure, maybe they are experts in design, but the workers have 

real, on-the-ground experience. So, I always ask for reasons. I never neglect 

their input. I want to know, if I suggest one thing and they suggest another, 

what are the potential issues? What could go wrong? 

I try to learn from it. I do not think of myself as perfect. So, I remain open to 

learning from others and take their input positively. Interestingly, when I first 

joined this company, many of the existing staff left. They said, 'Ma'am teaches 

like we are in a Montessori school.' That is because they were not used to 

learning from others. In the past, their designs would be finalized based solely 

on whatever they had created; there was no habit of collaborative learning. 

However, later, I began hiring employees who shared my mindset. It is one 

thing to work in a team in the field. During classroom teaching, it’s a different 

matter. Sometimes conflicts arise between students in group work in class. So, 

I do not prefer group work in class activities. 

In this regard, Bishal's thoughts encompass various aspects of collaboration 

and learning within the team, both through teamwork and for the team’s benefit. He 

said, 

Yes, we do group work in class, especially for model making and case studies. 

Sometimes we work in pairs, sometimes in larger groups, but if someone 

cannot coordinate, they work alone. Still, interior design is a collaborative 

field; you cannot do it all alone. Working together helps us come up with 

better, more creative solutions, especially for spatial problems. Though 

conflicts can arise, the variety of ideas makes collaboration worthwhile. I 

prefer working in teams. In my experience, students usually are not in favor 

and struggle to work well together in groups and teams at first. Some 

disagreements arise between them, but once they settle down and divide tasks 

clearly, they work hard and deliver strong results. What I have realized is that, 
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sometimes, a little spark of competition or jealousy can push them to do even 

better. I think this kind of motivation seems to be useful in education, 

particularly for girls. 

Both Shruti and Bishal emphasized the importance of collaboration as a 

central and essential component in learning interior design. According to them, 

learning cannot occur in isolation; rather, it happens through dialogue, negotiation, 

and shared experiences. This idea has its roots in social constructivist principles. 

Shruti emphasizes the importance of horizontal learning, where inputs and insights 

from all contributors, including clients, technicians, and colleagues, are valued. This 

demonstrates a democratic and reflective approach to knowledge building. She sees 

that field workers, such as carpenters and electricians, can offer valuable insights and 

practical knowledge that is not typically attained through formal training. 

Bishal shows the importance of teamwork and group projects in classroom 

settings. Even though he acknowledges the challenges of coordination and conflict, he 

finds that group work can be a powerful tool to foster creativity, problem-solving 

techniques, and motivation among students. His experience supports the notion of 

Vygotsky, which suggests that learners perform better with the guidance or interaction 

of peers. He also recognizes that to stimulate learning, the well management of the 

emotional dynamics, such as competition and jealousy, is also required. 

After learning about Shruti’s profound respect for workers, it reveals the lived 

experiences of Nepal’s construction system. It reveals the realities where technical 

workers possess pragmatic knowledge, often more extensive than textbook ideas, and 

we as designers sometimes overlook this fact. Bishal’s voice, particularly, works well 

with girls, leading me to critically ask: Is gender dynamics necessary, even if 

effective, if it exposes the inequities in pedagogical approaches? These narratives also 

represent that in academics, we are not including technical voices for better 

understanding, as realized by Shruti. Earlier, Shruti found herself alone in the same 

challenging professional community, and now she collaborates well with the workers 

(Guyotte et al. 2015). Are these communities having a mind shift after understanding 

the value of the profession? Over time and with experience, participants have carved 

out their place in the real-world interior design landscape. The overall realization, as a 

teacher or professional, is that my task is not to teach collaboration, but to dismantle 

the barriers to its practice. 
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Learning by Adapting  

The section presents divergent narratives about participants' experiences of 

‘Learning by Adapting.’ Adapting to evolving trends and technology is found 

essential for efficacy, client communication, and the execution of design projects. The 

narratives collectively advocate for adaptation not as a passive acceptance, but rather 

as a critical ongoing process in the lives of interior designers. It helps to negotiate 

between global trends and contextual requirements. 

Shruti started adapting advanced technology to make her work easier and 

faster.  

Earlier, I used to spend more time explaining concepts verbally. Now, a 

rendered image communicates it instantly. Clients feel more involved and 

convinced. Contractors are also able to execute the design more precisely. 

Clients can imagine the space properly.  

Anand explained how he adapted and used advanced technology.  

Our discipline, interior design, is already based on technology and 

digitalization tools. I use it to train design students and communicate the 

purpose of design. Visual thinking fosters collaborative learning and attention 

in the classroom. Visualization enhances their work and learning experiences. 

These tools are not as creative as humans; they create what we instruct them 

to. So, it is not a threat, it is not challenging, if we use it mindfully, it is 

exciting!!!  

Whereas Jeena realized it was just a tool, she needed to use it in the fast world. 

However, she finds that human natural creativity can create more emotionally and 

mentally meaningful connections, which no technology or tool can replicate. While 

pitching designs to clients, visual mockups help to align everyone. Everyone can see 

the same version. In some ways, I feel that digital visualization or technology is 

erasing the naturalness of human beings. We are meant to be individuals with 

exclusive perceptions, which makes us human. Through technology, we are leading 

towards inhuman standardization. 

Bishal's narratives also aligned with Jeena's. He found advancement in 

technology as a challenging job. Visualization is necessary; however, the manual 

ways of representation are the essence of connection and value between humans. We 

can trust or depend completely on ourselves, but not on technology. We should 
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consider both, whether manual or digital, without favoring one over the other. Both 

have equal importance.  

The rise of market-driven education (Marginson, 2006) has led interior 

designers to enhance their creativity and technical skills, fostering overall 

competitiveness and ensuring their survival in a rapidly growing industry. Nowadays, 

people are increasingly conscious of time factor issues, project cost increases, 

miscommunication between stakeholders during the design process, and sustainable 

factors. Everyone needs work done in a click.  

Initially, interior designers used freehand drawings and 2D software to present 

their designs to clients. With the evolution of technology and trends, interior design 

today demands more creativity. It requires digital fluency, visual literacy, and the 

ability to rapidly adapt to trends. The narratives demonstrate how participants 

acquired technical tools and adapted to shifting design expectations. Anand and 

Shruti's narratives demonstrate that adapting to new technology is essential to keep 

pace with the evolving demands. However, Bishal and Jeena remain in favor of 

human creativity and view this technological advancement as an obligation to follow 

the trend. These narratives illustrate how participants navigate the tensions between 

human natural creativity and advanced design approaches. Global design trends 

change every two to three years. There is a strong Western influence on how humans 

perceive design today, so we need to stay in tune with these shifts while remaining 

critical about them. This can be connected to decolonizing education, which 

emphasizes the importance of understanding our contextual knowledge and not just 

blindly following imported ideas. 

Sometimes, I even feel that in the classroom, while focusing more on evolving 

trends and technology, such as software, we are unknowingly ignoring the core of the 

interior design field: creativity, innovation, aesthetics, and functionality. And yes, it is 

also true that dedicating time and resources to manual craft seems impossible and is 

not accepted by the market. Moving forward is not a question of whether to accept 

and adapt; rather, it demands actively co-creating a praxis that incorporates evolving 

trends and values, as well as traditional contextual knowledge. Interior designers' role 

is not to solve this dispute, but to strategically hold space for both, no matter how 

much friction it creates. 
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Transforming Identity 

Interior design education shaped the participants not just in skill, but also in 

spirit, thought, responsibility, and voice. The designers, after embarking on the 

journey, have faced challenges in real-world scenarios, coping with rapidly changing 

worlds, learning through reflection and adaptation, by solving problems, and 

redesigning themselves into more authentic and professional designers, ultimately 

realizing their value. Such a kind of reflection and discovering ourselves is a higher 

level of learning. Where designers do not memorize, but become someone new 

through community, culture, and practice. 

Redefining Interior Design: Discovering Through Discomfort 

This section examines how participants discovered their professional identity 

through paths of discomfort. Narratives describe how interior designers started 

redefining their profession. The interior design field is facing marginalization, 

skepticism, and systematic inequity. Through narrative voices, participants map a 

dialectical redefinition of interior design between emerging professions and 

entrenched hierarchies.  

Anand shared how he has found a difference in the mindset of the general 

people regarding interior design education. He shares the change in his past pattern, 

with more than a decade of teaching experience. 

When it comes to education, especially classroom experiences, I have noticed 

a few different patterns among students. Most of the students I meet these days 

typically have a family background in construction, interior design, or a 

related field. That is one common way they end up choosing interior design. 

Another group of students comes in because they have seen interior designers 

at work or have learned about interior design as a field and developed a 

genuine interest in it. Only a very small percentage, really just a few, come in 

thinking, ‘Oh, I heard you can get decent jobs after doing interior design,’ 

without really knowing much about it. For those few, it is like stepping into 

unknown territory. But in general, the current scenario is much better than 

before. Students now come in well-informed about what interior design is and 

what kind of subjects they will be studying. That awareness and preparedness 

are a good sign. 
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Shruti shared conditions and examples from her field where she finds that 

through misconception and discomfort, people have begun to understand interior 

design. And even we designers redefined interior design.  

Right now, we interior designers are still not recognized by the government 

the way architects and engineers are. And yes, I do feel that difference when 

working with them. Architects are given more priority, which I understand to 

an extent, because they deal with structure and have studied it deeply, so their 

knowledge is valid. But they are not interior experts. That is our field, and it 

deserves respect as such. Some architects are cooperative and understand the 

division of work. They will say, “You handle the interiors, and I will take care 

of the architecture.” But not all of them are like that. Many still want to 

control everything, even interior drawings and charges. It is also challenging 

to change the mindset of clients who trust architects implicitly. Building trust 

with them takes time. There was a client who initially hired an architect for his 

full design job. Later, through a referral from my boss, he came to me. I 

handled the interior design, and after listening to my ideas, he was very 

satisfied. However, convincing him took time; people tend to trust architects 

by default. 

Let me give you another example. There is a famous poet, very popular on 

social media. The house in Kirtipur resembles a mansion from an old movie, 

featuring giant carved stairs and two wooden tigers. He designed it all himself 

with a typical Nepali mindset. While it is unique, it does not quite feel like a 

home; it feels more like a studio. His kids had sent him a list of interior 

designers in Nepal, and while reviewing the list, he came across me. He told 

me bluntly, ‘I do not have to hire you, I will be talking to others too. My kids 

just gave me your number.’ Eventually, I met with him. He told me straight up, 

‘I am difficult. I don’t easily like anyone’s work. I want something that fits me 

and my personality.’ I said, ‘Okay, sir, I will take care of it.’ After our second 

meeting, he approved all my designs and said, ‘I like your work. Whatever you 

charge, I will pay. Just monitor and guide.’ He paid in full and was genuinely 

pleased with the result. Initially, it took time to convince him, but once he 

trusted me, the process went smoothly. To win that trust is the hardest part in 

this field, but when it happens, it is fulfilling. 
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The section captures the reinterpretation process of interior design in both 

educational contexts and in real-world practice. Anand says that today's learners enter 

the field with a clearer intention and prior practical awareness, compared to previous 

learning who lacked real-world understanding. This experience as an educator reflects 

a shift in students’ awareness. This aligns with Dewey’s (1938) emphasis on 

experiential learning and Illeris’ (2009) model that includes identity and social 

interaction as components of learning. Anand’s observations showed the difference in 

approaching interior design education through increased curiosity and awareness. 

Anand experienced a disorienting dilemma, as he mentioned earlier, in the field of 

interior design, and also to understand its meaning. He reconstructed his identity from 

‘furniture wala’ to a recognized professional, through critical reflection and evolving 

practices. 

Shruti explained her continued struggle for professional identity and 

acceptance in practice. Interior designers were often unrecognized, despite having 

expertise in the field. Their work is almost done by architects, engineers, or laborers. 

This aligns with Mezirow’s (1991) transformative learning theory, which posits that 

discomfort and disorienting experiences lead to a deeper understanding. In one of her 

projects, through her negotiation skills and consideration of clients' perceptions, she 

was able to change the mindset of a skeptical client. Her approach aligns with social 

constructivist principles (Palincsar, 1998) and collaborative meaning-making, valuing 

the inputs and needs of both clients and workers as an important aspect. Overall, these 

narratives demonstrate how students learn, as well as how professionals assume their 

role in society to continually define and redefine interior design constantly. Their 

experiences also reflect issues within the legal system, regarding recognition and 

power hierarchies, which align with Giroux’s (1988) critical pedagogy. This calls to 

decolonize knowledge frameworks (Smith, 1999). These reflections underscore the 

dynamic nature of interior design learning and identity, as shaped through critical 

reflection, social dialogue, and sustained engagement within communities of practice 

(Berger & Luckmann, 1966). 

During my interactions with these narratives, between celebrating the progress 

of being ‘well informed,’ and ‘I do not have to hire you, my architect will handle 

this.’ Interior designers should be aware of how to address these shifts, which requires 

considerable emotional labor. As designers, we must negotiate our values and identity 

daily with stakeholders, including clients. In our classroom, we mostly follow 
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Western design concepts, and then we argue for respect and identity. Do we refer to 

interior design as a discipline or a service? This section title, ‘Discovering through 

Discomfort,’ shows that the true definition of interior design requires critical 

reflection of our own perceptions, as interior design educators and practitioners.  

Designing Ourselves While Designing Spaces 

In this section, participants' voices are analyzed to explore how professional 

identity in Nepal’s interior design field is constructed through social engagement and 

practices. Participants see their projects as a space for self-transformation. While 

interacting with vendors, attending workshops, and engaging in client negotiations, 

they shape and design their identity. The narratives show that competence and self-

design co-evolve through participation. 

Jeena described how she has been redefining and redesigning herself with 

each interior design project she has been involved in. 

When I was studying, we had a very short course on things like business 

management, BOQ, basic PowerPoint, and tendering.  But the real learning 

happened only after I entered the practical field. During the course, I was not 

able to grasp much. As for topics like entrepreneurship and public relations, 

these were not discussed during our education at all. These elements should 

definitely be part of the curriculum. Today, if you are not proficient in 

technology, whether in terms of technical knowledge or software skills, you 

will struggle to thrive in the professional world. As designers, we invest a lot 

of time in our design work, and a lack of efficiency in other supporting skills 

and tasks like portfolio creation, presentations, BOQ, contract making, and 

public speaking can reduce our overall productivity. Computer skills, 

shortcuts, and tricks are crucial in our field. I believe these concepts should 

not only be taught at the college level, but also introduced early on, starting in 

school. These are life skills that everyone needs. Even if we are doing well 

professionally, handling everything on a desktop, managing design work 

smoothly, our overall growth still gets affected if we lack basic life skills. If we 

are not equipped with these skills ourselves, we will have to hire others for 

small tasks, which adds unnecessary cost and dependency. This also highlights 

the critical aspects of learning multiple things at once. There is a risk of 

making designers a ‘jack of all trades, master of none.’ But I do not agree 

with that. We are already learning and doing many things anyway. It is better 
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to take an extra six months in the academic course and receive proper training 

in all these essential skills. It is far better to delay entering the field by six 

months and be prepared than to spend three extra years learning those same 

skills on our own later. If we had learned these foundational skills earlier, 

especially computer literacy, at the school level, it would have saved us so 

much time and struggle. 

Bishal explained how he has transformed himself from a shy person to a 

confident teacher. 

Back then, I was very quiet. I did not speak much and was extremely shy, 

especially around girls. People even assumed I was arrogant just because I 

kept to myself. But everything changed after I immersed myself in this field. 

Interior design gave me more than a career; it gave me a voice. After teaching 

regularly over the years, I have become more confident, and now I speak with 

clarity and conviction. Students often say, ‘Bishal sir’s voice is so clear, he 

does not even need a mic, unlike others.’ That feedback alone tells me how 

much I have grown. As interior designers, we cannot work in isolation. We 

must collaborate with clients, laborers, vendors, senior professionals, 

architects, and engineers, both on and off the field. We need to acquire many 

skills beyond the course, such as presentation, communication, and 

management skills. These real-world skills and interactions shape our 

understanding and improve our design thinking. I firmly believe that students 

should be exposed to such interactions from an early age. 

At our college, we ensure that these experiences are included. We invite 

industry professionals to deliver guest lectures, experts to present technical 

talks, and vendors to demonstrate new materials. We even organize practical 

workshops. Honestly, I never had access to such hands-on learning when I 

was a student. We lacked exposure to practical details and real materials of 

this kind. I can confidently say that interior design education has undergone 

significant improvement, having observed the evolution of the field. This is 

partly because of increased competition and partly because of a broader 

understanding and awareness of the students in the field. 

The narratives of Jeena and Bishal reveal that the journey of interior design 

education is shaped by lived experiences and social interactions, and becomes a 

transformative process in identity formation. While viewing this through the lens of 
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social constructivism (Andrews, 2012), their stories highlight how knowledge can be 

co-constructed through collaboration, real-world participation, and engagement with 

others. Their narratives emphasize that meaningful learning occurs in context, not in 

isolation. 

Jeena’s reflection described the disconnection between academics and 

practical realities, which has an impact on her professional evolution. She notes that 

crucial skills, such as budgeting, procurement, and digital literacy, were either not 

emphasized or absent in her education. This shows that learning is context-dependent 

and socially mediated, aligning with the constructivist view. She also says that she 

acquired a deep understanding only when she had opportunities to engage in real-

world tasks. Her narrative reinforces the concept that learners build competence 

through guided experiences, which cannot be provided by formal education alone. 

Her views align with Vygotsky’s concept of the Zone of Proximal Development. 

Jeena’s notion of ‘designing herself while designing spaces’ resonates with the 

theory of learning to form identity (Wenger, 1998). In her case, each project 

suggested that interior design is about crafting identity, not just space solutions, and 

these projects become a site of personal transformation through spatial transitions. 

She advocates for extended and holistic education by proposing the idea of integrating 

life skills into curricula. She critically calls for a curriculum revision and reformation, 

needed to develop learners not just as designers, but also as self-reliant, 

technologically fluent professionals prepared for real-world complexity. 

Bishal saw himself transforming from a shy student to a confident educator, 

which illustrates social constructivist learning in action. His narratives serve as 

evidence of his professional and personal growth, which he has achieved through 

teaching, collaboration with industry professionals, and hands-on experience. He 

realizes that identity can evolve through communication and participation, fostering 

confidence and clarity in public speaking. These were not formally taught but can be 

developed through repeated social interactions. His emphasis on learning ‘through 

interaction’ presents the idea of cognitive apprenticeship, where learning is a shared 

process within authentic activity (Rogoff, 1990). 

Both participants critiqued the traditional forms of passive pedagogies during 

their academic experiences and highlighted the value of experiential learning through 

site visits, vendor demonstrations, workshops, and industry talks. These activities are 

crucial in bridging the gap between theory and practice. These experiences mark the 
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idea of ‘reflection-in-action,’ where design thinking matures through iterative 

engagement with real-world challenges (Schon, 1983). 

While Jeena described the risk of overburdening learners or institutional 

capacity, she still advocates expanding curricula by including life skills appropriately. 

There is also another challenge in this lifelong learning model where education 

evolves in tandem with societal demands (Candy, 1991). Similarly, Bishal suggests 

that if educational systems provide socially interactive and emotionally supportive 

environments, they can transform the learners.  

In summary, their narratives demonstrate that interior design education 

grounded in social constructivist principles fosters not only professional growth but 

also personal transformation. They highlighted the need for design programs to adopt 

integrated, socially rich learning environments that prepare students as adaptive and 

reflective practitioners. However, it is easier said than done. Bishal, as the head of the 

department, and Anand, as the owner of his institute, can use their power to change 

the course within their premises; however, they cannot alter the myths, perceptions, 

and voices outside the college doors. Jeena and Shruti advocated for expanding the 

curriculum without understanding the potential consequences, which could lead to a 

decrease in the admission rates, overloading students, and may not be relevant in the 

Nepalese context. 

Bishal’s pride in providing guest lectures and vendor workshops as a progress, 

Jeena's warning about ‘jack of all trades,’ revealed contradictions in the narrative of 

the Head of Department, and also the student. By listening to both perspectives, I 

have realized that Bishal and Anand, who hold institutional power, still cannot change 

external myth or reality. Seniors and Management position holders can mandate 

practical modules, but may also fear a reduction in admissions due to overloaded 

technical subjects. Whereas teachers like Jeena and Shruti bear the consequences of 

these realized gaps. This situation demands co-creation with practitioners and 

institutions. Their narratives are not just critiqued, but serve as blueprints for an 

education that prepares designers for Nepal’s complex realities. 

Becoming an Interior Designer: A Dynamic and Evolving Journey 

What is the actual measurement or dimension of becoming an interior 

designer? Interior design is far more than arranging furniture or selecting color 

palettes. It is shaped by personal identity, social context, and evolving professional 

demands, leading to a multifaceted journey. For the participants in this study, 
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becoming an interior designer was realized to be a complex, layered process of 

negotiation, reflection, and adaptation, rather than a single linear path. Their 

narratives reveal that emotional resilience, cultural belonging, market systems, and a 

constant need for self-updating are the points where design education and practice 

intersect. These experiences illustrate how the role of a designer transforms across 

contexts from a survival-driven technician to a visionary changemaker, as viewed 

through the lenses of Maslow’s hierarchy of needs and social constructivist theory. 

This transformation in the role and identity of designers driven by their basic, 

psychological, and self-fulfillment needs occurred through critical moments and 

social resistance. This highlights how design becomes both a profession and a 

pathway to self-actualization. The figure below illustrates the evolving role of an 

interior designer in relation to Maslow’s Hierarchy of Needs. 

Figure 3 

Interior Designer’s Role/Needs Hierarchy 

Based on the diverse field data and narratives from multiple participants, an 

interpretive framework can be constructed that uses Maslow’s Hierarchy of Needs to 

examine the evolving role of interior designers in Nepal. The above diagram 

representation shows the changing role of the interior designer based on Maslow’s 

Hierarchy of Needs (1943). While framing this analysis, the narratives are interpreted 

through the lens of social constructivism and the transformative learning theory. This 
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diagram shows the roles of interior designers and ‘How They Actually Realize and 

Become Interior Designers.’ 

Explorer and Survivor: Physiological Needs 

Participants, especially early in their education, viewed interior design as an 

artistic expression, centered on aesthetics, form, and visual beauty. This initial view 

was shaped by media influence and cultural representations of design as ‘decoration.’ 

Participants themselves interpreted the design as decoration. Through critiques, peer 

comparison, and real-world feedback, participants re-evaluated this view and came to 

see art as just one layer of design. They realized the aesthetic aspects were only the 

starting point, not the goal. Learners’ prior beliefs (e.g., design = decoration) were 

reshaped through social learning and discourse, which supports the constructivist idea. 

Participants have encountered stakeholders, clients, contractors, and firms that viewed 

design solely as a profit-oriented field. During this process, some participants felt 

disillusioned, while others began to navigate and negotiate value. They selected 

interior design in a pragmatic way, which needed a profession to ‘earn and exist.’ 

These tensions served as a force for critical reflection. Participants identified conflicts 

between education and practice, and gaps remained in the alignment of both following 

the reflection process. 

At this level, participants started entering the field, acquiring basic skills, and 

financial support to fulfill their survival needs. Like, Jeena talks about choosing 

interior design as a quicker and creative alternative to architecture. Bishal focuses on 

how he lacked a survival-level of confidence in practice, due to limited educational 

facilities. He was unfamiliar with market dealing, client meeting strategies, and 

documentation practices in the early stages. Even he lacked the confidence to express 

his value to inform clients. These experiences lead participants to focus on achieving 

the basic needs necessary to survive in the rapidly evolving market. At this stage, the 

designer is viewed as a survivor, learner, and explorer, seeking to fulfill basic 

economic and skill-based needs through early jobs, training, and internships. 

Professional Person: Safety Needs 

After fulfilling their basic needs, more learners entered the practical space, and 

as they did, they realized the essential requirements of professional skills in the field, 

including time management, budgeting, documentation, and client interaction. The 

shift in their mindset to become professional designers occurred through practice-

based learning, mentorship, and collaborative execution, rather than just lectures. 
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These social actions lead to realize internal professional competencies and 

identification, aligning with Vygotsky’s idea of internalization (Vygotsky, 1978). The 

voices and narratives of participants suggest a gap between the curriculum and the 

community of practice, indicating that the education system does not fully simulate 

practical realities. 

Despite education from renowned colleges, participants like Bishal and Shruti 

faced professional insecurity. They were working under contractors without 

recognition or faced identity rejection. Bishal describes how, in his early years, even 

carpenters and workers acted as ‘designers.’ Even Anand shares that initially they did 

not have any professional identity; they were treated as ‘furniture wala,’ i.e., 

carpenters and laborers. For Shruti, the rejection and later trust from her bosses 

became a critical incident leading to a more resilient and self-aware professional 

identity (Mezirow, 1991). 

After fulfilling physiological, basic, and survival needs, a designer strives to 

establish a professional identity, seeking acceptance. At this level, designers prioritize 

safety needs, including job security and professional legitimacy. 

Community Builder: Belongingness and Love Needs 

Slowly, participants began to establish their professional identity in the 

market, which supported their safety needs and helped them sustain themselves. Now, 

participants are beginning to view human-centered design as essential for comfort, 

safety, and daily functionality. They continuously had direct engagement with users, 

especially elderly clients, families, or budget-constrained projects, which led to this 

realization. Social constructivism explains how practice shapes empathy and problem-

solving by emphasizing authentic and contextual learning. Traditional educational 

structure often lacked exposure and awareness of user diversity, which delayed 

participants' understanding of this. Participants gradually realized that being a 

designer is to build a peaceful community, where everyone feels loved and belongs. 

When participants became educators, teaching itself became a reflective 

learning process. They realized education happens through dialogues, not by 

downloading ideas from the web. In this approach, the teacher functions as a 

facilitator, rather than an authority (Fenstermacher & Soltis, 2004). Educators began 

to embrace peer learning and collaborative inquiry in their teaching approaches, 

constructing knowledge alongside students. Due to the influence of online and media 

platforms, design was often seen through the lenses of global trends, minimalist 
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aesthetics, or Western styles. Participants used to absorb global trends and ideas 

through mediated cultural tools, and implement the same design and projects. Later, 

they realized the necessity of local, indigenous, and contextually relevant design. 

Participants began critiquing these trends as they lacked local relevance, 

which highlights the reconstruction of the meaning of interior design and the role of 

designers in the community. Participants saw designs and designers as a connector 

between people, tradition, and economy, through exposure to local artisans, vendors, 

and clients. This concept aligns with Vygotsky's sociocultural view, which posits that 

learning occurs through interaction with others within shared social activities and a 

community. Designers took their role as a social practice that contributes to 

community identity, development, and empowerment. 

With the increasing realization of community and society building, the 

participants started forming communities of learning (with clients, colleagues, or 

students), valuing feedback, collaboration, and mutual growth. Participants began to 

realize that the design role is not limited to a house, an office, or a specific space. It 

can help to build a community. Shruti emphasized the importance of learning from 

electricians and carpenters, which highlights the significance of horizontal social 

learning. Bishal observed how students grow more through team-based studio 

projects. 

Hence, at this level, a designer transcends safety needs and begins to build a 

community through collaboration and connections (Vygotsky, 1978). This is mutually 

cohesive; designer identity and knowledge are co-constituted with culture, 

community, and relational experiences. On the other hand, a community is built by 

designers by learning and practicing with others. At this level, designers work within 

the community, for the community, by the community, with the community, thereby 

building the community. 

Psychological and Ethical Thinker: Esteem Needs 

Participants, through experience, understood the role of design in shaping 

moods, behavior, and wellness. Design is not just about seeking aesthetics and 

functionality; it can also create a soulful connection with users. Designing is 

important for creating a well-lit office to improve motivation, or for adapting homes 

to make them accessible for the elderly. This is a powerful instance of meaning-

making through reflective dialogue with clients and end-users. Formal design 

education lacked content on psychological and emotional design dimensions. Some 
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participants connected design with sustainability and ecological responsibility, but 

others felt the curriculum also ignored it. 

As the participants began to innovate, lead, and even teach, their confidence 

and competence also increased. This led to recognition and influence in both practice 

and pedagogy. Shruti’s professional growth from an intern to country head is a lead to 

ethical transformation in a male-dominated community. Anand, Shruti, and Jeena’s 

design structure incorporates local materials and laborers to align with the emotions 

and priorities of users. Later appreciated by clients for a higher level of satisfaction, it 

demonstrated that a well-designed space can satisfy its users on a psychological level 

as well. Reflecting on past discomfort, they utilize these experiences to foster 

perspective transformation, psychological and ethical awareness, and design agency. 

Hence, at this level, they become psychological and ethical thinkers. 

Critical Self-Developer: Self-Actualization Needs 

The most profound understanding participants gained was of design as a 

pathway to personal growth through failures, feedback, teamwork, and independence. 

They understood and began to view taking practical learning as a means of identity 

transformation through reflection, negotiation, and participation in real-world tasks. 

Most aligned with Vygotsky and Wenger’s idea of learning as becoming. Designers 

struggle regularly with reconciling creativity with client expectations, manual versus 

digital thinking, and global versus local values. Additionally, they have a challenging 

job to master tools and gain status. Jeena criticized dependency on technology, fearing 

loss of creativity and human naturalness in design. Anand takes digitalization and 

advancement as an exciting opportunity and as a mind-expanding tool. Shruti 

critically reflected on how some clients only recognize architects or the architecture 

field, and they used to think that architects are suitable for interior work. At this level, 

the designer becomes a thinker, and their role shifts from practitioner to reformer, not 

just practicing design, but also redefining it and redefining themselves in the process. 

They suggest and advocate for identity, ethics, decolonization, and contextual 

relevance. Anand’s shift is seen from technical executor to artist-thinker and later 

visionary leader and educator. Jeena’s expression on self-actualization is that, ‘Design 

is not only what we create in drawings, it is who we become while creating it.’ 

Interior designers evolve into reflective practitioners, challenging norms and 

shaping new paradigms, connecting to transformative learning by repeated self-

realization, self-renewal, and self-actualization through critical thinking, reflection, 
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and engagement (Mezirow, 2000). When designers reach this level, it is the highest 

form of realizing one’s own identity. Designers also start advocating for the interior 

design community, such as legal rights, awareness, and acceptance. 

In conclusion, this chapter explored the central research question: How do 

participants narrate their journey and experiences in becoming interior designers in 

Nepal? The narratives showed the experiences of becoming an interior designer in 

Nepal. The participants said that this journey was neither a linear nor a completely 

academic path. It was an evolving process in which identity, knowledge, and 

recognition were shaped by social, cultural, and professional negotiations. Using 

Maslow’s hierarchy as a framework, in the context of social constructivism theory, 

the understanding of participants’ experiences was as a progression through survival, 

security, belonging, esteem, and self-actualization needs. This reveals how designers’ 

roles evolve and keep changing in accordance with their personal and professional 

growth. 

Chapter Summary 

This chapter reveals that learners do not understand ‘interior design’ as a 

fixed, singular idea. Rather, their definitions evolve through reflection, dialogue, 

culture, and contradiction. Using the lens of social constructivism, we see that interior 

design education is not just about tools or trends; it is about negotiating meaning in a 

social world, transforming both space and self. This study demonstrates the increasing 

role of interior designers across all levels of Maslow’s hierarchy of needs. Social 

constructivism serves as the glue that binds their learning and transformation. 

This chapter addresses the first research question: What are the experiences of 

interior design in education and practice? Each participant's narrative confirms that 

becoming an interior designer is a layered, evolving process, one that combines 

emotions, ethics, tools, language, and social context. The role of an interior designer 

spans from a means of survival to identity, community, psychological well-being, 

self-expression, and contribution. This overall journey of becoming an interior 

designer also aligns with the principles of transformational learning theory. All 

participants focus on experiences and collaborations as the basis of learning. The 

repeated challenges of a limited educational foundation are addressed through 

practice, internships, and interaction after entering the field. Interior design is a 

technical profession that requires precise skills in other areas as well. They also agree 

that this field is a subjective and creative process deeply rooted in society and culture, 
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influenced by sensitivity and emotional aspects. This chapter shows that the evolution 

of designers aligns with learning that occurs through reflection, community dialogue, 

and repeated engagement with uncertainty (Vygotsky, 1978). The learning of 

participants is co-constructed socially and evolves through their lived experiences, 

aligning with social constructivist thought. However, the narratives also reveal a 

critical shift in identity, from doubt to design voice, which embodies the essence of 

transformative learning. 

The discussion of participants’ narratives alongside the theories explains that 

becoming an interior designer in Nepal is a multifaceted journey shaped by personal 

aims, educational system gaps, and evolving professional practices. These insights are 

helpful to set the stage for Chapter 5, which goes beyond the personal journey of 

participants to the pedagogical dimensions of teaching interior design. While Chapter 

4 examined how designers dealt with uncertainty, misconceptions, and evolving 

identity, Chapter 5 will examine how these lived experiences were translated into 

teaching and learning practices. 
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CHAPTER V 

TEACHING AND LEARNING: INTERIOR DESIGN 

Overview 

This chapter examines the teaching and learning activities employed by the 

participants in Nepal. In the previous chapter, I described the journey of participants 

who became interior designers and their changing roles in accordance with Maslow’s 

Hierarchy of Needs. In this chapter, I have described the participant voices regarding 

curriculum development, teaching, and learning, as well as pedagogical activities, 

assessment strategies, and challenges, followed by critical reflections from interior 

designers. This chapter addresses the question “What are the teaching and learning 

experiences of interior designers in Nepal?” This question is significant for exploring 

the educational spectrum of the interior design field, encompassing everything from 

course structure and classroom activities to practical applications. This chapter is 

crucial for understanding the teaching and learning strategies employed in interior 

design education, exploring their drawbacks and shortcomings, and suggesting 

suitable solutions within the context of Nepal. This chapter explains the participants' 

narration, and with further interpretation and analysis, their teaching and learning 

journey is described as a dynamic and multi-layered one. Later, I presented a 

pedagogical model, developed through understanding participant voices and critical 

reflection, which can be used as an educational strategy in the future to achieve better 

outcomes. 

This chapter examines the experiences of interior designers in the education 

sector. After conducting in-depth interviews with my participants, each of them has 

discussed and explored their personal and professional experiences in the interior 

design field. The stories and information gathered from the participants are divided 

into different sections: curriculum, teaching and learning activities, assessment 

strategies, learners' needs and outcomes, and challenges faced during the process. The 

structure of this chapter is represented in the following figure. 
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Figure 4 

Teaching: Interior Designer 

The above figure illustrates the section discussed in this chapter, which 

includes curriculum preparation, teaching and learning activities, assessment 

strategies, challenges, and reflection in interior design education. Each section 

consists of narratives and interpretation, followed by theorization as proposed 6’ C 

model, an extended social constructivism model for interior design education. The 

sections are described in detail as follows. 

Dialogues, Social Interactions, and Learning in Curriculum 

In interior design education, the curriculum and course structure encompass 

not just a list of topics to teach, but are also much more complex, practical, and 

engaging. It depends on the context, the teacher’s approach, the institution's aims and 

expectations, and the students' needs, which change continuously. Teachers have to 

maintain a balance between many things, such as teaching technical skills, fostering 

creativity, preparing students for real-world challenges, and working with limited 

available resources in Nepal. This overburdened requirement is a struggling task for 

them. Interior design education in Nepal is still in its developmental stage. 

This section examines how four educators and professionals, Anand, Shruti, 

Jeena, and Bishal, approach the present curriculum and design their own curriculum 

within the context of praxis-informed realization. It explores how they teach, how 

they adapt, and how they shape learning experiences based on social interaction and 
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collaboration. It also reflects the challenges they face and how ideas from other 

educational approaches, such as transformative and hands-on learning, can help 

support students even more. 

Curriculum as Constructed Praxis, not Structured Blueprint 

This section examines the role of curriculum in interior design, which is a 

space for negotiating realities of institutes, pedagogies, and contexts. The narratives 

expose the curricula's tension between standardization and flexibility, global trends 

and local identity, and theoretical knowledge and practical incorporation. Curriculum 

is the heart of education (Null, 2011). It serves as the central part influencing how 

knowledge is structured, delivered, and received. Curriculum design in interior design 

education shapes learners’ ability to address technical, creative, and societal 

challenges. Different theorists and writers have explained the curriculum in different 

ways. Null (2011) exemplifies that there should be someone to deliver something to 

someone and somewhere. The narratives of the participants are described below.  

Anand said, In my curriculum, the major focus is on design studio and then 

software. Later comes the technical parts of interior design. To become a 

designer, a student should learn how to design; learning software is not the 

primary purpose, as we can hire others. However, if a student's conceptual 

understanding of design is unclear, and they lack creativity, it is useless. 

Software can be learned from self-directed online courses, but designing 

requires development; it needs to be practiced under guidance. Later, we can 

evolve the creative side through our practice and experiences. Design cannot 

be taught with thumb rules. Everything is a design; what to keep in it is 

creativity. In the course, we also cover case studies that provide insight into 

national and international design trends. 

International trends will be applicable in Nepal within the next 5 to 10 years. 

So, students should be aware of it. In the case of material studies, we provide 

them with references. I believe that each teacher should have the freedom to 

choose the strategies. As this is an art-based subject, each artist has their 

unique approach. From my experience, we are good designers but not 

necessarily good business people. So, I have also included business 

management and entrepreneurship in my course. If colleges have different 

visions, we will also learn from each other and improvement will occur. And 

students will have better opportunities to choose accordingly. Although a 
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minimum base should be prepared. I agree that Nepali is our national 

language, we need to learn it, but if later in the field, Nepali is unnecessary, 

why should we study it? In our institute and other colleges, language subjects 

are not compulsory, so students are attracted to these colleges because they 

have more time to be creative. If we are preparing a standardized curriculum, 

the maker panel should include senior and expert opinions, as well as 

contextual knowledge. 

Bishal said, In my college, it is a four-year course, from Purbanchal 

University. For three years, students must attend college, and the final year is 

typically office-based (desktop work), practical-based, or field-based 

(implementation work). Students must provide an office work profile, along 

with signed certificates of internship from the office. Our course is mainly 

focused on a curriculum-based based. Teachers have to follow the curriculum. 

Over the last 6-7 years, 20-30% of contextual knowledge, including local 

materials, themes, and cultures, has been incorporated into a few subjects, 

such as design studios. If I discuss the activities that I include in our course to 

cover the course content, these include practical field work, model making, 

software knowledge, presentations, and report writing. We conduct regular 

assessments, but the end-of-semester final exam has the maximum weightage 

in marks. We conduct group work and practical projects. We occasionally 

administer quizzes to the students. Regarding cultural inclusion in the course, 

previously, there was limited awareness. But recently we asked students to 

make models on the themes of different Nepali cultures, like: Newari, Tharu, 

Bahun, Kshetri, etc. We are doing Bohemian, Japandi, Scandinavian, and, 

why not, Nepali? From this year, while teaching them residence design, I 

asked them to incorporate cultural themes. This makes the requirement of 

Model Making and helps learners understand the different cultures of Nepal. 

The narratives of Anand and Bishal demonstrate that the interior design 

curriculum is not a fixed blueprint but an evolving, context-based process, shaped by 

the teacher's experience, student needs, and socio-cultural realities. This perspective 

sees knowledge as co-constructed in contextual and social practices (Vygotsky, 1978). 

Anand’s approach seems to be progressive in nature. His belief is that the 

curriculum must be responsive to real-world design challenges, and thus emphasize 

flexibility, experiential learning, and student autonomy. Although he discourages 
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curriculum overload for students, he strives to teach core software tools that are 

relevant to industry demands. He values design thinking and practical exposure over 

fixed academic content. This positions teachers as facilitators and students as active 

constructors of knowledge (Fenstermacher & Soltis, 2004). His narrative aligns with 

the theory of scaffolding and learner-centered education (Bruner, 1996), as well as 

with the notion that students gain understanding through reflection on real-life 

practice and experiences (Gosen, 2004). However, his curriculum is focused on 

Habermas’s technical and practical interests, while aspects such as critical reflection 

or emancipatory goals remain less developed (Grundy, 1987). 

In contrast, Bishal works within a defined institutional structure. He follows a 

curriculum mandated by the university but still takes initiatives to introduce 

contextual learning through design studio work, field visits, and culture-based 

projects. He demonstrates that even within rigid and fixed educational systems, 

teachers can incorporate local content to facilitate meaningful learning. His practice 

emphasizes educational relevance, connecting academic tasks with students’ social 

and cultural realities (Freire, 1970). He also demonstrated constructivist principles 

(Taylor, 2015), acknowledging that students construct new knowledge based on their 

previous experiences. His experiential pedagogical mindset is reflected in approaches 

such as learning-by-doing, model-making, and contextual design, which emphasize 

the technical and practical dimensions of learning (Grundy, 1987). Although 

reflective and critical components are present to a limited extent in his approaches. 

The narratives explored above show a tension between two aspects of 

curriculum: as a policy and as a practice. Anand resists traditional and rigid structures, 

such as language courses, that seem non-essential to him, and advocates for a 

curriculum prepared and shaped by experts, practitioner insight, and industry 

relevance. Whereas Bishal is found to be comfortable with the top-down approach of 

the curriculum, and still finds ways to include local identity and experiences in it. This 

duality of thoughts gives a notion of curriculum as a complicated conversation,’ 

(Pinar, 2004), and explains the definition of curriculum as a situated and context-

based act where ‘someone delivers something to someone somewhere’ (Null, 2011). 

Both educators had found significant gaps in the existing curriculum 

structures. Soft skills, such as entrepreneurship, presentation techniques, and cultural 

inclusion, are essential for professional development and are often overlooked in 

current curricula. Anand argued for incorporating practical business skills and ethical 
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awareness, aiming to prepare students not just as designers but as professionals 

capable of dealing with clients and project realities. Bishal suggested that a part of the 

curriculum be specifically dedicated to local cultural design. This aspect is often 

overlooked, as current curricula borrow styles and global aesthetics. 

Ultimately, the understanding of curriculum and its impact in practice can be 

analyzed through the lenses of social constructivism and experiential learning. These 

analyses call for a responsive, flexible, contextual, and participatory design education 

that values teacher experience, student engagement, and cultural context. The 

curriculum should evolve through reflective praxis and should be shaped by those 

who live, teach, and learn within it. This can make education truly transformative. 

These tensions between participants’ curriculum perceptions and realities lead 

me to reflect on my own values and ideology. My participants and I critique 

standardized exams and curricular systems, as there will be no scope for competition. 

Although I believe that maintaining a basic course structure should be defined. 

Anand’s call for senior experts in curriculum design makes me wonder, at present, 

whose expertise is dominating these panels? Architects? Curriculum department? 

Global influences? The curriculum is not only a document, but also a tool to shape 

knowledge that will survive in Nepal’s future design. For me, the curriculum requires 

revision and decolonization in how we define, deliver, and validate knowledge. 

Anand and Bishal both have senior positions and have the authority to take the 

initiative for the future designers. Other participants like myself can incorporate 

contextual elements in our classroom, at least. As we say, the first step is the most 

important to bring significant transitions.  

Contextualized Curriculum and the Role of Industry Experience 

In this section, participants' views on how the curriculum does not align with 

Nepal’s context are discussed. Participants also shared their views on the significant 

role of industry, which was often lacking or underrepresented in their curriculum. The 

drawbacks of Nepal’s interior design courses and programs, compared to those in 

other countries, include the absence of systemic approaches, a lack of business ethics, 

and curricular rigidity, as expressed by participants.  

Shruti said, When I reflect on my interior design education in India, I realize 

that while it was not fully sufficient, it was still more comprehensive than what 

I see students learning here in Nepal. The main difference lies in exposure and 

hands-on experience. In India, we had a dedicated workshop space just for 
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interior design students, with real tools and equipment. I remember making a 

chandelier from broken glass scraps with my team, drilling holes manually on 

a plywood panel until my hand swelled. We worked at a 1:1 scale, using 

routers to carve wood patterns, welding metal trees, and understanding every 

detail of fabrication. This was real-world training. 

By contrast, students here often lack knowledge of materials, tools, and 

practical processes. Even in diploma courses, attendance is inconsistent. 

When I started teaching history and design studio here, I noticed a general 

lack of interest. Many students view assignments as punishment. In India, we 

feared our professors, not out of fear, but respect and expectation. We worked 

late nights to finish sheets, with little sleep before class. I still remember how 

strict our dean was; he would thoroughly review submissions and tear apart 

those that were unsatisfactory. Here, the system is very lenient; we have to beg 

students for submissions, and even then, management expects us to pass them 

all. 

When I taught at IEC, I only lasted one semester. I used to set exam papers 

and mark them fairly according to students' performance. However, I refused 

to pass those who did not show up or submit any assignments or projects, as 

expected by the management. Management forced me to make everyone pass. 

Later, I refused and left. After that, Ashok Sir invited me to teach at IIFT, and 

I resumed my teaching duties. This experience made me realize the huge gap 

between education, practice, and institutional expectations in Nepal. Students 

need structure, discipline, and hands-on learning, whereas management just 

needs to increase the number of passing students. Sadly, here in Nepal, we are 

just producing degrees, not competent designers.” 

Jeena explained her experiences while studying in college. She says, 

“When I was studying, there was not much practical exposure. Site visits were 

very rare, with perhaps one or two instances where we were taken to model 

homes or completed interior projects, but never to actual under-construction 

sites. At the time, even that seemed exciting because we did not know what to 

expect or what the reality of the field looked like. I remember going to 

Bhaktapur Durbar and finding it enjoyable, but looking back, I realize that 

visiting ongoing construction sites would have been more beneficial for our 

understanding. 



81 

Our subjects included history, building construction and technology, 

management, and some basic design theories. We did not have any language 

subjects in our course. In some universities, if students fail to meet the 

language requirement, they are not eligible to receive their degree, even if 

they are otherwise creative and capable. 

If I had to point out what was missing from our curriculum, I would definitely 

say hands-on, on-site construction exposure. Even one guided visit explaining 

real-time work would have made a difference. Another gap was in rendering 

software. Yes, we were taught rendering, but only at a very basic level, which 

was insufficient to meet professional expectations. These are the areas I wish 

had been stronger in my course. With the rapid changes in trends, I believe it 

is essential for colleges to provide thorough training in basic design 

techniques, along with ethical practices. By ethics, I mean the professional 

integrity we need in the field. Currently, we as designers face significant 

unethical competition in the market, which is negatively impacting our 

reputation. If colleges had taught us about business ethics, such as how one 

person’s mistake can damage the entire industry's credibility, it could have 

helped us avoid some of the issues we face today. Everyone eventually learns 

through experience, but if students were made aware of this earlier, they 

would not have to go through the same problems we are dealing with now. 

For example, I have seen many people enter the field thinking they can handle 

everything on their own, and they end up making huge blunders. That not only 

harms their career but also affects the entire industry’s image. 

Another thing I believe is necessary is specialization. Even if colleges do not 

have time to teach everything in a 15-month or 2-year course, at least 

introducing the concept of specialization would help. Students should be made 

aware that there are various branches they can pursue to gain a deeper 

understanding. It gives them clarity and direction for the future. 

Bishal said, “Our curriculum is somewhat flexible; teachers and students have 

some freedom, but the learning outcomes must be met. I feel the basic 

curriculum mainly focuses on academic growth. However, recreational or 

refreshment activities, which also support student development, are missing. 

These aspects are lacking in the current curriculum. When I was studying, our 

interior history course mostly covered architectural history. I was not vocal 
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then, but now, as a teacher, I have revised the course. I questioned, Why focus 

on architecture? Why not the interior? So, I shifted the focus towards interior 

design. 

The narratives from Shruti and Jeena highlight the gaps and possibilities 

within interior design education, offering valuable insights when viewed through the 

lens of social constructivism. They emphasize that learning is socially situated and 

knowledge is co-constructed through interaction with others and the environment 

(Detel, 2001). 

Shruti’s narrative highlights the value of experiential learning, emphasizing 

hands-on engagement with physical tools and materials, rather than just software and 

theories, which connects learners to the given situation and context (Lave & Wenger, 

1991). She reflects that the Nepali education system lacks opportunities for learning 

through hands-on experiences and practical exposure. Her curriculum lacks cultural 

content and contextual integration; however, it also prioritizes learning outcomes. A 

systematic review done by Burch et al. (2019) found a positive relationship between 

experiences and learning. Although Shruti includes collaboration and group work as 

guided by social constructivism (Vygotsky, 1978). These examples show her main 

focus is on technical and some practical interests, with limited critical or 

emancipatory dimensions (Grundy, 1987). 

Jeena’s perspective reflects a curriculum that prioritizes technical control over 

transformation, as interpreted by Habermas’s cognitivism (Grundy, 1987). Jeena 

points out the missed opportunities of site visits and real-world immersion during her 

learning days, which aligns with Shruti’s concerns. She suggests incorporating field-

based learning into the course, as learning is more effective through hands-on 

experiences (Bergsteiner et al., 2010). She found her curriculum to be heavily loaded 

with content, which, when she was studying, showed minimal integration of learners' 

cultural or social concerns. It also offers limited or no space for reflection or 

empowerment.  

The educator's narratives highlighted a gap between curriculum design and 

professional readiness. Shruti’s notions about the lack of accountability from 

institutions and Jeena’s reflection on the absence of practice-based learning are 

evidence of this gap. Their insights reveal flaws in the educational system, 

specifically a weak alignment between theory and practice. Shruti's ideas align with 
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the suggested notion of education, which can empower both learners and teachers 

(Freire, 1970), whereas Jeena’s voice emphasizes professional skills and literacy. 

Bishal shares the need to revise the curriculum, which he studied almost 

twenty years ago. After having practical experience, he realized the lack of relevance 

and contextual knowledge in the course. He reflects on his journey and decides to 

make a change. This illustrates how critical reflection can lead to action, fostering the 

growth and development of learners. 

These narratives state the need for contextual, praxis-oriented design 

education. A curriculum should foster applied knowledge, real-world interaction, and 

peer learning, based on social constructivism (Vygotsky, 1978). If these changes are 

not implemented, there will always be a risk of producing technically trained but 

unprepared students from institutions. This analysis highlights the importance of 

critical reflection and discomfort in fostering meaningful learning, elements that are 

currently lacking in many Nepali institutions. This highlights the need for components 

of transformative learning theory (Mezirow, 2000), which are often lacking due to the 

fragmentation of curricula and inconsistent standards. 

Reflecting on my teaching, I now recognize the importance of curriculum 

design beyond simple implementation. Inspired by social constructivism and 

transformative learning frameworks, I have come to realize the need for a holistic 

curriculum that incorporates critical thinking, reflection, and empowerment (Taylor, 

2015). Interior design education should not only impart technical skills but also 

nurture the learner’s ability to question, adapt, and sustain in real-world contexts. 

Although in the context of Nepal and the educational structure, we should not ignore 

the lack of expertise and senior teachers who can manage hands-on activities, possess 

nuanced knowledge of practical and contextual aspects, and bring about change in 

curricular activities. Additionally, to ensure professional efficiency among students, 

the course does not include a theoretical component. What I believe is that change 

starts from within. As Bishal reflected on his journey and began to implement changes 

in his pedagogy, he serves as an example. We cannot change the entire structure, but 

rather make incremental changes, brick by brick, to bring about sustainable change. 

As an educator, I must not only enjoy institutional privilege but also strive to elevate 

the voices of participants by incorporating workshops, real-world experiences, and 

ethical consideration into the course. 
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Pedagogical Activities 

In interior design education, pedagogy extends far beyond classroom 

instruction; it is a lived, embodied practice that connects ideas, spaces, and tools to 

learners' evolving design identities. Interior design pedagogy is not merely about 

teaching how to draw or render; it is the cultivation of ways of seeing, making, 

feeling, and thinking about space. The pedagogical approaches mentioned and used 

by Anand, Shruti, Jeena, and Bishal demonstrate a complex blend and interplay of 

teaching methods. It includes traditional teaching, collaborative projects, studio 

projects, field visits, and mentorship models. This section highlights how their 

strategies utilize and diverge from various educational theories, including social 

constructivism, experiential learning, transformative learning, and critical pedagogy.  

It also examines how interior design educators effectively utilize pedagogy to foster 

practical understanding. The analysis shows how dialogic teaching, studio-based 

projects, experiential engagement, and emotional approaches can enhance learning.  

From Reflection to Demonstration 

Participants have consistently emphasized the importance of multi-layered 

pedagogy as the primary space for learning. Pedagogy used in interior design 

encompasses a comprehensive range of activities, including theoretical understanding, 

market trends, case studies, on-site visits, real-site measurements, concept 

development, discussion, feedback, planning, design, review, editing, and 

presentation. Participants explain their teaching and learning experiences as follows. 

Participants reflect on their learning and consider the impact of their actions in 

education. This section also highlights the ongoing negotiation process between 

creative freedom and contextual constraints, digital tools and authentic natural 

wisdom, institutional safety, and site vulnerabilities.  

Jeena explained her classroom experiences, 

While reflecting on my interior design education days and experiences, I feel 

we were not properly prepared for real-world challenges. In college, when we 

worked on studio projects, we were given complete creative freedom, unaware 

of the real-world constraints. At that time, it felt exciting, and it boosted our 

creativity. However, we were never asked to determine whether those designs 

were applicable in real-life situations. We never thought about market 

availability of materials, time limitations, or budget constraints. I used to 
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believe that whatever I designed on paper or computer could easily be created 

in real life, but I now realize that was a misconception. 

The reality is very different. Once you enter the professional field, you are 

immediately faced with limitations of space, time, and cost. Those practical 

considerations were never truly addressed in our education. If we had been 

taught how to work with those constraints from the beginning, we would have 

been better prepared for real-world survival. 

Looking back, I feel that we should have been taught important reference 

books, such as Time-Saver Standards and anthropometry, in much greater 

depth. During our studies, there was a book named ‘Time-Saver Standards,’ 

but we never had the time, instruction, or guidance to explore it properly. 

There was no specific book we were told to follow, and now I realize how 

crucial those resources are. Today, after years of experience in the field, we 

are mostly relying on self-learning. Even with topics like anthropometry, we 

now possess a significant amount of knowledge through practice and on-site 

exposure; however, unfortunately, these were not covered in our formal 

education. It is only now that I understand how much we missed. Another 

thing that became clear later was that many of our teachers had only just 

graduated, often just a batch or two ahead of us. That probably explains why 

some core content and practical depth were lacking. At the time, we did not 

fully recognize it, but now we realize how much better prepared we could have 

been with more experienced guidance and structured materials.” 

Bishal explained the classroom activities. 

Our field is already heavily technology-driven. In the classroom, we regularly 

use design software as part of our teaching and learning process. Beyond just 

software, we integrate technology in almost every aspect of our classroom 

experience. I usually give lectures using slide presentations on a projector, 

and our students present their projects and assignments through PowerPoint 

or other digital formats. 

We also guide students to explore various online resources and websites to 

deepen their understanding. We encourage them to use technology not only for 

design, but for research and self-learning. Honestly, we are dependent on 

online tools. Without technology, everything feels dry and disconnected; it has 

become an essential part of interior design education today.” 
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When I studied interior design studio as a subject, I realized later that it was 

not enough. Once I entered the market, I gained a greater deal of practical 

knowledge. And when I started teaching, I began reflecting on my learning 

journey. That is when I understood, this subject needs to be taught differently. 

It made me think, “No! I have to prepare my students better for the real world. 

I reviewed, re-researched, and revised the course content to incorporate the 

latest requirements in the field. For example, when we teach students to design 

a house and plan furniture layouts, we cover standard dimensions. But in 

practice, nothing is that straightforward; real site conditions always vary. 

That is why I believe it is important for teachers to train students on how to 

handle those differences. 

We now send our fourth-year students to actual sites for supervision and 

internships. During these visits, we guide them through real-world challenges, 

like understanding size tolerances, margins, live wall levels, and common on-

site errors. In each semester’s design studio project, we ensure they conduct 

site visits, do case studies, and only then move towards design development. 

The stories shared by Jeena and Bishal indicate a shift in the pedagogy of 

teaching interior design from focusing on creativity to incorporating context, 

reflection, and technology-integrated instruction. Driven by social constructivism, 

these cases demonstrate the transition from passive, unidirectional teaching to active, 

dialogic participation in learning, as students grapple with the authentic complexities 

of the world. 

Jeena demonstrated that her education enabled creative expression, but it did 

not equip her with awareness of the constraints of cost, material availability, 

anthropometry, and technical feasibility, essential considerations for working in real-

world practice. This disconnection between education and practice signifies the 

absence of real-world learning (Guyotte et al., 2015), where learning occurs through 

practice and various approaches, rather than solely based on theoretical tasks. 

Her citing of primary sources such as Time-Saver Standards or anthropometry 

demonstrates a lack of attention to learning scaffolding, mentorship, structure, and 

resources, hallmarks of Vygotsky’s Zone of Proximal Development (ZPD). The 

reference to novice teachers exacerbates this problem, highlighting the need for 

knowledgeable others to moderate learners' progress through the phases of cognitive 

and practical skill development. 
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In contrast, Bishal's story demonstrates a more advanced level of teaching that 

incorporates the use of technology, field excursions, and thoughtful curriculum 

development. He transforms from a learner into an educator, embodying Mezirow’s 

(1991) transformative learning theory, which posits that critical reflection is the 

central element in changing one's perspective. He transforms the pedagogy of interior 

design by incorporating feedback from field practices into studio work, which aligns 

with Burch et al.’s (2019) view on education, as well as the perspective of 

practitioners as critical evaluators of their own practices (Luitel et al., 2022). 

Both Jeena and Bishal agree that their actual learning began after completing 

formal education through work experience, self-study, and self-critical analysis. They 

strongly critiqued their previous schooling for lacking realism and structure, 

highlighting the education’s strong reliance on theoretical design thinking with no 

practical application. Such mutual acknowledgment reinforces the constructivist 

principle, which posits that learning is iterative, situational, and collaborative within 

one’s surroundings (Taylor, 2015). 

In Jeena's case, most of the reflective concerns form a narrative anchored in 

remorse stemming from the realization of broad gaps that exist within systems, 

particularly shallow pedagogy and content delivery. Her reflection suggests an 

experienced teacher-driven reform mindset that utilizes curriculum and academic 

resources. However, Bishal’s narrative embodies evolution in pedagogy. He has taken 

initiative in altering the layout and circulation of the entire learning environment, 

which indicates a deliberate shift towards praxis. His classroom cultivates dialogic 

demonstration, a combination of discussion, digital interaction, and site-based 

mentoring where participants create knowledge for doing, sharing, and reflecting. The 

stories contest the blueprint approach to a curriculum, which refers to prefabricated, 

rigid outlines unrelated to lived experiences, in favor of empirically grounded 

curricula composed of praxis (Grundy, 1987). Both participants contend for softer, 

more responsive, and constructive approaches. 

Additionally, Bishal's teaching exemplifies technology integration as a form of 

instruction that makes knowledge accessible across various networks. It fosters 

learners’ self-guided exploration of reality through site visits and on-site problem-

solving. To them, educators are urged to shift from idealized information specialists to 

mediators of real-world understanding. Thus, the curriculum needs to be a living 

practice: responsive, situated, dialogic, and not merely designed within the ivory 
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towers of institutions, but collaboratively with students, communities, and the 

profession. 

As participants discuss site visit programs for students, do students actually 

negotiate with laborers? Do they actually paste the Formicas/Laminates? Or only 

observe from a privileged distance? My own site visits for students are not as 

knowledgeable as mentioned by Shruti, which shaped her competence. The non-

availability of reference books also signifies a critical challenge for students. Bishal 

uses software to maintain competency in reality, while Jeena implies that it erases the 

naturalness of humans. For me, both are right. We must find a middle ground solution 

to balance the critics and options in the evolving spectrum of interior design. I 

realized that during field visits, students should be involved in real client negotiations 

to understand financial consequences, which no theory can cover.  

From Demonstration to Dialogic Learning 

This section shares narratives of participants who began engaging in dialogical 

interactions in the classroom and the field as well. How reflection has helped them to 

demonstrate and interact through dialogues. The narrative emphasizes the importance 

of demonstration and dialogical interaction in guiding students through the ZPD, as 

well as emotionally responsive pedagogy and performance-based learning. The 

participant approach enhanced critical consciousness, where knowledge is co-created, 

fostering both professionalism and cultural integration.  

 Anand shared the following teaching and learning experiences. 

I recall that as an interior design educator, almost 70–80 percent of our 

diploma course is practical. It is not uncommon for us to have theory classes, 

but they are all about interacting with practitioners, and we use software and 

visit sites. Student field trips are a must. We have case studies, but most 

importantly, students need to experience the industry firsthand. We have small 

classes, accommodating approximately 10–12 students, which is quite small. 

So, there is a lot of personal contact. In most sessions, we have what can best 

be described as design dialogues rather than lectures. Students come up with 

individual propositions, and we talk about them, client-designer style. 

One challenge is that, without being exposed to face-to-face classroom 

interactions, students have not utilized many of the possibilities. I always 

prefer to take the students for a case study first, before trying to teach them 

any technical work in class. Otherwise, they struggle to understand. 
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But one of the main challenges I face as a teacher is the lack of creativity. 

Time constraints are truly the opposite of creativity. Despite that, we are 

bound to [mapped] timelines, classes every other day, and quick submission 

deadlines. Not all learners work at the same pace. Some students take a longer 

time to process and come up with plans. Due to institutional deadlines, they 

often copy work or submit designs that are completed in haste. Everyone gets 

evaluated using the same criteria, which involves seeing things from an unfair 

perspective. Some of my class's weakest students have turned out to be 

stunning designers. 

The approach is lacking. In my opinion, we need her to increase the duration 

of courses, or at least provide flexibility in terms of learning time. If not, all 

we will be doing is creating individuals who are technically trained, but 

without any actual ability to design. Teaching software is easy, but nurturing 

creativity takes time and space. The pressure that is placed on those who are 

not fast learners bleeds them. 

Teaching methods need to evolve. Not all students can work under pressure. 

We must acknowledge different learning curves and focus on nurturing 

imagination, not just meeting deadlines. Ultimately, we should not expect 

students to think like professionals when they are still learning the basics. 

In my teaching, I first try to understand each student’s level, like you 

mentioned, their Zone of Proximal Development (ZPD). After analyzing their 

capability, I tailor my strategies. If a student is highly capable, I do not accept 

simple designs from them. I encourage them to go further, offering suggestions 

for improvement and prompting them to add more depth. But if the same 

design comes from an average student, I may accept it because it aligns with 

their level. I also consider their background, family, interests, or hobbies. 

When I know that, I try to connect their designs or references to what they are 

familiar with. That personal connection helps them push their boundaries. 

As for guidance, I do not treat all students the same. With capable ones, I just 

give key points or directions; they know how to take it forward. However, with 

average or less confident students, I guide them step by step, from researching 

to finding case studies, and even exploring deeper through websites and online 

tools. So yes, I use both approaches depending on the student’s ability; some 

need full guidance, while others just need a push in the right direction. 
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Shruti had some comparative views from Indian and Nepali pedagogies. 

I studied interior design in India and now teach in Nepal. Based on my 

experience with colleges like IEC and IIFT, I have noticed clear differences in 

how well they prepare students for the real world. At IIFT, since many 

students already come with prior field experience, teaching must be 

interactive and practical, rather than just focusing on rote learning. Diploma-

level courses, in particular, should be creative and hands-on; they cannot 

succeed with forced study models. One issue I strongly disagree with is how 

some colleges hire teachers; graduates are often invited to teach immediately 

after graduating. At IEC, for instance, the whole system feels business-driven, 

with little space for student creativity. There is too much pressure surrounding 

spending; students are judged more by how much they spend on their projects 

than by the actual quality of their ideas. Expensive equipment sits unused 

because there is no trained staff to operate or teach it. It is not about real 

learning; it is about presenting oneself well on the day of the final exhibition 

for media coverage. 

At IIFT, they recently conducted a furniture workshop, but it felt like it was 

done only to compete with other colleges, not with students' growth in mind. 

The focus should be on helping students reduce unnecessary spending and 

providing a comfortable, meaningful learning environment. Unfortunately, 

most institutions are not thinking from the student’s perspective. 

At Upwork, where I currently teach, we are trying to change that. I am not 

saying we are perfect, but we are making an effort. We have changed how we 

hire teachers; we want those with a real understanding, not just recent 

graduates. In our design studio classes, we tailor our teaching to meet the 

needs of the Nepali market. We now offer practical furniture-based courses 

and have introduced a module on commercial kitchens, which many students 

had previously been unaware of. We also ensure that our students secure 

internships under our guidance. For instance, one of our final-year students is 

handling a small residential project independently, even before completing 

their final exams, because they have been trained well enough already. 

On the other hand, I have also seen interns from other institutions who arrive 

with no prior knowledge. One intern from IFI recently came to us; I almost didn’t 
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take him, but I couldn’t say no after he made a sincere request. Sadly, I found that he 

lacked even the most basic skills. I wondered what IFI had been teaching at all. 

Of course, I understand that not all students are the same. Even in my classes, 

some are extremely capable, while a few do not make any effort. But when 

such students are passed and sent for internships, it is the institution’s failure. 

The college should guide them: “You are not ready for the market yet.” 

Bishal shared, Yes, of course, we give students opportunities for guest lectures, 

expert talks, material demos from vendors, and hands-on workshops with 

laborers. For example, we occasionally organize painting processes. Painting 

firms send professionals who demonstrate how to prepare walls, apply primer, 

and paint. During my education, such practical exposure was missing. This 

shows how interior design education is evolving, likely due to increased 

competition. In the classroom, questioning is very important. If students just 

listen, we cannot know their understanding. But when they ask ‘how, why, 

when,’ it deepens learning. I always encourage questions. Some are curious, 

others quiet. If we scold them for asking, they will hesitate next time. 

Emotional safety matters. Responding respectfully encourages more 

interaction. A shy student who feared teachers raising their voice, and another 

who had trauma from past punishments. I counsel them personally. When I 

gained their confidence by establishing a relationship of trust, their 

confidence and academic performance improved. During our time, teachers 

were strict, would offer no guidance, and would flip our files around. Today, 

we must treat students with sympathy and kindness. I believe this personal 

care requires time and effort, but it has to be done in today's era. 

Anand's philosophy of teaching strongly aligns with Vygotsky's (1978) social 

constructivist theory, as evident in his application of the Zone of Proximal 

Development (ZPD). He differentiates guidance according to individual ability, 

background, and interest, with a focus on scaffolded learning. His inclination towards 

dialogic classrooms, "more like a design dialogue than a lecture," highlights the base 

of knowledge construction, where students co-create knowledge with peers and 

teachers. Field visits, real-world case studies, and industry immersion are indicative of 

real-world experiences and learning (Wilhite, 2019), where learning occurs in 

authentic contexts. Nevertheless, Anand also criticizes institutional limitations, 

particularly inflexible timelines, that constrain creativity and disadvantage students 
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who learn at a slower pace. His reflection acknowledges that meaningful learning 

entails critical reflection and cannot be limited to a specific time frame (Dahal, 2022). 

Shruti provides a cross-cultural comparison of Indian and Nepali pedagogical 

systems. Her critique of Nepali institutions, including commercialized education, 

untrained teachers, and superficial project exhibitions, reveals a deficiency in learner-

centered pedagogies. Her pedagogical practice at Upwork aligns with constructivist 

principles, where she addresses local market demands, tailors curriculum modules, 

and applies learning. The internships provided by her show an effort to bridge formal 

education and real-world practice (Kolb, 1984), where she takes a step to advocate for 

experiential and contextualized learning. 

Bishal’s narrative emphasizes on affective dimensions of learning (Buchanan 

& Hyde, 2008). He focuses on emotional safety, respectful interaction, and individual 

counseling that aligns with humanistic approaches (Rogers, 1962) and is grounded in 

the scope of social context and psychological environment of social constructivism. 

By encouraging questioning and empathy, he enhances cognitive development 

through interaction, promoting questioning and empathy in the process, which aligns 

with the belief in scaffolding and dialogic teaching (Bruner, 1996). 

Each of the three teachers illustrates a move away from didactic, traditional 

teaching toward constructivist, learner-centered education, but each does so with a 

different focus. Anand illustrates responsive teaching and differentiated pedagogy. 

His understanding of ZPD and adaptive mentoring illustrates a theory-informed 

practice. Yet his frustration with institutional timelines indicates systemic 

inflexibility, which hinders innovation, illustrating a gap between pedagogy and 

policy. Shruti's critique of institutional deficiencies (e.g., untrained instructors, 

performative displays) exemplifies a critical pedagogical orientation (Luitel et al., 

2022), advocating for authentic, student-centered reform. She connects pedagogy with 

industry relevance, thereby supporting curriculum-context alignment, a frequently 

absent component of Nepali design education. Bishal's emphasis on emotional safety 

and dialogic engagement enhances the social aspect of learning. His student-

centeredness exemplifies the values of caring pedagogy (Noddings, 2012) and 

constructivist classrooms where learners feel safe to engage and develop. 

The various narratives collectively advocate for a contextual, learner-centered, 

and constructivist approach to interior design education. According to them, the 

knowledge is co-constructed through experience, interaction, and reflection, not only 
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delivered inside classrooms. Their accounts highlight institutional gaps, rigid 

structures, a lack of trained faculty, progressive assessment models, and a focus on 

technical training rather than creativity. The system must adopt transformative 

practices to achieve holistic learning. These practices will value a student's position, 

creativity, and critical reflection. It requires a shift at the institutional levels, not only 

changes at the curricular level.  

My experiences resonate with Anand's voice, ‘Teaching software is easy, but 

enhancing creativity takes time and continuous practice.’ I used to give software 

training, and one of my students asked me for the details about the available courses 

and time structure. I explained that a minimum of one and a half months is required to 

learn the basics of software (AutoCAD, SketchUp, Vray, and Enscape). Then he said, 

Ma’am, will I be able to design like you after learning this software? I did not have 

any reply. Interior design is not only about learning tools and software. Anand’s ZPD 

approach, Shruti’s market-aligned techniques, and Bishal’s care ethics all required 

unsustainable labor, time, and resources. Although they have definitely exposed the 

missing elements in our curriculum, it requires a significant number of resources to 

apply it uniformly for the sustainable transformation.  

Technology, Experience, and Creativity: Go Hand in Hand 

This section examines the inseparable relation of technology, experience, and 

creativity in interior design education. Technology plays a critical role in interior 

design education, but its pedagogy varies by institutional capacity and educator 

emphasis. Participants widely acknowledged the power of experiential tasks, 

especially site visits, live case studies, and client-based assignments, as essential to 

interior design education. In interior design technology, experience and creativity are 

inextricably linked. Leaving even one may lead to incomplete output. 

Anand said, I focus on SketchUp, V-Ray, Enscape. However, I also tell 

students that software is secondary. Anyone can learn it on YouTube. If you 

cannot design, the tool is useless. The design studio must come first. During a 

case study, a client wanted a prefab cafe in Kalanki. I told my students: Let us 

take this as a live case. We explored bamboo and thatch as material options. 

When the cafe was completed, I took the batch there. One student told me, 

‘Sir, I cannot believe this is real. We saw it on screen, we discussed the 

structure, and now it is here.’ That moment, that pride, is what makes all the 

effort worth it. One specific strategy that helps my students is using examples 
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and references from real cases and places. I know a lot of them, and sharing 

those examples makes the learning process richer for the students. 

However, at the same time, that becomes a challenge as well. The limited time 

frame is a major issue. Students cannot always put in the effort needed, 

especially when they have to manage everything within a short semester. So, 

they often fail to meet the learning goals I have set. Sometimes, even after we 

take them to a few places or tell them to visit certain sites on their own, they 

do not go. And unless they visit and experience those places, they do not get 

the idea I want them to grasp. So again, they fall short of what I expect them 

to learn through those examples. Ultimately, I believe the core issue is time, 

and sometimes the dedication of students. Without allocating proper time for 

these visits and studies, this approach just does not work effectively. 

Shruti said, “We had a four-hour workshop slot every week. I recall a project 

where we had to construct a chandelier using only scrap materials. I drilled 

holes into plywood, cut pieces of broken glass with my bare hands. My fingers 

were swollen by the end, but the joy of creating something real was 

unmatched. When I teach now, I ask students to build small-scale furniture or 

lighting models, even if it is just with cardboard or thermocol, because theory 

means nothing until you touch and build. 

Jeena explains, “Some students have never used a laser cutter or even 

attended a basic workshop. So we teach technical drawing, but it remains 

abstract. We try using cardboard or low-cost materials, but it is not the same. 

Bishal talked about field experiences, In one batch, I had to spend two weeks 

teaching students how to use a measuring tape. That is the gap. You cannot 

teach AutoCAD if they do not know how to measure a room. One semester, I 

took my students to a tile factory, a lighting store, and a carpentry workshop. I 

asked them not to take pictures or notes the first time, just observe. On day 

two, we discussed what they remembered. One student said, ‘Sir, I never knew 

how many types of hinges there were. I just thought the cabinets were meant to 

be open and closed.’ That is when I realized that the field trip was effective for 

students' understanding. We then made a kitchen layout based on what they 

saw on the field. 

The subsection explores the integration of digital tools, hands-on experience, 

and creative interaction in Nepalese interior design education. The experience of the 
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participants suggests that if a student is not creative and experienced, the ICT skills 

will turn out to be an empty shell without value. Learning, as proposed by Vygotsky 

(1978), is believed to function optimally when it is socially mediated, contextually 

embedded, and sensory-oriented. 

Rather than being a central actor in learning, technology is explained as an 

extension of embodied and reflective learning. Anand demonstrates this equilibrium: 

although proficient in SketchUp, V-Ray, and Enscape, he cautions against 

overreliance on computer tools, warning against overpowering the haptic process of 

design. His café project model describes Luitel's (2022) concept of real-world 

application learning, in which students' understanding is heightened through real-

world engagement. His student's response: 'I cannot believe this is real,' demonstrates 

that learning transformation results from contextual and dialogic reflection. 

Shruti's chandelier class, which she took while studying in India, serves as a 

notable example. Her account illustrates how the combination of practical work and 

imagination can transform theoretical learning into sensory, considered practice, 

bearing witness to Dewey's (1938) observation that learning is enhanced by 

experience. This class exercise once again reminded them that design is as much a 

doing as a thinking process, as it involved not just physical effort, but also provided 

room for imagination. 

Jeena records equity issues, lamenting that the restricted access of students to 

workshops hinders their understanding of technical drawing. Her grievance reflects 

Freire's (1970) description of the 'banking model' of education in which knowledge is 

deposited without any genuine contact (Luitel, 2013). Lacking physical contact with 

materials, designs, and pictures, they appear abstract and detached from reality. She 

emphasizes genuine learning that requires contextual and practical relevance within 

the course. 

Bishal's pedagogy is focused on embodied observation. He observes his 

students through their way of communication, interaction, and reaction. He does this 

with regular dialogue and communication with the students. This helps him to analyze 

the intention and intelligence level of students. Bishal incorporates two-stage site 

visits into his pedagogy, which illustrates the concept of internalization (Vygotsky, 

1978), where external experiences are converted into mental structures. His learning 

to identify hinge types showcases how observing within the real world can challenge 

and reconstruct current knowledge, affirming the importance of experiential learning. 
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Together, the testimonies suggest that learning interior design is a relational, 

phenomenological, and multisensory experience. This emphasizes and aligns with 

Kolb's theory of experiential learning, which focuses on a cycle of movement from 

concrete experience through reflective observation to abstract conceptualization and 

active experimentation. Participants confirm that the hands-on approach is the 

bedrock, whether it is Shruti's experiential making, Anand's site projects, or Bishal's 

measurement exercises. Jeena's comment on institutional drawbacks, such as a lack of 

workshop facilities, illustrates how it can reduce learning. 

Although all participants value the benefits of digital software (AutoCAD, 

SketchUp, Enscape), none are advocates for a technology-driven strategy. Instead, all 

warn against the exclusive use of technology. Jeena's objection to abstraction without 

hands-on work and Bishal's reliance on on-site measurements highlight the value of 

hands-on making for each participant. Shruti's experience shows how material work 

enables efficiency, creativity, and confidence. 

Shruti and Jeena respond that institutional preparedness is not sufficient, 

highlighting shortages of resources and exposure; yet, Anand and Bishal remind them 

of successful experiential models. This is a problem that needs investment in 

infrastructure and faculty development, which can facilitate hands-on engagement and 

reflective pedagogy. Shruti's learn through your mistakes and waste material-made 

approach in her college days shows how it is possible to innovate with fewer 

resources; however, she also recognizes the necessity for systemic support. 

Together, these accounts deny a techno-dominant paradigm. Knowing has to 

be dialogic, rooted in doing, and socially constructed. Knowledge of sound design is 

not acquired through passive reception but through the active negotiation between 

students and materials, peers, teachers, and sites. This accords with social 

constructivist assumptions, wherein knowing is interactively co-constructed rather 

than being single-handedly transmitted. 

Finally, the convergence of technology, experience, and creativity is found to 

be at the very center of interior design pedagogy. The participants adopt a pedagogy 

of making, rather than consuming, and doing, rather than demonstrating. Based on 

social constructivism, such outcomes point toward a future where creativity is 

embodied and lived, a haptic practice that organizes it, rather than digital literacy. In 

interior design classrooms across Nepal, the fabric of pedagogy is becoming 

increasingly experiential, adaptive, and relational. 
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The collective narratives of the participants significantly argue that creativity 

emerges from practical struggle, technology is hollow without theoretical and sensory 

grounding, and learning is an embodied phenomenon, where hands-on experience 

fosters deeper cognition than any digital rendering. We (participants and I) have 

almost felt a disconnection between lectures and the real field or site, creativity and 

practical application, and technology-driven designs, and the need for trembling hands 

to work in the field. True integration demands a triad balance between academic 

comfort and practical discomfort. 

Peer/Group Work and Collaboration 

This section examines the significance of peer work, group work, or team 

work in both the classroom and the real world. It explores the contrasting perspectives 

of participants, describing the benefits and drawbacks of collaborative learning 

strategies in the classrooms. Participants describe their experiences of how 

collaboration made changes in the overall outcome of students' learning.  

Anand said, In my few subjects, I do not usually use group work because the 

students are required to create individual designs. However, in some other 

subjects, such as furniture design, I do incorporate group work. Group work is 

not suitable for all subjects. When I do use it, I try to balance the group, 

mixing capable and less capable students, so they can learn from each other. 

If I put too many less capable students together, the group performance 

suffers. And if all capable students are grouped, ego clashes can occur. 

Sometimes, I let them choose their groups; other times, I form balanced ones. I 

have seen some positive effects too. There were cases where students who 

were initially not very interested began to perform well due to the group’s 

influence. Being around motivated peers helped them push themselves; one 

even did great in their thesis. 

As for identifying capable students, I can usually tell early on. When we start 

with basic design exercises, capable students put in extra effort. Their models 

are well done, and their reports are original, showing deep research, rather 

than mere copying. They go beyond expectations, researching materials, 

watching videos, and collecting photos. That dedication shows they are ready 

to be pushed further. 

Shruti seemed not to support group and peer work. “In my classes, I use group 

work only for presentations. But when it comes to furniture model-making, I 
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do not assign group work. From my experience, in group settings, only one or 

two students typically end up doing all the work, while the rest simply chat 

and take credit without contributing. They do not learn anything that way. 

That is why, right from the first project, I assign individual work, even if it is 

on a small scale. Our syllabus may include group work, but I never implement 

it, because I know how it plays out. 

When I was a student myself, the same thing happened. A few of us would 

work hard in the workshop while one person would just relax and still receive 

the same marks. Sometimes, the person who spoke the most during the final 

presentation would receive the highest marks, even if they had not done the 

actual work. Therefore, I avoid group work in teaching, as it tends to overload 

sincere students and allows others to coast. But in professional practice, 

group work is necessary. There, nothing is truly individual. When I develop a 

concept, it is just my perspective, but in a group, others can spot what is 

missing. In interior design, we do not just design; there are many components 

involved. Each person needs to be an expert in something. For example, in my 

office, just designing at the table is not enough. Someone has to prepare the 

BOQ, and another has to check costs in the market. One person cannot and 

should not do everything needed to be done during the design process. It 

would not bring the required output, because no one has complete knowledge 

or reach in every area, as mentioned above. Similarly, in education, individual 

work helps students learn and engage, and collaboration is also essential for 

understanding real-life practices. There is another challenge in group work, 

sometimes it ends up being just fun without real learning. 

The stories of Anand and Shruti offer contrasting yet reflective observations 

on the use of group work within interior design education, here viewed through the 

lens of social constructivist principles. Following Vygotsky's (1978) theory, social 

constructivism posits that knowledge is learned in a social context through 

collaboration and shared interaction, specifically within a learner's Zone of Proximal 

Development (ZPD). Anand's judicious use of group work adheres to this strict 

premise. He intentionally levels the pupils by blending more able and less able 

learners such that peer scaffolding facilitates the progress of less confident learners, as 

guided by their more able peers (Wertsch, 1991). His conclusion that enhancing the 

engagement of off-task students through influence in groups demonstrates Bandura's 
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(1977) social learning theory, which identifies that motivation and engagement can be 

learned socially. 

Anand's accommodation of support and expectation with student work is also 

consistent with differentiated instruction and formative assessment (Tomlinson, 

2014). He does not make group work a policy but uses it merely in those topics where 

collective investigation is beneficial, such as furniture design. It is a pragmatic 

deployment of constructivist pedagogy wherein collaborative learning is used not only 

as a methodology but also as one that is contextually well-suited. 

On the other hand, Shruti does not permit group work in her classes due to 

past negative experiences with unequal effort. According to her, group work tends to 

produce a high number of students who do little while a few do a great deal. This 

concern highlights the inherent vulnerability of collaborative pedagogy in the absence 

of direct accountability, a problem underscored by studies on constructive alignment 

and unbiased marking (Biggs & Tang, 2007). While Shruti also comments that 

teamwork is inevitable in professional practice, particularly in interior design, she 

feels that individual assignments within education guarantee actual contribution and 

learning. Her pedagogy prioritizes equity and individual responsibility over 

collaborative learning, suggesting tension between the need to prepare students for the 

practical demands of professional practice and the aspiration to offer an equitable 

learning experience. 

Whereas Anand uses group work to mirror the collaborative nature of the 

design studio, Shruti thinks that, unless planned well, this approach can actually 

hinder learning and overwhelm real students. Both teachers are right. However, from 

a social constructivist perspective, when planned and assessed effectively, group work 

can provide rich opportunities for the co-construction of knowledge and learning, as 

well as collaborative work skills essential to the profession (Palincsar, 1998). Their 

responses indicate that further sophisticated group working strategies, such as peer 

review and differentiated work, are necessary to support pedagogical practices that 

align with constructivist learning, as well as professional needs. 

Lastly, these thoughts capture the subtlety of embracing social learning 

theories in the field of interior design education. Anand exemplifies constructivist 

teaching process ideologies, while Shruti is even more of an advocate for this 

approach when working with stakeholders in the workplace. Both points of argument 

suggest that effective pedagogy in interior design studies must strike a balance 
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between instilling personal responsibility and developing team skills necessary in 

real-world design practice (Luitel, 2022). 

The participants also mentioned the pedagogical approaches they incorporate 

in the classrooms, ranging from reflection to demonstration, to dialogical and 

communicative approaches. From my experience, I believe that not everything is 

perfect and up to date inside classrooms. Not every teacher has the same approach to 

teaching. When discussing the use of technology, I have sometimes observed that 

financial constraints prevent some from purchasing high-end hardware and software. 

Even being creative, they are unable to compete with others. While engaging in group 

work and peer work, it can also create peer pressure on students. Not all student 

comes from the same background, considering financial, economic, cultural, and 

contextual aspects. 

Anand’s strategy to mix ‘capable’ and ‘less capable’ students makes me think 

critically about the power dynamics it sets up and the labels we define students by. 

What is the definition of capable? The financial constraints and the diverse 

backgrounds of students are impacting how they are grouped and perceived by 

teachers. Shruti's avoidance of collaboration means students will enter practice 

without having a genuine experience of messy reality. How can we prepare them for 

office dynamics, field hierarchies, and power structures if we shield them from 

collaboration in the classroom? There is no perfect solution for these challenges. My 

experience and my access to resources (time, training, institutional support) influence 

what I can implement. We should approach collaboration actively by mitigating the 

pitfalls, ensuring it truly serves all students, and becoming competent practitioners.  

Assessment Strategies 

Assessment in interior design education cannot be based solely on final 

grades, rubrics, or standardized testing. It should include engagement with creative 

expression, iterative thinking, technical competence, and personal growth. This 

section explores how interior design educators Anand, Shruti, Jeena, and Bishal 

evaluate and assess student work. Their approaches seem to be found in dynamic, 

formative, and process-centered methods that move beyond traditional, rigid metrics. 

They also show concerns about fairness, motivation, and the emotional aspects of 

evaluation through their narratives. 
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Process Over Product 

In interior design education, the assessment is an ongoing process, not only 

based on the final product. This section describes the role of continuous assessment 

by emphasizing process (effort, concept development, iterative learning) rather than 

product (final outputs, presentations, models). Students are assessed from day one to 

the last day of the submission, which explores their overall growth and learning. 

Anand explained his assessment strategy. 

When it comes to assessing students’ work after teaching, I usually focus on 

two main aspects. First, I examine the concept, evaluating how strong its main 

idea is and how original it is. I try to determine whether the concept is 

genuinely theirs or if it has been copied from the reference images we 

provided. If a student goes beyond the reference and adds their ideas, I 

consider that a very good and original concept. Then comes the technical side. 

We expect students to become aware of materials, construction, and building 

methods, as well as the practical applicability of their designs. Sometimes a 

design looks nice on paper, but it is not practically possible to build. So, I 

check whether their ideas can be implemented in the real world. After that, I 

look at the layout, color combinations, lighting, and other technical elements. 

I divide the assessment into these components and judge accordingly. So, no, I 

do not just look at the final render. 

Assessment begins with the layout phase and continues through concept 

development. As for the evaluation system in my college, we do not simply ask 

students to submit a final assignment and then grade it. Instead, we assess 

what they are doing throughout the class sessions. The final project they 

submit is something they have been working on in class, step by step. This 

way, assessment becomes more accurate. As the teacher, I already know who 

has been working sincerely and who might have just copied something at the 

last minute. Since the project develops gradually in class, we do not need to 

divide marks strictly by levels; assessment happens regularly and 

progressively. Their performance is judged bit by bit as the course goes on. 

Shruti compared the assessment strategy she used while studying in India with 

the one she is using at her institute.  

In Punjab, for theory subjects like History, Estimation & Costing, Building 

Services, and Professional Practices, we had written exams, usually one or 
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two subjects per semester. But in design-related subjects, our evaluation was 

continuous. Every assignment, every sheet was marked. We also had levels 

defined for projects, and each level had its own marking criteria. Ultimately, 

external experts, senior architects, and faculty from universities such as the 

University of Delhi or the University of Bhopal would visit to assess our work. 

We had to present our sheets and models to them for final evaluation. So, it 

was not just about one final project. Daily effort mattered. Unlike here in 

Nepal (like at IEC), where marks are mostly based on the final project 

submission. I have noticed here that students sometimes receive better marks 

simply because they spend more money, such as using 3D printing, rather than 

because of genuine effort or conceptual understanding. In India, despite 

having access to 3D printers, marks were based on student effort and design 

thinking, rather than just the polish of the final product. At IIFT, where I now 

teach, students often miss classes; out of 20, they may attend only 8 or 9, and 

then suddenly show up at the end with a polished project. There is no way to 

know if they did it themselves. That is why I only give average marks if a 

student has not shown progress. I believe our job is to teach, and part of that 

is tracking the student’s process. 

Even though students now complain when they get average marks on a strong 

final product, I stand by my system. I have created my own marking sheet, as I 

do not use the one provided by the college, where I assign marks from the 

beginning stages. If a student does not attend regularly or contribute 

throughout the process, I assign them a minimum of zero marks in the early 

phases. So even if their final work is good, their total marks are 40% or 50%, 

which I think is fair, because learning is in the journey; it cannot be judged by 

the end product. 

Anand thinks it's key to check student work early, examining how fresh the 

ideas are, whether they can actually be implemented, and how the concept evolves, 

not just the final, polished pictures. This aligns with the approach of checking up on 

learning as it progresses, where you provide feedback and assess progress to 

understand what's happening (Black & Wiliam, 1998). It's similar to Vygotsky's 

(1978) idea that we construct knowledge together through conversation, seeking 

assistance, and reflecting on our thoughts as we progress.  
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Shruti, based on what she learned in India, also thinks checking in all the time 

is super valuable. She says it's different from some schools in Nepal, where they just 

give awards for slick final projects, which are sometimes more about spending money 

on stuff than about good thinking. To keep things fair, she monitors students' progress 

from the first day using her own special grading system. If you skip steps, you get a 

lower grade, even if your final project looks great. This lines up with Sadler’s (1989) 

idea that grades should help you learn, not just judge you, and that what you see at the 

end should come from really learning along the way. 

Together, these narratives emphasize that in interior design education, the 

emphasis should be on process-based learning, where creativity, effort, and 

understanding evolve in tandem. This reflects social constructivist ideals, which hold 

that learning is a developmental, participatory process inseparable from the social and 

instructional environment in which it occurs (Bruner, 1996; Vygotsky, 1978). 

However, the teachers' claim process over product seems to be a vague concept, as in 

my experience, I have never seen or maintained any rubrics that address the formative 

assessment structures in interior design education. The participants appear to apply 

formative assessment strategies based on process, but in the end, unknowingly, it 

leads to the same traditional approach to evaluation. We, as educators and the 

education system, need to clearly distinguish between the rubrics and marking 

systems for the step-by-step outcomes of students. 

I have also observed a practice of creating different rubrics for each teacher. 

This may also lead to unclear outcome standards. These points seem to be a 

challenging task to overcome at the management level, then at the teachers' level, and 

later at the implementation level. This can be done only through critical thinking and 

reflecting on one’s own practices. Shruti also mentioned in her interviews that they 

were forced to pass the students, even if there was a lack of capability and outcome. 

This also suggests that institutes and colleges are primarily focused on producing 

numbers rather than enhancing students' actual learning. The rubrics dilemma, 

institutional pressures to increase pass-out students, inequality in the marking system, 

power dynamics, and resistance to change stand as obstacles to making the 

assessment strategy effective and continuous. Shruti’s effort to create her own 

marking sheet, as she resisted the outdated approach, but not all of us feel empowered 

to do so. For effective assessment, educators should honor the journey, not just the 
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final, glossy renders. The co-created rubrics and sensitive approach can be 

incorporated for balanced and authentic assessment.  

Multiple Modes of Evaluation 

Assessment in interior design education is conducted through multiple modes, 

including report submission, presentations, model making, visual presentations (such 

as render images and videos), mock-up booth preparation, and written and practical 

tests. Students are expected to grow in every dimension of learning, and accordingly, 

they are assessed. This section examines the various assessment methods employed in 

interior design education, combining formative assessments (class tests, mid-terms) 

with summative assessments (pre-boards, finals). 

Bishal shared that In our college, we have three exams per semester: class 

tests, mid-terms, and pre-boards. After that, the university conducts the final 

exam. The internal and external assessment has a weightage of 30:70. I find 

this system satisfactory. For practical subjects, the assessment is completely 

internal, 100 percent. We take class tests every 30 days to evaluate students’ 

learning, mid-term exams every 60 days, and pre-boards at the end of the 

course. We use written tests for theory and reports and presentations for 

hands-on stuff. I like to check on students early so they can review their 

grades if they wish. This way, they can think about how they're doing. 

Checking in regularly allows us to see if they're truly learning or just 

memorizing information. It's not just about what we teach, but how much they 

understand. 

Bishal's approach to grading combines quick checks with semester and final 

tests to help students learn continuously. With tests, midterms, and pre-boards before 

the final, students can assess their progress and strive to improve. Encouraging 

students to boost their grades aligns with the notion that feedback and practice are 

essential (Black & Wiliam, 2009). For hands-on subjects, presentations and reports, 

rather than tests, provide a more real-world approach to evaluation (Biggs & Tang, 

2011). Bishal believes that grading should assess whether students truly understand 

the material or are merely memorizing it, which supports the idea that understanding 

and application are more important than merely knowing information by heart. This 

setup sounds good, but it also requires schools to follow through and keep a close eye 

on things, which can be challenging if they lack sufficient resources or if people aren't 

sufficiently involved. 
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After hearing that, I agree to some extent and disagree to some extent with the 

plan; I am somewhat in agreement and somewhat not. Formative assessment needs 

frequent evaluation, which may create a burden on teachers. The continuous 

assessment can sometimes be risky, as it puts continuous pressure on students rather 

than providing improvement opportunities. Bishal’s system sounds ideal, but I know 

my execution falls short of expectations. While other participants are pushed to 

simplify assessments to boost pass rates. For these reasons, I believe that realistic 

workloads, alternatives to costly outputs (such as models), and co-creation of 

assessments (including teachers and students) will benefit the overall assessment 

structure and students' learning.  

Challenges and Critical Reflection 

It is hard to study interior design in Nepal because the schools and the job 

market are in their building stages. What schools teach, what people think, the tools 

they have, and how they are taught can clash. Anand, Shruti, Jeena, and Bishal write 

about the teachers' difficulties, including a lack of tools, unclear standards, schools’ 

resistance to change, obsolete networking, and burnout. These things undermine the 

concept of learning together and students’ initial understanding of what they attempt 

to teach in theory. Thus, we need changes that are suitable for Nepal. 

Misconceptions and Myths  

I would like to begin this section with my own experience, which is similar to 

that of all my participants. Many students or laypeople have a misconception that 

interior design is all about drawings and art, or that it is an easy subject, or that it can 

be learned simply by knowing how to use tools and software. This section explores 

how students and the public have often reduced the discipline to technical software 

skills, decoration, or an ‘easy’ vocational subject that requires no formal training or 

education. This section raises critical questions about disciplinary identity and the 

purpose of interior design education. The following section is my experience while 

teaching software. 

There was this one time when a student came to me and asked if I could teach 

him design software. At that time, I was teaching four different tools: 

AutoCAD, SketchUp, Enscape, and V-Ray. He asked me, ‘Ma’am, how long 

will it take to learn all of these? I told him, ‘If you attend classes regularly, it 

will take at least two months just to understand the basics of all four.’ I 
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explained that I usually spend the most time on AutoCAD, a bit less on 

SketchUp and V-Ray, and even less on Enscape. 

Then he looked at me, very seriously, and asked, ‘Ma’am, after two months, 

will I be able to design just like you?’ I was shocked and could not reply. 

In this context, Anand said, I would not blame the education system or 

people’s perception entirely, but only a few teachers, who were mostly 

architects, really helped us understand what interior design truly is. Most 

people think it is just space management and decoration, but a few of our 

teachers made us realize the importance of concept, theme, and ideas behind 

the design. Out of around 10–12 teachers during my three-year course, maybe 

only two or three emphasized this. All our teachers were architects; there 

were no interior designers. Whether architects alone should teach or not is 

debatable. Not all architects are skilled interior designers, and not all interior 

designers are equally proficient. I believe teachers should be selected based 

on their profiles and expertise. A mix of both can work well. 

One other thing I have noticed in Nepal is that people often assume you do not 

need a design school education to be a designer. Sure, many people are 

naturally creative and skilled with the technical aspects, but without formal 

training, they often overlook the broader picture, including various design 

styles, their historical context, and the ability to think conceptually. They 

might be great at copying designs from pictures, but they do not always get 

why something was designed a certain way or how to put their own spin on it. 

This lack of basic knowledge really shows in their work. They tend to simply 

copy what they see without considering whether it fits the site, the situation, or 

even the size it needs to be. So yeah, a diploma or a degree does matter, but it 

is really about getting that real understanding. 

The anecdotes illustrate the persistent problem with interior design schooling: 

rampant misconceptions of the field. Students and the public in general tend to 

oversimplify interior design into mere decoration, artistic flair, or technical 

proficiency in software. A visitor recalls a student asking if two months of learning 

about design tools would allow him to design like a professional, reflecting a common 

misunderstanding that understanding software translates to being a skilled designer. 

This reflects a deeper ignorance of design as an intellectual, contextual, and 

thoughtful practice. 
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Anand reflects on the influence of the faculty’s makeup, with most of his 

teachers being architects who place little emphasis on interior-specific thinking. 

Fewer teachers allowed students to comprehend fundamental concepts such as themes 

in design and important ideation. He criticizes the idea that interior design education 

is left with architects, but rather suggests filling the faculty with both qualified 

architects and interior designers. This refers to a lack of curriculum planning and 

training for the instructors. 

As a researcher, I have concerns about the Nepali perception that one can 

become a designer without formal schooling or education. While acknowledging the 

creative talent of self-taught designers, the narrative indicates that without formal 

schooling, these designers lack theoretical acumen, historical insight, and contextual 

sensitivity. Their designs might be technically strong but conceptually weak, usually 

replicating images without regard for site, scale, and context. 

The misconceptions are not only instilled in students but also fostered by the 

learning environment, which prioritizes tools over thought. Without support from 

seasoned instructors, students cannot grasp the inner meaning of design, a concept 

that is ideally suited for the zone of proximal development (ZPD). Situated learning, 

as described by Lave and Wenger (1991), is also relevant: students need to be 

immersed in authentic practices of the field, rather than merely being taught software 

or drawing skills. 

Across participants, the same issue recurs: shallow knowledge yields shallow 

work. However, each participant identifies different offenders: student expectations, 

faculty expertise, and the structural devaluation of education. The problem is not then 

one of individual ignorance but rather structural design education by design. Of 

concern, this overemphasis on tools and deliverables risks converting design from a 

transformative process to an instrumental one (Kolb, 1984; Schon, 1983). To combat 

this, interior design education must reposition itself as a reflective, conceptual 

discipline that values process, theory, and critical thinking as much as output (Connor 

et al., 2015). 

As I mentioned earlier, students’ question, ‘Will I design like you after 

learning software?’ still amazes me. Architects dominate the interior design faculties, 

with a high level of respect and remuneration. Although maintaining a hierarchy, 

interior design has its own scope of expertise, including concept development, 

material storytelling, and human-scale experiences, which cannot be ignored. The 
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misconception that design is easy reflects class bias. High-end clients see it as a 

decorative norm. However, in Nepal, for most of them, the interior is a matter of 

survival, maximizing space utilization with affordable materials. Understanding these 

grounded realities is crucial in this field. We should teach software as a tool for 

executing ideas, not the idea itself. We should focus more on contextually based 

problem-solving projects, rather than Eurocentric/Western approaches. The 

assessment strategies should acknowledge conceptual rigor, rather than merely render 

quality. 

Curriculum Disparities and Pedagogical Constraints 

This section examines the critical tension inherent in education by exploring 

contrasting perspectives on curriculum standardization and faculty qualifications. The 

narrative highlights fundamental challenges, including curriculum gaps in 

competency, the hiring of underqualified faculty, and the presence of senior architects 

in faculty roles, which compromise the pedagogical integrity of interior design 

education.  

Anand discussed the uniqueness of the curricula and courses offered by 

various colleges and institutes. 

When we talk about diploma programs, that is one thing; there are different 

institutes providing courses accordingly. However, when we move to the 

bachelor's level, it becomes somewhat challenging. In bachelor’s programs, 

too, different universities follow their own systems. I do not think uniformity is 

necessary. There are various universities offering interior design programs, 

such as Limkokwing and Purbanchal University. In the case of Purbanchal, I 

believe there is room for improvement, as their syllabus is quite outdated. But 

Limkokwing, on the other hand, follows an international curriculum. Students 

there learn how to design furniture in real-life contexts, which is a practical 

and relevant skill. 

Now, if we try to make everything uniform across universities, we risk losing 

the uniqueness each institution brings. I am sure even Purbanchal offers 

something unique or valuable in its way. But the moment we enforce 

uniformity, where what is taught here is the same as what is taught there, we 

lose the element of healthy competition. That competition is what encourages 

improvement. If we force everyone to teach the same thing, there will be no 

room to adapt or change. Without change, institutions can only continue doing 
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moderate work. Let us say both IEC and KIC have to teach the same syllabus 

over the same three-year period. Then they would not be motivated to upgrade 

their content. But because there is room for competition and the authority to 

make changes, they do change, and that leads to evolution in their curriculum. 

That does not mean we cannot have some sort of base framework. I do think it 

is possible to develop a baseline, not necessarily course by course, but a 

general base level. For example, if one institution does not teach any software 

at all while another teaches several, that creates an extreme advantage for the 

latter’s students. So yes, a basic level should be maintained. Perhaps two key 

software tools should be taught universally to maintain a certain standard. 

However, not everything needs to be uniform. We do not need to say, ‘you 

must teach exactly this and that.’ It can be more like Montessori schools, 

where each teacher has their own teaching methods, but certain core subjects 

must be taught. That sort of balance makes sense. Students should graduate 

with a certain baseline of skills. Beyond that, we can offer specialized skills, 

such as entrepreneurship or presentation training, which can provide a 

valuable extra advantage. But a basic standard is important. 

Jeena shared her experiences, as well as those of experienced teachers and 

course-relevant teachers. 

There is one more thing I want to share. I completed my interior design course 

at IEC College. After that, I worked in the field for about a year or two. Then, 

unexpectedly, I was offered a teaching position directly by IEC itself. 

Honestly, I was shocked. I was still unsure of myself; I did not feel like I had 

reached the level where I could teach others. And here I was being asked to 

become a teacher! It made me question what kind of standard of education 

was being maintained. I remember thinking, if I am not confident in my 

learning, what could I possibly offer to my students? It felt like their future 

was being thrown into darkness, uncertain, and completely neglected. 

Perhaps there are rare cases where students are exceptionally skilled in 

design and can teach effectively with minimal experience. However, in my 

case, the college owner had never even reviewed my grades, projects, or 

academic performance. They knew nothing about me. So, on what basis was I 

being offered a teaching job? I was genuinely disturbed. It made me wonder 
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about the entire process, including how teachers were being selected and what 

teaching strategies were being applied in these colleges. 

Even when I was studying, the situation was not much different. Now that I 

think about it, there was not a single teacher who was an actual interior 

designer. All our classes were taught either by architects or engineers. 

The story has the same pedagogical background as most of the participants; 

teachers were architects or engineers by profession. There were very few interior 

design practitioners who were in academia. This one remains a challenge even as the 

landscape in this area changes. 

This narrative highlights two significant concerns in interior design education 

in Nepal: the lack of uniform curriculum criteria and the unreliability of teaching 

staff. Anand focuses on the differing curricula of institutions like Purbanchal 

University and Limkokwing, arguing that there should be system-wide cohesiveness 

rather than an inter-institutional lack of diversity. According to him, the absence of 

distinctiveness would not promote healthy competition or innovation, but a 

foundational base is needed, especially in critical tools or skills. This aligns with the 

social constructivist learning theory, which posits that knowledge is constructed 

through social interaction within one's environment (Detel, 2001). 

Anand illustrates the spectrum within which institutional autonomy and 

standardization coexist, where non-performative approaches to different strategies 

enable differentiated learning; however, without a guiding framework, they lead to 

inequality in student results. The absence of minimal curricular coherence, for 

instance, the inclusion of basic computer applications or design fundamentals, and the 

staggering of core competencies, prevents the attainment of competitive lower limit 

standards. Students must be supported to fully participate in their practice. 

Jeena’s account embodies a critical pedagogic approach based on the 

convenience of filling teaching faculty vacancies rather than faculty competence. Her 

voice, being offered a teaching appointment when deep down, she felt she was not 

ready and had not sufficiently traversed the field, highlights systemic gaps in educator 

qualification. She wonders what kind of education is meaningful if the teaching staff 

are devoid of seriousness in academia and experience in practice. This connects with 

other participants' concerns about the over-teaching of interior design by ‘architects’ 

or ‘engineers’ with little to no formal training in interior design teaching and a dearth 

of trained interior designers in education. This scenario remains antagonistic to the 
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main features of social constructivism, including guided expert instruction and 

situated learning. In the absence of skilled guides who practice their professions, 

students are likely to struggle with conceiving design thinking as anything beyond a 

sequence of steps. Schon (1983) and Kolb (1984) propose that design disciplines 

depend on having a reflective practitioner and an apprentice, roles that novice 

educators are often unable to fulfill. These curricular and pedagogical fractures, 

critical in approach, deepen the stratification of socio-economic structures and 

diminish reliance on transformative interior design education. Institutions might be 

attempting to mitigate shallow understanding but inadvertently reinforce context-less, 

depth-less knowledge. 

Reading these accounts makes me feel like I am holding up a mirror to my 

own professional environment. We are stuck between two-tier systems of education, 

where elites are gaining industry-relevant skills (at Limkokwing-affiliated colleges), 

and others are lagging with obsolete knowledge (at Purbanchal-affiliated colleges). 

International affiliation also charges premium fees for providing global content. The 

faculty crisis and the architect-interior hierarchy lead us to a trap that needs urgent 

advocacy. We need to shift from just service providers to educators.  

Critical and Contextual Aspects 

Participants shared their critical reflections and challenges about the 

curriculum, which need to be addressed. They also discuss the lack of contextual 

awareness in education. The broader challenges are highlighted: balancing skill-based 

training with critical-theoretical foundations, global practices with local ones, and 

technical proficiency with design literacy. 

Anand said, As a teacher, I distill the most vivid experiences I have had into 

key takeaways for each of my students. In my experience, it enhances their 

understanding more profoundly. Regarding the curriculum and course 

structure I teach, there are several areas that I believe could use improvement. 

As I mentioned earlier, when we launched the diploma course, I intentionally 

excluded history as a standalone subject and instead incorporated it into other 

topics. No, history is important, and I did not argue its relevance. Therefore, 

my underlying reasoning is that it is something students can explore in greater 

depth while conducting their research. Forcing them to study it as a full 

subject does not sound the most convincing way to approach it, so I decided to 

eliminate it instead. Reflecting on what else could be removed, I sometimes 
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feel, even now, that we are overwhelming students with too many software 

programs. Perhaps it would be easier if teaching were only focused on a few 

key tools. There is this increasing competition to learn every software 

available, but I do not think that is always a requirement. The course 

framework does not require any significant alterations. For example, students 

can manage subjects such as history independently. Regarding software 

instruction, we need to exercise moderation. Learning everything feels like a 

requirement to master this software and that software when each individual 

has uniquely tailored interests,” said no student ever. They are not catering to 

a student’s individual needs. The one-size-fits-all model is not the most 

optimal. 

Anand’s commentary addresses the sociocultural gaps that exist within design 

practice, emphasizing the need for reality integration during learning processes. 

Overhyped software instruction defines the traditional curriculum as critically lacking 

in history content, where Anand’s reflections blend anecdotal pedagogies with 

courseware negotiation. This approach aligns with social constructivism, emphasizing 

learning through authentic, situated experiences and conversations embedded within 

the actual setting (Detel, 2001; Stetsenko, 2017). 

Anand’s rationale for dropping history as a subject suggests some level of 

emancipated learner stance. Perhaps content like history is more suitable as an 

independent study area, where students utilize in-depth research to approach it. This 

aligns with Gosen’s (2004) argument for exploratory learning without predetermined 

goals as a fundamental guiding principle. On the other hand, posing questions about 

whether learners have the motivation and the capability to determine the course 

content is challenging. The approach is effective only for minimally active, highly 

self-directed learners who are inexperienced with facets of design history (Lewis & 

Williams, 1994). Knowing how materials relate tends to foster creativity, design 

artistry, and innovation. Sometimes, tool proficiency is mistaken for design literacy, 

reflecting a broader issue in the field of design education. Anand calls for a learner, 

purposeful integration of software, student needs, and industry relevance, rather than a 

one-size-fits-all model. This perspective aligns with Schon’s (1983) argument that 

true professional learning stems from reflection-in-action, not just technical mastery. 

Critically, Anand’s approach to modifying curriculum shows appreciable 

action, but it is also risky if not balanced carefully. A curriculum design must ensure 
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that all learners are exposed to a coherent body of knowledge and critical discourse, 

especially in contexts like Nepal, and also ensure students' active involvement. 

Emotional and Care Pedagogy 

This is another challenge that is not currently addressed in interior design 

education. Emotionally caring pedagogical approaches are crucial for understanding 

students and facilitating their learning in the twenty-first century. 

Shruti said, “In the case of providing emotional support to students, I 

personally do not deal with those matters in class. When addressing a 

learner’s emotional difficulties, I do so in a general manner, which usually 

entails teaching the whole class and comparing them to other learners. That 

causes the student to deviate from normal behavior, feeling strange or 

sometimes getting ‘sick’, and then resorting to slowly fading away from the 

rest of the class. Therefore, I do not discuss emotional issues in class. If 

necessary, I offer personal solutions out of class. That way, I do not engage 

too much, because as teachers it is not our responsibility to go that far. If I 

ever feel that a student is in danger or has a serious issue, it is my 

responsibility to notify the appropriate authorities. In such situations, I report 

to management, and if necessary, I will contact the student’s parents directly. 

In such cases, I prefer to remain professionally detached, free from emotional 

entanglement with the student’s problems, which allows for a more objective 

perspective. Bishal’s perspectives are different. “Teaching today is not easy; it 

has become quite challenging. In our day, teachers were very strict. Some 

even resorted to scolding or hitting students. But things have changed. I 

practice teaching with care, love, and empathy. Initially, I was more strict, but 

over time, I learned that providing motivation is far more effective than using 

harsh discipline. 

When inquired by a curious student, it is often easier to shut them down. If we 

do that, they will not dare to ask again. Every question is valid; being curious 

deserves respect and can build confidence. I had timid students, like one 

student who still bore the scars of being beaten by a teacher during her grade 

12. I supported her and several others, counseled them, and gradually guided 

them towards feeling safe in the classroom. Eventually, with consistent 

guidance, all of my students were able to improve their confidence and class 

engagement. Yes, other challenging scenarios do arise, and, being human, I 
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do show emotions. However, there is a limit to how I express my feelings; my 

focus is simply on managing them calmly. If a particular problem occurs in a 

classroom setting, I tend to revisit my lessons. In the past, my first instinct was 

to get frustrated and feel the urge to resort to setting strict boundaries, such as 

discipline; however, I am now relieved to say that is not necessary, especially 

with this generation. 

One incident that I will never forget is that of a student who joined the 

struggle; his mother had fought hard to get him admitted to the college. 

However, he was not paying attention in class. I called him and reminded him 

of his mother’s efforts. He cried, and I told him that ‘nothing will work unless 

you will. Stop crying and start working hard.’ I offered to support him after 

class, guide him personally, but told him he had to put in the work. That 

conversation changed him, and now he is doing well. 

The stories of Shruti and Bishal effectively highlight two distinct approaches 

to emotional care in interior design education. Shruti, for instance, takes a more 

reserved and professional approach. She maintains her emotional distance in the 

classroom, primarily to respect student privacy and establish clear boundaries. It’s 

admirable, honestly, because she’s looking out for her students in a protective way. 

But you can also see there’s this underlying tension—she’s trying to balance 

emotional detachment with providing a holistic education. Sure, she’s there for 

private support, when necessary, but it feels like she sees emotional care as something 

outside her teaching role. This aligns with the traditional teacher-centered model, 

where, if there’s an emotional issue, it is often passed off to administrative systems 

instead of being addressed in the classroom (Noddings, 2005). 

Now, on the flip side, we have Bishal. He really leans into an emotionally 

responsive and empathetic style. It’s all about care pedagogy for him, where empathy, 

trust, and building supportive relationships take center stage (Noddings, 2012). His 

journey from being strict to more understanding shows a shift towards social 

constructivist ideals, you know? Learning becomes a shared experience, built through 

dialogue and creating a sense of emotional safety (Bruner, 1996; Vygotsky, 1978). 

Bishal’s approach—going over lessons again, taking the time to address questions 

respectfully, and mentoring students one-on-one—creates this student-centered 

environment that really boosts psychological security and motivation. 
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Bishal’s story aligns well with Noddings’ (2005) ethics of care, which 

emphasizes that caring relationships are crucial to effective teaching and learning. His 

methods—counseling, motivating, and being there for students dealing with trauma—

also resonate with Maslow’s hierarchy of needs, highlighting that emotional well-

being is super important before real learning can take place (Maslow, 1943). 

These contrasting narratives effectively illustrate the evolution of the teacher's 

role in higher education. Shruti’s boundaries highlight the institutional constraints. On 

the other hand, Bishal’s focus on emotional support demonstrates how empowering it 

can be for learners, especially in fields like design, where confidence, expression, and 

trust are crucial. This difference in approaches reflects a bigger issue in institutions: 

some educators see care as a core part of their teaching identity, while others treat it 

as an add-on. It’s a gap that highlights the need for more structured emotional literacy 

training in teacher development programs. 

Reflecting on my pedagogical journey, I have noticed that, even if a few 

teachers are willing to provide sound teaching, learning, and assessment strategies in 

the classroom, management and system constraints, a lack of resources, and a limited 

budget have led them to step back. Each institute is overloading students with 

requirements and assignments to maintain a tough competitive edge in the market. 

This also leads many students to drop out of the course. When I had an informal talk 

with my institute head, they said, to maintain competition and sustain in the market, 

we have to provide these unnecessary skills and subject knowledge, as other institutes 

are doing the same. So how can we bring something different, something relevant, 

and contextual, if we follow the same traditional route, just because everyone is doing 

the same? There is an urgent need to change the mindset of senior management. We 

need to shift from a course-centric to a student-centric approach, from a traditional 

pedagogy to an emotionally caring pedagogy, to make a genuine shift in students’ 

learning (Noddings, 2012). 

Of course, where I am teaching, as well as in many other institutions, are 

overloaded with software, lack resources, have a gap between privileged and less 

privileged students, and often ignore contextual knowledge, which are the unseen 

challenges that need to be addressed. Additionally, students and junior faculty should 

be involved in consultations while preparing the curriculum, which can provide a 

collective vision, rather than one based solely on market competition reactions.  
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6’ C Model: A Tentative Pedagogical Model for Interior Design Education 

Based on the rich narrative and pedagogical insights in this chapter, this 

section proposes a 6’C: A Pedagogical Model for Interior Design Education. This 

model can be viewed as a tentative framework developed from participants' voices 

and my reflections, which aims to foster more effective educational strategies in 

Nepal. This model builds upon Vygotsky’s foundational theory of social 

constructivism (1978), but extends its framework to include six interconnected 

components: Cognition, Contextualization, Crafting Creativity, Critical Thinking, and 

Conduct. Together, these six Cs represent an approach to design education to foster 

holistic, ethical, and context-sensitive learning. This model seeks to move beyond 

content mastery toward transformative learning. The diagram explains this model: 

Figure 5 

6C: A Tentative Pedagogical Model for Interior Design Education 

The above diagram, Figure 5, represents the model that has been found 

essential for interior design education, following an understanding of the narratives 

and critical analysis of participant voices regarding teaching and learning practices. 

Each component and its significance are explained below separately. This integrated 

approach to interior design education can enhance the development and understanding 

of students at various levels, including cognitive, personal, social, inquiry-based, and 

critical levels (Taylor, 2015). This model, if applied, can also foster the ethical 

conduct and experiential dimensions in interior design education. 
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Cognition  

The first component, cognition, serves as the foundational component for this 

model. It focuses on how students acquire and process basic knowledge through 

structured and mental development.  Here, Anand’s accentuation of dialogic teaching 

and his selective mentoring about each student's capability underscored this idea the 

most strongly. Through his teaching, Bruner’s (1996) conjecture that learners actively 

participate in the self-construction of knowledge through interaction and problem-

solving informs education. Bishal’s approach of granting greater independence 

alongside differentiated levels of support represents Vygotsky’s concept of scaffolded 

learning, where the teacher provides greater assistance to facilitate learning rather 

than controlling the process. As described by Piaget, a student’s mind is actively 

constructing, which, in interior design, can be experienced through studio-based 

activities such as preparing models and working on real projects. The tactile 

experiences build basic intelligence and technical understanding (Taylor, 2015). 

These suggest that in design, the cognitive level of learning means mastering 

fundamentals through scaffolded problem-solving approaches. It involves theorizing 

design principles and elements by connecting abstract ideas (imagination) with 

tangible experiences (renders, field visits, model making). It leads to other levels of 

learning, such as creativity, conduct, and contextual learning, which are discussed in 

further detail. 

Creativity 

Creativity as a form of self-expression and action is dynamic in nature, 

iterating upon physical expression, the imagination in motion, as Dwyer & Davis 

(2017) describe. Talented designers are not always able to use software creatively, 

and the primary misunderstanding within interior design education stems from 

equating creativity to raw, manifest talent as an outcome of utilizing computer 

programs. 

In this particular research case, Shruti recounts the process of building a 

chandelier from what most would consider waste materials, glass and wood, as an 

emotionally charged, improvisational form of material engagement. Anand’s real-life 

café project illustrates what students gaining access to the constructed building was, 

aligns with contextual and experiential learning, where knowledge is deeply rooted in 

authentic activity. These descriptions highlight acts of creativity as an intertwined 

engagement of emotions and senses, transcending the intellectual plane. 
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Accompanying these thoughts, we can affirm the need for domain and field to 

constructively evaluate the work in relation to primary inputs at the intersection of 

personal innovation, thereby forming his systems theory of creativity. The providing 

and receiving of relevant critique becomes part of creative teaching and requires 

intuitive adaptations. My participants echo this by emphasizing that while design 

software has its own usefulness, no computer program can replace the absent 

development of a creative, critical, and deeply spatial sensibility. This suggestion 

pushes design educators to center their focus, not on a refined end product, but rather 

on process exploration. 

Crafting 

The third component, Crafting, emphasizes the experiential, embodied, and 

hands-on learning that is basic to interior design education. This “C” binds the model 

to Gosen (2004) and Kolb (1984), who contended that understanding arises from a 

combination of doing, feeling, observing, and reflecting. Deconstructing the term 

‘Crafting’ literally means to make; in the context of teaching interior design, it 

involves building scale models, working with materials, sketching design ideas, and 

creating spatial mock-ups. But it also represents deeper engagement: shaping ideas 

through experience. Crafting as a pedagogical approach is embodied in Shruti’s 

recollection of glass being cut in a workshop, Bishal’s visits to a tile factory, and 

Anand’s live projects. Unlike pure abstraction, theoretical reasoning, or work done 

exclusively on a computer, crafting situates the learner within the materiality of 

design, the embodied experience of space, and the emergent quality of creation. 

Crafting holds major pedagogical significance from the moment students 

begin to learn through tactile experiences, visual observation, assembly, and 

interaction with the environment. It aids in spatial reasoning because of the physical 

and visual elements available, bridging the gap between ideas and construction. 

Kolb's learning cycle, including concrete experience, reflective observation, abstract 

conceptualization, and active experimentation, is fully realized through craft-based 

pedagogy. Moreover, crafting fosters patience, problem-solving, and confidence in 

students who have limited exposure to professional design environments. It is through 

crafting that students develop a lived understanding of material behavior, scale, 

ergonomics, and environmental responsiveness that cannot be developed through 

software or theoretical lectures alone. 
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Contextualization 

The second part, Contextualization, extends the boundaries of social 

constructivist theory by situating a learning process within a particular culture, 

environment, and society. As a spatial and cultural practice, interior design cannot 

exist in isolation from its context (Barrs & Richmond, 2024). Freire’s (1970) notion 

of education as “praxis,” the fusion of critical reflection and action, is apropos here. In 

his fieldwork, Bishal’s incorporation of indigenous Newari or Tharu styles into 

student projects shows the infusion of local cultural identity into design learning. 

Anand’s incorporation of entrepreneurship and business modules, specifically tailored 

to the Nepalese market, also illustrates the concept of relearning because the modules 

respond to local economies and practices. Each of these approaches also aligns with 

Dewey’s (1938) philosophy of experiential learning, which posits that knowledge is 

formed through the interaction between the learner and the environment. Jeena and 

Shruti, who expressed concern about the curriculum being far removed from the 

realities of professional settings, add to the proposal that the curriculum needs to be 

more closely tied to socio-cultural realities and constraints. The 6C model, therefore, 

calls for an education system that merges universal standards with local specificity, a 

glocalized pedagogical approach. 

Critical Thinking 

The fifth dimension of the model is Critical Thinking, which fills a design gap 

in contemporary design pedagogy. Critical and creative skills are important; however, 

the ability to reflect, inquire, and critique is essential to transformative learning 

(Mezirow, 1991). In this context, Jeena’s reflections on her education, which lacks 

preparation for learners regarding feasibility, cost, and material constraints, highlight 

an urgent necessity for critical thinking and engagement. Bishal’s strong advocacy for 

a questioning culture within his classrooms is equally an expression of commitment to 

dialogical learning. He stated that students must be motivated, rather than 

reprimanded, for attempting to explain because curiosity is the beginning of a deeper 

understanding. These examples illustrate Mezirow’s theory of transformative 

learning, which calls for disorienting dilemmas and reflective discourse as catalysts 

for change in one’s perspective. Dewey’s (1938) understanding of reflective thinking 

as a disciplined form of inquiry comes into play here, too. In brief, education for 

interior design addresses the challenge of educating students not only to design but 
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also to think critically about design, to interrogate aesthetic choices, cultural 

assumptions, and agency as a means of spatial transformation. 

Conduct 

The final and perhaps most transformative element is Conduct. This 

incorporates empathy, ethics, sustainability, and empowerment into the learning 

process. Constructivist theory focuses on cognitive development, whereas this model 

also encompasses the moral and affective aspects of education, drawing on Noddings' 

(2005) work, which advocates for care and empathy as essential pedagogical virtues. 

This research highlights Jeena's argument about the lack of ethics training damaging 

the professional credibility of interior design in Nepal. Her story about untrained 

professionals performing substandard work highlights the ethical shortcomings in 

design education. Bishal, on the other hand, practices emotionally responsive 

pedagogy, counselling students individually, which promotes psychological safety by 

allowing them to express emotions freely. He works from the ethics-of-care model, 

where developing attentiveness and trust is considered less emotional work, but rather 

a professional responsibility. Emphasis on emotional well-being supports Maslow's 

(1943) hierarchy of needs. While Shruti displays professional aspects, her concern for 

academic integrity and discipline also reveals her ethical commitment. An interior 

design education is required to be competent and context-aware, but the conduct 

component places additional requirements, such as ethical sensitivity, emotional 

intelligence, and social mindfulness. It expects students to work while considering 

concepts like sustainability, empathy, and empowerment, not as afterthoughts, but as 

integral elements in their professional process. 

Analyzing the participants’ narratives, as informed by the 6C model in light of 

social constructivism, reveals both similarities and differences. This perspective 

focuses on the social co-construction of knowledge, the mentor, and authentic 

activities. This added framework includes additional elements such as creativity as an 

essential process, critical reflection as an act of transformation, and ethics and 

empathy as keys to deeper learning. In traditional interior design education, the focus 

is on how knowledge is acquired through social interaction, whereas in this 

framework, the focus is on why. And where? Emphasis is also placed on the 

acquisition of meaningful knowledge, the formation of a value system, and the 

learning environment, considering actual spaces, tools, and tasks. 
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Although this model appears to be effective, its implementation may be 

challenging. The most important impediment is the existing institutional capacity. 

Participants mention that many design colleges in Nepal lack the required facilities, 

skilled personnel, and operational autonomy necessary to implement an elaborate 

teaching strategy. Jeena and Shruti observe that some educators are employed without 

relevant professional experience or teaching qualifications, which diminishes the 

quality of design education and future designers. Anand and Shruti identify a lack of 

time and competition as barriers to adopting slower, reflective, and student-centered 

techniques. In addition, emotional pedagogy is not an area most teachers are prepared, 

or willing, to address. Shruti’s disengagement from addressing more personal aspects 

of students’ lives is understandable, but underscores a need for instructors to undergo 

professional training in emotional literacy. The lack of movement in the conflict 

between formality and flexibility remains a persistent issue. Too much uniformity, as 

Anand warns, creates stagnation, while the absence of a fundamental competency 

checklist leads to too much disparity in academic standards, resulting in inconsistent 

learning achievement. 

This model clearly captures, through the narratives of my participants, that 

effective design education aims to be relational, contextually anchored, ethically 

grounded, creatively robust, critically reflective, and deeply embedded in 

relationships. In sketching these purposes, the 6C Pedagogical Model of Interior 

Design Education embodies a vision to rethink interior design education with a social 

constructionist approach. It retains the socio-cultural dialogic nature of learning 

advocated by Vygotsky (1978) and broadens the horizon to incorporate the culture 

focus of Bergsteiner et al. (2010), the ethical concerns of Freire (1970) and Noddings 

(2005), the creativity focus of Csikszentmihalyi (1996), and the critical reflexivity of 

Mezirow (1991). Although the implementation may be problematic, the model serves 

as both a compass and a critique toward a distinctly humane, holistic, and 

transformative approach to interior design education in Nepal and beyond. 

In conclusion, this chapter set out to explore the research question: What are 

the teaching and learning experiences of interior designers in Nepal? This focuses 

particularly on curriculum, pedagogy, assessment, learner-centeredness, and the 

challenges that arise from these areas. The narratives presented, when read alongside 

relevant scholarship, reveal that teaching interior design in Nepal is a dynamic, 

negotiated, and often contested process, shaped by institutional limitations, personal 
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commitments, and evolving educational philosophies. The chapter also highlights the 

challenges of interior design education and how participants are finding ways to deal 

with these. The introduced 6’C Model: A tentative pedagogical model for interior 

design education, is developed in accordance with participants' narratives, and 

required design education for the twenty-first century. This chapter addresses the 

research question by demonstrating that teaching interior design in Nepal requires 

revision and adaptation informed by negotiation, contextual realities, and, where 

necessary, international theories, as outlined in the 6’C model. 

Chapter Summary 

This chapter offers insight into the lived realities of curriculum and pedagogy 

in interior design education in Nepal, presenting rich stories from the case study 

participants alongside critical reflection. It captures the voices of Anand, Shruti, 

Jeena, Bishal, and Shruti, weaving together a fragmented yet coherent depiction of an 

evolving, in-between, transitional field that struggles with the tension between 

structure and flexibility, tradition and innovation, and abstraction and application. 

This chapter addresses the second research question: What are the teaching 

and learning experiences of interior design in education? Underpinning the 

philosophy of these strategies is a belief in learning through hands-on experience. 

This approach of learning by doing is relevant to the social constructivist theory of 

Vygotsky (1978), the experiential learning framework of Kolb (1984), and the 

transformative pedagogy of Mezirow (2000). Educators highlight that site visits, 

model building, field studies, and dialogic critique can foster deep engagements. This 

indicates a shift towards active, contextual, and collaborative learning, evolving from 

conventional teaching and rote memorization. In this change, students engage with 

tools, materials, spaces, and peers to co-construct knowledge. 

Although it highlights the above points, this chapter also addresses some 

issues related to institutions and educational systems. Participants discussed 

unmanageable institutional timelines, insufficient infrastructure facilities and 

resources, uneven access to equipment, and the employment of relatively less 

qualified teachers, primarily for financial reasons. In the long run, this is affecting the 

overall output. These pedagogical gaps suggest a mismatch between educational 

aspirations and lived realities. The dominance of architects over educators in interior 

design raises issues about the shallowness of the content and teaching methods, 

highlighting the need for specialists. Similarly, underlying strategies for assessment 
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reflect attempts to redirect the focus from outcomes to processes. Cancellations of 

these attempts can be attributed to a lack of institutional backing, a culture of grading, 

and a focus on performativity. While care and emotional attention, along with 

differentiated strategies, enter as strong but uneven practices. 

The proposed 6C Pedagogical Model for interior design education is the key 

finding of this chapter. It includes: Cognition, Contextualization, Crafting, Creativity, 

Critical Thinking, and Conduct. It advocates for a holistic, culturally embedded, and 

ethically responsive pedagogy that honors both individual learning experiences and 

collective practice. Overall, interior design education in Nepal is on a dynamic 

journey. The discussion highlights that interior design educators in Nepal face 

challenges such as curriculum gaps, limited recognition, and resource constraints, 

despite their commitment to fostering meaningful learning. These findings set the 

stage for Chapter 6, which moves from the immediate realities of teaching toward the 

vision of participants of interior design in the future. Whereas Chapter 5 focused on 

how participants manage classrooms, curricula, and institutional challenges, the next 

chapter will explore how these experiences will shape future orientations and visions 

for the profession. In this way, this study continues its journey from personal journeys 

(Chapter 4) to teaching practices (Chapter 5), and finally to the future envision of 

interior design practice and education in Nepal (Chapter 6).
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CHAPTER VI 

ENVISIONING: INTERIOR DESIGN 

Overview 

The chapter titled "Envisioning: Interior Design" envisions the future of 

interior design education, leading to practical applications. The previous chapter 

included the educational journey of the participants, including pedagogical activities, 

assessment strategies, and challenges, thereby suggesting a 6’C pedagogical model for 

the future. This chapter addresses the question: How do interior designers envision 

pedagogy and professional practice of interior design in Nepal? This question seeks to 

gather future insights from participants to enhance the scope and facilities of the 

interior design. In this chapter, I have explored how interior designers began 

rethinking design and its meaning after immersing themselves in the practice and 

reflecting on their educational strategies. After engaging in critical self-reflection and 

learning about the scope of interior design, they realized it to be a potentially 

transformative learning journey. They envision a future of interior design that is 

transformative through comprehensive and holistic learning, and thereby through 

practice. In this chapter, I have finally described four dimensions of holistic 

development: mind (philosophical), body (socio-cultural), hand (critical), and soul 

(spiritual). The development and growth in these four dimensions will lead to 

transformation in interior designer participants and others in the community. 

However, it seems to be a potential approach at present. 

This chapter also describes the relationship between education and practice in 

interior design. This chapter will build on earlier analyses and delve into how 

participants interpret, experience, and reimagine the purpose and impact of their 

educational journey in professional contexts. The following figure shows the overall 

structure of this chapter. 
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Figure 6 

Envisioning: Interior Design 

The figure above illustrates the overall structure of this chapter. The thinking, 

rethinking, and envisioning process of interior designers leads them to a potential 

transformational journey. Each section is described in detail as follows. 

Rethinking Design Through Practices 

Interior design education is not only about learning to arrange space; it is 

about developing philosophical orientations, ethical direction, and cultural awareness. 

Participants transitioned from students to practitioners, shifting their philosophical 

stance from viewing design as art or ornament to recognizing its social, functional, 

and psychological aspects. This section examines how participants have undergone 

transformational changes, based on their experiences, conflicts, and reflections, as 

outlined in transformational learning theory (Mezirow, 2000). These changes occur 

through disorienting dilemmas, critical reflection, and shifts in perspective. This 

section is interested in the philosophical changes experienced by the participants. 

From Aesthetics to Functional and Ethical Practices 

This section describes a paradigm shift in interior design education and 

practices. Participants are transitioning. They prioritize functionality over aesthetics, 

focusing on social aspects and ethical considerations. Participants commonly 

described their early education as being aesthetics-driven, but their practice demanded 

more functionality, social insight, empathy, and negotiation. These narratives are 
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necessary to move beyond designs based on theories and visually appealing images, 

and to prepare students for the complex, human-centered realities of practice. 

Bishal described this realization vividly: 

When I started practicing, I realized it is not only about beautiful designs. It is 

about solving problems. I once made a perfect layout for a restaurant, but the 

client rejected it. He said, ‘This would not work for our Nepali customers who 

come in groups, sit for long hours.’ That day, I understood that design is not 

drawing, it is understanding people. 

Shruti said, When it comes to the furniture design subject, I do not go too deep 

into practical aspects because it is an initial, basic-level subject. I treat it as a 

way to check the creative level of students when they first join. But when I 

teach subjects like Kitchen and Bathroom Design, that is where I start relating 

the lessons directly to onsite experiences. For example, the standard kitchen 

counter height is around 30 to 31 inches, but in practice, if you include a 

dishwasher, it often needs to be raised to about 32.5 or even 33 inches. Such 

details are not typically found in textbooks. Similarly, books would not tell you 

that you can cut out the skirting and insert drawers, or that if you use two-foot 

tile, there will be no joint. These are the types of practical things I ensure to 

include in my teaching. 

I always tell my students that while their design matters, the most important 

thing is the client’s requirement. That is what leads to the outcome addressing 

the functional and ethical needs. 

The narratives of Bishal and Shruti illustrate the shift in the path of education 

from being deeply rooted in aesthetic design principles to a practice that demands 

functional, social, and ethical considerations. Bishal remembers how his aesthetically 

appealing design was rejected by a client who prioritizes local and user behavior over 

visual appeal. This moment led him to reframe design as a problem-solving endeavor. 

Similarly, Shruti reflects her evolution in teaching. Initially, she prioritized creativity 

in the basic classes. Then, she transitioned to teaching with real-world examples in 

more challenging classes, such as those on kitchen and bathroom design. She says 

textbooks usually skip the practical aspects, so they should be taught in class to 

prepare students for their jobs. 

The participants had faced problems, and they reflected on them, which 

changed their minds and altered their perspectives on interior design. This aligns with 
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Taylor’s (2022) concept of transformative learning. Both examples demonstrate that 

learning occurs when people engage in conversation and collaborative work, which 

aligns with social constructivism (Vygotsky, 1978). 

Bishal learns by talking to clients, while Shruti helps students learn by 

offering them helpful advice based on her own experiences. These thoughts suggest 

that what's taught in school and what's expected at work do not always align. Their 

stories show that a design, if it looks good, is not enough. Learning by doing, 

responding to clients, and being ethical are a must. Teachers can prepare students for 

the challenging and real aspects of design work by encouraging them to think and 

learn collaboratively with others. Bishal said he proudly displays his students' projects 

featuring stunning renders and extravagant three-dimensional models in college 

exhibitions. Even, he prioritizes this over functionality. The reality is that the 

presentation impresses clients and students. There are challenges in practice, such as 

negotiations with clients and contractors, functionality, and addressing mistakes and 

errors during implementation. These are faced by almost every student who enters the 

field, which can be mitigated by co-education with local contractors, teaching 

negotiation tactics, and decentering aesthetics, by giving functionality equal 

significance.  

Negotiating Identity from Passive Student to Responsible Decision Maker 

This part examines the complex journey of interior design graduates as they 

transition into the field and navigate the development of their professional identity, 

from a passive, safe student environment to autonomous, risk-taking, and responsible 

decision-makers. Professional identity formation is an intrinsic part of the 

philosophical change, which is likely to be in disagreement with early trainee-formed 

self-concepts. It presents how cultural backgrounds, power dynamics, and workplace 

hierarchies can shape the identity of a designer. 

Anand stated 

During college days, I was just a student and used to take orders and submit 

assignments. However, when I ventured into the field, I needed to command 

crews, negotiate with contractors, and discuss technical matters with 

customers. I overnight owned up to all the mistakes and slowness. That 

assertiveness and confidence came not necessarily from schooling but from 

learning on the job. I have noticed that students entering interior design 

programs come from a wide range of backgrounds. Some are total newcomers 
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and ready to absorb. Some are coming in from an architecture or engineering 

background, maybe a little too confident. Interior design is a distinct 

discipline; it is not purely technical, but rather about marrying precision to 

aesthetics. First, the students struggle with concepts like sustainability or 

design thinking, but with experience, they realize that they need to unlearn and 

learn again. This kind of humility leads to actual growth. I have also seen a 

transformation in students from culturally conservative backgrounds. For 

example, I am a Newar, where speaking in public is not encouraged. Such 

students do not want to present, not because they lack ideas, but because they 

are afraid of being judged. I understand what you are saying. I used to feel 

embarrassed about my accent and tone, as well. However, with time, through 

repeated presentation and feedback, the majority of them learn that it is not so 

much about the perfect language, but rather the richness of their thoughts. The 

best part of teaching is seeing them become confident speakers and designers. 

Jeena described a similar evolution: 

Previously, I thought that designing nice visuals and designs was the task of a 

good designer. However, in reality, when I was preparing my first project as a 

leader, I realized it is also about handling pressure, managing budgets, 

coordinating timelines, and working with carpenters. The design is only part 

of it. On the ground, I must be a communicator, mediator, manager, and 

worker, among other roles. I had to shift my thinking to become a 

communicator and manager, as opposed to merely a creator. 

The stories of Anand and Jeena reveal a student learner's transformation from 

being students to autonomous decision-makers in practice. It is a radical shift in 

professional identity. Anand reflects on his own development from a passive student, 

who took instruction and completed assignments, to a professional responsible for 

managing teams, working with contractors, and assuming responsibility for technical 

decisions. He achieved this by learning on the job, rather than through formal 

education. However, through regular practice, feedback, and performance-based 

assessment, such as presentations, students become confident professionals, which 

demonstrates a change in their identity through practice. 

Jeena's narratives describe a similar role of designers in the profession and a 

shift in identity. She learned that practice encompasses a broader range of skills, 

including project management, budgeting, and negotiation at an interpersonal level, 
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not just visual and aesthetic. She realized that the designer must also be a mediator 

and leader, demonstrating a deep reorientation of professional identity. She learns that 

design capability goes far beyond aesthetics to encompass leadership, responsibility, 

and strategic thinking. 

The role of critical reflection in reconstituting self-conceptions accounts for 

the change in identity (Duerden et al., 2023; Taylor, 2022), as it enables an 

understanding of one's own identity, leading to transformation (Collins, 2022). Both 

participants challenged their initial assumptions after experiencing disorienting 

dilemmas. Anand addresses leadership responsibilities, while Jeena focuses on the 

managerial dimensions of design practice. They re-examined and deepened their 

professional selves in these dilemmas. Anand's voice reflects Mezirow's emphasis on 

dialogic learning and the need for inclusive, supportive environments that foster 

student development. This provides learners with an opportunity to reflect, re-

examine assumptions, and engage in meaningful learning processes. 

Social interaction, either with contractors, peers, clients, or mentors, leads to 

shifts in identity (Vygotsky, 1978). Therefore, learning is constructed through 

communication, interactions, and collaborative practice. Anand's narrative illustrates 

that dialogic participation in socially and culturally embedded settings can develop 

one’s identity. He talked about student learning through peer presentations and 

critique sessions. As newcomers to the design profession, Anand and Jeena gradually 

moved towards full participation in a community. They were practicing, learning tacit 

knowledge, confidence, and working professionally. Involving actual work, social 

negotiation, and professional roles and responsibilities, marks the transition in their 

work pattern. 

Together, these narratives illustrate that the development of a designer's 

identity is not linear and formal. Rather, it is tempered in highly socially situated 

experiences that challenge current notions of self and require students to adopt new 

roles and capabilities. Therefore, instructors must recognize that professional identity 

development requires pedagogic models that support experiential, reflective, and 

relationship-based learning experiences. 

As an interior designer, I recognize my dual role. As a practitioner, the 

narratives give me insights, but as an educator, I am implicated in the power 

structures like Anand and Jeena. The tensions between valuing cultural and contextual 

identity and navigating global expectations also remain unsolved. If we focus more on 
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technical skills, we will be short of time to teach students relational negotiation skills 

in practice. Field coordination with stakeholders is often treated as an internship core, 

rather than an academic focus, which reinforces the hierarchies that separate designers 

and workers. These narratives remind me that identity is not taught, nor is it created; it 

is formed slowly through the friction between our ideals and messy realities. As 

interior designers, we should continually interrogate it and evolve according to its 

requirements.  

From External Validation to Internal Reflection 

The analysis in this section highlights the professional transition from seeking 

external approval in academic settings to developing internal value judgements in 

practice. Through mentorship, failures, and personal growth, participants exhibit a 

gradual shift towards self-reflective approaches. Participants described their transition 

from a mindset focused on achieving grades during the learning phase to one that 

considers value-based practice. They started reflecting on their practices and working 

for a better output. 

Anand said, What I usually do is, after the students have completed their 

submissions, many of them begin to self-reflect on their own. They come to me 

and say things like, ‘This was not my 100%,’ or ‘I could have done this and 

that, but I did not have enough time.’ Such self-realization is already 

underway. Even after submissions, we sit down and reflect, asking, What 

could we have done better? In several cases, particularly with our bachelor's-

level students, we even revisit their first-year projects when they are in their 

second or third year. We revisit their early work and say, ‘Now look at what 

you did back then, and compare it with your current self. Analyze your first-

year project through a mature lens. What mistakes do you see now?’ And most 

of the time, students immediately realize it on their own. That is the kind of 

reflective practice I keep engaging in. 

Shruti said, When I give suggestions, especially toward the end of the course, I 

always tell students not to rush into freelancing just because they have a 

certificate. I warn them that if they start working without enough experience 

and things go wrong, it will damage the reputation of designers in the market. 

I will share my example. I never actually freelanced, but after working for 

three years, I thought, ‘Oh, I know enough. I can do this.’ I invested a 

significant amount of money, time, and effort believing that. My first 
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internship supervisor even told me I was rushing and needed more experience. 

But at that time, I was confident I could do it. 

When I started as an intern, I earned approximately 15,000 NPR, and within 2 

to 3 years, my salary increased to 45,000 NPR. I felt like a big shot and even 

bargained with offices for higher pay wherever I could. I thought I was good 

at what I did. However, later, when I began investing in my work, I realized I 

had not really gained enough experience. I had rushed into it. People learn bit 

by bit, but I tried to do too much too soon. That is why I tell my students: do 

not think you are ready until you have gained enough experience. I say the 

same to carpenters who are my students. They may be experts in their field, 

but this course is entirely new. After completing their studies, they should 

undertake an internship for a specified period. Without gaining experience, 

never jump into the market. You cannot learn the realities of the market just by 

studying in class. 

Jeena said: 

As a student, I copied Pinterest because it looked good. Now, I ask: Does this 

space make sense for a Nepali family? Can they maintain it? That change 

came from failure. One client disliked the modern toilet I provided. I learned 

to design for people, not for trends. 

The narratives of the participants demonstrate a shift from performance driven 

by outside forces to reflective, internally motivated thinking, indicating professional 

maturity and transformation. The narrative of Anand explains how students begin to 

reflect on their past work with greater consciousness and realization. His teaching 

promotes longitudinal thinking as he contrasts initial work with present abilities, 

enabling students to develop a reflexive practice based on personal growth. Shruti 

brings it to the next level by noting the mismatch between perceived preparedness and 

experience. She realizes that her mistake, entering into practice without sufficient 

experience, is one she now teaches her students by reflecting on her trial-and-error 

approaches. This demonstrates a shift in participants' judgment from external to 

internal mechanisms, emphasizing self-criticism. Jeena's experience also resonates 

with these notions of self-critiques. Initially, she used to copy visual aesthetics from 

Pinterest; later, she learned about the importance of culturally relevant, user-centered 

design through rejection by clients. 
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This reflexive extension aligns with disorienting experiences, which challenge 

established beliefs, to foster autonomous and critically reflective practice (Christie, 

2015). This is evident from Jeena's narrative: client dissatisfaction prompted a review 

of her design values, leading her towards empathy-based design. Similarly, Anand's 

reflexive pedagogy enables students to develop through critical reflection on their 

learning journey.  

The participants' reflections suggest that learning is mediated through social 

discourse, mentoring, and shared critique (Vygotsky, 1978). Anand’s and Shruti’s 

engagements with students show how teachers co-construct knowledge and help 

learners internalize professional norms. However, there is a jarring criticality here: 

Social Constructivism assumes a learning classroom of communal conversation, yet 

for most learners, learning did not occur in class, but rather alter, after they made 

errors in practice and learned from their mistakes. This suggests that although socially 

mediated learning is necessary, it also carries a risk of error and challenges that have 

to be dealt with carefully and tactfully.  

A similar limitation is evident in Mezirow’s theory, which emphasizes rational 

reflection but often underestimates the emotional and embodied aspects of learning. 

Shruti’s sense of misplaced confidence and Jeena’s encounter with rejection were 

deeply emotional experiences, unfolding not just through reflection but through lived 

consequence. This gap is filled when Dewey's (1938) experience learning and Kolb's 

(1984) learning cycle are brought together, both of which share a common focus on 

the experience, reflection, conceptualization, and experimentation cycle process. Both 

these models are used to capture the learning from failure process; one was discussed 

in depth by all three participants. 

Collectively, the narratives portend a process of growing up from approbation-

seeking through self-reflection and the development of ethical agency. This must be 

facilitated through pedagogies that transcend feedback and critique to incorporate 

structured reflection, practical experience, and mentorship. Through it all, teachers 

have the opportunity not only to impart knowledge to students but also to initiate them 

into crafting their own interior compass for reflective and responsible practice. 

However, ethical practices are not as prevalent in the current practice culture. We 

teach students to perform ethically in practical fields and real-world scenarios; the 

intention is not only effective. We need support to sustain ourselves by working 

ethically. Only ethics cannot bring bread to the family. Therefore, due to the needs 
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and necessities, ethical concerns are often overlooked. Although over-exploitation is 

not justified. 

While interacting with these narratives, I reflect on my own role in this 

system. On the one hand, we provide job-fare opportunities to our students; on the 

other hand, we find that students entering freelancing can harm the community when 

they lack experience. We teach universal design principles but sideline local 

knowledge. The reason is that they are readily available, easy to use, and easily 

acceptable. As an educator, I always advised students to be ethical, while 

acknowledging the market realities of contractors' unethical practices or clients' 

unsustainable requirements. However, if tacitly endorsed, these tensions are not 

failures, but rather the foundation on which rooted practice grows.  

Education as a Collaborative Act 

In interior design, collaboration is not a choice; it is a necessity. The design 

process involves multiple stakeholders: educators, students, clients, contractors, 

craftsmen, vendors, and co-designers. Thus, interior design education must reflect this 

complexity, enabling students to engage in dialogues that foster social intelligence, 

professional communication, and the co-creation of knowledge. This theme examines 

how participants experience and perceive collaborative strategies, and how these 

strategies impact the transition from education to practice. Framed through 

transformative learning (Mezirow, 2000) and social constructivism (Vygotsky, 1978), 

this section also draws on dialogic pedagogy (Freire, 1970) and situated learning 

(Lave & Wenger, 1991). This section highlights the shift in social and cultural 

understanding and the role of collaboration in their journey.  

Collaborating spaces  

This section explores how collaborative spaces, including peer-to-peer 

knowledge exchange, cross-hierarchy mentorship, and informal learning networks, 

can bridge the gap between the classroom and practice. Participants emphasized that 

meaningful learning occurs when students collaborate and learn from one another, 

including seniors, juniors, peers, experts, and teachers. In the context of Nepal, where 

age and status often dominate social hierarchies, they can create barriers to 

collaborative growth. Whereas participants advocate for transformative learning that 

can occur through rather than despite these tensions. 

Anand said, In many cases, after submissions, I keep the students in their 

groups and sometimes even ask them to comment on each other’s work during 
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presentations. This helps bring out feedback or observations that I might have 

missed. Sometimes their peers catch mistakes I did not see, and at times, the 

suggestions they offer are better than mine, especially on the creative side. 

Many of our students are extremely creative, whereas we as faculty tend to 

approach things more from a technical angle. That is why I make it a point to 

create opportunities for interaction, so students can re-analyze their projects 

through discussion and peer feedback.  

In my class, I pair a strong student with a struggling one. You will be 

surprised how much they learn from each other, sometimes even more than 

from us. Peer teaching works better because they use the same language. I 

once saw a student who could not understand anthropometry clearly, but his 

friend explained with a furniture model, and suddenly everything clicked.” 

Shruti said, “I worked on a massive hotel project, not my best project, but at 

that time, there were Indian MEP designers involved. Their budget was 

higher, so they didn’t get the work, and I ended up getting the job. However, I 

did not have much knowledge about MEP. I only had a limited understanding, 

mostly enough to handle basic electrical and plumbing work, but not in-depth. 

During that hotel project, the insights and suggestions those designers gave 

me helped a lot later when I was doing the work. I had already considered 

their suggestions, and when I later worked on the hotel project myself, I was 

able to provide suggestions based on what I had learned from them. That 

experience was a valuable learning moment for me. 

The participants’ accounts highlighted the effectiveness of collaboration as a 

pedagogical tool in interior design education. Anand illustrates how structured peer 

interaction, such as post-submission critique sessions and mixed-ability grouping, can 

support the reinforcement of learning by leveraging the diverse abilities of students. 

He discovers that creative peer proposals are often equivalent to or even surpass 

faculty suggestions, most notably since students communicate in familiar, 

understandable language. The case of a student grasping anthropometry only after 

being explained by a fellow student using a physical model shows how a body-mind 

contextual explanation can unlock understanding when formal classroom teaching 

stumbles. Shruti extends this into the real world, explaining how her first encounter 

with expert MEP designers, rather than a direct working relationship with them. This 

left lasting imprints that she applied in later professional situations. This suggests that 
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cooperative learning does not necessarily require synchronous or structured 

interactions to be effective; even peripheral exposure to proficiency can influence 

subsequent decisions. 

These stories illustrate how classrooms serve as microcosms for design 

studios, where learning from one another fosters more effective engagement. These 

experiences are highly responsive to Social Constructivist theory (Vygotsky, 1978), 

which posits that learning is socially mediated. Knowledge is developed through 

discussion among groups, mentorship, and interaction within an area of proximal 

development, where peers and experts provide support for learning. This classroom is 

a microcosm of a design studio, where meaning is derived from collective exploration 

rather than individual effort. Collective peer learning, particularly when supported by 

critique and peer modeling, optimizes engagement and memory by making 

abstractions more concrete and context-dependent. 

From a Transformative Learning orientation (Mezirow, 1991), these group 

spaces also initiate perspective changes, especially where students are prompted to 

question assumptions through others' insightful critiques. However, in contrast to 

Mezirow's emphasis on critical self-reflection, these accounts suggest that 

transformation is often a social and dialogic process. This is a limitation of the purely 

intrapersonal focus of Transformative Learning Theory, which threatens to reduce the 

participatory and relational character of learning in design pedagogy. One issue of 

special concern is the imbalance of collaborative learning. Anand's classroom design 

effectively utilizes peer relationships, which assumes that all students are equally 

active and expressive, not always the case within heterogeneous learning 

environments. Unless they are highly supported, group work can recreate power 

imbalances or create dependency rather than autonomy. 

Collaborating with strong students and struggling learners, learning from field 

experts and workers, demonstrates how most designers learn through apprenticeship, 

site negotiations, and improvisation. This also highlights the gaps in our curriculum. 

In our classrooms, fixed seating prevents group work, and peer critiques require extra 

time in classes, which is not approved by the administration, as it might increase the 

number of classes and the required resources, and overall expenditure of the 

institution. These power dynamics and curriculum gaps have created a sense of 

discomfort, as we are aware of the clear benefits, yet we are unable to move towards a 

better education and practical system. 
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Industry and Academic Collaboration 

This section describes how direct interactions with field experts and 

practitioners can enhance the students' learning. Participants emphasized the 

importance of exposure to real-world actors, vendors, clients, artisans, and senior 

designers as a bridge between education and practical experience. This analysis 

reveals how real-world exposure with expertise reshapes students' understanding of 

design and its implementation process.  

Shruti said, Sometimes, when I need to hold an extra or highlight class, I 

arrange for interaction with carpenters. For example, if we need to discuss 

something about a hotel project, I bring in senior architects. Or if it is about 

interior design more broadly, I connect my students with other interior 

designers outside of the school. It is not strictly required, but I make sure to do 

it because the students gain new insights from these experts. For instance, 

when I teach furniture classes, I arrange for students to interact with 

carpenters. In studio classes, I bring in senior architects or experienced 

Indian designers for them to meet. By doing this, the students learn new things 

and get extra help. As a teacher, I can teach the subject, but I do not have 

expertise in everything. So, these interactions add real value to their learning. 

Bishal described an example: 

We organized a workshop on painting walls. Experienced painters from the 

company visited and taught the students the procedures for preparing walls, 

applying primers, and painting. Students were surprised, 'We used to think 

painting was a simple activity,' they explained. However, later, students came 

to understand the value of each step. That kind of exposure to the practical 

field contributes immeasurable value. 

The narratives of Shruti and Bishal highlight the importance of integrating 

academic instruction with real-world professional practice in education. Shruti’s 

narratives of inviting carpenters, architects, and external designers into the classroom 

show her effort to incorporate practitioner insight with formal curriculum. She 

intentionally creates multiple learning experiences for students by acknowledging the 

limits of her own expertise and the scope of her knowledge. Bishal's example of a 

workshop, in which field painters taught students technical methods for applying paint 

to walls, helped students shift their assumptions and foster respect for field workers. 
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These experiences of students make a shift in pedagogy from abstract to contextual 

and embodied knowledge. 

Social Constructivist Theory (Vygotsky, 1978) supports the proposal that this 

kind of industry interaction plays a scaffolding role, in which experts aid learning and 

support students in internalizing experiential, often tacit knowledge through dialogue 

and exemplars. Under a Transformative Learning perspective (Mezirow, 1991), these 

kinds of industrial collaborations are capable of creating disorienting dilemmas, for 

instance, when students realize that what seems to be an easy task, such as decorating 

walls, is a complex process that stimulates further scrutiny and a perceptual shift. The 

anecdote of students gaining an appreciation of painters is an illustration of this 

transformative outcome, whereby assumptions are subjected to critical reappraisal and 

reconstruction. 

Critically, however, these interaction processes are underpinned by the work 

of individual teachers rather than institutional backing, and hence access is 

inconsistent. Moreover, while practical skills transfer occurs, broader critical 

questions, such as labor morality or sustainability, are overlooked. Critical Pedagogy 

(Freire, 1970), in this instance, includes an additional layer: such interactions transfer 

skills while also addressing systemic design practices. Taken together, these 

experiences illustrate how industry-academic collaboration supports practical 

understanding and reflective development but must be more carefully constructed and 

critically situated within the context of design education. 

Our curriculum emphasizes that technical drawings are more important than 

hands-on execution. This illustrates the class-based separation in Nepal between 

students who learn through ‘brainwork’ and those who learned through ‘manual or 

practical work.’ We teach color theory to our students, but do not inform them about 

the toxic fumes painters and carpenters breathe daily. We critique the unethical use of 

materials and overlook the health and wage concerns of laborers. In this way, 

advocating for a sustainable design remains questionable for me. Can we build 

partnerships with workers, or can we provide a credit system for their knowledge? We 

are trying to bridge the gap between academics and industry by romanticizing the 

very inequities.  

Conflicts, Power, and Learning in Collaborative Spaces 

This section illustrates how interpersonal tensions and power dynamics create 

imbalances in collaborative learning. However, ultimately, these conflicts become 
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catalysts for professional growth. Participants reveal how friction in group work, 

student conflicts, industry partnerships, mentor-student dynamics, hierarchies, and 

cross-professional exchanges can lead to a duality of struggles and growth. 

Collaboration is not always harmonious. Participants acknowledged that group 

projects often involve conflicts, but saw them as learning moments. 

Bishal echoed a similar strategy: 

We do model-making and case studies in groups. At first, they quarrel or 

avoid sharing. But slowly, they learned to work in teams. Once, a group 

fought over who did what, but in the end, they submitted the best project in the 

batch. Working together teaches them real-world collaboration; it is messy, 

but it is also rewarding. In our time, teachers would give lectures and then 

leave. Now, I try to talk to students one-on-one. Even outside class. During 

reviews, I do not just say ‘wrong’ or ‘bad design.’ I ask: ‘Why did you choose 

this?’ It opens a dialogue, and they begin thinking and reflecting. Some 

students fear asking questions. They think they will be mocked. I tell them, ask 

anything. 

In Nepal, seniors often do not teach juniors. They fear juniors will grow faster. 

But I tell my students, keep asking, keep learning. Be humble and persistent. 

Some of my best knowledge came from masons and site laborers, not just 

designers. 

Shruti added 

We conducted a workshop on wall painting. Actual painters from a company 

visited and taught students to prepare walls, apply primers, and paint. 

Students were surprised, 'We thought it was easy to paint,' they said to us. 

However, subsequently, after the workshop, they viewed each step with great 

respect. This kind of interaction with the field makes such a significant 

difference. 

The narratives of Shruti and Bishal highlight the educational value of 

integrating academic instruction with real-world professional practice. Shruti’s 

narratives of inviting carpenters, architects, and external designers into the classroom 

show her effort to incorporate practitioner insight with formal curriculum. She 

acknowledges the limits of her expertise and intentionally creates multi-directional 

learning experiences where students engage with varied knowledge sources. This 

practice provides students with experience of the material conditions and human 
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dynamics of the design world, a valuable supplement to textbook learning. Bishal's 

description of a workshop in which skilled painters taught the technicalities of 

finishing walls illustrates again how embodied industry experience can subvert 

students' assumptions and instill respect for allied trades. These moments signal a 

pedagogical shift from abstract knowledge to situated, bodied knowledge. 

Social Constructivist Theory (Vygotsky, 1978) concurs with the idea that 

these industry interactions serve as scaffolding, where experts facilitate learning and 

help students internalize pragmatic, often tacit knowledge through conversation and 

demonstration. According to Transformative Learning theory (Mezirow, 1991), such 

industrial collaborations can produce disorienting dilemmas, for example, where 

students learn that something seemingly simple, such as painting walls, involves 

complex processes, which in turn generate more reflection and shifts in perception. 

The narrative of students gaining a respect for painters is one characteristic of this 

transformative impact, where assumptions are critically re-examined and 

reconstructed. 

Critically, however, these exchanges are effort-based on the part of individual 

teachers rather than institutional policy, and therefore, access is unequal. Additionally, 

practical knowledge transfer occurs, but more abstract critical issues, such as the 

ethics of work or sustainability, are not addressed. In this context, Critical Pedagogy 

(Freire, 1970) suggests an additional level: not only should such exchanges pass on 

skills, but also critique system structures in design practice. 

In conclusion, these experiences demonstrate how industry-academic 

partnerships generate applied consciousness and reflective growth, but must be more 

overtly designed and critically situated in design education. Industry and Academics 

collaborations also seem too vague. The interior design industry is vast, and 

collaboration cannot be incorporated into the diploma or even the bachelor's course. 

Industry here means vendors (for unlimited varieties of products), laborers (different 

laborers for different zones of work, electrician, plumber, carpenter, painter, 

supervisor, civil workers), clients, and expertise (for individual skills, Vastu, 

professionalism, public speaking, anthropometry, to name a few). The extent and type 

of collaboration are unclear. Although institutes are trying this type of integrated 

approach to enhance students' practical knowledge, it seems unnecessary and too 

vague to be useful. This is the reason for the rising conflicts in collaboration, 

stemming from the power dynamics between senior management, learners, and the 
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industry. However, through these disagreements and discomfort, transformation 

begins.  

Learning beyond the classroom 

Interior design is not a field with fixed rules or a set of knowledge. It 

continually evolves as new materials emerge, clients need changes, technology 

advances, and cultures shift. The individuals who participated in this study stated that 

learning does not just occur in school; it continues to evolve as they work, teach, and 

deal with real-life challenges. This section examines how designers continue to learn 

throughout their careers. Their stories resonate with concepts such as learning through 

change (Mezirow, 2000), learning by doing (Kolb, 1984), learning from those around 

you (Lave & Wenger, 1991), and the idea of continuous learning throughout life 

(UNESCO, 2016). This section explores how the participants reflected on and thought 

more deeply about their actions. They began thinking more clearly and realized that 

learning repeatedly helped them understand things better over time. 

Practice as a Continuous Classroom 

This section explains that a designer is always a learner, whether they become 

a teacher or practitioner in their profession. The participants consistently described 

their professional practice as a space of continuous learning. Educators in this field 

often wear dual roles, as teachers and practitioners, and thus learn in both domains. 

Anand said, In my classes, I try to model lifelong learning through my 

practice. I often share with students that I am constantly learning from 

everything, even from others' projects. And I encourage them to adopt that 

same mindset. In class, I also make it a point to advise them not to jump 

straight into personal projects immediately after completing their formal 

education. Even if they already have their own companies, which some of them 

do. I always advise them to go for internships in larger firms. At least for a 

few months, working in such settings gives them real exposure and learning 

opportunities. There are many things we did not do during our own time. Our 

submissions, for example, were often not well-prepared, lacking technical 

documentation and professional presentation. We have never designed for 

sectors like banks, so we are not familiar with the specific requirements and 

processes involved. Lifelong learning, to me, begins by being open to that kind 

of exposure even after graduation. 

Bishal reflected: 
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I work at the job, and I also teach. When students ask questions, I recognize 

that I must catch up. A student once asked me about PVC louvers, and I had 

no idea. I had to learn, call manufacturers, and come back with answers. This 

keeps me sharp. Even teachers are learning daily. 

These episodes of experience reveal the broken assumptions and changes in 

identity, showing transformative learning moments. Anand and Bishal's stories 

confirmed the key principles of both social constructivism and transformative learning 

theory, as he says, practice in interior design works as a site of ongoing learning. 

Anand suggested that the dynamic nature of professional development extends 

beyond formal education, based on his lifelong learning approach, by encouraging 

students to gain real-world experiences through internships. This critical reflection on 

new experiences fosters changes in perspective and the construction of evolving 

professional identities, which relates to Mezirow's (1991) transformative learning 

theory. The difficulty that Bishal finds in answering questions from students and 

conducting some active research on untold topics also embodies this process of 

perspective transformation through solving unanticipated issues, a feature of 

transformative learning (Taylor, 2009). 

From a social constructivist perspective (Vygotsky, 1978), two-way 

communication involves students and teachers emphasizing that learning is socially 

mediated. The anecdotes illustrate how teachers learn by negotiating with students, 

confirming that knowledge is co-constructed in a community of practice (Lave & 

Wenger, 1991). Anand's focus is on internships, where learning happens in actual 

work situations. This narration suggests that knowledge is constructed through 

participation in actual activities rather than through decontextualized pedagogy 

(Brown, Collins, & Duguid, 1989). All these perspectives together illustrate that 

interior design education is an active entwining of reflection, sociality, and doing. 

Critically, while participants have a strong conviction regarding lifelong 

learning, relying on experiential learning from informal experiences poses the danger 

of being conducted without critical analysis and pedagogical support, which is 

essential for deep transformative learning (Mezirow, 2000). The narratives also 

suggest that institutional frameworks for embedding continuous professional learning 

in formal curricula are lacking, resulting in the responsibility for growth being placed 

on individuals. Moreover, even as social constructivism emphasizes cooperative 

learning, the power dynamics in pedagogical relationships may determine whose 



142 

knowledge is legitimized and how emancipatory potential is realized (Brookfield, 

2012). 

Briefly, respondents' narratives reveal that professional practice in interior 

design is a dynamic learning situation in which professional identity and expertise are 

continuously reconstructed through transformational learning and social interaction. 

This ongoing process extends learning from schools to the workplace by restating the 

importance of reflection and social interaction as essential considerations for 

sustaining long-term development. 

Market Demands for Learning, Unlearning, and Relearning 

With the ever-evolving market demand, participants shared cases of self-

learning and informal networks that helped fill gaps in competencies left by formal 

education methods. They recognized the importance of learning, unlearning, and 

relearning through the exercise of following narratives. It was clear to the participants 

that market trends and client expectations made them improve their skills 

independently. 

Shruti recalled how her foundational training had to be “relearned” in practice: 

In college, we were taught proportions, symmetry, and materials. However, in 

real projects, clients often say, ‘I want Italian marble because my cousin has 

it,’ or ‘Make this kitchen red, it is lucky for us.’ I realized that my education 

had missed this layer, cultural behavior. So, I changed my approach. I started 

asking: What does the client value? What do they feel? That is when my 

designs became meaningful. In my practice, I once had a client ask me to 

create a wellness-based interior. I did not know much. I read online and 

attended a short course on biophilic design. That is how we grow, with each 

project, each challenge.” 

Anand said, “When it comes to the subject, I always modify my content or the 

subject matter according to the whole market. As the old syllabus was 

replaced with the new one, entrepreneurship and its related aspects were 

introduced into the curriculum. We are now teaching entrepreneurship, 

portfolios, and similar subjects so that students can move forward more 

effectively in their careers. This helps them create stronger portfolios. So, 

when designing a course, everything must be carefully considered. The course 

has to be adaptive. In other words, we must continually adapt the course to 
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meet market demands. It is necessary to be adaptive when creating a course; 

you have to think about everything and build the course accordingly.” 

Bishal explained this through his layered journey as student, practitioner, and 

educator: 

Interior design studio is a subject; when we studied it, it was not enough. 

When we went to the market, we gained more practical knowledge. And when 

I started teaching, I analyzed myself and realized that this subject should 

include more in-depth content. That realization made me think: ‘No, I should 

teach them more, prepare them for the real world.’ I did re-research, 

reviewed, and revised the course requirements. Now, even while teaching, we 

teach materials in one semester, and by next semester, the trend changes. Last 

year, we taught marble and tile. Now, it is all about terrazzo and bamboo. 

Next year, it might be something else. That is the challenge; we need to 

continually revise courses. So, we need to explore and then include it in the 

syllabus regularly. 

Shruti, Anand, and Bishal’s stories demonstrate how people working and 

teaching in interior design navigate the rapidly evolving demands of the field by 

continually learning, unlearning, and relearning. It is a never-ending process, and 

highlights how classroom education alone does not fully prepare you for everything 

that arises in real-world work. This idea connects closely with both transformative 

learning and social constructivism. Shruti’s story highlights this; her early education 

taught her the basics, such as how to handle materials and get proportions right, but it 

did not touch much into the cultural aspects or how different clients think. When she 

began working with clients from diverse backgrounds, she realized she had to rethink 

many things. She began to understand that their values and emotions mattered in the 

design process. That shift in thinking is exactly what Mezirow (1991) discusses in his 

concept of perspective transformation, where adults reflect on their past ideas and 

adjust their perspective after encountering new and surprising experiences. 

Anand discussed how the curriculum needs to be aligned with the actual 

industry developments. He opined that design courses should be made more flexible 

so that they can keep pace with the changing world. This aligns with social 

constructivist principles, where not only the imparting of knowledge but also actual 

experiences and inter-group interactions contribute to the building of knowledge 

(Vygotsky, 1978). Anand augmented the classwork with facets such as 
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entrepreneurship and portfolio-making to prepare students for the outside world of 

design. It is a good example of learning content being created collaboratively through 

ongoing discussions between schools and the industry. 

Bishal’s experience adds more to this idea. As he has been a student, a 

working designer, and now a teacher, he has realized that what is taught in studio 

classes often needs to be more updated and deeper. This suggests that we learn best 

when we are part of real-world settings (Lave & Wenger, 1991). Bishal pointed out 

how quickly materials change, such as transitioning from marble to terrazzo or 

bamboo, and how teachers have to keep up or risk falling behind. Shruti’s story also 

demonstrates how the messy, real-life aspect of designing motivates you to continue 

learning, which is precisely what situated learning is all about. 

The one thing common to their stories is that formal education is unable to 

keep pace with the fast-changing design world. As a result, people end up teaching 

themselves or learning through informal networks to fill in the gaps. While 

transformative learning emphasizes the importance of reflecting on experiences in 

helping people grow (Mezirow, 2000), these stories illustrate that reflection often 

occurs in response to market changes, rather than being intentionally supported by 

schools. From a social constructivist perspective, even though the stories emphasize 

teamwork and collaborative learning, there is also the issue of who determines what 

constitutes “real” knowledge. Sometimes, people with more power, such as 

institutions or senior designers, can overlook or dismiss other points of view. 

Ultimately, it becomes clear that working and learning in interior design are 

not two separate things; they are inextricably linked. People are constantly adjusting 

and reconsidering what they know, both because the market demands it and because 

clients increasingly expect more. This reflects the necessity of continuing to learn 

from the live environment and being open to thinking and responding at all times. 

Future Prospects 

Interior design in Nepal is a critical field that is slowly gaining cultural 

recognition, expanding into a specialized discipline, and adopting new technologies. 

However, this rapid evolution demands a responsive education system that prepares 

learners not only for current realities but also for future complexities. This section 

examines how participants envision the future of interior design and the changes they 

anticipate in pedagogy, curriculum, professionalism, and sustainability. These 

reflections are thus framed by transformative learning theory (Mezirow, 2000), 
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extended with forward-looking educative perspectives such as anticipatory learning 

and STEAM education, along with decolonial thinking (Abdi, 2012). The preceding 

observer-wise growth of the participants is viewed here as spiritual development, 

encompassing the emotional, ethical, and sustainable components.  

Recognition and Role Clarity in the Profession 

A key expectation for the future is the strengthening of interior design’s 

identity and credibility in Nepal. The participants envision a secure and sustainable 

profession in the near future. 

Shruti said, In my view, there is scope for interior design in Nepal. But interior 

designers themselves need to enhance their skills. Most of the work that should 

be done by interior designers is being taken by architects or contractors. 

Rather than having support from the government or policies, I think it is more 

because we have not been proactive enough. We adhered to one way of 

thinking and did not attempt to think like contractors do, nor could we build 

ourselves up like architects have. In the past, architects used to take on most 

of the work, a traditional inheritance that continues to this day. Nowadays, 

some new businessmen and contractors hire us because it is our work, but we 

are so weak in that position that they are the ones hiring us instead of the 

other way around. That is our weakness, and it is because we did not know 

better. 

The managerial skills and professional skills are lacking, and yes, that is 

exactly the problem. If we could manage those things properly, the scope for 

interior designers would be very good. Hotels are being built, houses are 

being renovated, and new apartments are coming up. There is an opportunity. 

Bishal observed: 

Now people understand the difference; earlier, architects and engineers also 

did interiors. But today, people say, ‘We want an interior designer only for 

interiors.’ This is a big shift. There is increased demand, more projects, and 

greater respect. Even the education system is catching up, but not fully. Still, 

we need specialized, certified, skilled teachers. Anyone can open an institute 

these days and aim to be an expert in interior design. This harms our 

profession.” 

Anand echoed this concern: 
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Earlier, we were taught by architects, not interior designers. Now I see a 

future where more specialized people will teach. Additionally, we require 

technicians to instruct on technical matters, such as electricians, for electrical 

layouts. Otherwise, we keep teaching half-knowledge, and that is dangerous in 

our field.” 

Shruti, Bishal, and Anand's stories effectively expose the significant struggles 

Nepali interior designers face, including securing deserved recognition, establishing a 

professional identity, and advocating for well-defined roles within the profession. It is 

all part of a larger struggle to properly respect and consider the profession seriously. 

Shruti points out that interior design has often been treated as a side hustle under the 

purview of architects or contractors, rather than as a primary discipline. It is stuck in a 

power imbalance where designers have little authority. It is as if the profession has 

been boxed in by old habits, which aligns with the social constructivist theory, which 

suggests that professional identities are not just innate, but are shaped by society’s 

existing power structures (Vygotsky, 1978; Wenger, 1998). And honestly, that is why 

professional learning communities’ matter (DuFour, 2004); when people specialize 

and learn from one another, the whole discipline becomes more legitimate. 

Shruti does not mince words; she is critiquing interior designers for not doing 

much, for being inept managers, and for really needing a total attitude change. It is not 

that they need to be taught new methods; rather, they need to adjust their mindset. 

That is straight out of Mezirow's (1991) transformative learning theory, where you are 

required to challenge your own assumptions to grow professionally. 

Bishal is a bit more optimistic that, at last, the public is getting to know what 

interior designers actually do. However, he is also open about the problems; education 

levels are widespread, and without qualifications, the entire profession loses 

credibility. It is the old conflict that Lave and Wenger (1991) described, where there 

is a challenge to expertise across professional communities, and increasingly, it is 

difficult to build trust. Anand reinforces this, highlighting that without trained 

instructors and rigorous technical training, the entire education system will continue 

to fail tomorrow's designers. 

There is progress, but it is complicated. There is an evolving public opinion, 

but interior designers continue to face challenges from faulty education systems, skill 

gaps, and disorganization within their ranks. Transformative learning informs them 

they must think and act, individually and as a group, to reimagine the profession. 
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Social constructivism reminds us that it is not entirely up to them; it will take 

educators, policymakers, clients, and designers all working together to reboot 

expectations (Vygotsky, 1978; Wenger, 1998). 

So, interior design in Nepal is a stir, but it is precarious. For it to truly 

establish itself, the profession requires better training, stronger advocacy, and a 

significant amount of effort to stake its claim. Without that? It will continue to be 

pushed to the sidelines in the world of the built environment. 

Practical-Industry Integration and Specialization 

Participants consistently advocated for stronger links between industry trends 

and classroom content. In this section, the participants' narratives highlighted how the 

gap between industry and education has left students confused, lacking practical 

knowledge when they enter the market. They also call for revised courses that 

incorporate the integration of industrial, market, and practical knowledge, thereby 

preparing students for real-world scenarios. 

Anand: I have observed in my experience that in interior design education, 

there were mostly theories taught without many practical sessions, as the area 

was underdeveloped [then] in Nepal. Most of our teachers happened to be 

architects, and the concept of 'interior designer' did not exist at that time. Now 

I see the changes starting to happen, especially in foreign countries, where 

more emphasis is given to practical knowledge. Even in Nepal, universities 

are slowly moving towards the hands-on approach that includes practical 

work, such as furniture making, which I foresee will soon become a standard 

in education. One thing I have noticed is the lack of technical professionals in 

our teaching systems. Take electrical design, for instance, it is not our area of 

expertise. Electricians often possess extensive knowledge, but they are rarely 

included in the teaching process. From my own experience, I have learned a 

great deal not from formal education, but from working directly with clients 

and technicians on-site. I often heard things like, “You cannot put a pipe here 

because there is a beam.” Those are lessons you do not learn in a classroom. I 

believe that if technical experts had been part of our learning back then, it 

would have made things much easier in the field. That is why I think they 

should be involved in teaching and leading field visits. My vision is to 

integrate field expertise and workers' knowledge into the education system, 

making it more grounded and effective. 
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Jeena suggested: 

The basic foundation must be there for all. However, later, there should be 

choices, such as furniture design, lighting, or healthcare interiors. This way, 

students can align education with their interests. And it is practical too. 

Everyone does not need to know everything deeply, but they should know their 

area well. 

The insights make way for experiential and adaptive curriculum design, with 

real-time knowledge updating being an essential element (Kalantzis & Cope, 2010). 

The participants draw attention to the increasing necessity for instituting industry 

practice-fused education in interior design, highlighting gaps in theoretical instruction 

and the lack of practical application.  

Anand provides an account of the predominantly theoretical Nepalese 

education system historically, under the leadership of designers who largely neglected 

experiential learning and the technical aspects of interior design. Most hands-on 

experiences occurred through face-to-face encounters with clients and technicians; 

however, this is in direct contrast to the absence of technical specialists, such as 

electricians, in the classroom. Anand favors employing these professionals in 

education, thus shortening the distance between in-class learning and real issues, 

grounding students' learning in realities. Jeena echoes such a sentiment by advocating 

for specialization in the curriculum, where students would delve into topics such as 

furniture design or healthcare interiors of interest.   

Such an approach equates to placing learning into concrete, real-world 

relevance and making it engaging on the one hand; on the other, it acknowledges that 

the nature of the work is too complex for depth to be attained along all dimensions. 

Apart from this, their accounts align with social constructivist notions of learning 

from real-life social situations (Lave & Wenger, 1991) and transformative learning, 

which involves transformation in perspective through concrete experiences (Mezirow, 

1991). Therefore, to develop competent interior designers, there is a growing demand 

for practical-industry integration and specialization in response to changing 

professional requirements. 

Contextual and Sustainable Design 

Another future priority is contextual and sustainable design, integrating local 

culture and environmental care. 
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Anand said, For the past three to four years, I have been trying to incorporate 

sustainable practices into my design work. Whenever possible, I try to push 

sustainable designs to my clients. Earlier, I had also intended to do so, but 

most clients would specifically request modern designs. It was not something 

that changed all of a sudden. I had been trying before. In projects where it is 

more feasible, such as cafés, I actively seek ways to integrate sustainability. I 

continue to explore ways to incorporate sustainable materials and persuade 

the client to adopt them. When it comes to Nepal, the real issue with 

sustainable materials is not just their cost or difficulty in maintenance; it is 

mostly about the lack of skilled manpower. Another challenge is quality 

control. While we claim to use local materials, the treatment and seasoning 

process here differs significantly from what is done abroad. It is ironic. Using 

local materials often proves to be even more costly. I believe interior design 

can contribute to sustainable advancement in Nepal. However, it largely 

depends on the clients as well. We cannot promote sustainability in every 

single project; some just do not allow for it. The most meaningful contribution 

we can make is by educating our students and our clients. They need to 

understand why our field is so important in addressing sustainability. And 

even then, it has to suit the project. Not every design or site context is 

compatible with sustainable solutions. It is not always feasible to make 

everything sustainable, no matter how much we may want to. 

Jeena shared: 

We are modernizing everything. But at what cost? Authentic Nepali design is 

disappearing. New students may never know our original styles. We need to 

bring that into education. Like, why don't we study Tharu houses or Newari 

carvings in our history subjects? 

Bishal critically added: 

Our design history syllabus is from America to Egypt. Nothing about Nepal. I 

now tell my students, we must write our design history. We have borrowed 

enough. Let us decolonize our education. 

These sentiments from participants underscore the need for the recovery of 

indigenous knowledge in the curricula related to the decolonial theory of education 

(Abdi, 2012). The participants' reflections on contextual and sustainable design reveal 

that it is necessary to integrate local culture and environmental care into interior 
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design practice and education. Anand's efforts towards sustainable design reflect a 

balance between idealism and practical constraints, including client preference for a 

modern appearance, cost, and the shortage of experienced labor with exposure to local 

materials. His realization that sustainability cannot be an option in every project 

relates to Mezirow's (2018) transformative learning principle, which involves 

recognizing contextual constraints and making the necessary adjustments to one's 

frame of reference. Moreover, Anand's emphasis on educating both students and 

clients underscores the social constructivist perspective, which holds that values and 

knowledge related to sustainability are co-constructed in societies and shaped by 

societal forces (Vygotsky, 1978). 

Jeena and Bishal were shocked to see no evidence of indigenous Nepali 

cultural heritage in design education and practice, which reflects a compelling need to 

revise the curriculum. Jeena called for the incorporation of authentic Nepali 

architectural traditions into education, as she recognizes that our national culture and 

identity are being eroded amid modernization. Bishal critiqued the curriculum's focus 

on Western design history, which may reflect the neo-colonial legacy in education 

and the need for "decolonizing" knowledge by valuing local histories and practices 

(Abdi, 2012; Smith, 1999). This resonates with social constructivist assumptions that 

learning is grounded deeply in cultural environments and that education must enable 

learners to build knowledge in harmony with their identities and realities (Lave & 

Wenger, 1991). 

Although participants recognize contextual and sustainable aspects as future 

priorities, their narratives also reflect existing systemic barriers, such as market 

forces, curriculum gaps, and labor skills shortages, which make these intentions a 

challenging task. Transformative learning here involves individual cognitive shifts 

and collective efforts to reorganize educational content and professional practice in 

ways that respond more effectively to local conditions and the challenges of 

sustainability. 

In brief, these testimonies underscore that advancing contextual and 

sustainable design in Nepal should be two-way oriented towards ecological 

responsibility and cultural recuperation, backed by pedagogical transformation that 

fosters critical consciousness and locally centered knowledge. 
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Emotional and Ethical Practices 

Emotional and Ethical behavior was seen as a need to be met through future 

learning. Learning is cognitive, but it should also encompass emotional 

transformation, ethical habits, confidence-building, and identity expansion. 

Anand said, I never really tell students that their designs are bad because that 

can be disheartening. What I actually do is try to be kind and encourage them 

to do more research or compare their approach to other things. This makes 

them notice their errors and how to fix them. 

For instance, most students create tables with only one leg, as they have 

perhaps experienced in cafes, but lack the support plate at the bottom. They 

have no idea this feature exists until we draw it out. I usually turn it into a 

game by asking if the table stands or collapses, and thus, they learn the hard 

way. I believe this kind of lighter learning helps students mature emotionally. 

But every student is different; some need prodding, some need teasing, and 

some need more conscious guidance. I try to modify my style to suit each 

student’s needs. 

Bishal recalled: 

Earlier, I used to be extremely shy. I never used to talk to girls, and I never 

raised my voice. Everyone used to call me arrogant. However, after teaching 

and working, I now speak assertively. Students say to me, ‘Sir, your voice is 

clear; others need a mic.’ That is not talent, it is personality and emotional 

growth, which one gets only through experience.” 

Jeena explained: 

Designers are designing without ethics. If you do bad work, the whole industry 

suffers. We must be teaching business ethics, how to communicate with clients, 

how to handle errors, and how to treat junior staff. It will save future 

designers from repeating the same errors. 

The participants emphasize the harsh reality of interior design education in 

Nepal, integrating emotional intelligence and ethical practices alongside technical and 

intellectual knowledge. Anand's case illustrates how pedagogy made emotionally 

responsive, through humor, positive reinforcement, and attention to varied learning 

styles, can lead to personal growth among students. His pedagogy is grounded in 

transformative learning theory (Mezirow, 1991), which posits that learning 

encompasses not only rational cognition but also affective awareness, reorienting 
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one's understanding and approach to the world. By allowing students to confront their 

design errors without embarrassment, Anand facilitates the formation of identity and 

autonomous learning. 

Bishal verifies an expanded form of transformative learning that encompasses 

the affective dimensions of change, including confidence, identity, and emotional 

resilience (Taylor, 2008). Bishal's recollection of his emotional transformation from 

an introverted student to a confident teacher also verifies this. His self-development 

shows that confidence and communicative competence are acquired through practice 

and reflection in social contexts, aligning with the experiential nature of 

transformative learning. This development also aligns with the social constructivist 

concept of learning as a social process (Vygotsky, 1978), where meaning is 

constructed through the expression of emotions and interpersonal interaction. 

Jeena's narrative aligns with the transformative professional education model, 

which encompasses both moral and affective learning, as well as cognitive content 

(Taylor, 2008). Jeena presents a critical ethical viewpoint, identifying the lack of 

professional integrity and responsibility in the design field. She emphasizes the need 

for formal training in ethical practices such as transparency with clients, 

accountability for errors, and courteous workplace conduct. This is consistent with the 

moral and value-based foundation of transformative learning, where moral thinking 

evolves through critical dialogue and contemplation (Cranton, 2006). Her concerns 

also highlight the socialization role of education in initiating students into 

professional networks and their shared ethical standards, as emphasized in social 

constructivism's focus on situated learning in everyday professional activities (Lave & 

Wenger, 1991). 

Collectively, these narratives advocate for a more holistic model of education, 

one that fosters emotional intelligence, ethical awareness, and social responsibility. 

Such a model educates interior designers-in-training not only to become proficient 

practitioners but also to develop into thoughtful professionals capable of interpreting 

people and moral issues in the practice. In this holistic approach, we cannot change 

the entire educational structure and practice culture at once. We need to move forward 

step by step, building brick by brick. As educators, we can start by critically reflecting 

on our own practice and gradually making our efforts more effective and collective. 
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A Potential Transformative Journey of Interior Designers 

After becoming interior designers and teaching interior design, the participants 

began to think and envision interior design, reflecting that their journey is evolving, 

ongoing, and dynamic. They have developed through various dimensions and at 

different levels, including recognizing their identity, valuing their role, understanding 

their work scope, critically reflecting on dilemmas, and changing their perceptions. 

Based on the chapter content, narratives, and interpretation, the transformation of 

interior designers can be interpreted as a multidimensional journey that begins with 

experiencing disorienting dilemmas, engaging in critical self-reflection, 

experimenting with critical praxis, and embracing new perspectives. Each stage 

reflects a distinct but interconnected level of development. The following four-part 

theorization draws on both participant narratives and is grounded in Transformative 

Learning Theory (Mezirow, 1991), with explanations informed by Social 

Constructivist Learning Theory (Vygotsky, 1978). This potential transformative 

learning journey is represented in the following figure: 

Figure 7 

A Potential Transformative Journey of Interior Designers 

I have compared these four stages metaphorically to the analogy of human 

development, where transformation occurs through the progression of multiple stages: 

body, heart, arms, and mind. Where the body is viewed as a stage of disorienting 

dilemmas, the heart is seen as a stage of critical reflection, the arms as a stage of 

critical praxis and action, and the mind is taken as a stage of change in perspective 
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and accepting a new mindset. I have presented participants' transformation at a 

potential level, because they have encountered disorienting dilemmas during their 

journey. They have developed critical reflection and are trying to adopt a critical 

thinking-oriented action. The process of change in perception, shift in mindset, 

accepting and integrating new roles is still ongoing. These components are explained 

below. 

Experiencing Awakening Encounters: The Body 

The journey of the participants began with shocking encounters that 

challenged their assumptions about their profession and practice. These dilemmas 

emerged while interacting with real-world socio-cultural aspects. These dilemmas are 

rooted in the tangible reality of practice, while interaction with the environment has 

been metaphorically taken as the ‘body’ of the participants' professional reality. I have 

related this to the body because the body is the part that interacts with the external 

environment and then has an impact on other organs of the body, such as the heart, 

arms, and mind. When our body interacts with external factors, it sends a signal to 

react accordingly. The clashes mentioned by Anand, with architects and engineers 

seeking recognition, who devalued the interior design field; the gender barriers faced 

by Shruti in the construction and design field; and Jeena’s realization that technical 

skills are not enough to work in the real world. These tensions arise when designers 

interact with clients, artisans, and engineers, exposing the gaps between academic 

knowledge and lived realities (Vygotsky, 1978). 

Bishal’s realization that in Nepal, contractors often override interior designers, 

unlike his experiences in Dubai or Singapore. Shruti's experience with MEP designers 

exemplifies López and Bang's (2018) theory of learning in local and indigenous 

interactions, which occurs not through formal instruction but through cultural 

transmission, narrative, and peripheral participation (Adams, 2006). The body is a site 

of learning-by-doing, doing constrained by and enabled by materials, space, work, 

and negotiation. This experience exemplifies the disorienting dilemma that shows the 

situation of power dynamics and hierarchies in Nepal. The hierarchy and power of 

these contractors have overshadowed the specialized knowledge of designers (Quantz, 

2016). These dilemmas led the participants to understand the meaning of design in a 

different and more expanded way. They began rethinking, which is reflected in the 

gradual shift in their perception from an aesthetic-centric mindset to one that focuses 

on functionality, social empathy, and ethical responsiveness. Rethinking interior 
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design and creating dilemmas were the results of negotiating identities and shifting 

from external validation to internal reflection. This reflects disorienting dilemmas 

(e.g., project rejections, client criticisms) of Mezirow’s (1991) transformative learning 

theory. Bishal’s statement, that design is not about drawing but about understanding 

people, shows a shift in perspective through experiences (Mezirow, 1991). Similarly, 

Shruti’s transition from textbook-based instruction to practice-oriented pedagogy has 

occurred through critical awareness and can serve as the basis for educational reform. 

This shift aligns with Stetsenko’s (2017) expanded view of Vygotsky’s ideas, which 

positions learners as agents or actors to shape their knowledge through contextual and 

output-oriented activity. Anand explains his transformation from a passive student to 

a responsible designer, and Jeena's confrontation with her role expansion has 

challenged their professional concepts. 

These disorienting dilemmas, rooted in the practice while interacting with 

social and cultural environments, have acted as a catalyst to compel designers to 

question their self-concept, assumptions, and confront the multifaceted nature of this 

profession and education. This stage is all about awakening, calling for change, and 

going through dilemmatic encounters. 

Engaging in Critical Reflection and Processing Dissonance: The Heart 

The encounters and disorienting dilemmas triggered critical reflection in 

participants. Designers began to interrogate perceptions and worldviews. In response 

to these dilemmas, they started to engage in critical thinking and reflection, which 

metaphorically aligns with the heart component of the transformation process. I have 

metaphorically compared this section with the ‘heart’ of the body. When my 

participants faced dilemmas, they began to feel the triggers in their hearts, and they 

found reality to be different from what they had previously thought. Anand’s ethical 

crisis of overcharging clients calls for analyzing the taken-for-granted assumptions 

(Mezirow, 1991), by standardizing the pricing and service charges of interior design 

throughout Nepal. He realized the need for a reframed design that considers 

transparency and ethics over profit-making. Similarly, Shruti’s shift from focusing on 

textbooks in the classroom to practice-oriented teaching came after witnessing 

students' struggles in the industry. They contextualized abstract principles within real-

world realities, which creates concept situational wisdom among them (Bhatt, 2019). 

Jeena’s concern about the erosion of authentic Nepali designs and Bishal’s critique of 

the neo-colonized curriculum, focusing on international histories, represent 
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participants ' reflections on the educational and professional values and 

responsibilities.  

Mezirow's theory, as applied by Taylor (2008) and Mahaffey (2018), posits 

that genuine transformation is compelled to engage the affective domain. The tact 

Anand showed in offering feedback so as not to embarrass the students over their 

design faults demonstrates that emotion-sensitive teaching translates into resilience 

and confidence. Bishal's change from a shy student to a confident presenter 

demonstrates that teaching design also translates into emotional voice and identity. 

Bishal’s reflection on reframing design from an aesthetic approach to functionality 

and problem-solving. Jeena critically reflects that in her initial practice days, she was 

overly dependent on online images and trends, which led to misalignment with clients' 

realities. Later, she understood that design is for the people, not for trends. 

The participants' narratives of re-evaluating the design core’s purpose, 

evolving professional identity, assessing competence and readiness, and questioning 

foundational knowledge and values are examples of how they processed encountered 

dissonance through critical reflection. The critical reflection is emotionally charged 

and nurtured through dialogues, and is necessary to process and navigate 

disorientation. It includes examining the assumptions, their formation process, and the 

underlying premises (Mezirow, 1991). It is a stage related to self-realization and 

critical thinking, and is metaphorically connected to the heart elements of the human 

analogy. 

Experimenting with Critical Praxis: The Arms 

The insights obtained from critical reflection are translated into the critical 

praxis stage. This stage includes informed actions and experiments in interior design 

practice and pedagogy. This stage or critical praxis is metaphorically compared to the 

arms that test and bring the evolved understanding into action (Freire, 1970; Mezirow, 

1991). This section envisions education in the form of arms that symbolize action-

oriented critical praxis, tools, and activities for reconsidering classrooms as collective 

spaces, where actors are involved in learning beyond the classroom. While working 

on real projects, incorporating real-world resources and technologies, interacting with 

stakeholders (clients, workers, vendors, teachers, students), and solving real-world 

challenges. The practice culture is evolving regularly due to ongoing shifting trends 

and globalization. They pondered that market demands and shifting trends had caused 

them to learn, unlearn, and relearn design potentialities. The critical praxis, with its 
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preoccupation with the "arms," is the designer's ability to act intentionally and 

reflectively in the world. 

Mezirow (2000) was the one who defined transformation as incomplete 

without behavioral change. Jeena's change from copying Pinterest designs to creating 

user-centered spaces that are culturally relevant is bringing new knowledge to the 

practice. Anand's change of being adamant about making students redo their work 

early on is an example of how actionable reflection is converted into a pedagogy 

(Grant, 2025). In concrete experience, reflection, conceptualization, and 

experimentation, Kolb's (1984) model of experiential learning fits in. For instance, 

Shruti's decision to jump into freelancing before gaining field experience proved to be 

a critical learning moment. Her narrative demonstrates how trial and failure inform 

professional judgment, a crucial aspect of critical praxis. 

This aspect also includes addressing systemic discontinuities, such as 

traditional curricula or the lack of technical experts in schools. Members like Anand 

and Bishal responded by re-making course materials and applying site-based learning, 

demonstrating what Leonardo (2004) calls transformative critique, the employment of 

reflection to re-make teaching practice. Therefore, the designer's arms are not only 

instruments; they are sites of intervention, where decisions are made, ethics are 

enacted, and professional identities are constructed through bodily labor and 

responsibility. Innovating pedagogical approaches, building bridges to practice, 

cultivating collaboration, managing conflicts, and adapting to market dynamics are 

seen as critical actions led by the designers. Critical praxis represents the enactment of 

reflection. It shows designers moving beyond contemplation to actively test, adapt, 

and reshape aspects of their professional environment and educational approaches in 

response to the dilemmas they face. Although the sustainability, cultural integration, 

emotional, and ethical dimensions remain unexplored at this stage, this is a matter of 

concern for accomplishing a transformational journey. 

Demonstrating Evolving Perspectives and Change in Mindset: The Mind 

This stage is the cumulative effect of processing dilemmas, engaging in 

reflection, and performing praxis-oriented actions, leading to the evolution of a new 

perspective, shifts in frames of reflection that will influence how designers perceive 

their role, knowledge, values, and profession itself. This is compared to a change in 

the way human thinking operates, metaphorically likened to the ‘mind.’ A profound 

shift in mindset is transcending the aesthetic plane of design, perceiving it as a 
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complex, contextual process that unites function, culture, ethics, psychology, and 

social dynamics. Anand’s movement, along with changing professional identity, 

Jeena’s acknowledgement of multiple roles of designers, and Shruti’s prioritization of 

the client requirements rather than trends and aesthetics, reflect that participants have 

started accepting and adapting to the new role and identity. 

There are also some signs of a shift from outside validation (e.g., grades) to 

valuing self-reflection, critical self-assessment, and consistency with 

personal/professional values. Anand's instructional techniques are also consistent with 

the concept of self-realization. The participants increasingly demonstrate an 

awareness of knowledge as a dynamic and evolving entity. Their stories position 

practice as a continuous classroom, where Bishal states even instructors are learning 

daily, and Anand states that he continues to learn from everything, embracing the 

need for continuous learning, unlearning, and relearning due to market shifts, 

technology, and cultural comprehension (Candy, 2002). The desire of participants to 

integrate cultural heritage (Bishal, Jeena) and sustainability (Anand), even in the face 

of challenges, represents a significant shift in value from solely commercial or 

aesthetic ends (Leonardo, 2004; Luitel et al., 2022). Critical reflection involves 

developing an awareness of the need for professional recognition (Shruti, Bishal) and 

the decolonization of knowledge (Bishal). This involves critical examination of 

existing educational and practical structures, pointing towards aspirations for greater 

legitimacy and contextual relevance (Helskog, 2019; Quantz, 2016). These 

perspectives show an evolving path towards a complex, integrated, critically aware, 

and socially responsible profession. These aspects represent the human mind’s 

analogy, which means shaping the mindset through the ongoing journey of 

navigating, processing, acting, and adapting in the interior design landscape of Nepal. 

Briefly, the professional path of interior designers in Nepal is a multi-faceted 

experience of potential transformation, encompassing four interconnected aspects: 

body, heart, arms, and mind. Transformative learning theory describes how 

development occurs through disorienting dilemmas and reflection, while social 

constructivism outlines the relational and situated nature of such change. Students 

imagine that interior design education, to empower this widespread revolution, must 

transform from information dissemination towards being more contextual, ethical, 

collaborative, and spiritually grounded, not only educating students to design 
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functional spaces, but to design meaningful lives, flourishing cultures, and just 

futures. 

The narratives and support from literature suggest that participants are 

reflecting on their experiences, but are still unable to adopt these new mindsets, due to 

existing constraints such as power dynamics, limited awareness, acceptance, and a 

lack of advocacy for new perspectives. The experiences of Nepali interior designers 

beautifully exemplify experts in a state of ever-present professional development, 

their experiences being profoundly in sync with transformative learning processes and 

the social construction of knowledge. Their trajectory is not characterized by a fixed 

destination point but by continuous negotiation between learning phases (Mezirow, 

1991). 

This incessant navigation reveals a great deal about the inherent deficit of 

static, decontextualized academic training for a dynamic profession. The designers' 

experiences indicate the fundamental need for interior design education that is deeply 

experiential, reflective, collaborative, critically engaged, and rooted in the local 

culture and professional conditions of Nepal. Their path, elucidated using the 

paradigms of transformative learning theory and social constructivism, reveals the 

professional transformation as Nepali interior designers actively negotiate their 

practices and identities in an ever-changing context. This process is ongoing even 

today, and Nepali interior designers possess the potential to attain a holistic 

transformation. 

This chapter addressed the research question: How do interior designers 

envision pedagogy and professional practice of interior design in Nepal? How do 

Nepali interior designers conceptualize the relationship between education and 

practice, and what philosophical, collaborative, and forward-looking perspectives 

emerge from their experiences? The narratives and themes, shift in orientation, 

dialogues and collaboration, lifelong learning, and prospects, provide insight into how 

education and practice are interconnected to shape the future of the profession. 

According to transformative learning theory, the chapter’s findings suggest that 

interior design education and practice in Nepal are in an ongoing process of 

transformation. The narratives highlight the potential of the interior design profession 

to move beyond functionality toward ethical, sustainable, and human-centered design. 
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Chapter Summary 

Chapter 6, "Envisioning: Interior Design," explores how Nepali interior 

designers perceive and envision their education and professional practice, from the 

classroom to the workplace. This chapter addresses the third research question: How 

do interior designers think about and envision the future of interior design? The 

chapter elaborates on four broad themes in interior design education and practice in 

Nepal. The first is the transformation of the design process from ethics, function, and 

aesthetics to experiential learning, thereby facilitating the transition from students to 

confident practitioners. The second theme is collaborative practice, which involves 

developing relationships with clients, peers, and artisans, and learning through the 

transformation of conflict into a space for growth and learning. The third theme of 

lifelong learning is emerging with constant updates to trends, driven by practice, 

learning, and relearning. Lastly, future goals reflect a desire for professional 

recognition, specialization, sustainability, and adherence to ethical practices. The 

overall theme reflects a movement towards a practical, immersive, and culturally 

grounded interior design profession in Nepal along these four threads. 

The chapter concludes with, A Potential Transformative Journey, charting the 

four stages of potential transformation: disorienting dilemma (body), critical 

reflection (heart), critical praxis (arms), and change in mindset (mind). The interior 

designer participants have recognized the two stages, the ‘body’ and the ‘heart,’ 

although they are initially in the ‘arms’ stage, and hope to reach the final stage of 

transformation through a change in the ‘mind’ in the future. That is why their journey 

is described as potentially transformative, still in progress. This describes the journey 

from aesthetic interests to gaining knowledge through community and collaboration, 

creating adaptive, action-oriented practices, and trying to adapt to new, evolved 

perspectives. 

The journey illustrates the evolution of interior design education in a 

potentially transformative way, where it is still in the process of being fully developed 

for its holistic growth. The discussion suggests that interior designers in Nepal have 

found that education and practice are inextricably linked, each informing and shaping 

the other. Based on the earlier chapters that examined journeys of becoming (Chapter 

4) and teaching practices (Chapter 5), this chapter has inquired into how designers 

think and envision the discipline. These insights in this chapter provide a foundation 
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for transforming the interior design profession and also point towards a pathway for 

its progress and advancement in the near future. 
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CHAPTER VII 

REFLECTIONS, CONCLUSION, AND IMPLICATIONS 

In this chapter, I am concluding my overall research work. Previously, I 

introduced interior design education, supported by literature and evidence, and 

explored the gap. I employed a narrative methodology to conduct this research. Later, 

I addressed three research questions to the fullest potential, incorporating participants' 

voices, with the support of relevant literature and theories. In this chapter, I reflect on 

my journey through the MPhil course and this research project. Later, I have 

concluded the research and proposed implications to complete this chapter, and 

overall, this research.  

My Reflections 

Interior Design is a subject, discipline, a part of architecture, a luxury, a myth, 

an art, or a science. What is Interior Design? This was my initial question when I 

studied, practiced, and conducted this research. Everyone asked me, What is Interior 

Design? What do you do to be an Interior Designer? Am I an explorer of knowledge, 

a survivor, a professional, a community and psychological thinker, or a self-

developer? Even after conducting this research during my MPhil journey, I am unable 

to recognize where I stand, and in which definition my subject, Interior Design, lies. 

What I have realized, it is not easy to define this term. It is a multidisciplinary 

approach that includes science, technology, engineering, the arts, and mathematics. It 

is based on project-based and experiential learning. To become an interior designer, 

we also need other essential soft skills, such as interpersonal, communication, 

presentation, and negotiation skills. Accounting, management, and legal skills are also 

necessary for the day-to-day function of an interior designer. Sometimes, like my 

participants, even I feel we are jack of all, but master of none. Still, designers are 

fighting for their integrity and professional identity. Overall, Interior Design is a field 

I am passionate about. I hold a double bachelor's degree in management and 

education, and later earned a master's in management. Now I am pursuing an MPhil 

from Kathmandu University. Still, I continue as a freelance interior designer, as it 

connects me to myself and my inner consciousness. My creative nature and urge to 

create new ideas are fulfilled by this field. To meet new clients, understand their 
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requirements, and fulfill their aspirations through my design is worth more than 

making debit and credit entries inside the four walls of an office. 

As an interior designer educator and practitioner, I had the opportunity to 

explore my field in depth during the MPhil in STEAM Education course. 

Understanding my participants' views and conducting interviews to uncover the core 

essentials and scope of interior design was an immensely helpful experience that 

enhanced my own understanding. With the help of MPhil courses and guided learning 

from facilitators, I was able to conduct this research and connect with educational 

models and theories that I was previously unaware of, having joined the MPhil course 

at Kathmandu University. This study is on interior design education and practice in 

Nepal. Throughout the entire MPhil journey, including research and interview 

sessions with participants, I have felt a profound sense of urgency. The participant’s 

narratives mirror my own lived experiences, struggling to balance education and 

practice, design with critical and ethical thinking, traditional and innovative solutions, 

and aesthetics and functionality. 

While studying for my MPhil, in the first semester, our facilitator asked us to 

choose a research topic. I was fairly certain that my topic would be interior design 

education. Although framing the exact title was still in the process till last semester. 

As a professional interior design educator and practitioner, I chose to research the 

pedagogy and practices employed in interior design in Kathmandu, Nepal. As this 

topic was new, even my few MPhil colleagues were not aware of it. I was worried 

whether the topic would get approved or not. Later, my facilitators approved my 

topic, and I started my study. 

While writing Chapter 1: Introduction, I was uncertain about which aspect to 

include. I decided to make two segments: interior design education and practice. 

These two concepts are like two sides of a coin, separate yet interconnected at their 

foundation, as education continually informs practice and practice continually reforms 

education. This overall process ultimately leads to a potential transformation. So, I 

decided to explore both sides of the coin, which are inseparable like the two banks of 

a river. After selecting this topic, I started searching for previous studies and materials 

to study. The lack of material, paper, resources, and studies in this field strengthened 

my purpose. The need to explore the experiences of interior designers in Nepal 

became increasingly urgent and necessary. Due to this drawback in Nepal, I became 

confident in this study and its purpose, as it will help future designers and 
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stakeholders in their research. And they will not have to face the problems that I faced 

in my initial study period. 

While writing Chapter 2: Literature Review, I faced challenges in finding 

Nepali context literature that supported my research study. At the initial stage, I was 

shocked to find no literature, as I knew, or that was within my reach, in the interior 

design field. I found minimal work done specifically on the interior design topic. I 

found studies on architecture and engineering subjects. Later, I attempted to address 

this challenge by incorporating international research, studies, and articles into my 

literature review. I reviewed all the international literature and resource materials, 

which made me somewhat reluctant about their relevance in Nepal. These limitations 

may have been a sort of demotivating factor in my field and its scope. I was also 

struggling to understand the concept of theoretical, thematic, and empirical 

literature/studies. Later, I resolved this confusion by researching and studying more 

samples and classroom interactions with facilitators. While studying social 

constructivism and transformative learning as pedagogical foundations in MPhil 

classes, I understood that interior design education is fundamentally based on these 

two theories. These theories significantly helped me explore the pedagogical and 

practical aspects of interior design. While working on the analysis chapters on how to 

become an interior designer, how to teach interior design, and what we envision about 

interior design, I understood the core aspects and principles of these two theories, 

which made my research journey smooth and manageable. Through these analyses, I 

considered the multilayered meaning of participants' voices, and I also had the 

opportunity to engage in critical reflexivity through my experiences. This process 

helped me to interpret and analyze the knowledge through three stages: thesis, anti-

thesis, and synthesis between participants' voices, my inner voices, and the theories 

and literature. This has also enabled critical thinking skills and the ability to see things 

from different perspectives and multiple angles. During the theorizing process, I 

realized my limitations in understanding the aspects of theories and connecting them 

with the participants' narratives. My supervisors and facilitators supported me in 

accomplishing this section in a meaningful way. However, with the support of my 

participants, facilitator, and supervisor, I was able to continue this research further. 

During Chapter 3: Methodology, selecting an appropriate methodology for this 

study, in my initial stage for a crucial decision. I considered adopting a mixed 

approach, combining both qualitative and quantitative methods. However, due to a 
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lack of time, I shifted to a completely qualitative approach, which is a narrative study. 

Although later I realized it was the appropriate decision to explore the rich data from 

the participants for my study. Which I would have lacked if I followed the mixed 

approaches. Working with a narrative approach, I gained a deeper understanding of 

the length, breadth, and depth of this qualitative method. With a narrative approach, I 

was able to explore the detailed data, including all aspects such as the seen and 

unseen, the said and unsaid, and the shown and hidden, from my participants and 

context, which I encountered during the research process. Even like Chapters 1 and 2, 

my writing in Chapter 3 also faced changes during the process. As we say, qualitative 

research does not have a fixed linear path, which I exactly felt in my research process. 

I started with 3 participants. After completing interviews with them, I added one more 

participant. I reflected critically that I should have had one more voice to justify my 

research purpose. Framing, reframing, and reworking were the processes I followed in 

my study. After completing Chapters 1, 2, and 3, an initial draft or proposal of the 

study is completed. We were asked to enter the field in the second semester. 

Conducting interview sessions was also another hurdle in the journey. My participants 

were very supportive and agreed with me at each interview session. A major 

challenge was to frame the questions. Which question should I ask? What are the 

relevant questions? Will it be ethical to ask personal questions, and so on? These were 

the dilemmas running through my mind. Then our facilitator suggested having an 

initial meeting with the participants to build rapport. Then the interaction will go 

smoothly. Of course, it went the same way as they suggested. The first step was 

tough; later, the interaction and interview session were deep, comfortable, and 

smooth. Sometimes, with few participants, my session went longer than the decided 

time. We talked about the topic for three to four hours per session. Now, I have 171 

pages of transcribed data from the field. This was another challenge: how to organize 

and utilize this data for its intended purpose. I systematically arranged the data 

according to my three research questions. These three research questions were 

addressed in Chapters 4, 5, and 6. 

The first research question was addressed in Chapter 4, Becoming: Interior 

Designer. The question was: What are the experiences of participants in becoming 

interior designers in Nepal? How do they narrate their journey? Addressing this 

question prompted me to critically reflect on myself: How can someone become an 

Interior Designer? By acquiring formal or informal education, by practical 
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engagement and interaction, by collaborative learning, by technical skills, or by all. 

My participants gave diverse background information on why and how they became 

interior designers, and are still in the process of becoming one. I realized that 

becoming an interior designer is an ongoing process; we must continually evolve our 

role. While discussing this chapter with my course facilitator, he suggested that I 

describe the diverse dimensions of the role in interior design to bring the depth of this 

field. This made me connect the role of an interior designer with Maslow’s hierarchy. 

The role of an interior designer continues to evolve in response to changing needs and 

requirements. I created the role framework based on Maslow’s hierarchy to support 

the findings of my data analysis. I believe this hierarchy reflects the evolving nature 

of interior designers, progressing from a survivor to a community builder to a self-

developer. 

In Chapter 5, “Teaching: Interior Design,” I have addressed the second 

research question: What are the teaching and learning experiences of interior 

designers in Nepal? While reading the interviews of my participants, the data, and the 

literature, I started reflecting on my classroom. Am I applying these strategies in my 

classroom, which I am seeking from my participants? This critical reflection 

highlighted my shortcomings in my teaching strategy. I realized why my 1st batch, 

when I started teaching, did not accept me. How I have evolved as a teacher from this 

MPhil journey. Teaching is not an easy job. Teachers must become a friend, 

facilitator, guide, and mentor to their students, not just a teacher. While understanding 

the teaching-learning pedagogies, curriculum structures, assessment strategies, and 

challenges explained by my participants, I felt as though I was looking into a mirror, 

which reflected the reality of the interior design education ecosystem and its impacts 

on professional practices. What I believe is, we cannot change the system; however, 

we can start brick by brick to build a transformed empire from our mistakes and 

lessons learned. 

In Chapter 6, Envisioning: Interior Design, I have explored how my 

participants and I envision the future of Interior Design. The question addressed in 

this chapter was: How do interior designers envision pedagogy and professional 

practice of interior design in Nepal? While writing this chapter, I was questioning my 

participants and myself: How do we think about the future and scope of Interior 

design? Is it a transformational journey for the designers? However, while framing 

this chapter, I realized that before joining the MPhil, I was extra confident that my 
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subject was a perfect example of transformative learning. However, after 

understanding the core of transformation, we as interior designers are still only 

halfway to reaching that level. I used to think that interior design education is a 

profound and comprehensive subject, which leads to the transformation of students 

and, thereby, professionals. During this course and while conducting this research, I 

personally experienced Mezirow's disorienting dilemma regarding interior design 

education. During this journey, I began to reflect critically on educational 

perspectives and compare them with existing theories and literature on 

transformational learning theory and social constructivist theory. I found a huge gap 

between the existing approach and my assumed perceptions. Upon reflection, I have 

reached the second stage of Mezirow’s transformational learning model. Now, I need 

to experiment with the new ideas and insights gained from critical reflection and 

incorporate them into my practice to achieve the transformation level. Therefore, I 

found myself transforming my thoughts in this journey. 

In Chapters 4, 5, and 6, as I theorize my data and studied social constructivism 

and transformative learning as pedagogical foundations, I came to understand that 

interior design education is fundamentally based on these two theories. These theories 

significantly helped me explore the pedagogical and practical aspects of interior 

design. While working on the analysis chapters on how to become an interior 

designer, how to teach interior design, and what we envision about interior design, I 

understood the core aspects and principles of these two theories, which made my 

research journey smooth and manageable. Through these analyses, I considered the 

multilayered meaning of participants' voices, and I also had the opportunity to engage 

in critical reflexivity through my experiences. This process helped me interpret and 

analyze knowledge through three stages: thesis, antithesis, and synthesis, 

incorporating the voices of participants, my inner thoughts, and relevant theories and 

literature. This has also enabled critical thinking skills and the ability to see things 

from different perspectives and multiple angles. During the theorizing process, I 

realized my limitations in understanding the aspects of theories and connecting them 

with the participants' narratives. My supervisors and facilitators supported me in 

accomplishing these sections in a meaningful way. 

While working on these studies from introduction, to literature review, 

selecting methodology, conducting interviews, collecting data from participants, 

framing chapters from narratives, and theorizing the findings, I have been on an 
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abundant transitional journey, from ‘What I Knew,’ to ‘What I know now about 

Interior Design.’ 

Conclusion 

This research offers an in-depth examination of the lived experiences, 

challenges encountered, assumptions, and insights of interior designers within Nepal’s 

evolving educational and professional landscape. Using Social Constructivism 

(Vygotsky) and Transformative Learning (Mezirow) as the theoretical frameworks, 

the study reveals that the interior design field in Kathmandu is a dynamic, socially 

constructed field that is regularly undergoing significant transitions, and is on a path 

to potential transformation. 

The core findings of this research are that identity and meaning are co-

constructed and inherently evolving. Participants' understanding of interior design is 

not static in nature, but dynamically shaped by regular critical reflections, social 

interactions, contextual integration, practical experimentations, and navigation. 

Becoming a designer is a layered journey that evolves from basic survival needs to 

self-actualization needs, from identity formation to community contribution, and 

ultimately to overall well-being.  

Another finding of this research is the existence of a bridge between education 

and practical demands. While education provides foundational and basic knowledge, 

participants have highlighted that practical, essential skills and competencies are 

developed after entering the field through practice. Educators can employ innovative 

pedagogical strategies to emphasize active learning that will align with social 

constructivism, transformation, and experiential learning. However, these efforts are 

hampered by some encountered issues: inflexible curricula and timelines, inadequate 

infrastructure and resources, uneven access to technology/equipment, and the 

employment of underqualified teachers. The research proposes a 6C pedagogical 

model, encompassing cognition, contextualization, crafting, creativity, critical 

thinking, and conduct for a holistic approach to interior design education. 

How designers envision their future is also a major finding of this research. 

Participants envision a future with collaborative practices, lifelong learning 

opportunities, professional recognition, specialized scopes, sustainable and ethical 

awareness, and cultural sensitivity. This envisioning has led them down a path from 

students to practitioners, marking a potential transformational journey. In this journey, 
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they envision a shift in mindset through navigating the dilemmas they have realized 

through critical reflection and praxis-oriented actions. 

Ultimately, this research has explored the aspects of what interior design 

entails, the process of becoming an interior designer, the teaching of interior design, 

and the insights of interior designers. Participants' voices convey their overall 

experiences in interior design education and practice, which are examined through the 

lenses of various theories and literatures to understand the meaning of interior design. 

Limitations 

The limitations of this research are that I was able to incorporate the 

experiences of only four educators/practitioners in the interior design field. The voices 

of students have not been included in this study. The introduction and literature 

review of this research are based on available online resources, mostly international. 

The evolution of participants, as explained in Chapter 4, is not limited to Maslow’s 

hierarchy of explanation. Interior designers’ growth and evolution can also be 

explained in another way. The proposed 6’C model, presented in Chapter 5, appears 

to be effective; however, its implementation may be challenging. The most important 

impediment is the existing institutional capacity. Participants note that many design 

colleges in Nepal lack the necessary facilities, skilled personnel, and operational 

autonomy to implement an elaborate teaching strategy. Chapter 6 demonstrates that 

the participants’ transformative journey is not yet complete. They have the potential 

to be transformed. Although this research finding is based on only four participants, it 

cannot be generalized to the entire interior design community. It can be applied in a 

similar context as mentioned by the participants. 

Implication 

As a researcher in this study, I find it very important for my learning and 

future use and references. Additionally, this research has significant implications for 

educators, students, practitioners, and future researchers. 

For educators, the tentative integrated 6C pedagogical model can help students 

move beyond basic textbook-based, theoretical, and decoration-focused learning 

towards an experiential, ethical, and contextual approach. The findings of this 

research may convince the educators and systems to prioritize hiring qualified 

educators. Additionally, continuous professional development facilities can be 

provided to existing staff, focusing on the desired pedagogy and research. Educators 

can actually shift from pre-assumptions and use critical reflection, collaboration, 
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ethical reasoning, and skill development approaches in classrooms. Educators can 

utilize this research and findings to understand the existing pedagogical aspects in 

Nepal and may apply the suggested approaches in relevant cases to achieve enhanced 

outcomes. 

For students, this research shows that crucial learning happens in practice. 

This research also describes how the role of an interior designer can change according 

to Maslow’s hierarchy of Needs, contributing to the students’ understanding of their 

roles and impact in the community. Therefore, they should actively pursue 

internships, volunteering, engaging with craftspeople, and participating in workshops 

beyond the classroom. Students should learn to respect and understand different 

perspectives and critiques while engaging deeply with peers, faculty, practitioners, 

artisans, and potential clients as a means of learning. They should develop critical 

thinking, reasoning, and analytical skills. They should adopt a lifelong learning 

mindset, as getting a degree is just the beginning. They should be prepared to adapt 

and relearn throughout their career. Students can use this research and findings as a 

reference resource for their learning, which is contextual and relevant to the scenario 

in Nepal. 

For practitioners, this research calls for them to mentor the next generation 

and share practical knowledge and real-world challenges. They should also 

collaborate with professional associations to advocate for recognition of separate 

professions. They can apply designs that are deeply responsive to Nepal’s context, 

culture, climate, and user needs. They can utilize this research study to gain insight 

into the experiences of interior designers and their evolving role within this 

community. This research presents the potential transformative nature of learning, 

which can help practitioners evolve and reach their full potential. 

For future researchers, this study can serve as a foundation for further research 

in interior design education and practice. These research findings provide nuanced 

insights into existing educational frameworks, practical scenarios, and the envisioned 

future. Future researchers can conduct in-depth empirical studies to test the proposed 

pedagogical model in Nepali educational settings. They can replicate this study with a 

larger and more diverse sample of participants, including those from various 

backgrounds such as students, clients, workers, and related professionals. Using this 

research as a supportive foundation for grounded knowledge, they can further 

investigate identified system barriers and conduct comparative studies with other 
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developing nations or countries. They can also do an in-depth exploration of the 

potential impact on achieving formal professional recognition and licensing for 

interior designers in Nepal. 

Although the research is significant to students, educators, practitioners, and 

future researchers. It can also have sound implications for other stakeholders of the 

interior design field, such as policy makers, curriculum makers, potential clients, 

architects, engineers, laborers, artisans, and potential students, for understanding the 

knowledge and amount of interior design education and practice. 
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APPENDICES 

APPENDIX I - MIND MAP FOR THEMATIC LITERATURE REVIEW 

 

 

APPENDIX II - INTERVIEW GUIDELINES 

UNFOLDING AN EDUCATIONAL DIMENSION in INTERIOR DESIGN Practices: A 

NARRATIVE STUDY 

Research questions 

1. How do Nepali interior designers narrate their experiences in interior design education and 

their practice in spatial advancement? 

● What are the experiences of interior designers in Nepal? How do they narrate their journey? 

● What are the teaching and learning experiences of interior designers in Nepal? 

● How do interior designers envision the education and the practice of interior design in Nepal? 

Interviewee: Interior designer, educator, and professional 

Time: 60-90 minutes per round. Three rounds of interviews and a few follow-up sessions. 

Field visits 1 – 23rd October 2024 

Background and Experience 

● Can you describe your journey into the field of interior design? 

● What motivated you to pursue an education in interior design? 

● How would you describe your professional experience in the interior design industry so far? 

Education and Learning 

● What was your overall experience in your interior design education? 

● As an interior designer educator, share your experiences about scopes in the Nepali market. 

● Probe- also share struggles in the same context? 

● Were there specific subjects or topics that influenced your understanding of the impact of 

interior design on spatial advancement? 

●  How did your teachers impact your learning and professional development? 

● Probe- How as a teacher you are creating an impact in your classroom? 

●  Can you provide an example of a moment in your education that significantly shaped your 

thinking about interior design? 
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Pedagogical and Assessment Strategies 

● What teaching strategies do you use in your classroom? 

● Probe- In general what strategies are used in Nepal? 

● Probe- How would you characterize the teaching methods used in your program? (is it 

effective or not? 

● What teaching strategies were most effective in your classroom? 

● Probe- Were there any teaching methods you found ineffective? 

● Probe- Were there any teaching methods you found challenging? 

●  How do you assess your student's performance? (e.g., projects, exams) 

● Probe- Is your assessment method motivating students? 

● How did these teaching strategies help or hinder students’ development as designers? 

● Do you think any change or improvement is required in interior design education? 

● Probe- Are there any specific changes or improvements you would suggest for the current 

pedagogical approaches in interior design education? 

● How do these strategies help prepare students to work in real-world markets? 

Role of Education in Practice 

● In what ways has your formal education helped in your day-to-day practice as a designer? 

● Have you encountered any gaps between what you were taught in school and the realities of 

professional practice? 

● Can you share an example of a design project where your educational background played a 

significant role in your decision-making? 

● How do you feel interior design education in Nepal aligns with the profession's demands? 

Spatial Advancement 

● How would you define ‘spatial advancement’ in interior design from your experience? 

● In what ways do you incorporate the concept of spatial advancement in your projects? 

● How did your education prepare you to address spatial advancement in your design work? 

● Are there any educational topics related to spatial advancement that you feel should be given 

more attention? 

Connection Between Education and Practice 

● How do you perceive the connection between education and professional practice in the 

context of interior design? 

● Do you think there are aspects of professional practice that should be more integrated into the 

curriculum? 

● Can you share an example of a project or situation where you had to bridge the gap between 

your education and practice? 

● How can interior design education better prepare students for the realities of professional 

practice in Nepal? 

Field visits 2 - 2nd December 2024 

ZPD – Zone of Proximal Development 

-        Scaffolding 

● What teaching methods do you use to address the varying skill levels of students? 
● In your experience, have you as an educator provided incremental guidance (e.g., frameworks, 

step-by-step approaches) that helped your students to master difficult design techniques or 

theories? Can you provide examples? 
● Can you share a story about how you have facilitated learning for students at different skill 

levels beyond their current skill level? 
● How do you encourage peer collaboration in your class? Can you give an example? Does it 

bring any change in students’ learning? 
● Have you observed students transition from novices to experts? What role did you play in this 

journey? 
● Have your students achieved the desired level of outcomes after your guidance and support? 

Give examples. 
● ZPD identification 

● How do you identify when a student is within their ZPD? 
● What approaches do you use to provide the necessary support to bridge the gap 

between what they know and what they can potentially achieve? 
● How do you meet the individual learning needs and potentials? 
● How do you provide enough support to keep them motivated and successful? 
● How do you manage challenging students? 

Theory - Practice Bridge 
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-        Theoretical Application 

● How do you help students connect theoretical concepts with practical interior design tasks? 
● Give an example of a project or activity that bridges theory and practice effectively? 
● Give an example where students applied theoretical knowledge in a real-world context? 

-        Skill development 

● How do you balance teaching design creativity and technical skills (presentation, software, 

etc.)? 
● What challenges do you face in balancing theoretical knowledge and hands-on skills in your 

teaching? 
● What challenges do you face in preparing students to meet local and global design standards? 

3.     Social Constructivism 

-        Social Learning 

● How do you incorporate collaborative learning in classrooms? 
● How do Nepal’s cultural and social contexts shape your teaching methods or student projects? 

-        Social Interaction 

● How do you foster meaningful teacher-student interactions? 
● How do you incorporate exposure to Nepal’s design industry (vendors, laborers, supposed 

clients, experts, seniors, etc.) in the curriculum to enhance student learning? 
Educational Strategies 

-        Teaching Practices 

● How do you integrate experiential or problem-based learning in your teaching? 
● Give an example of a teaching strategy that can be used for student engagement. 

-        Assessment 

● How do you use formative assessment? 
● What methods do you use for summative evaluation? 

Spatial Advancement and Lifelong Learning 

-        Professional Development 

● How do you encourage students to engage in lifelong learning after their formal education?  
● Please share a personal story about your reflective practices or post-education learning as a 

teacher in Nepal. 
● What strategies do you use for the professional development of students with the curriculum? 

-        Evolving Education 

● How do you incorporate technology into your teaching to address the evolving educational 

needs of Nepali students? 
● What future trends in interior design education do you think will impact Nepal? 
● What future trends (educational or practical) do you find most exciting or challenging? 

Transformative Learning 

-        Perspective transformation 

● Has ever critical reflection or critical thinking led to a mindset shift in your students or 

yourself? 
● While teaching or practicing have you felt any change in perception about interior design 

(worldview/local view)? 
-        Empowerment 

● How do you help or encourage students to develop autonomy and confidence while dealing 

with the challenges of design education in Nepal? 
● How do you foster critical questioning and emotional growth in your students? 

-        Dialogic learning 

● How do constructive dialogues (encouraging discussion, open-ended questions, boosting 

confidence) shape the learning experience in your classes? 
● How much do you think these discussions and dialogues are necessary in addressing Nepal’s 

societal and industrial needs? 
Applied Practice and Lifelong Learning 

-        Real-World Application 

● Share an example of innovative or real-world application of interior design by your student 

and by you. 
● What methods do you use and what role do you play in translating classroom knowledge into 

real-world scenarios? Do you find any gaps in the process, and how do you address them? 
-        Reflective Practice and Future Vision 

● How do you encourage students to engage in reflective practice? 
● What is your vision for the future of interior design education in Nepal? 
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Field visits 3 - 10th December 

1. Describe your experiences with the education system in interior design? 

2. How has it shaped your understanding of spatial design? 

3. What is your  perspective on spatial design and interior architecture? 

4. How can interior design contribute to community development and spatial improvement in 

Nepal? 

5. Have you participated in any projects where interior design education and practice influenced 

a local community?  

Foundational Understanding: 

o How can education address the concept of spatial advancement in interior design? 
o In what ways do teachers help you explore innovative design solutions? 

Skill Development: 

o What learning strategies are emphasized to enhance your ability to design advanced 

spatial environments? 
o Can you share an example where a mentor or instructor guided you toward 

developing a unique spatial solution? 
Critical Thinking and Innovation: 

o How are you encouraged to think critically about design relationships, materials, and 

user experiences? 
o What role do collaborative design exercises play in enhancing your approach to 

spatial advancement? 
Pedagogical and Assessment Strategies (Transformative Approach)  

Curriculum Integration: 

o How does your program incorporate concepts of spatial advancement into its 

curriculum? 
o Are transformative methods like case studies, simulations, or real-world design 

challenges included in your learning? 
Assessment of Spatial Skills: 

o How are your skills in creating advanced spatial designs evaluated in your program? 
o Are there any assessment tools or activities that particularly focus on spatial 

complexity and user-centric designs? 
Innovation and Adaptation: 

o In what ways do your instructors or assessments encourage innovation in spatial 

planning and design? 
o How does the program adapt to emerging trends in spatial design and technology? 

Connection Between Education, Practice, and Community (Social Constructivist 

Approach) 

Practical Applications: 

o How do your academic projects bridge the gap between education and practical 

applications in spatial design? 
o Have you worked on projects that connect advanced design concepts in real-world 

scenarios?  
Community Impact: 

o How does interior design education in Nepal address the needs of communities? 
o Can you describe a project where your designs contributed to improving conditions 

for a specific community? 
Collaboration and Collective Growth: 

o How does working with peers and professionals enhance your understanding? 
o What role do community-driven design projects play in shaping philosophy? 

Specific to Advance Trends 

Emerging Trends: 

o What emerging trends in design do you think are most relevant? 
o How does your education address these trends? 
o Are technological advancements, such as digital modeling or sustainable design 

practices, incorporated into your learning? 
Cultural and Environmental Factors: 

o How can your education address the interplay of cultural, environmental, and 

sustainable considerations in interior design? 
o Share an example where understanding cultural or environmental factors influenced 

your approach to interior design? 
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Design for the Future: 

o How do you see interior design contributing to sustainability in Nepal? 
o What role do you believe design plays in addressing urbanization and modernization 

challenges? 
 

APPENDIX III - CONSENT FORM 

CONSENT FORM 

  

Study Title: 

UNFOLDING AN EDUCATIONAL DIMENSION IN INTERIOR DESIGN PRACTICES: A 

NARRATIVE STUDY 

  

Researcher: 

Samiksha Agrawal 

STEAM Department 

 School of Education 

Kathmandu University 

  

Purpose of the Study: 

The purpose of this research is to explore the experiences of Interior Design educators and 

professionals by examining the prospects and hurdles, and also to understand the present education and 

practice system in Nepal. 

Procedures: 

The procedure of this study is to conduct three to four levels of interviews, based on semi-structured 

interview questionnaires. Each interview session will last for 60-120 minutes. The questions will be 

related to your experiences in interior design education and practices. The recording will be done, and 

photos will be taken with your permission. The field memo, observation, and note-taking will also be 

done during the interview sessions. 

Voluntary Participation: 

You are allowed to participate in this research voluntarily. In any case, if you want to refuse or 

withdraw your name, you will be asked any questions, and you will not have to face any consequences 

or penalties thereafter. 

Confidentiality: 

Your data and responses will be kept confidential. Data will be used in an anonymized manner; your 

name will be replaced with pseudonyms. The audio recording, photos, field memo, and notes will be 

used by the researcher only and will be stored securely. The transcribed data will be used only for 

research purposes, maybe for publications in academic journals, for presentations at educational 

conferences, and in other educational settings. Still, your identity will be anonymous. Your anonymous 

data will be used by future researchers. 

Risks and Benefits: 

There are no seen risks linked with participating in this study. However, if answering any questions at 

any time makes you uncomfortable, you can choose to skip, pause, or stop the interview. 

The benefits of participating is to contributing to the understanding and improvement of interior design 

education and practice in Nepal. Your insights may help shape future educational practices and policies 

in this field. 

Contact Information: 

If you have any questions about this research or your rights as a participant, you can contact the 

researcher at: 

Samiksha Agrawal 

 9843142809 

samiksha_mpsteam2024@kusoed.edu.np 

agrawalsamiksha9@gmail.com  

If you have any concerns regarding the conduct of the research, you may contact [KUSOED - 

Kathmandu University School of Education, STEAM Department]. 

Consent: 

I have read and understood the information provided above. I agree to participate in this research study. 

I also understand that my information will be kept confidential and used for research purposes only. 

 

● Participant’s Name: ________________________________ 
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● Participant’s Signature: _____________________________ 

● Date: ___________________________________________ 

● Researcher’s Name: _______________________________ 

● Researcher’s Signature: ____________________________ 

● Date: ___________________________________________ 

 

APPENDIX IV - INFORMAL OBSERVATION 

OBSERVATION CRITERIA 

Areas of participant observations: 

● Physical settings (institute facility, location, technology used, number of students) 

● Teacher’s voice is audible or not 

● Teacher’s language is understandable or not 

● Expressions and pauses during the interview 

● Sarcasm, not ready to answer, or not ready to provide the details 

● Institute/power dynamics affect on the answers 

● Self-ego centric answers 

 

 


