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1. Commantary on the Presont Stale of Aflalrs
in Environmenial Design

1.1 General factors:
Environmaental ddeslgn as a profession; a
discipline; and an educational vndertaking

This paper discusses th&i?gu menls that support the attempis at developing a
discourse of environmental design, and proposes a structure of he design
process upon which to formulate such discourse,

Before going into the arguments that support the need for the enunciation of
an environmental design discourse, let us first examine what is there in the
present situation of environmantal design that makes the formulation of such
digcourse relevant.

Itis my bellef that the architect, who is the professional supposed lo provide
design solutions to environmental problems, has litlle knowledge on how Lo
deal in ahstract with the struciure of problems as such, and, moraover, in spila
of tha fact that his solutions will ullimalely adopt physicaiform, he has little
undersianding of many of the meanings of the forms which he manipuletes. How
can the circumstances that have led us to such a siluation be critically
described, and to what general and specific faclors could they be ascribed?

If, In order lo establish the generai factors that detormined the presenl stale of
affairs, we turnlo examining environmental design as a profession, and as a
discipline, as well as an aducational undartaking, we would then abserve that:

As a profession: environmental design lacks systematic approach to
contemporary problems, and lags behind other professions such as medicine,
sociology, ete., in tha fact that it has failed, so (ar, to organize its accumulated
body of experiences into a structured and transmittable body of thaory.,

As a discipline: environmental design lacks a basic discourse of its own, and is
therefore, only infrequently brought into effeclive correspondence with what
are fundamantally related scisntific and soclal disciplines. In addition, lhe
absence of an environmental design discourse proscribes the coordination of
disparate torminologles and theories of design methodology which ara now
being developed In Isolation one from the other.

As a consaquence of these conditions, environmental design education has

yet nelther fully defined lts alm, nor developed any comprehenslve pedagogical
theory, and has, in my oplnion, {ailed so far in the exercise of ono of its
rasponsibilites: the transmission of an accumulated body of thaory and
praclice structured by the profession inlo a discipline. Studeni designers are
still trained in pretentious "aleliers” as configuralion makars, rather than as
problem "solvers” praparing to provide a physical synthasls to the complex
processes that affect man, the actor of the bullt environment,
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1.2. Specific faclors:
The search for systematic approaches to
design

1.2.a. Insuificiancy of currently avallable tools

for the objoclivization of deslgn problems
(proportional models)

68

ALINIS point, 1115 tair to mention that some schools are exploring

more systematic approaches to design. However, such approaches have so
far, with some distinguished, though rare, exceplions given rise only to
unsophisticatadly rlgid *'method-idolatry,” or to an opportunistic
embracement of methodology as design panacea. Such a superficial
undetrstanding of the possibilities and limitations of the scientlflc method asa
design instrument amounts to simple-minded neglect for the multifaceted

problems of Form, which is, after all, a matter of ultimate Impartance to the
designer of the physical environment,

On a detalled leval of analysis, it might be possible lo ascribe the deplicted
state of uneasiness In design education to iwo related circumstances.

The flrst one is a growing tendency 1o think of design not only in terms of
configurations, but also In terms of processes. And the second circumstance

s the consequence of a tendency to move away from metaphorical approaches
in design methodology in a search for more systematic design methods. Let

us how procesd to explore these two Intertwined points step by step.

It s to be acknowledgad that processes ~ this so-called "new dimension of
the time-space architectural equation,” If | may paraprase S. Gledion ~have
always been, under many other denominations, an implicit concern of
environmental design.

In spite of this long-standing concern, the operational implications of processes
have not yet been fully comprehended and brought under the control of the
designer. This Incomprehansion, | think, is principally attributable to the
inherent llmitations and Insufflciencles of the traditional tools for objectivizing
design problems which have, until now, been at the disposal of the deslgner—
namely proportional models.

By proportional models, we understand any two or three dimensional
constructions that preserva the relative proportions of the original. Thelr
media, therefore, are any two and/or three dimenslonal construction media
that permit a repregsentation of the proportions of the orlginal, For example -—
plans, sactions, three dimensional scale modals, etc.

As It becomes evident from the glven definitions, proportional models are
means used for dealing with notions of two and three dimensional forms.

Proportional models, therefore, do not have the capaclty for daaling direclly,
but only through Inference and Interpretation, with the more abstract notions
of processes {behavlors, operatians, tendencles, relations, changes, eto.),
and the structures of relationshipa that processes may assume, bacause
proportlonal modeis can only represent relations of {formal) proportions,

Let us suppose that we are requested to analyze \he processes of a cerlaln
bullding, and we are glven, for thal purpose, its plans and sectlons, l,e., a8
proportional model. All interprelations that could be deduced from these plans
in terms of soclological, economical, polltical, and even operational processes
would usually be Inferances of a rather vague sort, to the extent of being
unverifiable and unreliable even for speculative purposes,

All lhave sald does not mean, however, that a regularly tralned deslgner
cannot solve taciily the simple processes which are unsolved inthe dasignof a
tamiliar bullding type by maniputaling Its conflgurations, provided he

ls acqualnted from experience with the processes whlch are embodled In

those known and experlenced configurations. However, the shortcomings of
this approach to design, which we can cali "the metaphorical way' are evident.
In a metaphor, a word or phrase denoting one kind of familiar Idea or object is
usad as a mode for understanding another. Simllarly, the deslgner who reserts
to this approach as a design technique, is reslricied as wall as prejudiced,

If he wants to gain understanding of the processes occurring n his problem,

by the old and famlllar forms he has to use as Indirect referents,



1.2.b, Need for new analyllc tools

2, Struclure of the Design Procoss

2.1, Bagiec iramework

Underlying the risks inherant In the practice of the metaphorical way — of

which restricting the possibility of developing new problem-solving approaches
is not a minor one ~ is the sad fact that the designer Is perverting his herltage

of formal types into meaningless clichés as a result of hls partlal understanding
of tha nature of forms and a lack of operative comprehenslon of the cultural

and technological values which are embodied in forms. Itis, moreover,
especlally alarming that, at a time when the interrelated multiscalar problems
of our built environment pervade all of man's actions and thoughts, the
professionals who are largely responsible for giving to these forces a physical
solution are lll-equipped to do so in terms of the processas Involvad,

Wa may, from the preceding, state that ithe analytic tools currently employed ~
such as the described proportional models - for classifying and structuring
users' aspirations and needs into design programs are unsatlsfactory, And we
could proposs, then, that instead of his presen! Juggling with patterns and
conflgurailons in an "underpowered” attempt to organize the processes
inherent in a design problam, the designer would be better served If he would
rasort to formutating his problems accordlng to the concept of structural
models.! A structural model is an analytic tool specifically concelved for
representing the structure of refattonships of the processes involved in a
problem.

The use of such analytic Instruments would enable the designer to establlsh
the:structure of relationships existing between the different processes involved
in a problem. In addition, the use of structural models would ald him In
determining, first how will these processes relate to the actors who will enact
them; and second how wlill these actors relate to the physical spaces and
objects that they need In order to implemant the processes?

In short, the formulation of design problems In terms of structural models
would provide the designer with a system for postulating and evaluating a
design probtem’s allernative solution in terms of processes, allowing him, in
that way, to operate without previously having to know, for analyiic purposes,
what form hia design will finally adopt.

Allow me at thia point to request you kindly not to misunderatand me. Nothing
has begen said ""against” Form per se, On the contrary! Formis here requested
to be used notspuriously, but rather as the highest stadium of the designers'
task. The arguments for the appllcation of the notlon of modals should,
therefors, be seen as an operalive proposal thal would contribute toward the
development of a more systematic approach to design and toward achlaving
the evelution of designirom a "spoken language” of implictt struclure Into

a "written system with an expliclt grammar."

It s inescapable that the expliclt formulation of a structure of the design
process upon which a discourse can be established will implicitly state a
definlte design phllosophy, Alas, such is the condition of taking sides; but
if  manage to delineate the profile of the exlsting attitudes toward problem-
solving, | hope 1 will be able to turn my partialily Into a position capable of
obectivization,

't Is possible, for the purposes of this preaentation, 1o distinguish two different,
though complamentary, attitudes regarding problem-solving in design, The
first one works toward the solution of the perceived undesired condlitions,
thus deallng with existing structures, or that "which is,” The second one
strives to establish anideal, i.e, a standard for approximation as goal for Its
solutlons, thus proposing that which presupposes "oughtio be.”

This deflinition expands, | beliave, he delinition of analog models given by Max Black, “Models
and Motaphores,' Ithaca, New York, 1066.
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2.1.1, Slatarment ol aspirations In terms of
models

60
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I will attempt, therefore, to diagram a basic framework on which an
enviranmental design discourse capable of satisfying both prasented attitudes
could be formulated {1). The scheme | will present and the points | wlll

attempt to develop from it are by no means exhaustive of their subject, but
postulative. Its intentions are, first, to show possible directions of investigation
for the development of such a discourse, and secondly, to Indicate some of the
practical benefits that the concretion of such entarprise would render to
environmental design as a discipline, as a profession, and as an educational
undertaking.

Letus imagine, for ease of presentation, that we are supposed to deslgna
certain building, Let us also assume that the most proper socio-psychologists,
sconomists, librarians, engineers, and so on, have been duly consulted and
that every one of them has provided us with thelr respective "List of Desired
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Conditions for the Building'': which they have, for our benefit, stated in terms
of modsls (1, A.c./r).

Givan that we are not concerned here with the speclfic procadures every one of
our consuliants followad, we will just accept thal they have arrived al the
modals, in part by observing undesired conditlons, and in part by postulating

a sot of Ideal conditlons for such a bullding.

Hopefully, all of our consultants’ proposals will be in the end synthesized

by our final design of “'the bullding." We could say, howaver, that a

building is not only its formal spaces, but the relation in which these spaces
are structurad in order to satisfy the many aspirations of our consultants'
proposals, The design of the building - now considered as an entity with
physical characiarlstics — will have demands and limitations of ils own, and H
will have need, therefora, of a special lype of modsel in addition to all the

other maodels previously presented. This special model wa have In mind ia that
thing commonly referred to, but seldom practiced, a Design Program

{1, A.c/r). The function of a Deslign Program is to translate all the staloments
of daesired condltions llsted In our consultants’ models into statements which
have direct relevance to the physical aspects of our bullding's design (1, t).
More spacifically, the function of a Design Program would be to classify all the
processes which are wanted to occur in the bullding. This would be achleved
by establishing all the actlvities that will take place in the building, by
identifying all the actors that will participate in the bullding, by describing what
type of physical entitles (spaces, equipments, atc.) will the actors requlire in
order to perform the activities which are parts of the processes that will
Implement our Idea of the building. A Design Program should, Ih addition,
astablish standards of operational performance by structuring in whatway the
future bullding’s different spaces and equipment should be organized and
related one to the other in order to enabte the bullding’s actors to enact

those desired conditions thal were proposed by our consultanta’ madeis,

The question in this Instance Is to establish how are the statements of our



2.1.2. The problem of synthesis

consultants’ models to be translated into statements that have direct and
explicit design implications, i.e., the design program? The relevance of this
praoblem of translation becomes evident when we observe, flrst, that the
“language’ of the process of design is practiced without an explicit formulation
of its discourse or structure; secondly, that the different procedures so far
developed for formulating design programs are presented, and supposed to
operate, in avacuum of objective criteria agalnst which to tast their rationale;
and thirdly, that due to the absence of technlgues for formulating deslgn
programs which depend on more objective criteria than the common sense of
the observer, our consultants do not know in what terms and according to what
formats should their statements be formulated so as to facilitate thalr
translation into Design Programs with a minimum of unfalthfuiness.

For all its relevance to the final design, a Design Program only establishes
norms, i.e., objectives o be fulfilied by the design and against which its
performance will be evaluated. There is no Indication in It of what should be
the final form which will embody all the aspirations proposed by our
consultants' modal, Even tha most accomplished collection of proposal
models and the most elaborate of Design Programs ~ assuming that the
above mentioned problem of trans!ation has been solved — can only “assure”
that the final design will be, at best, a healthy vegetable. For the deslign to
becomearose...

Thqs we return to the eternal problem of design and the crucial question that
revaals the limits of all methodologias (1, T1): how are we to transiorm the
term of our modsels’ proposals into an optimum formal design? How is the gap
between Aspirations and its design Synthes/s lo be crossed? So far, that gap
Is only crossed by "“lonely jumps.” How can we objectivize that gap, and how
can we foreshorten the length of the gap? Given thal designing Is an act of
synthesis and not of aggragalion, there is not, consequently, a direct and one
to one correspondence belween the prescriptions of the Daesign Program and
the ensuing design. In apite of this fact of life, there Is a belief among many of
those involved in design maethodology that, if all the possible performances
expected of a design could be explicltly stated, then, one and only one
aesthetic form would result, Such ballef in the program as direct detarminant
of iorm is no more than another extremism in a long gallery of designers In
search of a ritual,

A Design Program does no! determine a design’s aesthelic form, but it
restricts the possible numbar of forms by stipulating the leve! of operational
performance that the design's form is to satisfy. I we wani to shed some light
onto the phenomenon of deslgn synthesls — that lonely jump - we wlll have

the nead for developing a more sophisticated approach to the objectivization
of design which would be based on an operalive notion of Indeterminacy tn
deslgn methodology, and would explore the possihility that the domain of
methods In a synthelic aclivity such as designing may lay, in part, beyond the
domain of the sclentific method and within the dynamic domaln of what we
would provisorlly refer lo as the Synthetic Method. Such mela-methodological
approach to deslgn systematization would have lo lake into account the
varylng degress of dissonances which are bound to occur helween the ideal
processes posiulated by our consultants in their respective models and the
processes that the designed building will generale ence built, This meta-
methodological, or synthetic method, approach would have to maka
provisions for dealing operatlonally with the following two facts: firstly, that
research on human behaviour determined by physical environment has yet a
long way ta go until establishing firmly the basic retations that may exist
hetween man's primary phylogenetic characterlstics and his physical
snvironment; and, secondly, that should the relations above mentioned
somehow be established, the designer would still have to syntheslze Intultlvely
an array of conslantly changing cultural and supracultural values (social,
aesthetical, cosmological, etc.) which have a dynamic and fluxing influence on
human rasponse {0 physical environmant,

However, let us Imagine for the sake of continuing with this presentalion, that
we have, somehow, jJumped over the intuitive gap and thereby, hopsfully,
&1



2.2, Breakdown of the basic iramework

2.2.1, Slatemanl of aspiratlons In terms ol
models, problems of model making

2.2.1.8. Conception of aspirations In terms of
models

g2

synthasized all our consultants' modals into the design of a bullding
represented by its plans, sections, and elevations. The design we contamplate
now may reveal to us many unexpected things; for example, that dlfferent
groups of related, though distinct, “desired conditions" were satisfled by means
of ona single sub-form, The deslgn may also “'repart’ to us that, glven adverse
contextual circumslances - site problem for example ~ a certain number of
deslred conditions had to be compromised; as well as It may show us thala
new form is capable of concillating what before seemed conflicting postulates.
As a further daslign stage we could propose that the deslgner feedback to

the first stage of Aspiration stating, and correct lhese propositions in the light
of what he has learned from the formal synthesis (S.c/r). We will return later
(2.5) to this idea of concelving the design as a model that renders Information
and permits interpretation as to the value of all Its designers, {By designers

in this context we refar to consultants as well as to the designer of the

physical fabric.}
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Such Is in short terms, maybe too short, the baslc framework of relations that
can be sald to exlst botwean a set of aspirations that motivate the need for a
design and the formal deslgn thatis created In order to satisly those
asplrations, We were not concerned here with discussing the deslgn phases
leading from Inception to completion, but with the design processes laading
from analysis to communication. Let us now break down the basic framework's
dlagram In order to examine morae carefully the problems Involved In the
deslgn process.

In the problems of model making we must distinguish the stage when the
consultant concelves the structure of his aspirations from the stage when he
represents his aspiratlons by means of amedlum. In order to better understand
what happens during the process of structuring asplirations into models, let

us imaglne that we have assumad the role of any one of our consultants, How
do we, as consultants, apprehend the structure of the concepts “hehlnd"” our



2.2,1.b. Transformation one-sub-one

2.2.1.¢. Problem of media

2.,2.1.d. Ruies for transiormation

aspirations? (2, A.¢} And through what means do we represent them? That
is to say, how do we concelve of our aspiration into structural models, and in
what medium do we embody our model’'s concepts? (2, A.r)

Here we have again the problem of transforming the concept of the modal Into
{ts medium. However, the problem of transformation we face in this case (T1,),
is but one component part of the main process of transformation which we
have previously deflned as transformation one (T1) In our diagram.
Consequently, T1, is more readily definable and easier to bound as a problem
than what T1 could be. That |s not difficult to see, for while in the case of T1

we had to embody all our modals’ proposals by means of a design, hers, In
T1,we only have to find the right medium to embody the concept of cne

model at atims,

What media are available for rapresenting structural models? | have been
able, so far, to distingulsh two types of media, namely anafog and denctative,
whlch can be utllized for such representation;

Analog medium: in this case? one type of known medium is used as analogy
for the one wanted. For example, Joel Cohen, a Harvard mathematictan, has a
book® on economical compelition in which he uses a blological model of
cellular competition to lllustrate the procedure and process Involved In
economic competition, In this case, as in metaphors, one known madium’s
behavlor has been used as a way of explalning the not yet understood behavior
of the original. The use of analog madiuvm involves, therefore, the change of
medium (as seen from the economlc madium, which was not directly
accessible, into the biological medium, which was known). Problems of
approximation and faithfulness do, therefore, arlse in the process of
transforming the model's concept into its representing medium, le, the
transformatlon designatad as T1, (2).

Denctative medium: In this case a “new language' has to be created In orderio
represent the mode!'s structure of relationships,

The madium used for representing the relation of spatial adjacencies In our
axample may be a graphic dlagram in which the spaces are reprasented by
circles, and the ralationships belween them are rapresented by Hines, But In this
case, as opposad to that of the analog medlum, there is no change of medium,
but on the contrary, the denotative medium —that Is, the new language
creatad for denoting the relation of space adjacencies in our dasign -
becomes the model of those relations. There Is no way of disembodying one
from the other. Under this circumstance, the denotative medium bacomes the
structural model Itself, acquiring the state of icon In Pelrce's terminology.!
Whalever we know of the concept of the structural modsl by virtus of Its
representatlon is all and whatevar the model will be. The problem in the

case of the denotative medium s that a system of symbols — whether graphic,
mathematical, ete. — which will stand for the concept of the mode! has to

be invented.

Thers is need, In the above described case of transformation (T1,), as well as
In all the other cases of transformation, for the formulation of aset of rules 1o
be used In the transformation of the concept of the model into the medium
that will denote It.5

Given the fact that whatever the medium Is it will have demands and

This delinilion of madla s an expansion of Max Black's, ibid., notion of analog modal which, in
my opinlon, Is but a partial aspact of the presanlad notlon of slructural modals.

1Cohen, Joel, A Model of Simple Competition, "The Annals of the Gompulation Laboratory,”
Cambrldge, Massachusells, Harvard University Press, 1967,

‘Polrca, Charlea 8., Coliacled Papers of Chatles Sanders Pelrce, Gambridgo, Massachusalis,
1931-1035, Vol. i1, pp. 247,

sSimon, Herbert, "Modals; thelr uses and limitations,” Currant Perspecius in Soclal Psychology
Readings with Commentary, New York, Oxlord Unlversity Press, 1863, pp. 79-80.
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characteristics imposed by its own structure (as is the case, for example, with
the Gestalt properties inherant to the use of visual represantations). This
proposed set of rules for transformation once formulated - not an easy task -
would serve for determining whether the medium utilized renders exactly

the desired degree of representation or less than expected, or maybe even
more than it was initially intended to render (see also 2.2.2.d.),

2.2.2, Problems of synthesls The designer's job is to synthesize all the different proposed models by

means of a designed Form, This designed Form will thus smbody the objective
as well as the subjective contents of our asplrations (our consultants’ models,
and the designer's values and those of his culture, raspectivaly), However,

we know little of the many meanings that can acerue to Form Inrelation to its
multifacetad contants, and in relation to other Farms and their contents,

There is an urgent need, therefore, for developing a Theory of Form as an
integral part of any attempt at formulating the syntactic structure of the design

2.2,2.a. Nead for a theory of form
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process. A comprahensive theory of form would comprise, as well as
aslablish, the relations existing among the cliverse syntactic, semantic, and
pragmatic discourses dealing with lhe abstract, operational, symbolical,
historical, psychologlcal, mathematical, philosophical, and assthetical
properties of Form, But this is evidently so complex a subject to allow but a
passing reference In this essay.

2.2.2.b. Concapllon of tha deslgner's form 1f we want to understand better the nature of the process of synthesis by
which the form of the design Is arrlved at, we may have to establigh, for
analytical purposes, a distinction between the stage when the designer
concelves the form of his design and the stags when he represents his
conception by means of a medium. Durlng the Initlal conceplual stage when
the designer imagines hig design — regardless of whether he “flles aver it
walks through or along It, sess it In horizontal or vertlcal projectlon, or all at
once — the conceptual image conceived has the characteristics of a Form,
thatls, something he can ""see” (3, 8.¢).
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2.2,2.¢. Problem of medla and of
transformation {T1,)

2 2.9.d, Rules for transformation

2.3, The hypolhetical structures: Problems of
transiormatlon two (T.2): "Strategles, Tacllcs,
and Technlques for Implemanling Change*

2.4, Probloms of “deterioratlon” and concopt
of rasldue

The next move on the designer's part is to represent his conception of the form
of the design through a medium; i.e, in this case (see S.r) a formitself. The
problems of transformation (T1,) which are involved in the process of
fransforming the concept of the design’s form into a medium that will

represent such concepl are sasy to grasp and not difficult to operate with, The
medium that represents the concept of the design’s form belongs to the
domain of the alreacy defined proportional models. Itis in this defined
sltuation, and anly here, where proportional models apply and have full validity,

The rules for transformation which would help to control this process of
transformation (T1;) would involve less complex demands than In the case of
T1,, because the only condition that has to be satisfied in this case Is thal the
representing media (any two and/or three dimenslonal constructions)
praeserve the proportions of the design's formal concapt.

Let us recapitulate here for a moment before going any further. We hava, first
structured our consultants' aspiralions in terms of models; sacond, we have
synthesized these proposals by means of the form of a deslgn; third, we have
analyzed and Interpreted the resulling deslgn and fed our findings back to the
modals in order to correct them; fourth, we have corrected the form of our
deslgn on the basls of our corrected models, And so we could go on, from
aspiration to synthesis, back to asplrations and on and on.

However, regardless of the refinements to which we could carty our structural
and propottional models, we would only have in front of us the design's

plans, sections, and eievations. The design still belongs to the domain of
hypothetical structures (4),

How Is a hypothetical structure transformed into the realm of teal structures?
How do we change the condition of real structures (zoning laws, traffic
ordinances, soclal systems, geopolitical boundarles, technological
procedures, etc.) [n arder lo get them to accommodate the new slruclure?
And {o what exient do we compromise tha Intentions of the hypothetical
structure so as lo makae its concretization feasible? In this case tha rules that
regulate this transformation {T2) could be called sirategles, tactics, and
techniques for implementing change. They would be relaled tothose
disclplines that were involved In the formulation of our models' asplirations and
would pertain to the intarnal polltical machanisms and technological
disciplines involved in the physical concretization of our building example.

If this sel of strategles, tactics, and techniques were developed to an operative
poind, they could aid the designer in achieving the concrelization of his Ideas
through flghting the enemies of change on the figlds of reality rather than by
diplomatic compromises on his drafting labla.

The process of transforming hypothetlcal structures inlo reallty necessarlly
entails “deterioration.” We are {aced, therefore, with the necessity of devising
alactor of residue for referring to thal deterioration of the ideal, This so-called
“detarioration or deformation” (in Platonic terms} or *'reformation or
transformation” {in Arlstolelian terms) occurs not only in the stages of
Transformation T2, butin all the other Instances of transformatlon previously
describad (T1, and T1,). An example may be found In Renalssance man's
conceplion of the world which was partly structured In transparent and
geometric terms, The Ideal medium of this world was dimensionless, thal Is, it
had no thickness. However, when physical manifestation had lo be glven 1o
this conception, man discovered that materials possessed the inconvenient
property of having thicknaess and welght,

A classlc instance of this Renalssance procedure Is found in Santa Maria del
Miraceli, Venice, by the Lombardi brothers. Its front facade consists of five
arches made of white marble. The two arches on sither side of the center are
infilted with green marble, while the canter arch iiself contains a door, When
you come Inside and look back you will ses the same thing: flve arches, If
walls have thickness and cornars dimensions, how can thls be? If you make a
plan of the facade, you will see that the arches visible from the interlor of the
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church are in fact applied to the inner side of a regular masonry wall with
thelr dimensions slightly reduced lo accommodate their new situation, When
Renalssance architacts had to give physical consistency to their iImages of
dimensionless structures, they reconciled the ideal structures with reality by
diminishing sizas but preserving proportions. The residue factor may then be
understood as the measure of discrepancy betwesn the proposed ideals and
the facts of reality,

If the notion of residue can be accepted as a measure of existential
compromise, the physical daslgn shauld he saen as the expresslon of the pact
of conciliation established between man’s physical and spiritual asplrations
and those natural and cultural boundaries within which these desires are
exercised and in their turn generated,.

2.6. Types of values The notion of residue factors and deterioration faces us with the lssue of value
systems and the problem-how to oblectivize values In design (3, types of valuas)

Arpiration Tranttasmation Brathan Tranvtormalion

Dasic Fiamewnih - - sl dovgn

in the case of our consultants' models and the Design Program, the value
systems on which they were basad could easily be checked given that thay
had been explicitly stated as models, l.e. objaclives for approximalion.
However, how can the designer's aesthetlc aspiratlons be stated explicitly
hefore the act of synthesis? And how Is the designer o extricate his own
system of values from those of the cultura that has formed him?

inorder lo gain soma undersianding of the mechanism of a designer's value
systam, iet us accept as working hypathesis that: the final deslgn has
synthesized all the asplralions'stated explicitly by our consultanis in their
modsls, Glven that the deslgn embodies the values of the consultants’ models,
we may assums, for a moment, that the design is a very special type of mode|
for information feedback. We would by virtue of this feadback process, be
able, at least In theory, to reconstruct those values that we have called
objectives; |.a. wa should be able to read into the design the different
statements of aspirations that were formulated by our consultants prior to the
creation of the deslgn. If this analysis were cartied through as describad,

then the resuits could easlly be tested against the record of our consultanta’
models. Stlll within our hypothesls, but now on an interprelative levelof analysis
rather than on an Informative one, we could attempt to infer and understand
which ware the designer's aesthetic valuas from the interpretation of the
aesthetic form of his design. But we must ba careful because, notonlyls the
deslgner's aesthetic value system subjective up to being revealed through
the Interpretailon of the design, but the system of values of he who acts as
ciltlc or Interpreter is also subjective. The critlc’s or Interpreter's own system
are revealad to us Indirectly; Le. through the agsthetic values he will attribute
to the design. One could argue that this confusing situation might be obviated
if the designer acted as the interpreter of his own aesthetic values,

In order to develop Into an operatlve device, that which Tomas Maldonado,?

¢Seminar given at Princaton Unlvarsily School of Architeclure, Fall 1086, under the title "Man
and Envlronment,”

ag



3. Theory of Formal Types

3.1, Parallel between the baskec iramework
and a thaory of larmal types

3.2. Notion of "prototyps," “type," and
“sleraolype” as characterislics adopted by
tha deslgn according to s cullural context

after Georg von Wright’ and Abraham Moles,® cails a "logic of aesthetic
preference, “we have to deai with the design as a prolotype, which If properly
interpreted, wlll render light on the aesthetic values of the designer as well as
on the values of the cuiture that has formed the designer and to which the
deslgner contributes by glving form. Consequently, a “'logic of aesthetic
preference’” can only be formulated after the design has been created.

The Important move to further this hypothesis would be, of course, to develop
an "‘operative system for interpretation, “which would be applied to
formulating a “logic of aesthetic preferences.” If such a logic were formulated
itwould be possibie to extract from it 'items of interpretation,” and apply
these back to our consultants’ modals, the design program Included., In
addition, it would be possible to correct and revise these modsls now in the
light of what we have understood from the design that synthesized them. Once
the models have been thus corrected and the designer is more conscious of
his own system of aesthetic values, good methodological upbringing would
recommend that the designer undertake anew the formal synthesls of his
improved models,

Of course, the framework that | have proposed for structuring the design
process is loo clean a dissaclion of a complex act which does not follow
exactly such neatly marked steps. However, | helleve that | may be able to
establish the validity of the proposed structure of the design process, at least,
within the conlext of cultural processes. | would like, therefore, ta delineate
the parallelism that | see underlying the conceplts of Aspirations and Synthesis,
whather they are stated as consclous or subconscious acts. In other words,

I will attempt to consider aspirations stated in terms of expficlt models as a
concept equivalent to that of archetype; and to consider the concept of
synthesis stated in terms of explicitly designed objects as a concept similar
to that of formal prototypes (5).

Archetypes, In the Junglan sense of the term, can also, within thalr realm, be
construed as modsls. We could in this light, accept the aspiration for Order
~one of humanily's most widespread and constant desires—-as an
aver-reappearing archatype, acquiring different formal characteristics ~

that which we call prototypes - according 1o whether it Is responding to
religious, erary, urban, or technological notions of order. The aspirations
imbedded In an archetype are always the same, although exprassed in
different forms according to lhe values of the cullure enacting it. In this
manner, the prototype or prototyplcal form created for salisfying the
archelype’s aspirations, on one hand Is determined by its cullural context and
on the other contribules to determing Its own cultural context, Thus, Man has
travelled, while constantly restating in forms his aspirations for order, through
the fenced gardens of Flemish tapestry, over the walled cities of Ambrogglo
Lorenzettl's paintings, along the Renaissance notlons of harmony as geometry,

tvon Wright, Georg H., ""Ramarks on the Epislemology of Subjsclive Probability,” Logle,
Methodology and Phitosophy ol Scienco, Edlled by Nagel, E., Tarskl, A., Suppes, P., Stanford
Univarsily Prass, 1962, pp. 330-340,

tMoles, Abraham, Informatlion Theory and Aesthetic Perception, Unlversity of lllinois, 1963.
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3.3. The design as icon

4.4, Domaln of the deslgner as arlist and as
prolesalonal

4. Conclustons and Future Direclions

out to the coordinates of Versailles, now to just emerge from Le Corbusier's
mental landscape of the Radiant City,

Glven that the asplrations of an archetype are synthesized by formal
prototypes, it wouid be possible to consider the transcendence of protolypes,
whaether conceptual or physlcal, on many levels, On one, as the formal
structure thal an archetype adopts for Its satisfaction, On the othér, as

the pact of conciliation established between the aspirations of an archetype
and the corresponding physical and cuftural boundaries within which these
demands are exercised, On a higher level, we could see the prototype as the
leonic agent through the Interpretation of which the values of its culture are
understood and explicitly enunciated.

At this pointi, the prototype understood ~i.e. beheld in terms of the culture
that it helped to reveal and that simultaneously unvelled it - makes its
conscious re-apparition as the type. In other words, it is when the many levels
of meaning of the prolotype become elements of the semantic domain that it
becomes the type. However, itis the condition of cultures to flux, and, thus,
those cultural references that gave the key to the type’s context, begin to

lose their meaning. The type, therefare, no longer responds to a deteriorating
discourse, and thus becomes the stereotype.

Let us not, however, commit the error of oversimplifylng, for the cultural
process’ progress Is not linear, and prototypes are made with parts of other
brototypes, types, and stereotypes. Indeed it is In the form of this combination
that the prototype truly occurs, As for the actors in this process, It would be
possible to establish a line between prototype and type, for I belleve that

the creatlion of the prototype is the domain of the designer as artist, while the
Institutionalization of the prototype, 1.e., the type, is the domaln of the deslgner
as professional, In my opinion, It is in the area of type that the convention of
any design discourse, its consequent research and design methodology, as
well as its corresponding theory of design education is able to be appliad

and developed.

i have attempted in the preceding pages to present arguments toward the
formulation of a discourse of ihe design process, and to oulline a possible
structure of the design process on which such discourse could be snunclated.
I have also intanded to show that this proposed framework was not only
consistent with the struciure of the design process, but was also congruant
with the notion of physical deslgn as one of the actions through which man
raconciles his aspirations with the facts of the natural and cultural world,
Clearly, many of this essay’s concepls need further exploration and
development, for as | Indicated betore (2.1.), they were by no means inlendad
to be exhaustive of their subject, but postulative. My intentions were first, to
Indicate posslble directions for Investigation, and secondly, to remark on
some of the practical benefiis to ba gained from the explicit formulation of a
design discourse,

As for directions a re-examination of the arguments presented would Indicate
that the following polnts require continued research:
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1. the problem of translating the requirements stated by our consultants in
their modsls into statements that have explicit design implications (2.1.1.).

2. the need for a comprehensive theory of form {2.2.2,a.) which would give the
designer an operative understanding of many of the meanings of the forms
which he manipulates. .

3, an operational theory for analyzing the design as "a model for Information
and Interpretation: 'as a possible approach toward objectlvizing values In
design (2.5.), and developing a ‘'logic of assthetlc preference.”

4. a theory of residue (2,4.) which would deal with the problems of
transformation indicated (T1 and T2}, and which would also comprehend a
system of rules for transformation (2.2.1.d.) and (2.2.2.d.}.

5. a meta-methodologlcal approach to design objectivization (2,1.2) which
would provide a way for dealing operationally with the concepts of
Indeterminacy and intultion in design synthesls.

As for the practical advantages "“to be galned from the formulation of adesign
discourse, there will be for one, the possibllity of referring the currently
disparate searches for theorles and design methods to a common "grammar™
of the design process. In addition, the chances for establishing an effective
axchange between environment design and the related disciplines would have
been enhanced by making explicit the “syntactlc’ rules of the design process,
Atthe same time, the designer's famillarity with the process of structuring
aspirations and proposals In terms of models, as well as his capacity for
undearstanding oparatlonally the distinction belween different typas of media
should assist him in the transfer of methods and solutions developed by other
disciplines Into the discipline of environmental deslgn,



