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Preface The Student Publication of the School of
Design was established in 1951 as a tribute to
Matthew Nowicki whose architectural career was
suddenly terminated when he died in an airplane
crash. Since that time annual issues have ad-
dressed a variety of topics in the fields of archi-
tecture, landscape architecture, urban planning,
product design, and visual design. In addition to
the work of student and faculty in the School of
Design, the publication has documented the work
of Le Corbusier, Alvar Aalto, Louis Kahn, Paulo
Soleri, Harwell Harris, Charles Eames, James
Fitch,, Buckminster Fuller, Pier Luigi Nervi,
Eduardo Catalano, Duncan Stuart, Amos Rapa-
port, and Kenneth Craik.l-his issue is concerned
with the assessment and presentation of a philos-
ophy of design, as it exists within the community
of the School of Design, and the implications of
this philosophy for the future of design.

The Student Publication of th,' School of
Design is entirely organized and staffed by student
volunteers from different departments within the
school. Content of each issue is determined by the
editors who are encouraged to continue a tradition
of relevance and quality but are otherwise unre-
stricted. Working with the assistance of a faculty
advisor of their choice, the staff prepares the ma-
terial for printing, distributes issues to students,
and maintains the international mailing list. Fi-
nancial support is provided by student fees, the
sale of issues, and donations: Benefactors $100.00
per year, Patrons $50.00 per year, and Donors
$20.00 per year. The Student Publication is no
longer available by subscription. Issues are an-
nounced when they are ready.
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Introduction "Where is the future of modern design? It
seems to me that it depends on the constant
effort of approaching every problem with the
consciousness that there is no single way to
solve itl'

Matthew Nowicki, "On Exactitude and
Flexibilityl'The Student Publication of the
School of Design, Vol. 1, No. 1.

Volume 25 is a collection of articles and
opinions which project a complete statement of
the possibilities and potentialities for the future
of design. This statement also represents a variety
of roles that designers may play as agents and
makers concerned with environmental design. Ul-
timately this statement deals with the purpose of
design and the corresponding motives of designers.

This assessment of purpose seems desirable
at the present time as the increasing complexities
of the world create many-sided issues and place
designers in the position of having to make finer
and more precise decisions. Every design act is a
trade-off in which the competing factors are each
weighed, calculated, and studied carefully. The
competition is intensified by the organization of
vocal constituents who demand at least the consid-
eration of their point of view.The situation is quite
different from that of those days when a "good en-
vironment" could be achieved or produced by put-
ting "good things" into it - and everyone knew
exactly the constitution of, and the ways to recog-
nize, those "good thingsl' Past ways of thinking
need to be updated, casting off dogma and retain-
ing workable, sensible opinions and information.
Gone are the days when designers burdened society
with idealist, formal and social images conjured by
the Heroes and their disciples. Some images are

desirable, but society, both culturally and environ-
mentally, needs to be considered as it actually



exists with its problems and idiosyncrasies - not
as it should exist according to an ideal doctrine.

'l.he following articles begin the task of con-
sidering and reconsidering how to deal with the
present state of affairs that designers face and the
corresponding implications for the future. Each
author presents a unique but contiguous vicw of
the purpose of design and how that purpose might
be dealt with. Each view constitutes a definition
or explanation of the nature of design. Thken to-
gether, they constitute a conrplete startement -
similar to a dictionary clcfinition - of designing.
'Ihese views are grouped into f'our vicwpoints.

l'he first is thc problenr nspect itf dcsign.
[]r'om this vie'wpoint tl-rc dcsirable pLlrposc of cle-
sign is to clelineatc and fiocr-ls on tlrc problcnrs or
issucs that nced to be erclclresscd b-l,clcsigncrs.
Shun Kanda, in "The Design of -lopologic 

Set-
tingsl' focuses on the problcm of "placel' He is
concerned with why this issue is crucial to environ-
mental design and how the qualities necessary for
the making of "place" may be established. John
Reuer, in "Culture, Art and Architecturel'describes
the problem of individual volition and how it
merges and surfaces with culture in the produc-
tion of artifacts.

The second viewpoint is the practice aspect
of design.The advocates of this viewpoint hold
that the necessary purpose of design is to develop
management techniques which facilitate the prac-
tice of design.These techniques are based on a
body of knowledge and contributions made
through investigative research. Richard Wilkin-
son, in "Landscape Architecture: Now and Thenl'
traces a short history of the profession of land-
scape architecture recounting why the profession
exists as we now know it and how it should respond
to changing conditions and changing needs of so-
ciety and practice. John Tector. in "hoblem-
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Solving and l)esign]' describes why procedures
and methods are important to design and presents
a method describing how problems should be
managed and solved.

The third viewpoint is the project aspect of
design. -['he supporters of this viewpoint hold that
the purpose of design is to develop alternative tech-
niques that could be used to deal with design
problems. Each project is conceived as only one of
a variety of possible solutions structured within
the specific design situation. Denis Wood, in
"l Iuman lnstrumentality and Environmental
Evaluation," presents a technique for data gather-
ing which can be used in understanding and eval-
uating the physical environment in terms of human
response. Edwin F. Ilarris,, in'A Planning Frame-
work," suggests one technique for the relating and
structuring of diverse elements in campus plan-
ning.

The fourth viewpoint is the production aspect
of clesign.l-he advocates of this viewpoint hold
that the actual purpose of design is the production
of "thingsl'This viewpoint is the most common
waly of regarding design and is often felt to be the
solc realm of design. Vernon Shogren. in 'Archi-
tccture: Ground-Zcrol' discusses why "things"
arc produccd and experienced the way they are
ancJ c-lescribes a nrodcl which cxplores a variety of
possibilitics for thc production of "'things."

The problem. practice. project, and produc-
tion viervpoints o[ dcsign provide a diverse range
of possibilities creating a rich tapestry of design
conccrns. At some point they are all considered as
part of tl-rc task ttf designing and usually are used
in conjunction with each other. As such their recog-
nition offers usablc concepts dealing with emerg-
ing trencls and long-rangc potentials.

McCain McMurray, Editor



The ProblemViewpoint
The Motives of Design



The Design of Topologic Settings
Shun Kanda



Shun Kanda, Assistant kofessor of Architecture
at the School of Design, is interested in the struc-
tural and cultural morphology of communities. His
studies focus on the responsive design of collective
environments such as housing, neighborhood
spaces, and urbanized centers.

The "eclipse of community" foreshadows
the values of our physical environment as a social
milieu.' The association of our neighborhood, the
downtown, and other parts of the public environ-
ment with our daily pattern of living generated not
into that of social and communal networks, but
one based more on a stratified relation to function-
al, dispersed, and piecemeal events of privatized
worlds,

Where the home in the past was consciously
regarded as being integral to a neighborhood,
there is perhaps now a marked escalation in the
value placed on its solitary sacredness. Simultane-
ously, the autonomy of the home has come to stand
in increasingly sharp contrast with the lack of
autonomy outside the home. Infiltrating our com-
mon environment is a pervading condition of
"closed-up" buildings, each physically intern aliz-
ing its respective exclusory activities. Spaces

which used to link buildings now seem to push
apart - leaving the people in between in a state of
anonymity, disjointedness, and alienation.

L. Wingo cites that almost all books on the
city now begin with twentieth-century place-
lessness. Mobility, communication, and the
broadly distributed fruits of rising produc-
tivity are generating a society scattered and
heterogeneous, organized by functional re-
lations rather than by proximity.2

It may be said that the importance in our
lives of a"sense of place"passed out the window
with the"elipse of communityl' For the meaning
of "place"is closely joined to"social place"- a feel-
ing of self and communal belongingness. When
"neighborliness" meant also"sense of place]' that
environment was the visible result of shared com-
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munity values, life-styles, and subtle unities which
germinated out of the people within.

As an example, urban neighborhood blocks
and Main Street USA. used to possess a tangible
dimension which directly spoke of the vernacular
and ethnicity of "someplacenessl'The advent of
our more recent past has successfully replaced
them with containerized institutional products of
"packaged places." Rather than differences, it is
the sameness by which we recognize them. Motels,
chain stores, service stations, shopping centers
and ranch houses, all evoking a comforting famil-
iarity that you are still secure in the same cultural
womb.

This latter- day demand for conformity per-
vades much of our immediate surroundings.These
settings offer highly compartmentalized experience
and programmed events, unrelated to local flavor
and topological meaning. We are busy transporting
ourselves from one packaged place to another by
yet another capsuled creation called,oomy car."

In a sour tone, Illich concludes that"the more
the public is trained in the consumption of
packaged goods and services. the less effec-
tive he seems to become in shaping his cn-
vironment. His energies and finances are
consumed in procuring ever new models of
his staples, and the environment becomes
a by-product of his consumption habitsl' 'r

This phenomenon underlies a culture obvi-
ously begotten of the auto age. Instant mobility
creating instant places.The automobile has cer-
tainly altered the dimensions of "place" in the en-
vironment, but more profoundly, a diffusion of the
physical and social'osense of placel'

A vacationing traveler stops to purchase a

picture-postcard to inform the folks back
home of where he is. FIow well that is con-

veyed depends on the card selected.The
photo-image may be a prominent structure
in the city, or a field of tulips, or the local
costume of the people. A temptation of the
sender might be to mail several varieties all
in one bundle so that what he feels will be
better communicated with a series of vi-
gnettes. It often happens that none of the cards
will depict quite what you have experienced,
or more tragically, the place is non-descript!
Well...let's reconcile the matter by mailing
the hotel's own postcard!

How would you design a limited descriptive
medium such as a picture-postcard which
would best characterize where you are now?
The significance of this exercise is not the
medium, but primarily, what distinctive com-
ponents of your locality can be identified to
describe that to someone else?



It becomes apparent that how we"read,"how
the environment is articulated, are continuously
held accountable (with conscious or unconscious
breaks here and there) in our daily conduct of
affairs. Furthermore, whether it be a building, a
street, or a town, the manner in which these are
defined begins to reveal its make-up and how it
offers meaning to the perceiver.The environment
is notably called out in terms of the physical and
temporal setting, and of people's actions within
them. In turn. these particulars are finitely recog-
nized as an assemblage of inter- relationships - a
chain of relations linking parts to overall form and
to personalized associations within the participant.
When identified and experientially signified, that
environment begins to construe a "place."'

"place"
. EVErvI'
. socio-spatial value
. supports dynamic-temporal process
. intra-dependent environment
. particular inter- relationships
. experiential, imageable, associational
. ethnographic constancy. cont inuity

"sense of place"
. EXPERIENCE
. internalized state of being
. participatory action
. subjective. personified comprehension
. felt awareness
. wholistic relatedness

Webster's Dictionary
place: n. (fr., frorn L. platea; Gr. plateia, a
street. from platys. broad.)

1. a square or court in a city
2. space, room
3. a short. usually narrow street
4. a particular area or locality

5. (a) the part of space occupied by a
person or thing;

(b) situation

utopia: n. (Gr. ou, not. and topos. place.)

The modern course of events has muddled
the role and responsibility of the environmental
designer.The term "environment" tends to connote
vacillating significance, and seemingly less as
purporting"community" or more aptly, "people-
places."With all the givens around us today, some
of which will undoubtedly continue to remain with
us. architecture might be reviewed as to its capa-
bilities and forthcoming priorities.

Place-Making:

Place-making inserts physical settings into
the environment as a tangible, ordering process to
suit human dispositions. Architecture in this sense
is an act of imparting good fit within on-going
realities. It is the building of a"social place"- the
collective context, as well as providing a"personal
place"- of individual human identity and exis-
tential orientation.

Architectural design calls for re-creating or
re-adjusting contexts for releasing people's anima-

contcxting

intcrfacing

situational
Iraming
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tion, choice, constancy and identity. Place-making
architecture emphasizes the interpretation, delin-
eation,, and signification of those experiences and
values.The architect's task is one of physically
qualifying them in time and sPace.

In understanding the nature of place-
making, it becomes crucial to bear in mind that a

"place" is not created by architects alone, nor by a

building per se. Each designed environment is
always either a retention or an alteration of a pre-

existing place.

Contexting :

"Where, if you had a choice, would you like
to live?" A similar question was posed by geogra-

pher Peter Gould in his study of defining people's
i'mental maps"about various placesl The ques-

tion, and if it is further followed by"t"hy so?",

elicits predictable responses of people conjuring
up images of favorite towns and cities like San

Francisco, Charleston, Boston, etc. stated in terms
of physical features, cultural phenomena, activity
chiracteristics, specific amenities, and personali-
ties.Towns and cities defined in a'osense of place-
ness" are a composite of these factors, sifted and

t4

selectively screened in the minds of each respond-
ent - a matching of the individual's likes and dis-
likes developed and identified from personal
experiences and associational values. Each person
draws personal meaning from the place-context,
a process according to E.T. Hall that includes five
sets of disparate categories of events which must
be taken into account: the subject or activity, the
situation, one's status in a social system, past ex-

perience, and culture.'
A context represents a wholeness of a set of

events whose parts are woven together to deter-
mine exact meanings. ln shaping an environment,
we are essentially organ tzinga milieu so that man
derivcs meaning, converting that environment into
a "place.'

In environmental design, we may call this a

conscious act of contexting - the responsibility of
arranging a multitude of context determinants into
compatible linkages including those political, eco-

nomic, social, and ecological components having
direct spatial ordering implications.

A contextual make-up ultimately manifests
human commitments entrenched in a dualistic
value-interplay of the individual on one hand, and
his collective institutions on the other.The mor-
phology of culture, as reflected in our towns and
communities, has been governed by these two in-
teractive processes in shaping the environment.
Engaging our design directives to substantiate a
harmonious coordination of this relationship
con stit utes contexting.

An examplc of a pe'rvacling case of dichotomy
is best exemplified in the housing environ-
ment. wherc the privatc commitmcnts (as in
tht'single-family homc) spar rvith those of
the public (as in thc institutionalizecl sector
of mass housing). N J I labrakcn points out
the confrontation as rcvearling thrcc qualities

CONS'I'RUC'I'SSTRUC't'URIr
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comnton to both: (a)thtrt cach cttnstitucnc_t,
trics to cxpancl its tcrritory until stoppccl:
(h) eiich polvcr structr-rrc Ltsr.s thc rrrininrrint
e'ffon r"lcccssal'\, ttt r.Ir'r'cise iIs prtu,er' (t hat is.
ccononrv o[ nrcans rcsult ing in nri]ss-

1-rr-oclucccl unil'ornritr' ): ernrl (c) t hat cach
pow'er struct urc refle.cts its parlicr-rlar vitluc
svstc,nl rn its tcrritorial clainrs - each has its
o\\/n vcntilcu I il r- ( r, i s i [-ll c a ncl ntr-rn r-r ['act r.r rccl ). 

('

Hence, contexting predicates not only a physical,
formalistic fit but a psycho-social symbiosis.
Place-making may be characterized as providing
personal " inf ill" within the larger public " structure"
and vice versa.The former demands that the public
"structure" be legible, accessible, and personaliza-
ble.The absence of reciprocity occasions a loss of
personalo'sense of place"whenever in the public
framework.

'lake the common Europcan sidewalk
cafe. whose location as an event in spacc
residcs patently rn the"public structure"of
the street. It is perceptually legible and
effort lessly accessibl c. l'hc sett ing of fers a
personal increment to socializing encounters.
Diverse actions of "personal infills"may be
accommodated. Mingling through an open
market or a public squarc presents similar
sociopetal opportunities. Such events in the
public environment support the spontaneous.
informal bonds of community - individually
and collcctively.

Contrast these settings to the more plentiful
public urban-scapes denoting aloofness and
intransigence to such social mergers. Con-
temporary street-fronts are often impervious
walls. Spatial and social propinquity of those
inside and out is discounted. A sense of ob-
vious comnlunality is madc invisible. and
personal-collective interest in such cogni-
zancc cvaporatcs as onc intcntionally spends
the least amount of time in such situations.

Contexting today is overwhelmed by the
installation of monolithic imbalance. In the name
of institutional sanctity, communal events and
settings are helplessly disappearing.To the tunes
of functional purity, efficient technology, and token
formality, architects cooly reinstate object-fetishes
and not the community, which architecture sus-
tains.

Interfacing:

Interfacing here, means the precise task of
introducing a binding fragment between the col-
lective structure of "social place" and the private
need of "individual place':- a connection to and
retention of the values always dormant within a
context. A building is not an idealized embryo unto
itself . It is a piece of the heterogeneous surround-
ings, and aspects of the building'.s elements are in
fact part of the city - a public space, interactive
and structuring that larger tissue. Rather than con-
ceiving the building's perimeter as an envelope,
it should be considered more as a membrane, sus-
ceptible and resonating to what it protects in-
ternally and how it joins with the external

privat c
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environment.
In a highly bureaucratized culture, the in-

tentions of building synthesis have been reduced
to rational, efficacious, operational dictums which
begin to determine the specifics of building-to-
building, people-to-people, people-to-people
environment interface.

Zoningregulations literally shape places by
a land plus use parceling methodology which
is a two-dimensional delineation of an ab-
stracted, formularized flatland world meas-
ured in terms of surface area, movement of
goods, real estate distribution, among others.
Health codes, building codes, public ordi-
nances constitute to be highly spelled-out
ordering devices assuring sanity and "decent

standards of living" when complied with.'

The gist of interfacing is a conscious search
for the allowance of spatial (time-order) and ac-
tivity (experience-meaning) confluence with each
built-form; of integrating splinter "claims" on the
environment by various sectors of the community.
This ordering process attributes less arduousness
to the architectonics of "border-lining" and arbi-
trary "compartmentalizationl' Adjoining rights of
ownership and their governance, such as expressed
in terms of property-lines and municipal use-
activity regulations embody u spatial configura-
tion, not a "line." They comprise a "transactional
zone" and occupy volumetric overlap. This recog-
nition consequently generates significant alterna-
tives to spatial arrangement, territorial expression,
psycho-perceptual experience, and use-form
placements - in short, the legitimization of a
socio- spatial " in - betweenness l'

Undoubtedty, it is the network of "in-
betweens" which holds the environment as a co-

herent whole, a tangible continuum binding arti-
facts, events, and meaning.

16

'At a particular point in time and space" a

man has onc idcntity arrd lives within onc
structure. At an incrcasing number of ad-
jacent points. he must assume a totally dif-
ferent identity and structure. It is of.primary
importance socially. economically, and per-
sonally, that man does not get lost as he

travels between, enters into. and exits from
his different daily and lifclong roles.'8

Under prevalent institutional and econometric
mandates, "in-betweens" as environmental entities
are of negligible worth. This is due as much to the
influence of a culture indifferent to basic human
sensitivity as the environments architects fail to
interweave.
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Situational Framing:

The organization of human-occupancy en-
vironments in terms of place-making deems such
settings as composed of a series of event-locations
carried out by those present.These stage-settings,
as locational experience, provide situations for the
part icipant's act iv ity - perf orrn an ce. T he di f f i cul ty
of design is that the architect deals essentially with
an abstracted version of these possible experiential
states, not forgetting to add the heterogeneity of
the acts and actors.

Until predetermining people's behavior is
proven healthy or beneficial, we can but may not
truly "design" activities. Realistically, architects
are designating settings for ceftain actions to take
placeor not to take place.The spatial configurations
can be no more than a premeditated situational
framework for possibil ities.

Because we are discussing environments as
relating to a'osense of place]'the foregoing state-
ments require a re-emphasis of the subtlety of the
notion "experiencel'especially in light of interior
space-planning. An experience of a "sense of place"
is perhaps best analogous to a feeling of "at home-

ness" with oneself in an environment. A felt sensa-
tion of "at homeness" only exudes when meanings
are drawn by the perceiver from individually as-
sociational clues in the setting. "Experiential
meaning" is personally derived. C. Moore refers to
this as the individual's attainment of a "sense of
possession" of placcl'Anthropologists have noted
the clues to this state as"man's deepest attachment
for always turning spaces into places, attaching
them through habit. memory, mood and personal
associationl' "'Metaphorical ly, T. Lee alludes to this
as "the disposition of people and objects fused." "

'l'hc manifestartion of thc ncccl for a scnse of
"at homeness'" is frcqucntl_v observable.
Sometimes it mcans clccorating the'walls
by one".s clesk in the office rvith personal
memorabilia. oriust sitting at a favorite spot
on a rvindowlc'clgc.'l'hc dif fcre nces between
concl it ioned/programmecl cxperiencc and
pcrsonified cxpcricncc arc not alrvays blatant.
But the distinctic'rns become acutely visible
when an incliviclr:al "sense of place" especially
in a collective situation turns into a conta-
gious feeling ol'tr communal sense of shared
"at homeness.' 'r

The design of environments may be restated
otherwise: a design based on environment as pro-
viding potential signification by the occupants.
We have been saying that a "sense of place" is'a
result of "internalized experiencel'What is un-
assailably problematical is that it isvery hard for
someone who does not share an unstated, informal,
internal need with another to experience, let alone
design, that need as tangible and valid. It is easy
to omit what is inefficiently quantifiable, and far
simpler to assume conventionalized generalities
based on surrogate formulas or norrnalized pre-
dictions.

The design act pursued in situational framing

\c'l l()\sil [ ,\lt()\

t7



advocates a scrupulous differentiation of archi-
tectural elements in terms of dimensional incre-
ments, temporal-performance characteristics of
building components, position and location of
materials, and providing situations replete with
personalizable clues to user interpretation. It is a
question of tne right designation of an open-ended
scenario for potential place-making. The building
is a vessel - a framework, physically complete
per se but Ieaving ample spatial tolerance for
voluntary, evolving variations on the theme by its
users.

Toward the Development of Place-Analysis

lf, at the task of each environmental design,
we are to reshape an existing context, no doubt we
have to understand that milieu - its structure,
its order, its behavior.Towns and cities hardly
crop up overnight, although many of us will not
hesitate to admit that parts of our contemporary
surroundings are beginning to resemble entities
which, for all we know, were hoisted from the dark
heavens during our slumber. What we inhabit is
the result of an evolving process of events, deci-
sions and natural forccs. Our communities are in-
crementally shapcd, often at random, but mostly
self-consciously - mcn fulfilling their individual
and collcctivc needs with the givens of the times.

We may witness thcse in the elements of the
environment: these markings may be examined,
codif ied, communicated and evaluated. The opera-
tional task of place-making incurs an unprejudiced
inquiry and dialogue." At one end, we ferret out in-
formation in the public domain of tl-rc collective
world; at the other. in the variegated acts of per-
sonified settings and most assiduously examine the
mutual transcendence of the two. This process
employs a method involving the reduction of the

18

volume of information while preserving as much
of its valuc as possiblsr:r - an anatomical diagnosis
of the apparcnt cnsemblc into the smaller, generic,
archetypal forms making up the whole. At its nu-
clcus, we will undoubtedly find man -the"smallest
increment."

Place-analysis, as an antecedent to neighbor-
hood or building design. inquires after hidden
meanings for patterns of unities and order shaped
by people and evcnts. Extant physio-spatial ar-
ticulations are sought for their.ultrrui derivatives:
usc" form-dimensions, object-placements as signs
of human actions and aspirations.The intensity
and clarity within them reflect no more than the
energies and convictions indigenous to their mak-
ers.'l'hese morphological signs are carefully ex-
tracted and edited into a set of explicable semiotics
of place.

Mapping is intrinsically an editorialized
notc-taking. its synthesis requiring legibility
to a largc number of users for proper trans-
mission of piecemeal as well as holistic in-
formation. Well executed travel-maps serve
such a function. Recalling the picture-post-
card analogy cited earlier, we could substitute
the fractional image post-card with a "place-
mapl"l'he idea is not unlike mailing an entire
city map to the folks at home, preferably,
one authored by the Michelin people.

What is prontincnt in thc Nlichclin-Guiclc
maps lrcs in thc pink solicls of thc diagram,
that is. the approximate built-fornt conr-
poncnts of a town arc rccordecl! r:'

One can "sizr. up" from their nrap^ thc lccl
and texture of the to'uvn. even the spatial
opcnncss or-closure - not only thc location
of focal points but probable significancc:
whcthe'r the town is a church. market. or
civic-clominatcd culturc. One could come



l'he concept of "place" is not entirely new nor
absent from the concerns of contemporary environ-
mental designers. We are aware of the meaning of
"place" and the fleeting value of "place" from our
daily culture. Yet, it is clear that this agreeable
belief meets operational ambiguities in transcend-
ing mere polemics of the subject. In that attempt,
somewhere between our practice of grand sculpted
mastcrpieces or thc ultra-rationalistic journeys
from which architectural form becomes impossible
to derive. an impending method for and techniques
of place-making design beckons the maturity of
our profiession.

closc to"cxpcriencing"thc town via this nrap-
form.'l'hc nrcc'liunr o[ nrarprping is to bc notccl
hcrc. but inraginc also ar sinrilar graphic clc-

piction of vour town or suburban cnviror.t-
ment and scc what that ,,vill rcvcal!

A purpose of the pre-design method referred
to here approximates that of a "performance
criteria" in the making of place. A specific topologic
analysis. for example, may generate evidence of
how the parts f it together, how they are sequenced,
and how they are experienced.The nature of the
analysis and documcntation explicates a process
in that environment - how the values and inten-
tions of the people perform and become tangible.
To thc designer, this instrument procures decision-
making guidelines without which our acts indulge
in arbitrariness.

r9



Notes

1. Maurice R. Stein, The Eclipse of Community
(New York, Harper-Row, 1960). Studies of the
American community patterns which estab-
lished the conception of the split between ideol-
ogies and realities in modern community life.

2.Lowden Wingo, ed., Cities and Space, The
Future Use of Urban Land (Baltimore, Johns
Hopkins kess, 1963).

3. Ivan lllich, The Celebration of Awareness
(New York, Doubleday, 1970).

4. Peter Gould, Mental Maps (London, Penguin
Books" 197 4).

5. Edward T. Hall, Beyond Culture (New York,
Anchor Press, 1976).

6. Quote from lecture by N.John Habraken, "'l-he
Limits of kofessionalisml'John Demys Mem-
orial Lecture, Architecture Association,
London, I975.

T,Lawrence Halprin, NewYork, NewYork (New
York" Housing and Development Administra-
tion Report, 1968).

8. Kevin Lynch, Image of a City (Cambridge,
MIl- kess, 1964).

9. Charles Moore, "Toward Making Places" 1in
Landscape journal, Autumn I 962).

10. Asa Briggs, "The Sense of Place," in The Fit-
ness of Man's Environment (Washington, D.C.,
Smithsonian Institution kess, 1968).

11. Terence Lee, "The Psychology of Spatial
Orientation," ( in Architecture Association
Quarterly, July 1969).

12. The reference here is to the office-building
Centraal Beheer in Apeldorn, Holland by H.
Hertzberger (Architecture Plus magazine,
September/October 1974) where within a
specific architectural framework, the employ-
ees have provided their own individual as well
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as communal "in-fills" within the over-all
surroundings.

13. Kenneth Arrow, The Limits of Organization
(NewYork, W. Norton Co., 1974).

14."Dialogue," as defined byJohn Friedmann:
"the dominant mode of communication in
transactive planning through which mutual
learning and knowledge among all those con-
cerned are derived and lead to actionl'John
Friedmann, Ftetracking America (New York,
Doubleday-Anchor, 197 3).

15. The map is taken from a page in the Michelin
Guides (Paris, Pneu Michelin-services de
Tourisme).
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John Reuer, Associate kofessor of Architecture at
the School of Design, is interested in architectural
history and the design of shared facilities. I Iis main
concern is in teaching and the education process.

When societies see clearly their existential
destiny for any given length of time, they become a
culture. As such, they are an integer which may be
constituted of any of the known social orders.
Members of such a culture are able to understand
and express its meaning in accordance with their
respective station in it. Consequently, a collective
cultural will can be observed and identified which,
under the careful examination of any individual,
provides the initial stimuli necessary towards the
occurrence of art.The phenomenon of art, then, is
the process of design, in which one individual
translates selected stimuli into physical artifacts.

This process may be described as the rela-
tionship between the cultural will of the collective
and the artistic volition of the individual. When
this relationship no longer exists,, art appears to
become a private matter and remains inaccessible
or largely ignored by the general public. While

this situation does not necessarily imply the re-
placement of good ar-t by bad art, it does seem to
indicatc a loss of the meaning of art to the public.
Art then becomes the privilege of a minority and
does not exist for the many, a condition which is
widely observable today. Attempts to recover the
lost relationship bctween cultural will and artistic
volition through manipulations of surface mani-
festations of contemporary societies into works of
art is vulgar and offensive to the respective society
itself and incvitably doomed to failure. lbday,
both artist and society distrust one another, a

condition which is the result of a fractional rather
than an intcgral way of life.

-l'he mutual alienation between artist and
society has led to a number of consequential devcl-
opments in architecture as well. Today's architec-
ture conrpriscs a large number of failures for the
gcncrerl public flanked on one sidc by stylc-works
of the mtrsters fior thc affluent few and on thc
othcr sicle bv goodwill-works of the advocates for
thc poor. Appcnclccl to either side are the contribu-
tions by thcorcticians proposing utopian "thing"
phantarsics or bchalvioristic "no-thing" remcdics.

lntegration of the factions is prevented by
the intolerance of their respective representatives.
"E Pluribus Unum" does not exist, while pluralism
cannot emerge from mutually exclusive or contra-
dictory principles.The noticeable loss of the rela-
tionship between collective will and artistic volition
explains the current misery and is the result of a
gigantic betrayal of the ideals of the founders of
the modern movement in architecture.

More than anything else, the modern move-
ment was founded on the principles of a new life
for an envisioned new humankind. New methods
and new materials of construction yielded new
forms of architectural designs to be employed only
towards the realization of the envisioned new life!



New methods, materials and forms were always
and clearly understood to be means to an end.
The founders of the modern movement acted in
historically appropriate ways: they selected stim-
uli from a perceived, though latent, but emerging
new cultural will to be used through their respec-
tive artistic volition towards a new architecture
for a new life.

By institutionalizing the ideals, practicing and
teaching professionals perverted the means into
ends and betrayed the vision of a new life. Our
environment today is the inheritance of that be-

trayal: it bears no evidence of either representa-
tion, that of a collective cultural will or of an
individual artistic volition derived from the
former.

Since the beginning of the modern movement
decades have passed and one must re-examine the
concept of the collective will and its possible ap-
plication in the future. Today's youth follows
existentially frightened generations of the near
and distant past. Worldwide upheavals of recent

years have cleared the way for an improved human
condition, which is not necessarily a corporeal,
but primarily a spiritual one. The idealistic notion
of classical humanism of the 19th century, which
anticipated the world-views of the modern move-

ment's originators, yields to the currently emerging
concept of the uniqueness of the individual human
being. Historically and for the first time, stripped

of all prejudices, arises - on a broad participatory
basis - an opportunity for the self in any and all
of us to be fulfilled. Former social goals begin to
be replaced by personal values: past racial, sexual
or philosophical inequities disappear while the
personal sovereignty increases.Though value is
placed upon the self, selfishness will not result,
rather a greatly improved and compassionate
understanding of others through the experienced,
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matured and fulfilled self. This new self emerges
to become the determinant for a cultural will so
necessary and pre-requisite for artistic volition.
\Mhat is observable is the change from a former
system of superimposed values to one generated
by its participants. Only after this change has oc-

curred and has been accepted can the relationship
between the cultural will and artistic volition be
rc-instated, and the mutual isolation between
society and artist disappear.

To promote and accelerate this change,
schools of architecture are professional provisions
uniquely endowed through their studio classes.
If and when such classes emphasize self-develop-
ment, self-recognition and self-fulfillment as their
first priorities, then given assignments will no
longer be dutifully completed in a stereotypical
fashion and the rapprochement between cultural
will and artistic volition will be facilitated. Stu-
dents must be encouraged to act in behalf of and
as advocates for the public, as well as individual
artists.

Finally, encouragement should be taken from
Martin Heidegger's essay, "Building, Dwelling,
Thinkingl'in which he observed:"The real dwelling
plight lies in this, that mortals ever search anew for
the nature of dwelling, that they must ever learn to
dwell. What if man's homelessness consisted in
this, that man still does not even think of the real
plight of dwelling as the plight? Yet as soon as man
gives thought to his homelessness, it is a misery
no longer. Rightly considered and kept well in
mind, it is the sole summons that calls mortals
into their dwelling. But how else can mortals an-
swer this summons than by trying their part, on
their own, to bring dwelling to the fullness of its
naturc? This they accomplish when they build
out of dwelling. and think of the sake of dwelling."
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Landscape Architecture :

Nowand Then
Richard Wilkinson



Richard Wilkinson, kofessor of Landscape
Architecture at the School of Design, is interested
in the management, conservation and development
of natural resources and community settings. As
past director of the Landscape Architecture ho-
gram, he has been active in expanding the context
of concern of the Landscape Architecture
profession.

During the past twenty-five years the pro-
fession of landscape architecture has attempted
to create a destiny for its practitioners that will
place it in the mainstream of American society, The
profession in America is just over 120 years old.
During that time, there have been many episodes
contributing to its fulfillment and to the periodic
declines from which it has had to regroup and
rebuild.

Frederick Law Olmsted is still the principal
figure, and his work is the model from which vari-
ous sub-groups have attempted an expansion of
the professional boundaries. He developed the
concept of the managed public environment, and
his work dominated the initiation of the profession.
As a designer, planner, writer, and visionary, the
work he performed established a professional
arena inclusive of the entire prospect of American
landscape development. His park work, including

Central and kospect Parks in New York City and
the Boston Metropolitan Park System, done with
Charles Eliot, and his role in formulating the Na-
tional Park concept are unfulfilled destinies.

His view of an education system based on
a humanized landscape experience brought about
the Morril Act which led to the land grant and
state university system. By his involvement as the
first president of the National Sanitation Com-
mission, he gave credence to the relationship
between the environment and health. His work re-
flected the grasp he had of the realities of his own
time. As the dominant practitioner of that time, he
set the framework for a continuing development of
the ideas he promulgated. In the aggregate, his
work reflected a most advanced concept of public
environmental management. He was a contempo-
rary of George Perkins Marsh, Darwin, John Muir,
and other natural and social scientists who were
awakening to the potential of science in the affairs
of a developing country.

Toward the end of his professional life, he
became involved in the estate movement, best ex-
pressed in the design of the Biltmore Estate in
North Carolina. The estate was most noted for its
influence on the forestry profession as the first
school of forest management in the United States.
The succeeding practitioners of landscape architec-
ture seized upon it as an avenue for accommodating
themselves to the rich and powerful. From the
time of his death in 1895 until April 1929, the pro-
fession followed this avenue: estates and resorts
for the wealthy, pleasuring grounds, and imperial
schemes for cities.

Olmsted's concern for the public environ-
ment was largely ignored and, in many cases,
rejected as not in keeping with the then (and now)
current view of the profession as an applied fine
art. During this hiatus, the work of environ-



mcntalists was being carried out by others.The
National Park Service, U.S. Forest Service, com-
merc.ial forest management, national housing pro-
grams, agriculture production, water management,
and the other environmental sciences were well-
established in the process of creating the character
of theAmerican public environment. Howeveq city
planning, once a function of landscape architec-
ture, was neglected and became a function of the
engineer/administrator's point of view. Land grant
universities were soon dominated by the produc-
tion ethic and the purposes of agriculture and land
conservation were established without input from
a design profession.The park movement soon
serued the interest of the recreationist.

Those purposes initially conceivcd by
Olmsted as functions of design, public adminis-
tration and the supporting sciences were left with-
out design input. One must remember that the
applied natural sciences were embryonic in that
day and that public administration, as we know it,
did not exist.

The retreat by landscape architects into the
pure and centrist concept of the profession as an
applied fine art caused the long gestation and
growth periods of public environmental manage-
ment concerns to proceed without influencing thc
growth of the profession of landscape architecture.

'['he landscape architect, with no continuous
tradition but with the prospect of association with
wealthy patrons, borrowed what was theirs to lend.
That this became the formative core of the profes-
sion did service to neither the origins nor the prac-
tice.The central concept of the profession as the
practice of applied fine arts, borrowed largely
from other cultures, left much that was rich in op-
portunity and exciting in America to be the work
of others. The work for which the practitioners
were suited came to an abrupt halt in 1929 with
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the onset of the Depression.
The idea of a profession is perpetuated by the

serious practitioners. Its development has always
encompassed the need for a core or base from
which to evolve.The central questions in this case
have been whether the origins needed to be re-
examined or whether the means to apply what was
already known was at fault. [s the condition of
the community a source for ideas, or is the centrist
theory the only true path? l'hese issues are not
pertinent today, but they are a legacy.

Regardless of the time lapse, the legacy still
bears heavily on today's practitioners and teachers.
Many are and have been engaged in discovering a
process for creating landscapes.The concept in-
volves understanding the relationship between the
inherent capacity of land and the needs, aspirations
and capabilities of the people who are on and of
the land. Landscape as a descriptive term is explicit
in its connotation of people and place.The word
indicates neither one nor the other, but both.

The potential for the practice of landscape
architecture lies in the process of the evolving de-
velopment of landscapes.This is work that must be
shared with foresters, agronomists, town planners,
community developers, wildlife biologists, park
supervisors and many others who have a [ong'
term commitment to their work.

The landscape architect can bring his in-
terpretive capacity and his aesthetic judgement to
these tasks and they will be richer for having them.
The years of catching up are difficult from two
standpoints: the accumulated knowledge and ex-
perience of the applied scientist/manager is im-
pressive and integral to effect participation, and
the dogma associated with stylistic and applied art
is difficult to abridg".

The elements of the legacy pose problems to
the practitioner and to the community. Stated



simply, they are (among others) as follows:
l. The central concept of practice as an ap-

plicd fine art has not produced a body of work,
rescarch and criticism which is adcquate for cs-
tablishing a base from which to expand or addrcss
community and environmental issues.

2.T-hc prevailing concept of professional ad-
ministration, the fee for service system, is not
adaptable to solution of public environmental
problems; but it controls the manner in which
work is described and executed.

3.'l'he core of skills is not adequate to either
identify, address or resolve the complex array of
problcms which can be and should be undertaken.

The main problem is lack of a more compre-
hensivc receptivity to ideas. Among the sources
sho.uld be thc fine and applied art base. I Iistorical-
ly., this view has not been acceptable, either from
within or without the profession. Ideas from the
community, whcther it is the wider academic com-
munity, thc fratcrnity of other professions, or thc
broader civic community, are not now understood
or understandable in terms of the artist. The
broader idea base has been posed these many
years by the applied scientist and has evolved to a
level of sophistication and detail beyond the reach
of the dated intuitive protocols of the designer.

Within the profession the styles are equally
well -safeguarded. Vigilance is maintained through
the exposure of counterpoint and contretemps by
the cognosccnti. Grand departures are either be-
yond their ken or are picked apart until recognition
is regained. In either case, the matter ceases to
cause inspiration.

This is not to say that grand works do not
exist. The profession has been blessed with people
of vision and purpose.They did not always stand
out as boldly as did Olmsted.The men who cre-
ated the Blue Ridge Parkway, the great university

campuses, thc National Park and Forest systems,
and wildcrncss reserves,, as wcll as those who have
been fighting for local qualities in every corner of
the country go largely unrecognized. Lay people
expressing their values in everyday life create the
most pleasant neighborhoods, the sweep of farm-
scapes and the crannies of delight which are totally
unrecognized as sources for emulation by the
profession.

The concern focuses entirely on the provinces
of criticism.That which is not recognized by the
profession is not evaluated and criticized. Hence
we have no clearly defined ideas about the thera-
peutic value of different public environments for
different life styles. Even more succinctly, there
is only now an embryonic concern for understand-
ing what types of environments are preferred by
different groups for their varied purposes.

An ultimate truth does not lie anywhere.
What seems pertinent is that those places and set-
tings most prized by people in the corrununity are
a result of evolving and expanding developments.
It takes work and time to make something gratify-
ing.The preferred concept of delivering design
services does not accord this view a high status.

The fee-for-service system is not specious in
and of itself . It must be combined with a lack of
alternatives to achieve such status. In the profes-
sion of landscape architecture, it has achieved such
symbolic purity and dominates the teaching of
practice. It is necessary that a professional be paid
for his work. Not all work, however, can be.'om-
pensated on the same basis.

Tlre misleading aspect of the fee-for-service
concept is the necessity to prepackage all profes-
sional work into standard increments with precise
beginnings and ends for which a precise fee can be
calculated. It presupposes that only those who
know exactly what they want or have a clear con-
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cept of their needs can negotiate for the services

of a designer.
The profession has always given lip service

to stewardship, or husbandry, of the landscape as

a component of professional service. It is clear that
this is not the case when the clause in the standard
contractual instrument between professional and
client states that the relationship is to be dissolved
upon completion of installation of the work covered
in the contract. Stewardship implies responsibility
for the situation being managed or cared for. In
the landscape architect's world, this is land and
people, the landscape.

The idea of people being involved in the de-
velopment of a landscape is generative. It points to
the true historic meaning of the term "landscapei'
The professional view of landscape as a pictur-
esque arrangement of features on the land is con-
trary to the idea that a landscape is the term most
normally descriptive of the relationship between a

place and its people. It implicitly accepts the func-
tioning of men, women and children as an integral
part of the process, and looks toward the evolution
and changing conditions that the land and people
bring to each other. There is room for, and a need
for, professional design assistance in developing
landscapes, whether they be central city neighbor-
hoods, large-scale recreation reserves, or farm
regions.

The landscape is a relationship between
people and the land, involving dual concepts of
setting and place. Setting is the pattern of human,
psychic and social interactions involving two or
more people engaged in an activity of any sort. It
ranges from two children playing a game to the
complex and formal behavior of public institutions.
The results of the activities are related to and in
many cases deterministic of the physical surround-
ings. The attendant physical attributes of a setting
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are place. The two concepts cannot successfully be
viewed independently.

Some setting/place constructs are temporary
as in a brief conversation on a street corner; others
have greater longevity. kepackaged professional
work, or artifact design, does not account for the
dynamic nature of the setting/place relationship.
It seems more reasonable for the designer - the
landscape architect - to create a process that looks
to change. As ill-formed as the concept of husband-

ry might be, it includes a responsibility for com-
ponents of an evolving landscape beyond the
centrist's doctrinaire theories of form and fee.

Beyond the art and science of settings and
places lies a more intangible philosophy that looks
to the future and considers the implications and
possibilities of present action.These attitudes and
values come from knowing the science underlying
change processes and they steep the practice of
application with a concern for all possibilities that
affect the environment. [t seems reasonable to ex-
pect the practice of landscape architecture to
provide such a humanizing experience.

As a point of beginning, it is necessary to
understand the landscape or community as it ex-
ists.The structure of the land and its resources,
traditions of land assembly and organization, and
modes and methods of action by people to utilize
and cohabit with the landscape are pressing con-
cerns that must temper the interpretive skills of
the designer. Acceptance of present reality as a
starting point and realization of change as artifact-
ual evidence is vital to a progressive profession.

What is called for is an expanded conscious-
ness of the community as a source of ideas and
process. Guidance in continuing the process is
normally welcome. In this manner, the core of skills
can be broadened and adapted to people's wants
and needs; their competence can be recognized and



the capability of the landscape to progressively
evolve can be enhanced.

A profession concerned with and involved in
landscape is an exciting idea. It requires practition-
ers skilled in and sensitive to the realities of phys-
ical change brought about through people seeking
to satisfy basic needs by utilizing their own com-
petencies. It calls for knowledge and assimilation
of the purposes of other practitioners concerned
with management and guidance of change - the
forester, agronomist, community organizer, politi-
cian, geographer, anthropologist, and others who
more readily see and understand the community
as it is. From this base a community aesthetic can
be established through interpretation.

Interpretation rather than dictation is more
normative and acceptable. It is also evolutionary
and incremental and a progressively evolving re-
lationship is implied.The community serves as the
source and the practitioner as the interpretor,
communicator and participant in plan formulation.
Most importantly, interpretation implies a trans-
cendence of reliance on the centrist concept of
practice as an art applied as fixed artifacts. The
totality of the changing landscape is the appropri-
ate artifact.



Problerr- Solving and Design
Iohn Tector



John Tector,, Assistant Professor of Design at the
School of Design, is active in the study of man-
environment relations. architectural programming,
problem-solving methods, and design for the
handicapped.

In order to discuss the impact of design and
designers upon the future, we must share a mean-
ing forJhc verb "to designl' Webster, quite accept-
ably, states that to design is "to conceive and plan
out in the mind... to have as a purpose... to devise
for a specif ic function or end ..l' The designer,
then, makes a series of decisions about the becom-
ing of some thing and then records those decisions
in a drawing or some other document. Webster
states the definition of the verb "to decide" as "to
arrive at a solution that ends uncertainty or dis-
pute about..l'Such an arrival necessitates a travel-
ing from one state to another. The first state is one
of uncertainty:a qucstion raised for inquiry and
considcration.. l' Webster calls this state a problem.
J-he second state is one of certainty:"an answer...
explanation...a bringing or coming to an end or into
a state of discontinuity."Webster calls this state
a solution.This transition from uncertainty to cer-
tainty, which is the action of problem-solving, is
thc central action of design.

Really, problem-solving never makes it all the
way to certainty.The traveling is from more un-
certainty to less uncertainty, from lack of confi-
dence to confidence,, from hypothesis to valida-
tion. The word validation smacks of certitude, but
we must remember that validation is only achieva-
ble in a probablistic sense.

Wc can't do it all at once.The trip takes
time. It travels through differing levels of com-
plexity; the modeling of an alternative shoe last,
the conducting of market research, the selection of
a palette for a painting. T'hc real problem-solving
trip is also a traveling through many phases. At
least five of those phases regularly reappear.

The first problem-solving phase is called
strategy selection. We select strategies when we
ask what the problem is and when we ask what
processes we might use to solve it. Another name
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for strategy selection is planning.
-l'he 

secorrd phase is called information
structuring. We structure information when we
look for the purposes, variables and methods ap-
propriate to the way we have chosen to solve our
problem. During this phase we search for those
criteria that will tell us when the problem has
been solved successfully. Another name for in-
formation structuring is programming.

l'he third phase is called alternative genera-
tion. We generate alternatives when we exercise
the methods selected to develop a proposal. When
we develop a proposal, we organize variables
according to purposes in a way that the criteria
for success have the best chance to be satisfied.
Some would have it that the word "synthesis" is
exclusively reserved to this third stage and that
the word "analysis" is exclusively reserved to
the second stage. In fact every decision that limits
the possible outcomes of a problem-solving effort
is a synthetic decision. And every synthetic de-
cision requires some efforts at analysis in order
to make it. Both analysis and synthesis behaviors
are appropriate to all five problem-solving phases.

I-he fourth phase is called implementation.
We implement when we actually make a thing,
or perform an action recording an alternative pro-
posal we have generated. Some other names for
implementation are building, playing, doing or
trying.

The fifth problem-solving phase is called
evaluation. We evaluate when we ask whether or
not the thing we made or the action we performed
met the criteria we found in the second phase
which would tell us that we succeeded in solving
the problem. When we have met the criteria for
success we have validated the alternative we
generated to solve our problem and, hopefully, we
have learned something about solving this kind of
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problem. Another name for evaluation is testing.
Problems do not exist in the past, nor do they

exist in the future. They exist in the logical and the
temporal now. koblems have histories and prob-
lems are predictable or expected. But their existence
and influence are only immediate.

The longer we wait to deal with a problem,
the more it will change; and, therefore, our concept
of the problem will soon be out of phase with the
problem's current state.The more we attempt to
act on an anticipation of the problem, the more
rapidly our concept c;f the problem is out of phase
with what the problem has become. It will take a
greater amount of time to solve the problem and
to be ready to implement its solution. Meanwhile
the situation will have changed. It is necessary to
predict what new state the problem will be in when
the problem solver is ready to implement his
solution.The only chance for success is to be so
experienced with similar problems that we gener-
ate a solution which anticipates an intersection
with the changing series of problem states.

Problems can only be solved with informa-
tion. Information is the key to reaping the benefits
of past problem-solving experiences and capital-
izingon future expectations. Information needs
to be validated, needs to be made trustworthy.
Even if the problem-solving paradigm is one that
is highly personal, intuitive or internal, some ex-
ternal, experiential validation must be achieved.

Design is problem solving. If any of the five
problem-solving phases is left out of the design
effort, then the design problem has not been
solved.

Every design problem is an experiment.
Inquiry, exploration and research provide informa-
tion. Structured information produces the thrust
of theory and the direction of hypothesis. Per-
formance criteria are established, hypothetical



solutions generated, and tests developed to vali-
date those hypotheses. Once the data is gathered.
the tests made, and the outcome determined, the
validation process has transformed the design
solution from hypothesis to fact, from assumption
to experience, from anticipation to history. The
validated design solution is a mapping from the
unknown to the known, the establishment of
future confirmation.

The design program generates the means
for validation.The program sets up the designer's
test.The program establishes the criteria for suc-
cess, lets us know the rules of the game, tells us
when the problem will be solved. Without a prog-
gram, no perforrnance specification is generated,
no validation test is possible, no design problem
is solvable.

Desrgn problems are human problems. There
are always two elements to evcry design problem:
the thing and the person.The designer is im-
mersed by necessity in person-thing relations. The
thing is perceptual, experiential, affectivc, a part
of the person.The person is bonded to the thing in
an intimate way. Neither has meaning without the
other.The solution to the design problem is found
only in the relation between the person and the
thing: in shelter. in possession, in service. in image.
To deal with the person to the exclusion of the
thing courts disaster. To forget the thing and con-
centrate only on the person is unproductive.

The design program helps us strike the
balance between the person and the thing. Pro-
gramming asks the person why the thing needs to
be and looks to the person to find some clues as to
what the thing might become. Programming looks
to the person for a statement of goals, explores the
person's goal-directed behavior, describes the set-
ting that facilitates that behavior,, and finds there
the performance criteria for the thing. Program-

ming, therefore, allows the designer to make the
person- thing relation.

The solutions of the design problems of the
future will arise from those paradigms that ap-
preciate the dynamic nature of problem time
frames, that accept the necessity of validated in-
formation, that recognize the essential problem-
solving and experimental nature of design,, that
fully comprehend the importance of person-thing
relations, and that are versed in the methods and
techniques of design programming. It is in the
experiences of today that we learn to cope with the
challenges of tomorrow.
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Denis Wood, Assistant Professor of Design, is
interested in geography and psychology. Combin-
ing the two, he is actively engaged in teaching and
research of spatial and environmental cognition.

On the table before me sit a number of
corilnon instruments useful in measuring - useful
in evaluating the environment. On the table before
me sit a tape, a yardstick, a stopwatch, a watch,
a goniometer and an arrn protractor, a clinometer,
a map measure, a compass, a wall thermometer,
a pocket thermometer, a percentage protractor,
a level, a plumb, a light meter, a camera, a pocket
scale, a postage scale, a barometer, a measuring
cup, a set of measuring spoons,, a pedometer, a
stud finder and a passle of questionnaires. Some
of them, like the pedometer,, no longer work; but
I still hold on to them. Others, like a couple of the
questionnaires, never worked at all; but even these
I am loathe to throw away. All of them have told
me, or promised to tell me, about my world, and
since this I would know of, I am not eager to part
with these instruments - functioning,, flawed or
broken down. It is sixty-nine degrees Farenheit
where I sit at three-o-five in the afternoon. It is
four minutes and forty-seven seconds since I
typed the first word in this paragraph.

There is another instrument in this room and
I am it. I would have said it was chilly where I

sit and that twenty minutes had passed since I
started writing, although my stopwatch now says
it has been nine minutes and thirty-four seconds
at, according to my other watch, three-fifteen on
the nose. I won't argue with my instruments.
They're measuring different things than I. My
thermometer knows nothing of the breeze bussing
my skin and driving down the temperature; my
watches, recording the pressure of their drive
springs, know nothing of the pressure of trying to
say something with words. Who should say which
is superior instrumentation? Not I, certainly. My
watches and I, we are holding up the world against
different standards and both of these are interest-
ing and valuable and important.
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I am a superlative instrument and I measure
what I measure as no other instrument can. I am
useful and valuable in measuring, and hence in
evaluating environments. So are you. But to be
useful you must be an instrument and not a judge.
As an instrument I respond. I respond to the to-
tality of my cnvironment, to my viscera no less
than to my field of vision. As an instrument I do
not judge. [t is now four-forty-four according to
my watch and according to my watch that is all
it is. My watch knows nothing of late or early. As
an instrument, I don't either.

As an organism, as a person, I respond and
judge. It is not only four-fifty-nine, but it is also
very/ late. It is too late, in fact, to get done today
everything I have to do. As a person I am instru-
ment and operator. ln the remarks that follow,,
written during my first year in Raleigh, I tried to
record only my responses. I tried, in other words,
to be an instrument. But I tried to be an instrument
responsive to the totality of its environment and so

remarked the state of my stomach along with the
state of the world. I did not always succeed in re-
fraining from judgement. Sometimes I confused
judgements with obscruations and obseruations
with judgements. though actually this is only a
guess on my part: some of what look like judge-
mcnts are only records of my responses to my
environment.

No instrument is transparent or impartial.
It responds to only those parts of the world to
which it is capable of responding and it responds
only as it can. though this changes as the instru-
ment changes. grows. matures, shrivels. The words
that follow arc thus rccords of interactions between
mc in my instrumentality and the world around
me.They are environmental transactions and they
are my measure of the world. While it's as good as

any. it is not sufficient, not even for me.



from
Denis Wood's

MOVING:

An Interactional Anall,sis of
Man -Environment Relations

Raleigh, North Carolina
2 August. 1975

I SundayTwo P.M.

I wanted to write this afternoon.
Instead I ended hanging curtain rods
and poking holes in freshly painted pegboard.

I was vexed for a while
but soon I realized:
curtains on bedroom windows:
magnificent poems.

2 Here Where I am Not

I am here in Raleigh
where I am not.
I am not in Worcester
where I am.

The pain of separation
just begins
to show
in the crooked smile
that is all
I manage
when I look forWorcester
here in Raleigh
and find it not.

These Southern faces
shut me out
and the heat
shuts me in
and the sound of this city
is alien to my ears.

What am I doing here
where I am not?

3 Homer Gone

On our walk, Homer just disappeared.
I turned around and he was gone,
vanished to some strange backyard
to snuffle the sun and gambol with pups.

I went and watched the trains pass by
and counted every car till I was dizzy
when in the corner of my eye Homer was
circle running, mild lost, and I
whistled and he came and we went together
to the far-flung field
where I threw him sticks until my hurt was gone.

4 Silly Business

Writing poems is like taking pictures,
once seen. unnecessary to record.

Why then bother
with this blather of words?

5 In Love With King Street

After winter.
when ice storms coated
sidewalk and pavement
when Punky and David sledded
and the street knew the squeal of steel
and the silence of snow,
everyone comes out at night
to celebrate the year'.s first fire.
in dishabille,
the flame and water faces
wondering
if this were set on purpose
or just the chance of a cigarette
fallen from a drunken hand.
Ambulance tires
crush a thousand flowers
danced from yellow trees
by the west winds of spring.
The ground is rich in their dust.

The mingled shadows
of the summer nights
echo the cries
of teenage loves
and suicides.



The momentary stillness
is shattered by a broken bottle
which brings the sirens
and the cops
and their futile questions
eagerly entertained.
Buried under the brittle leaves of autumn
the pools of vomit are forgotten
and the dusk comes early.

Jagged clouds
scud across the studded sky.
clustered kids
hang like dying insects
at the windows of the corner store.
My footfalls ring cleanly on the sidewalk
in this night of my remembering.

When we moved
neighbors brought out chairs to watch.
1'hey told passersby:
"These fine people are movingi'
and they asked us to stay.

It was fine on King Street, very fine.

6 Goodbye. Anyway, You Son of a Bitch

Evcryone I said goodbye to
saicl goodbye to me.
'l'hey

promised to write.
askcd me
to drop them a card.
Darlene from upstairs
wanted me to remember
not to forget
to send a picture of the baby
whcn it ctrme.
A lot of souvenirs
charnged hands,
SOMC

just words.

Goodbye. Keep in touch!
Yeah, you too now okay?
'lake care.'lake care!

But that damed city didn't care.
I cried goodbye. said it, whistled
and cooed it but it didn't matter
how I said it that damn city just
sat there holding its breath.

Ungrateful
son of a bitch.

7 Lives

The expansion of a copper rod
the smile on my baby's face
both miraculous
in the same degree
both descriptions
of the way things are...

I On Crow Hill
On Crow Hill the grass was sere and tall
where we came surprised into this high place

and the view forever on this Sunday walk.

Clanging the hills surrounded: Tatnuck,
NeMon, Prospect, Winter, Stratton,
Burncoat, Green and Wigwam down beside

The long lake silver-golden in the summer
afternoon: Millstone, Chandler, Oak and
Union, Vernon, finally Packachoag,

Our hearts went out in this blueberry warren,
the scent was rich and heavy in the air:
now and then Homer's head would show above the grasses.

Suddenly: two grouse exploded from the underbrush!

10 5 King Street

What did we leave it for?
When in this awful sundering
will we hear again
the noise of Mike arrd Punky
playing ball? The flowers
have withered on our porch.
The temple bells
are silent.
The setting sun
caught in the windows of the nursing home
illuminates the kitchen
for someone else.
I shall come never down again
from Castle Hill
to 5 King Street.
Our crazy friends,
come on the off-chance,
will find another face
behind the door.



12 Moving
Last month I knew the names
of all the buildings
on the north side of Main Street
in Worcester Mass.
I would call them as I walked
naming them as friends:
Boynton and Commerce and Slater and Day.
Some on the south I would name as well
like Park and Albion...
These, all I can remember now
one month moved to Raleigh.

13 Knowing Never I lurt
Let me measure how
he smiles.
Randall (my son):
let me count the inches
end to end,
calculate
precisely
sine and cosine
the triangulation
of his baby's grin.
Shall I love it less
for knowing
what I do?

17 Confirmation of the Obvious
I really didn't need
to count
the five instances
of O'Conncll
in the Raleigh phonebook
to know
there were sixty-three
more of them
in Worcester.

It doesn't need
statistics
to miss
those
Irish eyes.

18 Very Much AloneTogether

I am very much alone together with my wife and dog
here in mad Raleigh in North Carolina mad,
for the end of love is being alone and my love is ended
now for many things I loved: Worcester and of Worcester
and in Worcester and by Worcester holy heartfelt
Worcester Worcester Worcester Worcester.

For my love is not ended and I am alone from Worcester
severed and I love still things Worcester and Worcester
and of Worcester and by Worcester and in Worcester
but I am from Worcester severed and I am alone in love.
And it is alone in love from me severed and they are in love
alone and from me severed and they beat their wings against
the air against the air I beat my wings and the song is silence
welling in the lovely loneliness alone in love in love alone.
Simpler to have never gone this way, simpler to have hid
the hungry heaft, simpler to have not in Worcester deeply loved,
simpler surely but impossible flor the love light was bright in
Worcester's eyes shining afternoons from Vernon Hill from
Union Hill from Packachoag and College Hill from Chandler
Hill and Oak Hill and Burncoat Hill ringing and
shouting and madly chasing me in love with this crazy song
of love of life this sweet song of sweet afternoons with the love
light shining bright blazing fiercely in the blood red afternoon
of our day of love whose end is being alone and my love is ended.
But it cannot be that my love for worcester is ended for it cannot die
for it abides always but I am stillvery much alone together
here in mad Raleigh with my wife Ingrid and our fine dog Homer.
O -y hungry heart!

l9 l-he mandolins arc playing. the moon above is saying...
I shall love you forever.
I shall love only you
arc promises
that leave no room
for newer
loves.

O Worcester,
is it these
I made to you
that make me linger a little,
sadly.
ns I fall
in love
with Raleigh?

Fool

to say forever
in a universe
of change.



20 Reaching Out I
Here I am in my new house
bright with flowers.
When we eat dinner in the late afternoon
the sun shines on my plate
orange through
the bamboo shades
and the new wax
on the floors is beautiful.

But at night
when I walk into a room
and reach for the light switch,
it is the switch in Worcester
that I do not find.
Here in Raleigh
I fumble still at this late date.
I fumble in this present
here
in my past.

2l Addlepated

When I think of Worcester -
as I do not much above
fifteen or twenty times a day -
I have in mind a Worcester
stopped
the day I left,
manacled to a moment
that will not change
into another
moment.

How surprised lU be
to learn
that Eileen Shoenborg's hands
aren't still
raised above her head

*i3*oo"
to us.

22 Grapesmelling Kudzu

I have never lived
a placc before
where the mighty metropolitan daily
ran editorials
on the olfactory virtues
of parasitic plants.

In Ralcigh
the grapesmelling kudzu
is news.
best appreciated from afar.
Homer. searching for sticks.
breasts its waves, body kudzu surfing.

The kudzu's purple flowers
wilt quickly if plucked
from their hidden places
in verdant oceans.
I could come to like this
crazy place.

And wear the kudzu
as a sign
of my own heart s wilting
in this crazy place.
of my own heaft's wilting
in this crazy place.

23 John
FIe wants to visit
but Im not sure.
What will we talk about
we two
who made a career
of being angry
with each other?
Shall he come
to sit quiet in a corner
of my room
and listen?

In Worcester
where we walked
there was reason
for our talk,
but here
the logic's gone.
What will we say
without the hills
as punctuation?
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24 Red and Green

This morning the sun
was flying through my green
kudzu and it was ninety-three
in the sun but cool
in the deep grape-scented
hollows and I was glad
in my tropic wilderness.
But then I spoke
withTom in Springfield Mass
who reported maples
brandishing scarlet arrns
hard by Sturbridge
and that fall was in full fling.
I was confused.
In my green delight I had
forgotten to despair. I
had forgotten to be loyal
to an older love.

Outside the still summer sun
danced madly and already here
so tender is the green,
so tender and so callous
toward my love
of melancholy red.

25 Not Useless

What will I do with
my detailed understanding
of the mad map of Worcester's streets?
What will I do with
my nascent comprehension
of the ethnic insanity of Worcester politics?
I am in Raleigh and must learn it allagain.
What will I do with my knowledge of if
he takes sugar with his tea and how much?
He won't drink tea with me again.

26 Contemptible
Strange to think
that some should find
the moon
less beautiful
because we've been there.
Tiuly
they must find themselves
contemptible.

28 Easier and Easier
It's getting harder
every day
to remember Worcester
and how it was
with steep streets
very dark at night
before the lights
Italian boys
and Irish girls
and coffee regular
limp with milk
without the asking.

Ay"...
and easier and easier
to live
in Raleigh.

29 TheVisit
I am returning to Worcester
in a couple of weeks
on business of an academic nature.
The flight there will be delightful.
We will come in low
over the Verrazano Straits and fly
up the East River beside the shiny buildings
and over hovidence afar
I shall see Mount Monadnock
rise cold and lumpy
against a yellowing horizon.
Otherwise I am stupid with anticipation:
I have already planned too much
and will bc made to see too many people.
In the short hours we shall say
nothing to each other
and I shall worry how we
could have ever meant what we did.
In the end I shall return home.
gladly to Raleigh:
to Ingrid and Randall and Homer
my fine dog
two pillows
and my own sweet bed.
How will Worcestel seem
to me now
with my two hearts?
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31 Clouds

I want to reflect
on my journey and its meanings.
I try to focus on faces

names and gestures
but it is no good.
We are thirty-four thousand feet in the air
and below me the
entrancing clouds
are making a big fuss
and I cannot keeP mY eyes

off them.

32 Love

Love built
on naught
but promises

has a way
of dying.

It takes a lot of walking
to keep a city
waiting
for the feel of your feet
upon its streets.

33 O So Unexpected

Our backyard is rich
in the song of a dozen different birds,
each singing on each,
contrapuntally comPlex
which deliriously I follow
out beyond the dreams of Monteverdi.
The dogwood leaves are

as ancient wood in the morning light,
gold and russet gleaming through
each layer in harmony
with the deep red berries.
The music of our backYard
still does not quench
this crazy pain
that has reached this week
a new crescendo,
my screaming heart
awash in anger at everything,
my face a wreck of PimPles,
that tightness in my back
again come to keeP me company
when nothing else is on mY mind'

So absorbed am I
with my insane life in this mad place
that I forgot
that Ingrid.
sweetness and light,
love of my life,
was born this day,
incredibly,
thirty-four years,
thirty- four incredible years.
ago.

So, O very unexpected
did the thirteenth of October
this year stab me
in the heart.

34 The Awful Burning

The money they pay me is no satisfaction.
It has nothing whatever
to do with it.
In Barranquitas
in the afternoons
we would lock the house
against our friends
and read out loud
the novels of Jane Austen.
In Worcester
we'd take walks together
here and there
in the sun or in the rain
happy just the same.
But here I am so tired
that we do nothing:
I walk the dog to get it over
and read the paper to be through
and watch television
in the evening to forget
or to continue to ignore
my awful burning.



35 Sunday MorningThoughts
Already when I walk to work
I am angry. Along the railroad tracks
the sun lies like a razor and the crunch
of my feet on the ballast
could be music.
But I neither see nor hear
anything but sullen faces
and tired voices
of partners in vicious dialogues
that I endlessly rehearse.

At schooll am social.
I parcelout my few smiles carefully
where they will do most good.
For those I like I save my true face
and these I scare
with the depth and heat
of my dissatisfaction.
The burden
of having not screamed
in this nightmare university
weighs on me
and while my step is lighter coming home
and while I see more and hear now,
still I rehash conversations
saying to mysclf what I would have said
to them,
again and again.
the anger rising.
my face tight
tomorrow's acne revealing
what I buried today.

O! Im so unhappy here!
And worst of all
I do not feel that it will pass away
so easily this time...

36 Sunday Morning
This morning taking Homer for his walk
I cursed the trees
blotched and motley,
partly turned,
here red, here brown, here green,
that make a mockery of fall
in this perverted climate.
In the empty lot
I found with search
a single stick to throw for Homer
and he bored wandered off
and ate garbage probably
while furious I returned home
cursing Homer, cursing Raleigh,
cursing cursing cursing

37 Las Noticias
I sit on my front porch
reading the newspaper.
I am not enthralled
with these daily events,
but feel the need
to be up-to-date.
I must be able to say yes
when someone asks,"Did you
see such-and-such in last night's paper?"
No one will ask me if I saw
where the lowering light
touched the leaves of the tree across the street
and I was enthralled
by my quickening pulse
in the crackling air
and the cascade of molten gold
that passes here for fall
on one tree at a time.
Here there is no battle for attention.
All the trees but one hang back
and let it go, and when its turn is over.
one more tree will turn.
Each enthralls me in its turn,
killing me softly with its turning.
this autumn canon.
this seasonal rondo, mezzopiano.
I don't notice that the light has faded
until Homer comes
to call me in for dinnet
lost in the leaves and the light.



38 Foiled

I went out beneath
my pecan tree
to learn what my anger
might buy.
I sat down to vent my sPleen.

But the damn pecan leaves
would not cooperate,
they just kept falling
on my paper
and the air
was full of them
dancing.

40 Forgetting

So,
not God,
I stupidly yearn
for a place at a time
that will not be again
except in my
addlepated
mind
a little less
each day.

4l Here

The teacup is emPty.
Outside the sky grows gray and heavy.

When I stand at the window
I can watch it bleed into night
at the edges.

Watching from the backYard
I am chilly and the moon is
plain and bright. I huddle
in my jacket and the thought
of warmth inside the house,
squatting content there on the ground.
Aft.. dinner we shall play some Chinese Checkers'

I like it here, without all I had,
I like it here, with all I have.
This accounting
of moving is confused and Painful
but if I can think of no reason to have moved,

I can think of no reason not to have.

And no reason not to be glad in the

hereness of this moment.
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Accounting is a silly business:
who shall keep the tallies
and against what account?
I shall not live my life
as I keep my checkbook,
carefully recording what I get

and what I spend. I shall be
profligate and blow my wad
on the crazy grin
of my son
and the dizzy smile
of my wife
and the world run wonderful'

I like it here, I say,

as I take stock
and harbor up these moments
against my ease.

42 Thanksgiving

I like it here.
Tomorrow we shall head
west to the mountains
for Thanksgiving.
I am bold to wear winter clothing
and bring boots against the snow,
but it will be cold and we shall glow
with our own wonderful warmth'

I have so much to be thankful for,
but wonder whom to thank'
While others thank their maker
I shall prefer
the mathematics of mY life
that has for me acquired wife and son

and the wisdom to like it
where I am.





A Planning Framework
Edwin F. Harris



Edwin F. Harris is Director of Facilities Planning
at North Carolina State University. He is respon-
sible for the management of the budgeting, design
and development of thc campus builclings ancl
landscape.

Changes in the physical environment at
North Carolina State University are guided by ,
planning framework. -l'he need for this framework,
its explanation and application are the substance
of this article.
Need for Framework

Having moved about the NCSU campus for
a number of years, one observcs that older build-
ings are never really monstrous; that newer ones
sometimes are; and that the older campus land-
scape of walks, walls, and trees larger than build-
ings is rich in a folk art tradition. Common to this
sensitive milieu is an appropriate and small project
scope that was never so large as to destroy existing
campus relationships among buildings, landscape
and networks.This changed quickly in the 50's.
Larger buildings were funded that were very
functional and efficient - labs, classrooms, and
dorm rooms flanking corridors.Then in the 60's
the drive for efficiency combined with a desire for
bigness generated a campus that now resembles
battleships of function moored in a sea of asphalt.
We have failed with our modern efforts to create
a campus environment that matches the gentle
humanity of the remaining older campus.

If we are now to build, change, and improve
the campus, we could return to small-scale projects
and build incrementally in a piecemeal way. How-
ever, programs, ambitions, and funding proced-
ures emphasize larger-scaled projects, and small
scopes and piecemealing have not satisfied facility
needs. Large-scale projects are a practical reality
and guidelines for design are imperative now to
protect against overwhelming impacts. Therefore,
the need for design guidelines is reinforced be-
cause we have moved from that time when de-
signers were directed and harnessed, perhaps, by
small project scopes. And one must ask too,
whether the older campus environment, which is
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far more humane than the newer parts, is the result
only of this smaller scale or whether the designers
then were simply more sensitive and civilized in
their design approach.

Most designers seek limitations to a point
where the urgency of today's functional imperatives
has excessively shaped and donominated our build-
ings. Future functions and those non-functional
dimensions critical to environmental character
have been virtually ignored. Since our buildings
are constructed to last at least 50 years, the design
must be based on constraints that supersede a
particular function. Functional requirements are
almost always met and State agencies concerned
with the building process focus on the technical
and contractual aspects of planning and construc-
tion. T'he organized activities then have been ac-
commodated, but our campus has evolved into a
group of buildings and areas with little regard for
the time or space between, and this space and time
we view as perhaps the most important element
in shaping environments.

The remnants of time and space after the
schedules and the net assignable areas were
arranged were usually regarded by designers and
users as negative space and leftover time and there-
fore disregarded.l'he lack of consideration of space
between functional entities is evident in buildings
where the remaining space is minimized for the
sake of cfficiency and compositionally ignored,
yielding meaningless spatial relationships to other
buildings.We are trapped in a net-to-gross efficien-
cy syndrome and must program as positive func-
tional elements those traditional leftovers -
circulation, time and space between.

A framework of guidelines is also necessary
so that we may communicate in a common lan-
guage about the buildings, landscape and networks
of the campus at many scales. Master plans are
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dead and a complex physical arrangement requires
more than a cumulative litany of designers... "the
big idea in this design is"... to describe and relate
buildings and spaces. And one must assume that
some designers could use direction. The framework
that follows will simply enrich the work of the
gifted.
Explanation of Framework

The basic unit is called a cell, which can be
amplified into a framework that has application
at many scales. It is necessary to include many
elements in the basic cell to insure designer and
user involvement with the major factors that de-
termine environments.

The Structure of the framework is the open
space network that exists on campus.This tradi-
tional pattern of courts, streets, malls, and spaces
defined by buildings and rooms for the most paft
forms a substantial legacy on which to build the
framework.

Activity includes the scheduled functional
life on the campus as well as non-scheduled and
spontaneous life. In the campus context focal
points and concentrations of activity develop that
are independent of the organized schedule of
assembly. These spontaneous focal points often
happen in the negative spaces between the organ-
ized functional rooms and buildings. To structure
the spontaneous is contradictory, but the frame-
work attempts to provide unassigned public
space, interior and exterior, that encourages
gathering. While activity includes the organized
as well as the spontaneous, the functional impera-
tives of classroom, lab, and office are self-support-
ing. Therefore, the emphasis is on the public and
community aspect of every activity and especially
on those, such as food service, which catalyze
spontaneous gathering and conversation.

Circulation, the dynamic participation of



people in buildings and spaces, is a most influen-
tial design determinant. People movement consists
of many levels of speed and intention, and the
spaces and containers for movement must vary as
responsively as highway design varies according
to vehicle speed.There are non-scheduled and
spontaneous needs associated with moving about
a campus that render our conduit/corridors obso-
lete. Additionally, the architecture of circulation is
usually much more stimulating than the architec-
ture of function.

Enclosure is defined, rather simplistically,
as the perception of space generated by boundaries.
The profound psychological dimensions of
"enclosure" are acknowledged. but have been
generalized in the definition.

Containers are simply the houses of activity
and circulation and generally are the architectural
boundaries that define spaces and make enclo-
sures.

Focal Points are intensifications of activity,
circulation or enclosure.

Negative Space is the area left over after the
containers are placed in context.

Relationship is the connection, physical and
visual, of cell to cell. Relationship is the connector
that bonds many cells into a larger framework.

Orientation is a participant's understanding
of the many aspects of the dimensions of a space:
the activities; relationship to larger and smaller
cells; a circulation network for access; and a visual
domination of the whole.

The elements are arranged as shown to
define the Basic Cell.

e
Iq,^ vj1E

-

IAC'I'IVI'I'Y
2 CIRCTJLATION
3 RI]LAI'IONST{IP
4 ENCI,OSURI,]
5 FOCUS

The cell then becomes a guideline for
arrangement that is applicable at many scales. The
planning framework is the composite structure of
many related cells.

The arrangement of the elements in the cell
can be applied literally to designs. Activities
housed in containers form a basic enclosure. The
public aspect of the activities - an entrance, for
example - opens to and flavors the character of
the enclosure. Circulation becomes both the
connecting conduit as well as forum, providing
the opportunity for spontaneous concentrations as
well as the essential orientation for adjacent cells
in the framework. The campus is viewed now as a
Framework of cells and it is very important to
recognize that the framework is a fabric of rooms,
activities, movement, relationships, reactions and
spaces.



An example of a cell would be the arrange-
ment of two offices whose entrance relationship
created a focus that occurs in the circulation net-
work of the building.

At a larger scale, the School of Design
breezeways, the area around the Syme Snack
Bar, and the entire Brooks-School of Design
Addition-Syme area illustrate the arrangement
of containers to create an enclosure where spon-
taneous act ivity concentrates.

And it is interesting to note that the open
Court of North Carolina is probably the largest
scale to which the cell can be applied because
basic to its definition is the identification of a
visual entity. Common characteristics of the cell
are indicated in the examples: enclosed space,
orientation, and focal points located within the
circulation system.
Application of Framework

The purpose of the planning framework is
to shape the campus into more responsive environ-
ments.

The framework can be applied at many scales
of design: a department consisting of several
offices, an entrance, a coffee pot and magazine
rack contains the potential of making a focal point
by organ izingwith these guidelines; a building de-
sign can be composed of multiple focal points of
varying intensities; a court scate potential exists
with the composition of buildings. At larger sCales

the relationship of focal points is an important
factor.

The framework becomes an effective tool in
the total building cycle. An image of a building as

more than a container of functions emerges and
the responsibility of each building to contribute to
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the campus environment is programmed in the
initialconceptual stages. Scopes can be established
that include an appropriate area for circulation so
that an adequate corridor design is not robbing
that precious sanctuary of "net assignable areal'
Activities that contribute life to places can be con-
sidered at the pre-budget stages and made an
essential part of a program. keliminary designs
can be evaluated according to their ability to
organize containers into frameworks of related
cells.

Application of the framework by designers
forces consideration of the time and space between.
f'he direction of locating activity containers to
create focal points of enclosure is programmed.
Orientation is considered by locating circulation
within the focus. Scale, hierarchy and relationship
of focal points is considered and mixed use zoning
of activities avoids creating sterile, monotonous
areas. Design becomes more than composition of
functional areas and maneuvering of building
masses and elevation treatments.

'Ihe framework then, if consistently adminis-
tered as a prescription for designers, is not a
master plan nor will it guarantee beautiful build-
ings; but it will provide a tolerable framework in
which the activity and life of the University may
surpass function and exist in celebration.
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Vernon Shogren, kofessor of Architecture at the
School of Design, is interested in the education of
designers and in the variety of ways that architec-
ture can be understood and produced.This pursuit
actively engages the tools of language, meaning,
and philosophy.

SYMBOLIC

Part I

A Taxonomy of Things
It is postulated that there are eight possible

determinative positions to take in any single ar-
chitectural act. When any one of these positions is
taken, the other seven operate, in varying degrees,
as constraints.

It is also postulated that these eight positions

are paired as shown, and act as polarities (oppo-

sites, complements). This means that a position

which determines architectural behavior will have

as chief constraint its polar opposite. Also, that a

position taken will be biased toward one or the

bth"r of adjacent positions on the circumference.
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This gives us the following spectrum of possibili-
ties:

1. Symbolic: symbolism of place, symbolism of
thing: chief constraint, technical.

2. Thing: thing as symbol, thing as form: chief
constraint, activity.

3. Form: form of thing, form of structure: chief
constraint, experience.

4. Structure: structure as form, structure as tech-
nical: chief constraint, place.

5. Technical: technical structure, technical activity:
chief constraint, symbolic.

6. Activity: activity as technical, activity as
experience: chief constraint, thing.

7. Experience: experience of activity, experience of
place: chief constraint, form.

8. Place: place as symbol, place as experience:
chief constraint, structure.

Each of these divisions will be discussed briefly:
1. The symbolic approach to architecture is one of
the oldest and most primitive. As indicated, it
tends to vacillate in terms of medium from place
to thing (womb or phallic expression). Architec-
tural acts like houses and temples often take the
first bias. monuments the second. However, as in
all eight distinctions, a genuinely successful ar-
chitectural work incorporates both to some degree,
one or the other remaining dominant.
2.Things, as physical objects, are the layman's
image of architectural purpose because they are
most easily confronted. If symbolic in nature, they
carry a weight of cultural tradition; if leaning
toward form, they are often considered as art-
objects. Of all eight distinctions, this is the one
which suffers most from a sense of arbitrariness,
making styles and stereotypes popular.
3. Form is always a difficult category to discuss
because it is often ambiguous whether reference is
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to form-as-thing, or form-as-structure. It is either,
or both. Form-as-thing has a sense of shaper dis-
cipline, while form-as-structure refers to questions
of order, relationship, and logical consistency. A
demonstration of form can take either as a
medium.
4. structure is the approach which emphasizes the
logic of acts, focusing on the matrix orl.r-"work.
It is a mistake to limit it to technical considerations
as is often the case. The technical approach, while
obviously important, easily degeneiates into types.
The meaning of structure is not to describe neces-
sity but possibility. This article is, itself, structural
in nature.
5. Technical considerations usually evolve into
methods, oriented either toward siructure (and
con-structure) or activity and function.The pop_
ularity of the latter, in recent years, is due tothe
semblance of necessity which it brings to architec-
tural acts. However, on the structurafside, it clearly
does not, describing instead possible matrices of
action; unless, as in the first paft of the century,
symbolic import is given to materials and -.dir.
6. Activity deals with the dynamic aspect involved
in most architectural acts. Since the time of New-
ton, the argument from activity has often been
used to explain things as necessary because of
activity use; activities themselves have never been
explained, only described as closed systems. In ar-
chitecture, the biological analogy of ,;function,, 

is
often used. This deals with the technical side but
not the experiential side, which is equally impor-
tant. If activities occur as "games," as they oftln do,
this bias is more confusing than helpful.
7. The word "experience" is used tolefer to phe-
nomenal encounter of sensate human beingi with
the world. As psychologists point out, it involves
the life-history of the organism, where the en-
counter occurs (context or place), and the activity



within which it is engaged. Architecture can deal

only with the last two: place and activity. An ex-

periential approach differs in that criteria are es-

tablished on the basis of the participating subject,
the subject being considered the active rather than
the passive datum.
8. Place, and the making of place, has historically
constituted one of the fundamental tasks of archi-
tecture. Since the Renaissance it has been largely
supplanted by a thing emphasis, but now appears
ready for a revival. Current concerns with environ-
ment, preservation, and stability all contribute.
But the making of place does entail a radical change
in architectural behavior, as presently constituted.
As the revival gains momentum, this will become
more apparent.

Finally, a suggestive bibliography:

1. Object as symbolic (polarity: function as

technical)
Exemplars: Eero Saarinen, Jorn Utzen

L. Alberti: On Architecture
Lethaby: Architecture, Nature and Magic
K. Boulding: The Image
V. Scully: Modern Architecture

2. Object as form (polarity: function as experience)
Exemplars: Le Corbusier, Paul Rudolph
Vitruvius: TheTen Books
H. Focillon: The Life of Forms in Art
L.L. Whytte: Aspects of Form

3. Structure as form (polarity: place as experience)
Exemplars: Mies van der Rohe, Yona Friedmann
ReneThom: Structural Stability and

Morphogenesis
March and Steadman: The Geometry of the

Environment
B. Fuller: The Dymaxion World of Buckminster

Fuller
D'arcy Thompson: On Growth and Form

4. Structure as technical (polarity: place as

symbolic)
Exemplars: Luigi Nervi, Frei Otto
C. Wachsmann: The Turning Point of

Building
W. Ley: Engineeros Dreams
Salvatori: Structures

5. Function as technical (polarity: object as

symbolic)
Exemplars: Christopher Alexander, Bruce

Archer
EDRA: Publications
C. Alexander: Notes Toward a Synthesis of Form
Alexander and Chermeyoff: Community and

Privacy

6. Function as experience (polarity: object as form)
Exemplars: Harwell Hamilton Harris,

Lawrence Halprin
S. Geidion: Space, Time, and Architecture
E. Raskin: Architecture and PeoPle

E. Berne: The Games People PIay

7. Place as experience (polarity: structure as form)
Exemplars: Frank Lloyd Wright, Alvar Aalto

S. Rasmussen: Experiencing Architecture
B. Zevi: Architecture as Space

J. Jacobs: The Life and Death of Great American
Cities

8. Place as symbolic (polarity: structure as

technical)
Exemplars: Lou Kahn, Paolo Soleri

R. Schwarz: The Church Incarnate
Yi-Fu Tuan: Topophilia



Part II

A Theory on the Origin of Things
All humanly contrived fields, such as archi-

tecture, have one thing in common - their maker.
As a result, they all rest on metaphors of human
existence, such as being, doing, and personhood.
The references for such metaphors are, in turn,
states of consciousness which give meaning to our
lives, and which we then project onto the things
and activities involved in order to give them similar
and related meanings.

We always assume that any human act must
be understandable (answerable) on six counts:
who, what, where, why, how, and when.These are
questions concerning, respectively, agent, sub-
stance, context, purpose, agency, and time of oc-
currence. Without consideration of all six, an act
is insufficiently explained and insufficiently
conceived.

When any activity, such as architecture,
begins to flounder and drift (both human meta-
phors), it can probably be explained by its failure
to deal positively with these six fundamental
questions. Either it avoids some, or stereotypes
them in mechanical fashion, or simply chooses to
ignore them for convenience. In any case, the re-
sults are equally disastrous.

For architecture, the six questions can be
reduced to five, since time of occurrence is always
"now." Also, since the acts involved are always
those of substance, the "what" question can be
viewed as focal or central, around which everything
revolves. Finally, the "who" and "where" ques-
tions can be directly assimilated into the polarity
of people-world, or subjective-objective, and the
'o*hy" and "how" into the ends-means polarity.
We then have the possibility of a relating diagram
such as this:
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The "what," in this diagram, can be read
simply as "act," or as "buildinZl' or city," or as one
chooses. In architecture, however, it always means
an act of physical substance, rather than psycho-
logical, social, or cultural "substance." These latter
are all, of course, associated, but in the form of
o'causes of" or o'responses to." They are not the
focus of architecture, but rather constitute the
basis for evaluation.

Architecture, then, has four obligatory ref-
erence poles in addition to the substantial "what"
which constitutes the act. Difficulties begin to arise
when the ensuing demands of each begin to con-
flict.There is obviously no given harmony between
an arbitrarily conjoined "who" and "where," nor
between a given purpose and technique. These all
emerge separately and are, in some way, conjoined.
It is this "conjoinrng" that we call design. Archi-
tecture constitutes the embodiment of the con-



junction, affirming and stabilizing its resolution.
In one single substantial act, it resolves (or at-
tempts to resolve) the inherent polar conflict, giving
an idealized harmony to variables of an arbitrary
selection process.

However, the principle rock against which
architecture founders today is that involving the
claims of substance, the "what" question. In the
past, this is what architecture consisted of: namely,
the problematic "what." Now, it seems no longer
sufficient. Either greater demands or greater ambi-
guity, or both, face the architect in this domain.
Interest no longer centers on the substantial
"what]' but rather on the relationships of "whatl'
and "why," "how]' and "where]'

The significance of this diagram does not
come from the extension of substance outward, but
from the intension of the four remaining questions

inward.These are demands made by "world" on
architecture. This makes for a much more complex
and difficult game.The day in which architects
could justify the "what" in terms of their own in-
house standards seems to be gone forever.The re-

relationships now become the real substance of
architecture, and constitute issues of common
concern. In other words, architecture has become a

dialogue, rather than a monologue.

WII

wlt

R3

,( WI IA]' R2

R4

HOW

WHERE

From the point of view of an architect, these

relationships must be understood in terms of ar-
chitectural capability: i.e., as having physical rele-
vance. Four adequate terms might be as follows:

1. who-what, related by experience
2. where-what, related by form
3. why-what, related by symbolism
4. how-what, related by technical
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A second set of relationships becomes ap-
parent from the preceding diagram: namely, those
involving agent's purpose (who-why), contextual
purpose (where-why), agent's agency (who- how),
and contextual agency (where-how): All these are,
of course, general human concerns; but it is the
aim of the various human institutions to deal with
them in their various and appropriate ways. In do-
ing so, they exert what amounts to a third force,
resolving the dyad into a triad.

HERE

These relationshipr, taken as generally as WHo
possible, might be defined as follows:

5. who-why: the purpose of agents is to live,
as fully as possible

6. where-why: the purpose of world is to
exist, with or without humans

7. where-how: the agency of context is its
order, logic, and relation

8. who-how: the agency of people is behavior,
activity and function
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What can architecture contribute to estab-
lishing, solidifying, and affirming these relation-
ships? Not a great deal, of course, but as much as
most other human institutions. Again, the medium
is physical, so that the related expression must also
be physical. The following is a conjecture:

5. who-why: if the purpose of life is to live,
then architecture might produce places
for such life

6. where-why: if the purpose of world is to
exist, then architecture might objectify this
fact

7. where-how: by contributing physical order,
or structure

8. who-how: by contributing physical
control, or activity settings

WHY

/\R5 P"7,

/\/\
HO WHAT W

\/ \./

\/
HOW

WHY

HOW



The "whatness" of an architectural act, its

substantial existence or constitution as a thing,

can be conceived either as stimulus or response' or

both, As a response, it is affected by the external

factors descri6ed, its character and makeup being

determined (at least partially) by those factors. As

stimulus, it acts as aggressor, modifying relation-

ships and even the nature of the external factors
(who, where, *hy, how). Either mode has its diffi-
culties, but the basic reason for adopting either is

a decision centering around the word o'probleml'

An architectural "problem]' as such, is a compila-

tion of physical performance criteria which must

be synfheiized into a single substantial act. If the
"pr6b1.*" is not yet architectural, but rather be-

havioral, technological, social, or contextual, for
example, there is no choice but to take the respon-

sive gambit. The only alternative is to operate from

u r.p".rtoire or stereotypical routine, usually result-

ing in the creation of a set of new external prob-

lems. It seems that this is the dilemma of architec-

ture in our time, for which architecture is being so

widely criticized.
However, anyone who has ever practiced

architecture knows that passivity is not possible.

In a true dialogue, both stimulus and response are

necessary, in continuous alternative Sequence. But

dialogue do.r not mean simple toleration, either.

kinJipally, it means that both sides entering do so-

without pi..o.r..ption, and construct a universe of

.o*onulity by mutual exchange. At present, this

is not really possible because most architects carry

into the diilogue such burdens of preconceptions

and dog.nu ur to make any fruitful exchange vir-

tually impossible. Worse, they have been taught

that lhit it a desirable, and even necessary, state

of affairs. What an architect needs, in fact, is skill

and capability, not a grab-bag of dggmas concern-

ing truih u.,d b.urty.biven capability, truth and

beauty will emerge in forms we cannot now even

i-ugin., through"an architect - world dialogue of

subltantial rel&ance to all concerned'
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Part III

The Realm of Things.
It seems necessary to continually remind

ourselves that architecture and design are per-
ceptual activities. The act of building and making
does not - in any literal sense - solre probleml,
unless the word "problem" is defined in an ex-
tremely narrow sense. Nor is the practice of archi-
tecture an end in itself, but a means to an end. That
end is a physical, perceptual, existential event.

Such a statement may seem a banality, but
it is not. We are so caught up by the pervasive in_
fluence of ideas, concepts, and instifutions, by the
magic of scientific abstractions, and by the power
of technology and techniques in generrt - that the
world of sense and percepts has almost become
unreal. when students enter schools of architecture
these days, they almost invariably feel that words
and ideas are much more real than the conditions
to which they refer. A school is lucky indeed to turn
this unhealthy state around in the fou. or five
years of its jurisdiction.

Th9 perceptual world has disappeared in our
passion for generalities. There is an ilmost tangible
feeling of power in being able to say,,all"or,,solme,,
rather than "this one." It is the present-at-hand
which constitutes our perceptual world. The rest
is in another world entirely - the worrd of concepts
and ideas.

A work of architecture exists, in the same
sense that the earth exists. It is a fact. No recourse
to concepts, explanation of motives, or theoretical
rationalization will change this fact one whit. It
remains a stubborn fact of existence, to which we
must in some way pay obeisance. It is there, or
here; and we are here, or there. We cannot conjure
its non-existence by our opinions or prejudices, our
likes and dislikes. Of course, *e ca, alier or des-
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troy it, but then we simply have something else _
an equally obdurate fact.

It is difficult to look at architectrre in this
way! How tempting to retreat to the world of ideas,
and to attribute success or failure in architecture
as having to do with conformity to concepts and
theories. we are all familiar wifh the advintages
of law and order. We know that organized life
would be impossible if we had to deal with each
event in-and-of itself . Yet such arguments always
resolve themselves to questionr of conrenience.

Y. h3u9 simply made a virtue of necessity.The
simple fact is that facts do exist in-and-oi them_
selves. And buildings are facts.

If we werc to construct a world. as a simplc
willful act, n,hat kind of a world would li Uet
What would be the role of perception in such
a worlcl? Woulcl it havc law and orcler? Why?

We can spcculatc on such a world as being
made up totally of fornrs without form, arid
nothing would be lost. perception is primary,
and is boundecl by physical limits.l'he form
of forms is an idea, which has no limits; but
its neccssity is given to us by a world of ac_
cidcnts. Wc cannot live with what we did not
nrakc. and so we must learn how,to undo the
miscl-rief, sonrchow. Thc pattern of undoing,
then. becomcs our chief conccrn.

But in architecture. conditions are reversed.
If things turn out badly. we have only our_
selves to blame.'l'he law is not responsible.
J'herc is no reason why we should not shape
our existence as we would wish it to be. Law
becomcs a procedural convenience rather
than a binding imperative. The prior.ity of
concepts is temporal rather than magisterial.

And so, the management of the given world
becomes a quite different operation from the
design of thc new. Values and priorities are
reversed. Facts become ends rather than
means. and the simple conditions of existence
become the goals of existence.



The products of architecture are not only

perceptuut in nature, but public: that is to say'

iUj".iire facts. There are many ways to deny this

an-d attempt to maintain a pose of exclusivity. One

is to focus on the word "user" and suggest that

buildings belong in the realm of personalartifacts'

Another is to eriphasize the privileged role of the

architect in disseminating personal and/or profes-

sional values. Both amount to the same thing in

the end: they claim hegemony of the subjective

over the objective.
To say that buildings are things-in-th9

world seems another banality, but again it is not.

It is rarely accepted as a fundamental condition of

architecture, but more as a necessary evil'

hoblems,, in architecture, are nearly always

stated in subjective terminology. Rarely is there

any suggestion that this is impossille' Rather' a

*ytn ii propogated: personal or subjective prob-

lems can bere.solved separately and distinctly
from the context or situation in which they occur.

Wecannotevenobserveasituationwithout
changing it, much less act upon or within it'This
is now an accepted fact within the sciences: it is

time for architecture and design to be reconciled

to it. Independent or autonomous action is im-

possible.
The issue on which the sciences and arts

differ is not in the personal-public or subjective-

objective realm.There should be no fundamental

diiference here.The sciences are not less subjective

than the arts.The idea of "knowledge" itself is

simply that of a consensual value judgement'
^ 

So, "objectivity" does not mean "scientific]'

although a good deit can be learned from the sci-

ences ii', tnii rr:gard.To be objective rn architecture

means simply to be aware of consequences; further,

to take external (supra-problematic) factors into

account in the initiil formative stages of thought.

The real differences between the arts and

sciences exist in the perceptual-conceptual dichot-

omy.The goals are different.The arts use concepts

as a means to a perceptual end; the sciences reverse

this sequence.

67



Contributors
Edwin Freerand Harris,Jr. Architect. Director. Facirities pranning Division,North Carolina Statc University. Visiting Associate hofessor of Environ-
mental Design. Bachcror of Architccture with I lonors, l,lo.tr, crrorira StateUniversity. 1957. Honors;Winncr. 45th paris prize in e..f,it..trr", f.f,"LIoyd Warren liavelingFellowship. l95g; Award of Mcrit. NCAIA. 1970;Honor Award. NCA IA, l 975. fuofe'ssionar cxperience: Architect - in ltra 

i n ingwith I loracio camin.s. Rareigh. N.c.. r960-62; Architect and Associatc.Leif Valand anrl Assr-riates. tLIc.igh. N.c.. 1962-60, e.in.ipur, a""-i.r"r,..lnc'. 1969-74; Director, Iracirities iiranning Division. North carorina StateUniversity, 1970 prcsent. Academic 
"*p".i"n.", visiting Associut" nor..ro.of Flnvironmentar Design. North carorina Srate Univercitv. rgiii-p."r"rt,

Visiting lecturer. Dukc Univcrsit-y.'r'he University of Miami. pubrications:
"From an architect's sketchbook.'North Carorina Architect, rsoa,ilnu.ring-
ton Residcnce.'North Carorina Architect. r96g;', rg70 Award of N,reritl.North Carolina.Architect. I g70; .. 

I g75 NCAIA I lonor Award;. lVorti Curo-flnal\rchltect. l9/b
Shun Kanda' Architcct. Assistant profcssor of Architecture. Bachelor ofArchitecture. case wcstcrn Rescruc Univcrsity. 1g6.5. Illastcr.of Architcc-ture, Harvard Universitl'. r97r. tlofcssionar experiencc: Architect. RenjaminThompson Associates' Archi t c'ct s, Camb'idgc. I\'Iass.chusett s. l 96g -70;
Architect. Scrt. Jacks.n Ass.ciatcs. Architccis & planners. cr.uriJg..
l\'lassachusctts. lg7r 74. Acacrcmic expcrience: Instructor. Boston Architec-tural ccntcr. 1971 73; 'rc.ching 

F'cilow. Departmcnt of visual & Environ-
mental Stuclies. Il.rvarcl university. lg73;'Research Associatc. Founclation
for Architect ur.r Rescnrch ( sA It ). nina r,ur"n, ljoilancr. 1 974; Assistant
hofessor of Architccturc. N.rrh car.rina State [Jnivers;ty, rszS-f..*cnt.
fublications:"'l'hc Strect ancr I riroba of Japan." in rne ln# ci ,y.iIii+,
.l]yeJlerAutgnomy in l\,tass Housin e. [;7q: Karsura and Nikko. r,vith
N. Okami. 1975; Dor.tntoltns Revisitcd. lg76

John Phillip fuuer. Archirect .ncr Architecturar ilistorian. Associate
Professor o[ Architecturc. Bachclor.f Architccture. North carolina StateUnivcrsity'. 1963. r)oct.r.f phirosophy. in the History of A. (Architccture).
Classical Archacolog-y and Archaeolo[y ol the Ancient N.o. tiurt. F."1"Univcrsitat llerlin. 1968. hofessionaie:xpe.ri..ncc: coilaboration on variousIightweight srructurc's. frrci otto, Berrin. l963-65: t)ircctor."r Criv'n.""r"p-
ment Plan. west Bcrlin. r974- Ac'adenric expcrience: Lecturer i., o'"Jgn unathe I-listo4r of Architecture, carifornia Staic r).r-ytcchnic UniverJ,y. i'r.n-
ciate D'.fcsst.rr.f Archirecture. North carorina State ljnivcrsitv. rdiir_prescnt. Puhlicari.,s: Collabortrt.r.. [i.ci ()tto: Zugbeansp.uchie Konstruk-
tionen; C.llahorat.r. Kt,nrad l,chmann. Irrei Otror Spannweiten.
v:To: lrredcrick Shogren. Architect. Ilofessor .[ Architecture. Bacheror
of Architectu.e. LJniversit-v of \'tinnes.ta. 1g50. \{aster of Architecturc.
l\'larss.chusetts Instituteof 'ri:chnorog.v. 1952. Furbright s.n"r,...rr,ip. 

"
'lbchnische 

I t.geschorc. Derft. rjoilaircr. rg52-.53:. Iionor' nir,rnluirr,"a
Classroom 1 bacher. Norl h Carol i rra State [,ln iversit-v. I 964, 65.
C)utstancling'lcachcrAward. Norlh Carolina State l..lnivcrsit-v. l97l-72.Alumni I)istinguished l)ro[ess.r. rg73 7s. professionar cxperience: I)csign-cr' Eero Saarinen and Ass.ciatcs. BrtxrmficrcilJiils. r\irichigan. rsss-si:
Architect. l\losher'. l)rew,ancr Ass.ciates, I-aJoila. Cariforiiia. 1957 6r;
consultanr and institure organizcr for rhe ofiicc of Civir l)c,fencc, 1964-67;
C-onsultant to l"igurc Eight Israncl Dever.pmcnt Corporation. tgoa. nca
demic experience: Bost.n Architectural ctntcr. 1952'; School oro.r,gn.
North Carolina State Univtrsit-r,,. lg53 55. rg61-pre.sent. pubrications:
"Some' Notes on I)esign Ecrucaiion.' The Student publication of the School
of Design. Vo). 12:l: "'Notcs'rbward a Conccptutrr r\{oder or gnui.onrentut
Design. r'he Student publication of the School of l)esign. Vor. r 9: r : 

.,tcon-
ceptual l\'lodcl of flnvironmentirr D_esign.'' Dcsign tfusearch t-rborat.rry,-
School of Design. North Carolina Staie Univcrsitv. 196g.
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John Ogden'l'ector. Architecl . l\ssistant l)rofcssor ol' l)c'sign. School o[

Dcsign. Norlh Canrlintr Statc Ilnivcrsit-r'. Bachciol trl r\t'ts. St. I]otltirt'tlttrrc

U n ive'r'sit.r,. 196 I . llachcl.r| rrf A 11'h itect ut'c. Cla se \\cstc|n [lt'scr\c I in iVcr--

*it1,. tstiti. \lastcr.of Apl.rlicrl Scicncr. Llnir,e|sitv ol \\"iltcIloo. t'anirtla. 197O.

l)lrl)., \lan-l..nvironnrcnt ltr. lalions. [)t'ntrst'lrirtrta statt't ]rrirt'r'sitl t['crrcling).

Ps'qv[c5siilrnal erpr't'icnct': \ler-trtrt't'ol r\tchitccttrlill Stall irr [)rrr.icct l)ata
(tl6ryntort,n lrattsl-rotlrttirrtt str-ttlr'lor tllt'tit1 trl L'levt'lrttli-I. ()hio). llXilt: lL'

scarrchinCr)mpLltCt'(;t'at)hics. ll)68-llrcserll.r\t'atlt'llritt'r1lt't ict-tcc: 'li'achin{,

Assistant. S],stt,nrs [)csi!.n. I lnivcrsitv ol \\r.rtct'[ro. l9tr8 7O: ll'st'alch
r\ssistirnt.lri'nnst,lvania Statc Irnirersitr. ll)7t) 7f : lrlst t't-ltltrr irl .'\rchitt'c-

turr-. Pcnnsl,h,ania Stiitt'tlniversitv. l!)72 75; \ isitirle,\ssislarlt l\'ltlgssot'

o[ [)csi!.n. \orl h Carr.rlina Stiitr't'rtirt'r'sitr'. l!)75 ||1'sent. l)trtrlicatiorrs:
"il l) Di nirnric \lotiellinc..' Procceclings of thc Kcntuck-r'\\irrkshop on Corn-

puterApplications to l'lnt'ironmcntal l)csign. ivith SilVilqt'. ('ook arltl

Pla"lirir. 197 l.

Richard R. Wilkinson. [,itndscape A rchit cct . [)rof essot' tlf Lanclscapc

Architecturc. Bachclttr of Scicnce. I -anclscapc Architecturc. Pennsylvania

State IJnivcr.sity. 1958. N,lasterof l.anrlscilpc Architecture. Llnivcrsity of

1\,lichigan. 1962. l)rrtfcssional e xpericncc: Sinroncls & Sinlqncls. l.andscape

Architccts. tlittsburgh. Penns-vlvaniir. I958-59; Iu'tlcl'elopmcnt Authority
of Alleghony Countv. I)ittsburgh. Prnnsr,-lvania. 195!) 6(): Johnson. Johnson
& Iloy. l-antlscirpc r\rchitects. r\nn ,\t'bor. \lichigan. l960 631 llicharcl tl'
Wilkinson Associittt's. i\nn i\r'hor. i\lichigan. 1963 68: I)csign \{brkshop,
Inc.. Lancl Plirnning Consr.rltatlts. Plincipirl. 1l'ale'igh. North Cart'rlina,

1969 7ll. Acaclcmic cxpcricnct: Associatc l)rofcssot'. [Jnive-rsity of Nlichigan.

1962-6lt; Progtunt I)irc'ctol ol [.trrrtlscapc Architccturc Progranr. North

Carcllina Statc Unive|sitl'. l9er8 75: l)t'oflc;ssor o[ Landscapc Architecturc

and [i)l.cstr"v,. Norlh Carr.rlina Stittc []nir.'clsit.V. lt)68-prt'scnt;\/isiting, Lec-

turcr, Ur.rivelrsitv of North Calrlina. IJnivclsitl,gf l\'larvlancl. University of

Colorado. Dukc Univc|sit_v. Cali[o|nia Statr. Polytcclrnic. Norlh Dakota

State University. Carncgic-!lcllorr Llnivcrsit-v. Guelph University. Uni-

'"'crsity o[ \tassachusetts. Ihblicatiorls: "Lc'lourisn-re [lt Lil Recrr'irtion

[)ans La Region I)e'lL'nriscor"rata."'Rrlicy for the l)cvelopnrent o[ thc lluron
ltiverVallcy."'Llrban l)i'sign l)olicv lo|i\nn Arhorl"'l-antlst'ape Urrits as a

Basis for llcsourcc i\lanagcnlent.'"'l'hc Lirntlscapc r\rcl.ritcct ancl [\blic
Polic-v.'"t'.ffcctivcExcrcist'o[the PLrblic liust .'"Critical Ilnvironmcntal
Areas of Norl h Carol i nit. "'L'onsct'u'rrt ron of Snlal l' I bwns l'

DenisWood.i\ssisltrnt l)rtlfcssr,t|of I)esign. Ilachelol.of Arts(Ilnglish).
Western lleserr,e University. 1967. \laster ol'Arts (Ceoglaphy). Cltrrk
Universitv. 1971. Ph.l). in Ocogl'irpl11'. Clark LJnivcrsitr'. 1973. r\cademic

expericncc: '1'eacher-lirsea|ch l,'clkriv-ltvaluatol-, r\tliunct l)r'ogrirnr. North

I Iigh Schtrcl. Worccster. Nlassachusetts. 1972: Tcacher. Ngrth Fligh Schtxrl'

1973; Consultant, F.virluation [tcsearch Ccntc'r. Univcrsitv of Virginia.

1972-1974; Instructor. Clark Unive rsitt' Iivcn ns, Collegc' 1972'1974:

A ssi st arrt Pro[ cssor. Nort h Car-ol i rra St trtc I J n ir,crsi tr,. 1 974- prescnt. t\bl i -

catior.rs: [rleeting Glimpses: Adolescent Images of 'l'hat Untity Called San

Cristobal las Casas, Chiapas. l\'lexico. 197 1; antl I l)on't \{hnt'lb' But I

Will 1974. br-rth publishecl b_v the. Clark LJnivr-r-sitv Cartographic Laboratory;

with Sarul Israel and L)ouglaslohnsorr. World Ccography'lbday, 1976. I lolt.

llineharl ttnd lVinstttn. Nerv Yrrrk: rvith [l,-tbcrt J. Ileck. In Search of Form.

in prcss. [)olvrlen. I Iutchirrson irncl ll.rrss, Stroudsburg. I)cnnsylvania: and

numcrous pilpers. most recentlv. "['rt.c the Childrcnl l)o6'n rvitlr thc Play-

grpuncls!" Industrialization l,brum. Wintcr. lgTTlrvith [lobt'r1 J. Beck. "The

i)e,,,elopnrcnt of [Jrban Cogrrition: A Conrparison of sonle Aggrcgate and

lndiviclual Imagcry." and "'lalking rvith \'laps: Environmental A. an Expt'ri-

mental N{apping Langr-ragc" both in Gary N,knrc ancl Iicginald Golledg,e (eds).

Environmental Knorving. 1976. Dorvden. I lutchinst.ln antl lloss: with llobert

J. Bcck. "Cognit ive lj.ansfgrmat ion s o[ l rr f ormnt ion f rom U rban Geographic

iri"l.fu tn [\lental N,laps," Environment and l]ehavior. June. 1976; "Children'.s

[]ooks Aren't Just for Kicls.' Bulletin, Geography and Map Division, Special

Libraries Association. July. 1976; "llarlV Nlouncl Builcling: Somc Notes on

Kids' I)irt Plarl,l' Annual \lce-ting of thc Ameriean Association for the Ad-

vanccmcnt of Science. ftbruarv. 1976.
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