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Need 
At the end of our careers as architecture students, we seem 
to graduate with a relatively small vocabulary of archi- 
tect ural forms for responding to project needs. This is not 
because the forms are unavailable, but because present 
methods for acquiring them are very inefficient. As a result, 
in the role of professional. designers, we tend to handle 
very different projects with very similar building forms 
that have become comfortable and familiar. 

In both architectural practice and education, concept get- 
ting is demanded but seldom taught. More often than not, 
i t  is  learned peripherally. in a piecemeal manner as the 
residue of design case study experiences in the studio. 
These are several reasons for the neglect of this central 
aspect of design activity. 

1. The study of concept getting has traditionally been 
"mind oriented" and as such has encountered problems 
due to the scarcity of information about the workings 
of the mind. 

2. The value placed on "purity and innocence of design 
authorship"' as a requirement for "creativity" has tended 
to promote a '%hacis off' attitude toward both training 
in concept getting and systematic exposure to available 
concepts. 

3. The preoccupation with preserving the individuality of 
the student has resulted in waiting until he makes his 
concepts before beginning serious discussions about 
synthesis. 

4. The growing body of facts from other fields to which 
the designer must respond has become an object of 
attention in itself and has drawn off much of the theo- 

retical thinking done by those interested in front end 
processes in design. 

5. The perception of architecture as ultimately product 
oriented has channeled much of the mental effort in 
design theory to analysis of completed building designs. 

All of these factors taken together have left us without anv 
developed body of theory about concepts or concl 
ting. The subject is se;eldom addressed directly in as 
turaI education even though required of the student in the 
studio. 

Below are offered some observations about the condltrons 
that have prevented the maturity of concept thec 
concept training in design. 

I .  The view of concept getting as an intricate, ir 
complex system of largely subconscious thoug 
cesses, hopelessly buried in grey matter and detvlnp: 
analysis is probably correct. We can circurnvt 
problem however and effectively teach concept 
by simply teaching concepts. The situation is no ditfer- 
ent than teaching sentence getting in english composi- 
tion. We do not propse how the mind wotks when 
creating a sentence but rather we show the 
examples of good sentences and some ways of I 

them. 
2. Somehow the design student acquires the - ception 

that to reuse and apply what concepts 1 ome to 
Iearn is uncreative, a form of self pIagiarism 
admission that he has' no ability to  generate idr 
his own." An attitude i s  developed that d e s i ~ n  s t ~ u r c x l c 3  
learned tl travel, distilled 
tory, seer iodicals and trir 
have been "used up" and cannt,~ - Y ~ ~ W I I  u p l r  L W  

present or future work. The "true" designer must deny 
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himself acccss to outside sources when seeking concepts 
for his prtljcct s, This i s  nonsense. Creativity results from 
kntlwing more, nor Icss. The designer must absorb as 
much as he can from as many sources as possible to 
equip himself to produce his best projects. There are 
numerous valid and proven alternatives for dealing with 
project needs in building form. It is senseless to persist 
in attempting to design while wearing blinders, reinvent- 
ing fundamental and well known strategies and refusing 
to use available concept vocabularies. Originality in 
design comes from making these strategies second na- 
ture so that they can be creatively chosen, combined. 
varied and manipulated to produce totally new ones. 

Design teachers should assume a "hands on" posture 
toward the student in teaching concepts and in encour- 
aging the student to more actively seek exposure to and 
use of concept sources and catalysts. 

I 

3. There is no doubt that different building solutions to 
the same set of project requirements are a great .source 
of stimulation and meaningful learning in thc design 
studio. Tlic essence of the validity of this learning tool 
is sometimes seen as the protection of the individuality 
of the design student, the avoidance of tampering with 
the ways thc student generates his concepts and the 
religious reluctance to predispose the stvdent toward 
certain solutions by teaching concepts directly. As will 
bc discussed further on, no two designers will approach 
a project in exactly the same way because of their 
unique and different experiences, life views and values, 
design philosophies and perceptions of the problem. 
Discussions in the studio about getting their concepts 
and expanding their vocabularies of available concepts 
in architecture cannot possibly erase the inherent indi- 

viduality of designers and should in no way reduce their 
~ a p i ~ c i t y  to gencrate diffcrcnt building solutions. Simi- 
latitics between building designs in the studio are more 
likely a result of a tightIy structured project program, 
a building type with extremely strict performance stan- 
dards or a teacher with a strong opinion about which 
building forms are appropriate for the project. 

4. Behavioral relations between man and building, eco- 
logical interactions between building and nature and 
the role of building in man's perception of and orienta- 
tion to the city scape are some con temporary considera- 
tions that the designer must address in planning build- 
ings. The subissucs of these concerns and others that 
are becoming available to architecture from related 
ficlds such as sociology and psychology are mounting 
in number and complexity. Add to this the increasing 
complication of the traditional architecturaI concerns 
and the greater demands placed on building perform- 
ance and it becomes evident that the designer is faced 
with a dilemma. He is caught between a huge and still 
growing body of information which must be translated 
into building form on one hand and more stringent 
criteria for judging the success of buildings on the other. 
There are two problems that result from this condition: 
a. The information overload puts too much pressure on 

the designer, often resulting in mental constipation 
during conceptualization. 

b. The characterization of the new data as totally differ- 
ent from any data he has dealt with before implies 
that the designer must generate totally new concepts 
in response. 

Both of these difficulties have to do with concept 
getting and concept vocabularies. The first makes it 



even more mandatory that we *address concept get- 
ting directly as subject matter in the studio. It is the 
point where the information is initially translated into 
an idea for physically deaIing with it in building 
form. The second need, ta create new concepts, ren- 
ders the teaching of concept vocabularies not only 
legitimate but necessary. The designer must have 
access to the language before he can create new words 
and sentences, and in time, new grammar and syntax. 

5. it is difficult to argue against the belief that the effects 
of and on a building when in use are crucial and perhaps 
even the most important concern in building design. 
All the techniques, methods, processes and theory hav- 
ing to do with design activity are largely aimed at pro- 
ducing buildings that cause desirable consequences. 
The validity of the study of design is founded principally 
in the construction and use of successfut buildings. 
There is sometimes a feeling by thosc who share this 
attitude that there i s  too much seIf-indulgent manipu- 
Iation of method theory for its own sake in architectural 
education. This may be the case, but it is important not 
to hastily react by rejecting a11 efforts at theory devel- 
opment. The experienced designer can surely see the 
relation between concept getting and the positive and 
negative qualities of the eventual physical building. 
Greater emphasis on developing and teaching concept 
theory is  one of the most effective ways of cantroIling 
budding consequences mote completeIy and of insuring 
that they ate as desired and predicted. It is mandatory, 
of course, to develop sensitive feedback mechanisms 
together with thorough building cvaIuation techniques 
to  cnntinually check the validity and relevancy of the 
concepts that are being taught and to monitor the rela- 

tionship of design concepts to the realities of constructed 
and inhabited buildings, 

The goals of this book are derived from the needs just 
discussed : 

I .  To provide the "layman" with some appreciation of 
tile considerations that architects deaf with in build- 
ing design. 

7. To introduce the beginning architecture studcnt to 
some of the concerns of building desigtl. 

3. To promote beginning designer confidence in his abil- 
ity to competently respond to project needs with build- 
ing form. 

4. To offer an efficient way for the design student to 
accumulate a vocabulary of architectural forms and 
concepts. 

5.  To serve as a stimulant and catalyst for generating 
concepts, 

6. To promote creative design-by he1 ping to ma kc tradi- 
tional design strategies second nature. 

7. To help the designer become more efficient in lric 
work and more able to deal with complexity. 

8. To provide a spectrum of alternatives for dealing with 
a single design requirement or situation. 

9. To allow the designer to become facile in coilcept 
getting sooner so that mote time rnny bc spcnt in 
developing, refining and manipulating btlilding f o r n ~ .  

10. To encourage the design student 10 explore project 
rcquiremcn ts thortrughly for form giving issucs. 



I I .  To help foster an understanding ahoat the selation- 
ship between project facts and building form. 

12. To help the designer overcome thc tendency to spend 
too much time in plan. 

1 3. To help the designer transcend his timidity in explor- 
ing new building forms. 

The book is divided into two major sections, the Introdoc- 
tion and the Vocabulary. 
There is an important distinction between the theory pre- 
sented in the Introduction and the concepts presented in 
the Vocabulary. There are obvious personal values and 
biases included in the Preface and Theory of the lhtro- 
duction. The Vocabulary scction, on the other hand, makes 
no proposaiafs or recommendations but simply presents 
alternative design strategies. It serves much as a dictionary 
in that the user must choose the appropriate strategies for 
his partiedar design situation. This i s  not a boak of "an- 
swers" but rather a collection of concepts from which the 
designer may choose, derive, assemble, refine and mnnip- 
ulate his 'own answers, 
The Introduction is verbally presented and is relatively 
short. It is composed of two chapters, Preface and Theory. 
The Jfitroduction has no direct relationship to the Vocab- 
ulary section. 

The Vocabulary section is graphically presented and em- 
bodies the principal purpose of the book. The concepts 
presented are organized under the following headings: 
I .  Functional Grouping and Zoning 

2. Architectural Space 
3. Circulation and Building Form 
4. Response to Context 
5. Building Envelope 

This author believes very strongly in the rnult ifunctioning 
roles of books. Tlle value of fh this source book may he direct, 
as when the dcsigner chooses to use some of thc idcas pre- 
sented here. Just as valuable, however, arc the indirect 
roles such as: 
1. Providing concepts that may be altered to suit special 

needs. 
2. Stimulating the dcsigner to generate his own concepts. 
3. Calling to mind antitl~etical concepts from those pre- 

sented Ilere. 
4. Fostering the creative combination of concepts. 
5 .  Helping to develop diagramming ability. 

The concepts are sometimes presented at a given scale 
but may be applicable to many scales. They are sometimes 
applied to a particular architectural situation but are appl i- 
cable to many situations, The concepts are offered in plan 
or section but are valid for both. Many of the diagrams 
are examples of the concepts being applied to a specific 
buiIding type. The user of this book should strive to undet- 
stand the generic form of the concepts presented to benefit 
from their broadest applicability. The book is intended 
as a broadening tool, not as a limiting one. Hopefully the 
contents will hdp stimulate the growth of a concept vocab- 
ulary that will extend well beyond the covers of the book. 

The book is meant as a catalyst in concept getting for each 
project undertaken. It belongs at the drawing board. The 
different meanings that it has from project to project and 
from designer to designer will hopefully prompt many rich 



and beneficial discussions. 

Potential Problems 
There are some possible problems that should be pointed 
out which may result from misconceptions about the 
book : 

1. The book does not propose a design process or method. 
Sometimes this is interpreted from the presentation 
sequence of the material. The beginning student is 
particularly proned to be procedure oriented and to 
search for rules which, if followed, will insure design 
success. The order in which the concept vocabulary is 
presented does not propose a sequence for addressing 
design concerns in a project. This must be determined 
by the designer after carefuI problem analysis and 
establishment of project emphases. 

2. The book focuses mainly on physical design issues. 
Relationships between the concepts presented and thc 
intentions and goals of the dcsigner must be made by 
the designer. Alternative ways of handling spaces are 
presented, for example, but not reasons or intentions 
for handling them that way. The designer must chmse 
from among the alternatives presented and have rea- 
sons for his choices. This is true for all the concept sec- 
tions. The concepts are presented neutrally. Value, 
emphasis, rat ionale and choice are the responsibility 
of the designer. 

3. Access to a concept vocabulary demands designer d i s  
cipline and restraint lest his building design become a 
muddy and uncoordinated assembly of unrelated ideas. 
There may be a tendency to try to incorporate too many 

concepts, some having no connection to project needs 
and issues. This almost always leads to unnecessary 
compIEcation and compromise of the really important 
concepts. It is vital that concepts chosen be relevant, 
approprialte and related to each ,;her In a unified 
solution. .r 

4. The designer may have the attitude that a concept 
vocabulary somehow lessens the effort needed for devel- 
opment and refinement of the solution. The opposite 
is the case. There is much more demanded of the 
designer in terms of making relationships, resolving 
conflicts and mediating the competition between alter- 
native design strategies for making building form. In 
enriching the building form, the project becomes more 
complex for the designer, not more simple. For any set 
of concepts chosen, there is important adaptation and 
refinement to be done before the concepts truly respect 
the project requirements and each other. 

5 .  The book is not intended to be stifling to the designer 
or to be more of an influence on his building solutions 
than the project requirements. The danger here is that 
the book will be the only source used to generate design 
ideas. This would be deadly to the designer's personal 
development. There are more notions about design that 
are not contained in this book than are in it. Each 
designer must accumulate his concept vocabulary from 
as many diverse sources as possi bEe. Notes and dk 
made whiIe traveling, magazine cut outs, edited I 
notes, handouts from design studio classes and a alary 
of ideas as they occur while reading are some 
ways the designer can build his own concept boo1 
of course does not diminish the absolute necessltxr tnr 

detailed analysis of the project needs. This analys 

tgrams 
history .- 
of z h k  

k. This - .. 



crates criteria for choosing trr~rn arntlng llvnitablc con- 
cepts in tl~c designer's vnc;tbulary. 13cc;t usc t11c ideas 
prcscn tod in t l~c  vtlcabulaty section arc plzysical con- 
ccpfs. thcrc may hc a tcrnptazion for the dcsigncr to  
prcmaturcly chc~clsc and rnrtnipulatc thcm hcforc c t~m-  
plcting t11c project analysis. Son~ctimcs the studcnt i s  
inclined to hclicve that "making buildings*' is  thc busi- 
ness of architecture and that the sooner he gets physical 
in des i~n  the better. I f  hc can inscrt another word and 
say the "ma king successful buildings" is his chief con- 
cern, he can more casil y see the importance of writing 
goo$ ptograrns. analyzing thc project and rcspnding 
to the needs faithfully. completely and creatively. Total 
understanding of the project situation must always pre- 
cede a scarcli for tile pliysical concepts that lead to 
building form. The morc the designcr knows about the 
project needs bcforc choosing concepts, the mote rncan- 
ingful, effective and intcllligcnt will be his choiccs. 

Achieving this kindm of mental discipline is very dificul t ,  
particularly when the project needs arc ovcrly complex, 
seem too simple or far some rcason are unintetcsting. In 
these instances, the designcr often finds his mind wander- 

' ing to thougl~ts of how hc will handlc the column transi- 
tion to ground or some other escape from the task at hand. 
Although this may be an effective escape from the tedium, 
he must guard against allowing these notions to pass as 
valid until they are tested against the findings of project 
analysis. While i t  is true that many decisions about form 
are mndc as a response to or in continuation with previous 

,. fonn ( s, still t y form decisioqs should be 
foundt >ject an: mclusions. These form deci- 
sions ate the t for the form decisions that will 
follow- 
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Definition From these notions we can distill several facts about most 
concepts: 

The architect, the architectural student and the design 
teacher are all involved with the making of building forms. 
There are many valid techniques, models, paradigms, 
idioms and processes for designing, learning design and 
teaching design, all with t h e  same essential goal of pm 
viding successful architecture in every sense. They all 
serve as vehides or catalysts for improving our effective- 
ness as designers, to broaden and deepen our understand- 
ing of design activity and to organize and present infor- 
mation about designing. One of these, the notion of 
"concepts" will be used here to present some thoughts 
about architectural design. 

There are several statements about concepts which, takcn 
together, can convey a sense of what they are. A concept 
IS: 

i . An initial generalizttd idea. 
2. A ~c=riiilnation which is to be expanded and developed 

later in more detail. 
3. An embryonic fsarncwork wl-tic11 is to accomrnodatc a 

riches complexity. 
4. A perception ab(.~ut form resulting from an analysis of 

thc probtem. 
5. A mental imasc deriving from the project situation. 

6.  A stratcgy fur moving from projcct needs to buiIding 
sr>lulinn. 

7 .  Thc rudimentary sct of tactics for proceeding with 
dcsign. 

8. Thc prclirnit~ary grammcr for dcvcloping thc principil 
project issues. 

0 ,  Thc dusigncr's l i rst  idtas ahout buildirig morphology. 

1 .  They are derived from problem analysis or at least initi- 
ally prompted by it. 

2. They are general and rudimentary in character. 
3. They both require and must embrace further develop- 

ment. 
Traditionally, architectural concepts have been the de- 
signer's way of responding to the design situation pre- 
s a t e d  in the program. They have been the means for 
translating the non-physical problem statement into totfie 
physical building product. Every project has within it 
what might be dcscrihcd as prime organizers, central 
themes, critical issues or problem essences. These a11 exist 
within the project situation or within the designer's per- 
ccption of the problem situation. The designer must cspab- 
lish what they are, and then out of them, or in response to 
thcm. create concepts for dealing with them architec- 
turally. The designcr's concepts are sometimes called the 
"big idea." "basic framework" or "primary organizer." 

As we wbll see further on, concepts may be process or 
prduct  oriented, take place at any stage in the design 
process, occur at any scdle, be generated from several 
sources, have a hierarchal nature, possess intrinsic prob 
lems and be plural in number and concern within any 
single building. 

A s  the designer, we are presented with project situatinns. 
They come to us from programmers or clients and they 
require a building or buildings to satisfy the outlirrd 
nceds. Often, we think of a building design as consisting 
of one cot~ccpt or over:tll idea. Evidence of this exists 
both in school and in thc pmfcssinn. Competitions ask 



for a statement of the conccpt. Student prolects are ex- 
plained in  juries by bcginrling: "nay concept for this proj- 
ect is'' . . . Although i t  is rruc that the dcsign of the proj- 
ect may begin wit11 a sinylc clvcrall direction of Itow 10 

rcspond to tlic problem. ("this is a F~nnciional problcrn'* 
o r  '"this i s  a contcxtural problem") any building design 
is in fact cornposcd of many conccpis. Evcn small scalc 
pr.ojects cnntnin a gscat deal of complexity and it is  vir- 
tually impossible to dcal with all the aspects of the build- 
ing simultaneously with a single concept. The dcsigncr 
must dividc the project situation into a manageable num- 
ber of parts, deal with them individually and then synthe- 
size them into one whole "simultaneous" building. 
Some general categories under which the conccrns and 
issues of a building may be listed and addressed in design 
are: 
E . functional zoning 
2. architectural space 
3. circulation and building form 
4. response to context 
5. building envelopc 
Economy applies to all of thcse. The issucs of rnml build- 
ing typcs fit conveniently undcr these five catcgories and 
taken together, the categories seem to descrihc most of 
the important concerns about building design. 

There are undoubtedly many other ways to decornpasc 
building design into issue topics that are equally as uscful. 
The ones listed here have proven useful to me in my own 
desizn work and so 1 have addressed myself in this book 
to the development and presentation of some of the con- 
cepts possible under each of the five headings. There has 
lxcn no effort here to explore alternative taxonomies for 

describing building dcsign acr hi[?. 

"Ftl I I C ~  ional zoniny" and "rcsponsc fu co~~tcxl" invoI\*c 
an cxistit~g conditio~r. The clicnt upcratiol~ itnd thc con- 
text wllerc tile huilding will hc Iocatcd arc sivcns. "Spttcc. .. 
"circulation and form" and *'building cnvclapc" a1.c t l ~ c  
designer's rncans for responding to ltlc givens and tram- 
forming the project situation into a building. The dcsipncl- 
acts upon and dcvclvps conccpts ahour all five: functioi~. 
space, circulation and form. cotltcxt ;znd cnvclopc, ZZ'ithin 
any of thcsc categories tlic dcsigntr may producc scvcral 
concepts. WIlcn dcvclo~~cd and combined. the function;~l. 
spafial. formal, contcxtural and ctlvelopmcntal canccpts 
produce a hk~ilding dcsign. Thc quality of 111:tt design and 
tllc resuIting succuss of t l ~ c  cventuai oonstructcd building 
will depcnd upon tlic designer's ability to  produce valid. 
complcic, cflicient and crcat ivc conccpts and to put them 
togetlrer into 3 harmonious whoIc. Tlw goal is to dcsign 
a building that is totally successful in all respects. Thc 
book is intcnded as a cllccklist to bring some of tl~tlsc con- 
cerns to t l ~ c  attention of tF~c dcsigncr. 

Depending upon the dcsisner's personality and individuiil 
design method he may addrcss couccptual issues in a rigid 
sequcncc or skip among them i n  sornc order or at rnndotn 
until the mosaic of the  building solution is finally com- 
plete. This sequence of attention to tllc respective prob- 
lem issues and the assignment of emphasis to them by the 
designer will have a profound effect upon the nature of thc 
solution. Those issues addressed first in dcsign are usually 
the most important in the designer's mind and tend to be 
solved best. Also, because they arc soIved first, they tend 
to be formalized early and so become the context for solv- 
in& the other issues. The remaining issues must adapt 
t hemselvcs to tlte ones solved first. This seems to be true 



even with design recycling and the tentativeness that char- 
acterizes most design decisions until everything fits. 

Relation to Design Process 
Concepts in architecture: are normally thought of as 
belonging to the schematic design phase of the planning 
process. This traditionally has been where the designer 
has generated the "big ideas" for the building design. 
Concepts actually occur at all levels of phanning from 
programming, schematics and &sign development through 
contract documents and construction administration. 

The conccpts in tht'sc planning phases may be directed at 
the evolving building design or may address the procedures 
to be followcd within the process phases. For example, 
in schcrnatic design, there may be concepts for overall site 
organization (building design) and concepts for the team- 
work re!ationships between the designers to facilitate team 
corntnun ications (process ) . 

A few examples of building and process oriented concepts 
wittiin euala planning phase are outlined below. 

I.. Programming 

a. Building 
I . ) Client operations and business policy. 
2.1 \,ending institution concept of what constjtutes 

a ferfiihlc project scope. 
3. ) Programmer cunccpt of the essence of the prt~h- 

Icm. 
4. ) Concepts of requircd space adjacencies. 

b. Process 
1. ) Programmer's concept of best interview method 

for the project. 
2.) Office manages's (architect') concept of allow- 

able and affordable time for programming. 
3.) Client's concept of who he should assign to reprc- 

sent his business In giving information to the 
programmer. 

2, Schematic Design 

a. Building 
I .  ) Concept for grouping and zoning site functions. 
2 . )  Grouping and zoning of building functions in 

tetation to themselves and to context. 
3.) Structure and enclosure in relation to spatial 

concepts. 

b. Process 
1. ) Concepts for intercommunication between design 

team members. 
2.) Concept for assigning sections of the program to 

individua1 designers. 
3.1 Concept for presentation of schematics to thc 

dient. 

3. Design ~evelb~rnent 
a. Building 

1 .$ Concept for det;liling fenestration. 
2 . )  System of handling doorway conditions. . 
3.) Systems of matcsials and connections. 

I ,) insuring client input on furniture arrangement 
design, 



2.) System for avoiding furniture and equipment 
oversights. 

3.) Concept for presentation strategy to client's 
Board of Directors. 

4. Con tract Documents 

a. Building 
1 .) System for scoring stucco facade. 
2.) Concept for organizing all hardware in the biild- 

ing, 
3.) Concept for specifying alIowable material quality 

ranges. 
b. Process 

1.) Allmation of working drawing tasks to drafts- 
men. 

2. ) System for invitation to bidders. 
3.) Concept for insuring job completion within 

allowable schedule, 
5 .  Construction Administration 

a. Building 
1 .) ~once~tfor insuring instahtion quality for mate- 

rial. 
2. ) Supervising execution of detailing concepts. 
3,) Concept for siting the building. 

I. ) Handling problems on the construction site. 
2.) Supervising dient payments to contractor. 
3.) Concept for insuring thoroughness at final inspec- 

tion, 

For any category of concern in building design or planning 
process, then, there exist many concepts. 

There are several characteristics of concepts that may be 
useful in generating them or identifying them. 
I .  They are usually stated in synopsis or overview form, 

even when they pertain to detailed concerns. (Example: 
"All building hardware should belong to the same mate- 
rial and form family") 

2, Because the designer usually generates them in synopsis 
form, they normally require a considerable amount of 
elaboration and development to make them applicable 
to specific design decisions in the making of fom. 

3. Concepts may first come to the designer in the form of 
words or visual images or both. It is advantageous for 
the designer to perform the hewistics of expressing his 
co~~cepts succinctly in words and of translating his 
wards into visual images through diagramming. The 
transformation of a concept into the visual mode brings 
it closer to being expressible in the physical or building 
mode. 

4. Within any one building issue or process issue there may 
be mu1 tip1e concepts which, taken together, comprise 
the overall concept of the issue. For example, the con- 
cept for presenting schematics to the client may include: 
a. Who should attend the presentation from the client 

and architect team. 
b. Where the presentation should be held. 
c. The length of time for the presentation. 
d. The degree of detail needed in the presentation. 
e. The sequence of the information. 
f .  The best media to be used to convey the information. 
g. The furniturearrangement irrthe presentation space. 
h. Respective roles of the pkple during the presen- 

tation. 



Concept Scales 
The concepts in building design deal with various aspects 
of the facility and its site. It is critical that concepts be 
generated for every aspect of the buildirfg deemed impor- 
tant by the designer. It is usefuI in solving the design 
problem to break the problem down into a manageable 
number of parts that can be addressed by the designer. 
The manner in which the problem is decomposed will vary 
from designer to designer. Some may see the problem as 
a series of systems to be combined and housed while others 
see it as an artful and humane synthesis of the activities 
to be contained in the facility. It is vital that all build- 
ing concerns be represented in the array of parts to be 
addressed by the designer, The whole design situation 
must be defined prior to generating concepts for solving 
the problem. The design situation always includes "core 
issues'bnd "tangential" or "surrorrnding issues." Core 
issues deal with essential aspects of the project that bear 
directly an the design (functional adjacency of spaces). 
Tangential issues are relevant to project success but not 
in a direct relationship to building design (legal aspects, 
approval boards, general community issues). The core 
issves presented in the vocabulary section of this book 
include function, space, circuIation and form, context and 
enclosure. Within each of these building issues, concepts 
may occur along a broad spectrum of scales. Within the 
realm of function for example, concepts involving activi- 
ties may include the: 

1. Universal 
2. International 
3, National 
4. Regional 

5. State 
6. County 
7. Metropolitan area 
8. City 
9. Neighborhdd , 

10. Specific Site 
I 1. Groupings of buildings 
12. Building 
1 3. Departments 
1 4. Department Sections 
15. Rooms 
16. Activity zones within rooms 
1 7. Work nodes within activity zones. 

The criterion of functional adjacency can be applied to 
any of these scales in relating their activities. Specific 
activity characteristics that can be used for sorting, group 
ing and zoning are also applicable to any of these scales 
(environments required, effects produced, etc. ) . The same 
scalar spectrum applies to space, context, circulation and 
form and enclosure. 

Contexts for Concept G 
Before addressing considerations dealing directly with 
building projects, there are some broader concerns which 
form a context for understanding arc hi tectural concept 
getting: 
1. General philosophy and life values of the designer. 
2. Design philosophy of the designer. 
3. View of the problem by the designer, 



The first of tllcsc scrves as a oontcxt for t hc sccond. whiclr 
in turn forms :I contcxt for thc third. Numhcr thrcu dirwtly 
influct~~cs thu concepts grncr;~tcd For thc spcuific project. 

I .  C i r ~ ~ c r a l  philt~sophy and l i f t  vafucs of thu dcsi~ncr. 
Thew issurs arc not willtin ttlc ~raclitional rc;~lrn (3f ~ ~ r c h i -  
tccturc although ilicy PI-ofoundfy influcncc i t .  Designcr 
valucs. attit udcs. Iife views and gencral behaviorill pat- 
terns all play a critical r o l ~  in thc formation of tl~c dcsign- 
cr's gencral vicws about design. "Dtsigning" in this scnsc 
is but one scgmcnt of man's hchavbr and i s  as govcrncd 
hy psychological considerations as the rest nf his behavior. 
Somc of thc gcsncrai psychological categories that corn- 
bine to influel~cc the formation of a design philcrwpfiy 
and which affect the making of design dccisiol~s are: 

a, Motivation and interest 
b. En hanccment of sclf-irnagc 
c. Dependence on or independencc of outsidc rei nftxcc- 

ment of self-wc~rth 
d. Expansion of onc's splrert: of influence 

e .  Concern frir fcllow man 
f. Irnmediatc and deferrcd goals 
g. C'onscrvation of what is scarcc and vulucd 
11. Quest for simplification 
i. The matcrial and the spiritual 

The designer's posture wit11 respect to these and other 
issucs combine to form his general life view. Certainly 
tllesc may cl~angc over time, having a corresponding effect 
upon his design philosophy and procedures. Their influ- 
ence upon dcsign activity is a critical relationship to under- 
stand h tracing the origins of the desigiier's arkhitemural 
concepts. 

2. Design p l l i l o ~ ~ p l ~ y  of f llc CIcsig~icr. 
T11c dcsigncr. tllrough his training and C X ~ ~ ~ ~ C I I L ' C ,  has 
usually dcvclopcd a dcsign philosophy. ;I set of' postures 
or  valucs about design which hc ruIics upnn Fttr making 
form in building dcsign. Somctimcs tltcsc post urcs can bc 
vcrhalized. Ol'tcn thcy cannot or h:tve 1101 hcerl. 

Whetkcr artiauf;itcd rrm a conscious level clr not. these 
views of dcsjgn which the &signer possesses profoundly 
;iffcct his wijrk. ?]is dcsign activity ttlkcs place within and 
is. in a scnsc, govc.tneri hy !Iicsc basic valucs about design. 

Within a dcs i~n  philc~scrphy therc is  usually room for many 
design metl~ods, processes and building soluficrns. all of 
whicll arc consistet~t with the designer's context of valucs. 
Rccrruse of his hasic tendencicsl~r~wcucr, tllc designer often 
gravitit tcs toward somc of thesc mc. than others. 

Dcsign phitosophies may have differing emphases and 
occur at scvcral lcvcls nl gencrdity. Somc are-applicable 
only to architecture whilc others are really life phitosophies 
dirccred at architecture. 
Some examples follow. My apolo_gk to the authors of 
tl~esc for liberties taken in paraphrasing. 

a. The building should be what i t  wants to be. not what 
the designer wants it to be. 

b. The building, when in use, is a living organism. It 
must be designed so that all its life functions are 
accommodated (intake, circulation, digestion, organ 
size and function, waste, perception, etc.) 

c .  Building design is basically an act of identifying, 
assembling and refining parts into a whole. 

d. Form should be derived from the organizing and 
clothingof activity patterns. 



c. The stdutir~n to tlic problem i s  cuntaincd in the 
prohlcm itsclf. 

f .  rZ building must ycrforrn on scvePdl levels: IleaItI~ 
i ~ n d  safcty. utility. cconomy and aesthetics. 

g. Buildings are a synthesis OF activities and gcme t r i u  
patterns i n  form. 

11. 12uitding fvrrns must be clear with thcir messages. 
i .  The problems and conflicts in n prvjcct arc a rich 

source of creativity in developing building Form. 

j. Architecture shouid be expressive of thc vrilues of 
thc culture whcrc it occurs. 

k .  T l ~ u  sirnptcr the buifrling tlic bctlcr. 

I. Narurc is  the bust stlrlrcc o l  fur~ctionul and l'oi-tll:~l 
analogies in buiIcIing design. 

111. Tlic clYccts o n  ancl by huilclings that 1 1 3 ~  b c ~ n  ~ 0 1 1 -  
' 

structcd ;II.C thc only impor~ant issuch i n  dcsign. 
n. l3uilding clcmcnrs should posscss a sc11.4~ r j T  fit. bc~tli 

rvitli I-ospcut t o  c;~cti olllci' uncl to f lwir S ~ J ~ F O L I T I ~ ~ I I ~  

colltcxt* 
o. Bui tding design sl~oulrl bcgin wit11 a wholc r~ncl t t iun  

uarvc ; iwi~y wliiit is no t  t~ccclucl. It  i s  a huhtractivu 
proccss. 

P. Gc~ocl dcsign is  sonlctliing that inusl hc tilrcsscd o u t  
(71' thc mind. It cantlot bc fc>i.ccd. 

cl .  i2 builclitig is nothing nlclrc th:~n t k  set id cxpcr ior~cc.~.  

r.  ,\rcIlitcct t ~ r c  5110i11d bc ;\ i'chicIc f o r  soci;lI PI-OCCS~CS.  

x. T l ~ c  huilcli~zg i s  tlic phpsicd clotl~in: a!-ori~~d t l ~ e  

sp;ztii~l solution to tlw pruhlcrn. 
t .  I3uilcii11gh ,cIioul J always rcvc~tl liow t i icy  tiiivc 1~ccn 

1x1 t Iogc2licr. 

11. Tl~c nlol-c complex EIIC prc~hlcm. t l ~ c  it,:, ivl:man cspc- 
I icticc. : i <  i t  I . C I ; I ~ C S  Lo i~sir~g tlic b~~ i i i l i i~g ,  bc 

respected its a dfiign determinant. Systcrns come 
first and people adapt to the sysicms. 

v. I n  rtny building thcrc are spnccs that xurvc and those 
that are served. 

w. The idtntifiuation of what is siicrcri and what ic pro- 
fane i n  a building i>Tirs ireativc potcntiul for  ~oninr 
and grouping functions ;inti gcncrating form. 

TIicre :ire many morc of t l~cse  dcsign postures as wcll as 
ctjmbinations l ~ n d  dcs iv~z i~es .  Thc clesigncr may hold scv- 
cr;iI of thcm a s  importi~nt. I t  cr~ulci bc argued tliot the list 
c.ont:~ins :~p[)ro;~uhcs !n particular prnblcrns or tliat yencral 
po\t irrcs to14;lr~I clchigi~ t't from projcct to projcct. This 
m r y  hc true. Ttic gcncric valucs that a dcsiylcr Ilolds for 
at1 of hi< work in this casc tic (Iccpcr or are Inorc: ~.cmovccl 
t'rom c l c s i ~ l ~  activity t11:in the uorlcepts listcd abovc. 

Thc tlcsig~i~r'.; ~c11cr:tl poctusc about design almost always 
inuludcs ntlitucfcs arlcl v:tlues :thout rangc of issues that 
xrc closcr to desigr~ i~ctivity t lx~n lhose listed ;~bovc. TIicsc 
not ions t11:it ar t  ltcld by the dcsigncr havc a dircut impact 
on sptcilic projtcrs. TI;c vnlues of thc dcsigncr regarcling 
tl~cse suh-ci~tcgorits of design philosophy provide a mos:~ic 
o f  him as LI makcr o f  buildings. The rrlore stib-c:~tegorics 
liu usus ~ C F  describe his view o f  dcsign. tlic morc cor~~plcte 
the ~nosilic. Cistcd herc are stJme of thc issucs ;~hout wl~ich 
the designcr may tlcllci v;~lr~ea: 

a. artistic - scientific 
b. conscious - suhcon~ious 

c.- r~itionaf - irr;ltional- 
d. xccll~cntial - i~unsocjuenti;ll 
c. cvaI~t:itc ;IS you go - c\ al tlatc wIic11 yc~r't-c clcu~e 
i'. L11owns - l l l l L l l ( l ~ 1 2 ~  

2. iildi\ i c h t ; ~ l  - cocicty 



h. personal - universal 
i. verbal - visual 
j. nccris - wants 
k. ordercd - random 
1. structured - unstructured 
rn. beginning point important - beginning point 

unimportant 
n. objective - subjective 
o. one answer - multiple solutions 
p. creative - commonplace 
q. your needs - client needs 
r. specific - general 
s. man - nature 
t. critical issues - minor issues 
u, complexity - simplicity 
v. parts - wholes 
w. patterned process - random process 
x. preconceptions - response to facts 
y. indeterminate - mechanistic 
z. design for now - design for future 

It would be unreasonable to assume that the designer 
holds to an unchanging design philosophy for a lifetime. 
As he accumulates experience, tests his ideas and reflects 
on his basic intentions, his pastures about design susdy 
evolve. At anv given point in t h e  however his philosophy 
rn 11s present form is brought to bear on the project at hand. 

When thinking about the factors influencing the design of 
the building then, we should include a losk beyond the 
project situation to the issues which will' probably have 
a great deal to do with the nature of the building design, 
nanely the general design posture and values of the 

3. Viuw of the problem by thc designer. 
Prcscnted with a specific design project. thc way that the 
dcsigrlcr perceives. understands and describes that project 
~ K C U I - 5  wi f l~ in  the framework of his life values and design 
vicws. Different designers will "see the problcm" differ- 
ently. The designer's perceptions about the project at these 
early stages before planning formally begins, will be some 
of the most important thinking that hc does in the entire 
planning process. This is the area of architcctvral concept 
getting ar the most general level. The designing that comes 
later will be done within the context of this early thinking. 

Thcre are several judgments that the designer makes about 
the project that, together, constitute his view of i t :  

a. Whcther the project calls for an architectural solu- 
tion. (Whether it is in his province tn satisfy the 
needs. ) The client may need a new managerial system 
rathcr t han  a new building. 

b. What thc  limits of the project are. What arc the 
project edges in terms of the designer's responsibility? 
(The designer may not bc involved in site design.) 

c. What the categories of concern are within the project 
that the designer will use as a checklist. Tzken 
together, these categories must describc the whole 
design situation. Some of the tradilio~zal categories 
irlclude: 
function (activity grouping and zoning) 
space (volume required by activities) 
geometry (circulation, form and image) 
context (site and climate) 
enclosure (structure, enclosing planes and openings) 



systems (mechanical, electrical, ctc.) 
economic (first costs, maintenance costs) 

human factors (perception, behavior, etc.) 

Every important design issue must be accommodated 
by one of the project categories. 

d. Where the designer should concentrate his design 
eflorts based on his perceptions of the problem's 
essence and its unique characteristics. 

e. What the physical eIements to be manipulated are 
within each of the issue categories. 

In each of these five judgmental arcas of developing a view 
of the project, the early thinking predisposcs the designer 
toward views about tlrose that will follow. He bcgins to 
ticfine project cdges by establishing that tl projcct i s  ncedcd. 
Ht: dcfinos categories of canccrn by defining project. edges 
and he prcdisposcs l~irnself tow;trd farnili~s or C ~ ~ S S C S  of 
building clerncnts and their priorities by naming his cat& 
gories of concern. 

Within i l~e  dcsign proccss, the frzrnilies of building elements 
chosen for manipulation and synthesis predispose thc 
designcr towards ccrtnin types uf solutions. 

Without even considering syntllesis techr~iques after the 
view of the problem has been estahlishcd, we can sense 
some of the reasons why difTcrent designers arrive at very 
di tfcrcnt solutions to the same problem. Differences in 
life views and philosuptlies result in ditiercnt design phi- 
losophic~ which in turn :tffcct the dcsigncr's perception of 
\pccific projects. His general posture toward that problem 
~~rvfoundly atyccts his dcsign decisions in synthesis. 

I t  is important not to close th is  discussion without rccog- 
rlitirlg tl~c feedback rnechanihms ,in this cnrirr: set of ihsues. 

The relative success of a completed building affects the 
designer's feelings and perceptions about his design pro- 
cess. This in turn may influence his view of similar prob- 
lems when encountered in the future. Several good or bad 
experiences in design may influence the designer's gcncral 
design philosophy and indeed have an impact on his life 
view as a human being. 

Concept 6 
Concept getting i s  oftcn the stage in  planning when the 
dcsigner experiences his most intense frustrations :tnd 
satisfactions. t t  is sometimes very difficult for thc designer 
to make those in i t id commitments toward a solution and 
yet this is  the point where he must begin his work. Therc 
is probably more anxiety over the validity of these first 
ideas about the building design than at any other point 
in the planning process. The success of the building is 
dependent on the correctness of the judgments made dur- 
ing planning and nowhere are more design alternatives 
eliminated or the direction of the sohiion more strong1 y 
influenced than at the beginning. 

The designer may assume a passive role toward generat- 
ing these first ideas about the building design. Here 1113 

prefers to assimilate project data from the program and 
then wait for the concepts to "bubble up" to conscious- 
ncss. Or, he may attempt to activcly make tlic conccpts 
using conscious techniques. The first -philcrst~pliy bclicvcs 
in "allowingconccpts to happen" whik the seuund hc1icvc.s 
in "making tlicm 1rappt.n." 

The designtr pmbahly dcvclops h i s  iclcas will1 a cr~mhi- 
nation of act ivc i ~ n d  passive crwccpt gcttins. T l~c i r  pro- 



p r t i c r ~ i  dcpcnds upon h i s  personality, what fedx c m -  
FrrstaMc, ttrnt of course. what seems to produce rht  best 
dcsipn rcsults. 

AZtl~ough thcrc. is no conclusive proof and rcally no way 
of researching it. thcrc seems tu be a trend toward activc 
concept getting. Some of the reasons for this are: 
I .  Systematic, rational, discussible dcsign meillads arc 

easier to learn and teach than artistic, subjective, intui- 
tive ones. 

2. The proven success of scientific method in other fields 
has put pressure on the design fields to become morc 
analytical. 

3. Increased rrccountability demanded of the architec- 
tural profession has made ils planning techniques more 
systematic. 

4. There has been a movement in architectural education 
to remove the shroud of mystery from designing so 
that the teaching of design could become Jess a rnattt'r 
of nurturing "innate student creativity" and more a 
matter of methodically teaching design principles. 

5.  The amount of information that is relevant to the build- 
ing's performance which must bc addressed in design 
has become too unwieldy to deal wiih in an intuitive, 
interpretive manner. 

6. The growing use of computers and othzr mechanical 
design aids has demanded that the designer reduce his 
operations to discrete routines. 

Whether inclined toward active or passive concept getting, 
the designer often relies upon catalytic methods for idea 
stirnulat ion. Some of the sources that are used are: 

1.Thumbing through architectural books and maga- 
zines. 

2 .  StutIying buildings t.hrt havc ;~ddfes?urd sirnitrtr cksign 
prtlhlerns. 

3. Recalling appficabk cnnccpts used in t l ~ c  p;ost that 
Ilavc proven succcsslul, 

4. Rcvicwing checklis~3, of zrclritcctural uonucrns in 
building dcsign. 

5.  Making a list of kcy co turns  and issucs in thc proh- 
Icm . 

6 .  Brainstorming thc projcct .with fcliow dcsigncts. 
7. Restating thc description ol' thc project in thc dcsign- 

er's awn words, 
8. Restructuring the program format to dcscribc tllc 

project as the designer understands i t .  

9. Making a list of key wards that seem lo capturc the 
essential project qualities and issues. 

10. Translating key issues into visual images through 
diagramming. 

1 1. Reviewing a list of buzz words meant to trigger con- 
ccpts through mctdphor and analogy. 

12. Doing an in-depth analysis of a related building type. 
13. Drawing upon analogous and metaphoric associa- 

tions found in nature, art objects, other disciplines 
such as music, art, poetry, physics, and physiology 
and other building types ('b store is like a theater"). 

As the designer becomes more sensitive to the catalysts 
he uses fw making his concepts, he wiIl become more 
facile in design. 

The subjects used by the designer as catalysts in concept 
getting are in a constant state of evolution and develop- 
ment themselves. These changes in the sources of idea 
stimulation have a corresponding impact an  the design 



concepts derived from them, For example, the field of 
microscopic photography has uncovered entirely new 
realms of form models found in nature. As these sources 
become richer, concepts become richer. As the spectrum 
of available idea catalysts broadens and deepens, the 
spectrum of available conceptual alternatives to design 
problems expands. The use  of music as an organizational 
model in architectural design offers rich potential as a 
catalyst for concept getting. As music evolves and new 
ways of perceiving and making re1 ationships between 
notes, chords, instruments, meludy and lyrics develop, 
the architectural concepts that derive from the music 
model will a1 so evolve. 

In the same way the limits of the catalysts affect the limits 
of the concepts derived fmm them, so also do the limits 
of a language affect .the limits of concepts that clan bc 
conceived in that language. Thc designcr will have ten- 
dencics toward thinking in ccrtaitl ways. The mental 
images of his concepts when first conceived are unly one 
aspect of the mental language that !IC uscs in his everyday 
life. N3 matter how first thougl~t about by the designer. 
thc crrncepts must eventually be stated in visual terms. 
If we tilink o f  the spectrum i~1" ianguage modes spanning 
from mental to verbal to written to visual to physical, we 
begin to surlse the translational problem faced in  desisn. 
Because his rcsprmsibility i s  architectural and thus, physi- 
cal, t h e  desjgfier must trsnsfcrrn as much of thc problem 
as possible into physical terms. He must distill out the 
itt-cl~itt.ctural in?plica?Ians of the problem. An excef!ent 
translationai device for this task is diagramming, where the 
prr>hlcrn is starcd in yisu:tl t e r m .  

I t  normally is much casicr to move from the visual to tho 
physical than frnm thc rnunti~l, verbal or written to the 
physical. 

Concept Hierarchies 
Within a given architectural problem it is important to 
be sensitive to the hierarchal nature of the concepts being 
used. They are in continuum with the designer's personal 
values and are, in that sense, generated by them. 
Some concepts encompass and govern other concepts. The 
philosophy of a company governs its policies. Policy gov- 
erns operations. Operations, in turn, govern specific activi- 
ties which will be housed in the new building. The housed 
activities influence the builtling form. There are concepts 
contained within each of these strata, The issues at tlrc 
upper leveIs form the context within which concepts at the 
lower lcvels are made. This hierarchal characteristic of 
concepts permeates every aspect of building design. 

There arc many concepts available at the "lower Ievc!sw 
that are in sympathy with "upper level" governing con- 
cepts. For a given set of company goals, for example, there 
may be scveral c..cceptah!e and equally effective types of 
operations t h ~ t  wit! meet them. For a specific operatinn, 
there are several nctivic~ sets whish are valid. An[!. for a 
given activity set, there are several building concepts that 
may work. 

The designer is ususlfy presented with the philosopIly, 
goals, policy, operations and activities and normally ac- 
cepts these as they are provided by the cficnt through the 
programmer. These earIy concepts,_then, are "givens." Thc 
concepts geflecated by the designer are in response to t l~esc  
and attempt. insofar us possible, to establish ;1 conceptual 
contirluum with them. Some examplcs of the ctlnccpts the 
dcsigncr normally makes in the course clf designing the 
building foiiow: 





concepts. How far "up the fine" of concepts toward the 
major ones the designer goes in undoing his sequence 
of commitments depends on how important the misfit 
concepts are, how many there are and which governing 
concepts they must respond to.. 

It is not unusual for the designer to partially abort a 
design at any point in the planning process to create 
more flexibility and opportunities in solving the rest- of 
~ h r :  problem. It is a method for getting out of "corners" 
that previous planning decisions have backed the dc- 
signer into. 

3. Abandon the entire solution and search f o r  a fresh 
insight that will better accommodate all the problern 
treecis from major to minor. Sometimes the designcr scts 
the solution in a direction that sccms to crtrlte a strugglc 
at every design decision. Where !he early gcncral con- 
ccpts cion't seLm to easily accommodate the more 
detailed ones, thc general ones may be invtllici or simply 
0 t h  littlc opportu~ity for coi~sistent development. 
Another point of vicw on this issue is that the designer's 
early thinking about the projcct, i f  correct, will lead to 
reasonable carly cc~nctpts and that hc should accept the 
fdct that thcre are just some prohlcrn?; that are more 
difficult than  othcrs. This view argues against the abort- 
ing of general governing concepts. 

4. Finally. rerSttining thc problcm needs to fit the design 
conccpts that the clesigncr is gencrating or that otTer 
some strongly positive ospccts thxt don't have much to 
do with the prohlom dcliniticm. Many designers w u l d  
consider th is  unfair dcsigncrship and. in a sense, an 
admission of failut-c in ;ltternptit-lg to solve the needs as 
originill ly ~ IVUD.  

All of these invdve dif%uultics cncnuntcrcd in the pl;~nning 

process and the compromising of either the carly genera! 
concepts that have already been established or the more 
detailed ones to come. 

There are several additional concerns regarding the sub- 
jects of hierarchies, diminishing design options and corn- 
promise in design. 
I . There doesn't seem to be any universally applicable 

sequence in which building conccrns should be ad- 
dressed when generating concepts. Whereas onc project 
might requirc a functional {;iutivity) concept which, 
in turn, govcrns spatial, circu!ational and formal con- 
cepts, another project might cle~nand initial attention to 
form which, in turn, would becornc a determinant for 
function, spacc and context. 

7,. J i ~ s t  as the relative validity of a more detailed concept 
may he judgcd by its consistency with and suppart O F  
mom general and governing concepts, so ~ I S O  is the 
validity of early concepts tested by their openness and 
accommodation of more detaiIed planning. If the con- 
cepts of a company's philosophy cannot be expressed 
in physical building terms, then those phiiosophical con- 
cepts may be irrelevant architecturally. If a site zoning 
concept doesn't allow a workable building pIan conccpt. 
the site zoning concept may be barren in its opportuni- 
ties for future development. If the flow diagram and the 
resulting spatial cluster produce an  ugly fornl despire 
repeated manipulation and refincmcr-lt, a difrerent flow 
concept may be required that will allow a mot-c pleasing 
form. 

3. These factors point out the need for flexible and opcn- 
cntlcd carly concepts. The more alternative nvenucs 
own for rcspndi~lg faithfully to early co~wcpts with 
dctaikd planning, the grc.;itcr t hc ch;tnccs c~ f  :avoicting 



major dcsign compromise. In fact, i t  i s  desirrtblc to 
always choose the most flcxiblc and opcn ended con- 
~ ~ ' 1 1 1 5  ;it ;I!! ICYC~S of phnning to facilitate the designing 
yet to come. Thc making and testing of alternative con- 
cepts must occur throughout the dcsign process from 
general issues to dctailed ones. Part of this testing pro- 
cess-must involve devefopi ng concepts tn more detailed 
levcls to see which of the alternatives hist accommodate 
the remaining design issues. 

4. Wltcn the designcr encounters a problcrn or a conflict 
between thc facts and needs of the project, there are 
usual1 y several levcls at wl~ich hc may attempt to solve 
the problem. These concept levels have the same hier- 
archal characteristics as those previously discussed. 
ranging from the very gencrat and governing to the very 
specific and governed. For example, there may bc a 
client opcration in the new building that produces loud 
noisc and another that cannot tolerate thc noise. The 
problem may be solved at any of several levels: 
a .  Eliminating one or the other operation from the 

cl i cn 1's process. 
b. Replacing one or the other operation with one that 

has no such problem. 
c. A1 tcring one or the other operation so that the prab- 

Icm is cbrninated (change noisy equipment to quict 
type 1 - 

d. Scpararc the conflicting operations to separate sites. 
e. Separate the conflicting operations into separate 

buildings on the site. 
f. Zone theconflicting operations as far apart as possible 

in the same building. 
g. Interrupt the continuity of the structural and mechan- 

ical systems &tween the operations to isolate noise 

tr:~nsmission. 

h. Provide acousrica! huffcr spaccs like storngc between 
t hc con fl ic l i  ng opcr:i t ions. 

i. Put an nccrus~ic:il w;tll hcru:ect~ rhc conflicting oper- 
ations. 

j. Introduce background noisc which is acceptable to 
thc quict operation anti which masks the objection- 
able noisc. 

k. Protect only those l i n g s  i n  the quiet operation that 
are sensitive to the noise (use ear plugs). 

I .  Rely on the quict operation to gradually adjust to tl~c 
noisc. 

The first few dtcrnatives for handling thc problem demand 
*'high level" changes in policy, operations, systems and 
even perhaps company philosophy. The last few alterna- 
~ E Y C S ,  011 the other hand, are '*lower level," more detailed 
and are of a character that they don't require "backing up" 
into the higher level concepts to achieve a solution. 
Depending on the problem situation it may or may not be 
advantageous to solve problems at lower, more detailed 
conceptual levels. Where the solution to the problem can be 
achieved at higher levels without je~pardizing the integrity 
of those concepts then this may be desirable. 

The principal intent of solving problems at the highest 
possible conceptual level is to free the concepts that follow 
to deal with the other problems that will arise and to spend 
them for reasons other than just "solving prohlems."If 
the designer must con tinually address project problems 
throughout the entire concept spectrum. he must, in a 
sense, aesign defensively. He never gets beyond the prob- 
lems to the manipulation and refinement of form, The 
designer's strategy in concept getting should be to get as 
many problems solved as possible as early as possible to 



free concept getting f o r  making positive buiIding conse- 
quences rather than just avoiding negative ones. 

Demandi~lg buildings, those with tight functional require- 
ments and numerous problems, are mote difficult to con- 
trol in terms of building form. Tile form becsrnes what the 
solutions to the problems and the satisfaction of the right 
performance specifications dictate, The designer who is 
able to find ways of satisfying the basic needs of the prob- 
lem with the first general concepts, frees the rest of the 
concept palfete for making the building more than just 
the satisfaction of the problem requirements. 

Onc of the ways of using 3 single conccpt to best aJv:in t a s t  

i s  to havc i t  solve sct,ciitl problenls or mcct scvcral ncccls. 
The more zi'ficient ex11 conucpt is i n  ~lcrlling wit11 multiptc 
issues, the lcss work is  left for the 1-crnaitlingconucpts to do. 
Thc mattcr of co~~cep t  elticicncy is p;~rticul;~rty ivcll illus- 
trated in building fclrn~ issucs. A wii~ciow concept. for 
example, may sirnuitancoudy sat is fy  necds for I i g l ~  t. vcnti- 
I;~lion. exterior view, seating. privacy from tlic cxtcrior, 
protection !'[.om dircut sun. uondit ioncd air iK.ccss. ernur- 
gcncy cxit and display of mercl~andisc. 

I f  it i s  valuable to load conccpts with as many nocd satis- 
factiijns :IS possible. i t  i s  also of vkzluc ti? solve tha most 
problems and r ~ ~ c c t  t I~c  tnost nceds with thc fcwcst con- 
cepts. This i s  akin to [ t ie scicutilic idca of parsimotly, 
wherc i t  is of valut. to ht: ;hlc to cxplilin tilc grzatcst num- 
b t r  of pllc.norncna wit11 tIlc fcwcst ;~nd simplest laws and 
formulas. The clcgant simplicity of designing solutioil 
with only a Few rnultifasctcri uonccpts is a vcry ditfcult 
2o;ll. I t  i s  ~~urrnidly casicr to  design a sollttion usi~ig A large 
nrrnlbcr ol incltlic+iunt conccpts. 

Thc ~j LICS~ ion OF thc vaiidity of early concepts encompasses 

more than just testing for accommoclation at more detailed 
conccpt levels. It is possible lo crcate a kautifully con- 
sistent series sf concepts Bused on u sct (3f invafid assump- 
tions. Validity is def ned as "being of sounci basis." "Valid- 
ity" in this sense generally applies to the higl~est conceptual 
levels and lias tG do with the comparison k twccn  tllc 
designer's dcsircd and predicted building effects arid tllc 
extcnt to which thc building's effects, when occupied, were 
in Fact positivc a ~ ~ d  as predicted. For L ' X ~ I I I ~ ~ C ,  (tic clie~lt's 
concept of mcrchandising that governs 311 subsequctit 
dcsign decisions may  be invalid and cvcn rhougll the build- 
ing ~lesign may rcspond strongly and consistently to  ttlc 
mut~cl~andising concept, i t  will f'ail cluc lo thc Faulty assurnp- 
t i o i l s  in thc early conccptuiil t h ink ing .  This same rclat iun- 
xliip bctween 1lle vnliclity of a cotrccltt and its subsequent 
supportirrg conccpts Ilappcns tl~roughotit the cntirc pinn- 
ning process. Any singit. concept must face two ways. I t  
must rcspnnd tu and rcspect thosr: that came kCorc it 2nd 
i t  must govern and influence thosc that come after i t .  This 
Iittter relationship points out the n d  f o r  conueptuiil valid- 
it  y at all levcls of ctccision making an avoid the unfortunate 
situation whcre a series of supportirc concepts arc. in fact. 
rcinfurcing an erroneous governing conccpt. 

This discussion i s  baseit on the pr-crnisc that conucptu;~l 
tllinkirlg in design procccds from the gencral to thc part ic- 
ular. from the abstract to rlle real, from the nun-pllysical 
to the physical and from the pt~ilosophical to tlic coitcrctc. 
Each step in uoncuptt~aI thinking ~i t tcmpts  to iml,lcmct~t 
the previous level of eonccptuai thinking. Each suhscqucnt 
concept i s  a way of ;~ccornplislling tlic irltcrlt of t t ~ u  carlicr 
th ink ing .  Thc following t ist is ~ t r l  t'xarnl7lc OF c o t ~ u u p t ~ ~ a l  
t l i i l lking from y n c r a l  to particular. wllerc at any point in 
thc serics all s u b w c ~ u u n t  L ' I ! I IC 'C~~S C!C;II wit11 tllc ~ T I I ~ ~ ~ C ' I I I C ~ I -  

t:itir,n o f  the previous ones. 





"Problems in Concept Getting." 

In searching for concepts that respond symbolically to 
important design themes it i s  useful toexplore the available 
design alternatives for meeting each single project need. 
There are usually several that are valid for each require- 
ment. From among the possible concepts it is sometimes 
fruitful to look for concepts that seem to be valid solutions 
to severat project needs. Singular concepts that solve mul- 
tiple problems not only result in a more eficient building 
Corm ( i t  does more things) but also leaves more concepts 
to spend on reinforcement. 
The quality of consistency in building design can be pro- 
moted and fostered by remembering to handlc similr~r 
design needs with similar formal solutions. If there arc 
several conditions in a project that arc of the same need 
fdrnily, they can often be solved with a single Family of 
form responses. This aids greatly in the search for a scnse 
of system and unity in building form. A serics of rcpeiitivc 
and similar needs calls for a serics of rcpetitive and similar 
forms. 

Even when the forms range across a varied spcctrurn, if 
thcy are derivativus of one another, tlw unity will uslrrtlly 
be perceived. For example, a strong window form conccpt 
may clrltnge slight fy depending upon whether it is  protect- 
ing from surt on tk sroutlt. shielding from storm winds and 
rain on the west ctr controlling vicws from ofliccs on the 
nort it. 

Fur thc dcsbincr, unity. clarity and order be more 
difficult to achievc tllan urmpjexity and intcrcst. In the 
latter, thc ticsigner is  cnpita!izing on  distinct ions tind difftr- 
cnccs with architectural form. in the former, 11c is sci~;trcI~- 
irlg for similarities and larger families of rrcccls. issues and 
rcquircrncnzs su that tile building form c:in be sirnptihcd. 

It could be argued, and validly so, that the formal incon- 
sistencies and complexities that result from an approach 
to needs in buiIding design are in reality a form of con- 
sistency. It i s  consistent inconsistency and as such 3 SYS- 

ternntic approach. 

creativity 
When considering the issue of creativity in architectural 
design it i s  helpful to use the entire spectrum of corlcrfptuai 
=ales and contexts as a rofcrent. 

Therc are opportunities for creativity ranging from tho 
designer's life philosoplty to the detailing of a building 
in working drdwings. 

Recalling somc of these conceptual scales and contexts: 
1. Life view or philosophy of the designer. 
2, Designer's view of design or design philosophy. 
3. Designer's posture about each sub-category of his 

design philc~sophy. 
4. Determination of whether the solution to the problem 

is in fact archikciural. 
5. Definition of project limits. 
6 .  Establishment of the categories of concern within the 

problem. 
7. Translation frum problem issues to physical elcmcnts 

to be manipulated indesign. 
8. Statement of client philosophy. 
9. Definition of client goals. 

10. Establishment of client politics. 
1 1. Detcrmintltion ofulicnt's operations ancl t l tc ir  rcl;itirjn- 

ships. 



12, Pinning down the "centers of gravity*' or "problcm 
essentials'" and defining tllcit' relationships. 

1.7. Stilting building goals ancl tasks. 
1 4. Grouping and ~ o n i n g  of clitnt l~utivitics into opcra- 

l i o ~ t ~ I  ulustcrs. 
15. Allotting spacc to activi~ics, 

16. Mastrr ztmin: elf sitc and b~zildirrg f~rnctinns in rcla- 
t ion to cac l~  othcr. 

1 7. Dcitrlnpment of internal and cxtcrn:~l mastcr circul:i- 
tion concepts. 

1 8. Grouping and zoning of spatial cfustcrs in rclatioti to 
othcr spatial clustcrs. 

1 9. Migraricln of individual hpaccs witltirl clustcrs to their 
optimum locations. 

20. Dcvclopmcnt of sculptural, rnccha~~ical and cnvclop- 
rncnfal concepts. 

2 ? .  Sclcction or design of furirirur-c and cquipr~;crii. 
22. Dcsigrl of illc interior visual enviaonmerlt and gt.apl~ic 

systcms. 
23. Dc\clt>pincnt of ~onstruc~ic>tj dciailillg concepts. 

I t  sccnls ruasoniiblc that ever1 concepts and philo~ophics 
I hilt arc rcrnotc from discct dcsign activity can in fact all'ccl 
thc naturc of thc final building form by influencing thc 
prt~cssc~  EcaJi~lg to it. Crcativi~y at thc gcncrd philosoph- 
ical level (life view and design view) is cvery hit as archi- 
tectural and desig~i oriented as maniptllating the building 
form and can oftentimes foster a creativc building design. 

Creat ivc architectural conccpts may occur in several forms 
and at scvcral Ievels: 
1. Completd y new concepts or huh-concepts on a generic 

level. 
2. New ways d combining traditional concepts. 

3. 'Novcl mct hods for  rcfining and nlanipuln~ing rrndirionul 
cr~nccpt !in kases. 

4. Original rccl~niqucs for solving tmditioniil prohlcms and 
uonflic~s. 

Tlicrc arc sevcrrll issues ii~volvecl in c v a l u ~ t i n y  creativity ; 
1. What is crcativc to onu clcsi~ncr may not  hc to ;~notltcr. 

U'hat i s  01-igirrul t o  I Iw i+rn;ln may not hc t o  thc 
Jesigncr. AII inf'ormtd dusigncr wllo is itwarc of most 
of tlw C ~ I I C I C ~ ~ L  tllai II;IVC ~ C C I I  LISCII  i12 dehign through- 
out history would probably hc thc hcsl judge ot true 
crcrttivitg :is hc \rt,>uld bc ahlc :c> judgc i t  against a corn- 
prchcnsi\.r: vt,:.abu!ary uf appi-oaclles that 11c knows I d  
bccn uscd in thc p3st. 

2. Tllc ccltlccpt must k unicluc. 11 sl~ould hc a ncw way of 
tiandling tlle problem ~:ot thought of bcfore. 

3, Thcrc shoulci be somc positivc vrlluc i n  tlle concept and 
i t  shouk! co~triS17t~ S O M C ! ? ~ ) ~ ~  to !he hcttcrmcnf of :hc 
built environment. Crc;ttivc conceptualizing may, for 
cxamplc. 
a. Shrvfcr? tile time i t  takec rn design and comtruct the 

huifdinp. 
b. Permit the designer to achievc a better fit betwr.cn 

building and the client's operation. 
c. Offer a more efficient way of structuring. clothing and 

fenestrating the building. 
d.  AIIow singular form decisions by the clesjgncr to be 

more efficient by having them solve multiple needs 
sirnul t aneousl y. 

Creativity should promote a more eficient and effective 
realization of desired goats. 

It is a common misconception, particularly held by the 
beginning designer, that he i s  under prcssun: to "be difler- 



ent'knd creative in all his design work. There is sometimes 
a frenzied anxiety about "rushing to originality" without 
first understanding the project. It is important to learn to 
search the problem for sources of creativity. Most prob- 
lems contain opportunities for creative design that could 
never be egualled by a solely internalized effort by the 
designer. Rather than trying to "be creative," the designer 
should respond creatively to the fmdings of problem analy- 
sis. "Creative" is a quality of designs, not people. Instead 
of pressing and forcing the development of a solution, 
the designer may be better advised to indulge in a relaxed 
analysis of project requirements and a playful manipula- 
tion of project definition and implications, This saturation 
process allows the designer to "milk" the project for its 
creative opportunities. 
It is sometimes beneficial to systematicaIly relate all project 
issues to each other using the m&ix method to methodi- 
cally discover unique combinatimaf issues that ordinarily 
might not come to mind. Creativity need not be something 
that the designer must "wait for" but may be actively, pur- 
posefully and consciously pursued in design through sys- 
.tematical problem analysis and issue definition, pairings 
and combinations. 

It is often disturbing to the beginning designer that an 
inability to refine the building form scul~urally obscures 
creativity that was accomplished at an earlier planning 
stage. Building form is where the designer normally expects 
to see the result of creative design whether that creativity 
occurred in programming, problem analysis, function, 
space, geometry, context or enclosure. The building form 
is where the designer expects to see the expression of 
creativity. 
It is important for the designer to become facile in the area 

of translation to form and manipulation of formal relation- 
ships to avoid the frustration of losing the impact and 
meaning of a creative discovery in the process of trans- 
forming the problem to physical building form, 
fluency in the language of form is important to the articu- 
lation of a creative idea in the physical building just as 
these qualities are relevant to the expression of a creative 
idea verbally or in written form. Admittedly, fluency and 
glibness alone with no depth of thought are shallow and 
meaningless and they can be dangerous to the designer 
who has experienced success in school because he can 
deftly assemble all the popular idioms of the day. The 
ability to creatively make and refine architectural building 
forms must be supported with thorough, insightful and 
creative problem analysis. 

Problems in Concept Getting 
The project needs and requirements faced by the designer 
are real and specific and the number of architectural soh- 
tions that will be successful for a given problem are limited. 
The client" operation to be housed and the contextural 
situation where the building will be located are given, The 
designer must give the client's operation a physical pat- 
tern, relate it to a circulation system, provide spaces for 
the operations to occur, assemble them into a three dimen- 
sional form, integrate structure, enclosing planes, open- 
ings and mechanical with the spatial organization and 
weave all of this into the context surrounding the building. 
When constructed and used, the building will have definite 
effects and interactions resulting from the decisions made 
by the designer. The building will affect and be affected 
by its own physical components, the client's operations, 

MO
Line

MO
Line



MO
Line

MO
Line

MO
Line



40. Poorly placed site access and egress points. 
41. Violation of existing social patterns. 
42.' Weak response to climatic concerns. 
43. Insufficient consideration given to potential natural 

catastrophe, 
44. Poorly utilized land, 
45, Unreasonable traffic forced upon surrounding street 

patterns. 

These and other difficulties resulting from faulty or incorn- 
plete design concepts have real and felt effects upon the 
client, his employees, the site, the people in the surround- 
ing neighborhood, people who pass by the building and 
the building itself. 
There are several potential problems in early concept get- 
ting related to the necessity of rooting the design solution 
in the reality of the project needs, 
The use of analogies for providing the solution with some 
initial organization must be done with careful study. Here, 
the elements in the analogy are likened to the elements in 
the design project. The relationships between the elements 
in the analogy are then used to relate the project elements 
together to form a concept. For example, in the analogy 
"a retail store is like a theater," the director i s  the manager, 
the players are the salesmen, the audience is the customers, 
the play is the merchandise, the stage is the display of 
goods and the wings and backstage are the support spaces 
of the store. In this case all the roles and relationships of 
the theater situation are transferred to the store situation 
and are used as a means of concepting about how the store 
should be designed. The danger here is that the reIation- 
ships assigned to the project from the anaIogy may not 
truly represent those which must occur if the project is 

to be suckessful. There is sometimes a temptation to force 
analogical relationships upon a project even when they 
don't fit simply to 'be consistent with the analogy model. 
Analogical models are useful tools in design because they 
are ways of giving the project elements a sense of order 
and a rationale for relating to each other in particular 
ways. In these cases the designer may fcel that the analogy 
chosen was a valid one since it proved effective in giving 
t l~e  project a sense of order. The issue however is not only 
how easily the andogy allowed the designer to generate 
his concepts but also whether the analogy fostered valid 
relationships in the project solution. The project mrmt 
cventuaIly be successful as a built and used product. A 
preoccupation with the interface between analogy and 
solution can sometimes obscure that fact. Designing in this 
instance can too easily become a process of translating as 
muclr of an analogy into building form as possible rather 
than solving the architectural problem as originally de- 
fined. Analogies are only design tools, not the designs 
themselves and must constantly be evaluated for their 
relevance to the reality of the project. 

The use of key words which capture the unique and essen- 
tial qualities of the project is another useful technique in 
concept getting. In this approach, specific words or verbal 
phrases that the designer Iras distilled out of the program 
are massaged and manipulated for all the visual imagery 
they can o&r. These visual translations of the key words 
are then developed into concepts for the design of the 
building. There is often a considerable amount'of verbal 
and visual association that occurs in this process where 
a few key words are built into a Inore complete sense of 
what approach tlie designer might take in making his 
concepts. For example, out of a program for a Iawycr's 



ofice that is to be located in a historic neighborhood set- 
ting the designer might extract key words such as "young," 
"aggressive," "team," "image conscious" and "respect.'" 
From these, by association, the designer might expand his 
key ward set to "contemporary form. color and interiors," 
"assertive building," "strong sense of entry," "feature 
library to balance youth image with competence-experi- 
ence image," "cluster to communicate sense of team," 
"strong clear orientation to whole scheme from lobby to 
communicate openness and desire for simplicity as firm's 
philosophy," "building skin on exterior to respect historic 
surroundings, while inside the skin, the building respects 
only itself." This process of building conceptual descrip- 
tions by association may continue until the designer feels 
ready to become visual and physical with his concepts. 
It i s  natural to assume that different designers may identify 
difierent key words, build their associations in different 
ways and translate their verbal thinking into different 
visual images. The danger here is that the designer may 
sometimes invent key issues in a project or assign qualities 
to the project that really aren't there. Shcvld thiz be the 
case, the designer will deve!op his concepts out of early 
f?!?!!~ ?!++!?g 2!ld Yi!? h:*:e CTE:?~~ 2 zc?~:::: k22:5 22 . . 
artificis! ;rob?em issues. Here asslr.. nt is i z i p r t a ~ t  that 
the key words and issues identified are in fact at the heart 
of the problem. 
Another problcm related to the key words idea is that of 
misplaced designer attention. Where the issues of the proj- 
ect are particularly rich in a r c h i t e c t ~ f o m  potential, 
the designer may somczirnes succumb to the temptation 
to shift his attention from designing for important project 
needs to form-making for its own sake. This problem is 
prevalent where progress toward a solution leads the 
designer into formal issues that offer great potential for 

intelIectual manipulation and sculptural interest. For 
example, the integration of building with site may reuuirc: 
some earth form work. The designer may become so ill ter- 
ested in the earth sculpture concept that he expands it as 
an idea, develops it for itsown sake and allow+ it to smother 
the concepts born of ihe original problem. 

After the dcsigncr has determined the physical project 
elements to be arranged in forming his design, the manner 
in which these are clustered or grouped into larger families 
is important to the success of the project. The grouping 
process in design alIows the designer to reduce the total 
number of elements he must manipulate in design to a 
manageable quantity and insures that his first zoning con- 
cepts on the site and within the building wEH deal with 
major planning decisions rather than minor details. In the 
grouping technique, the details are lumped together into 
families and are buried in early planning within major 
functional. groupings. For example, in general site zoning 
for a school, major elements to be related conceptually 
might bc the building, parking and vehicular circulation, 
playfields, pedestrian circulation and future growth. Al t 
1;2ctaik< ~:iiiiiilng niiii;n tliz;; ~ i i a ; ~ ~  :ieiidEikgs is p o s i p ~ l i ~ d  
until i : i ~  $acemen t of tl~cse ekments on the sitc is reserved. 
The next levd of planning would involve the major con- 
stituent elements within each of these groupings. In the 
building, this might entail zoning the classrooms, special 
learning spaces, support and administration. 
Within parking and vehicular circulation the designer 
might address car drop off zones, bus pick-up and drop off 
area, delivery and pick-up of food and materials, trash 
pick-up, visitor parking, teacher and staff parking and 
security patrol. 



More detailed playfield planning would deal with place- 
ment and orientation of baschall, football fields, basketball 
and volieyhall courts and general play areas. Pedestrian 
circulation and futurc growth would be detailed similarly. 
As each layer of issues becomes resolved, cven though 
tentatively, the designer moves to a more detailed level 
of design issues within each famiIy of concerns. Designing 
in this approach begins with broad-stroke concepts for 
dealing with the most encompassing issues and proceeds 
generally (with recycling) toward more detailed concepts. 
The potential problem here has to do with the designer's 
perceptions about grouping the problem issues into fami- 
lies. I n  conceptualizing about the  client"^ operation, thc 
designer may be using "pcople" as a heading for meeting 
the functional and circulational needs of the project. Thew 
arc several ways that "people" can be grouped or "sorted" 
to provide cues for functional and circulational concepts. 
The people in tho client's opertltion might he grouped 
under "service-cl ien t-stafF-oI1icers-excut v headings or 
possibly under "public-semi privntc-private." A secretary 
would belong under "staff" in the f rst approach 2nd u n d t r  
"semi-private" i n  tl~c seco~~d. Her linal physic:~l position 
in the building 111ay he quite diffcrcnt, tinder tllc two 
approaches. Tlrr: wiry sl~c ;lctually funct ions in rlie building 
may or may not 11;itlc bccrl rcspcctcd by cithcr grouping 
concept. DitTcr.cn t gmupiug uonccpts, when lin:illy asscm- 
blcd in to  tllc wholc pilttcrn of functic~nai rclutionships in 
the building will rcsul t in Inorc or Icss cfTcct ivc ~ I ; I C C M C ~ ~ S  
of thc S C C ' T L ' ~ ; ~ ~ ~ .  111 planning t l ~ c  h~~ilding. thc ricsignt"~ - 
must he sclcctivc in choosing t t~c ways that Iic will sort 
the clcnlcnts 10 he marripnlatcd :tnd group thcrn into 
fiitnilics. Tllc c.I~(\tc.n ;~rr)uping :tpproacl~cs will predispose 
the clcsigncr towar~t icrt:~itt h~tiiditig srd t~ t i i~ns .  E t is vital 
thiit t11c dtsigllcr h~ .wt~sitivc to I I I C  rc:dity of tltc project 

needs and select sorting methods that rcflect that reality. 
To do otherwise, while possibly Zcndins to a well ordcrud 
solution, will not produce an order t h a ~  is syrnpathctic wi  111 
the way the functions will actually happen whenthc build- 
ing is in use. This issue is important not only for functional 
grouping in design but also applies to the notion of group- 
ing contextual, spatial, formal, circulatinnaE and envclop- 
mental concerns as well. 

All of these potential problems in conccpt gctting dcrive 
from the use of symbolism as a means of organizing projcct 
needs and building form. In cach case, the dcsigncr con- 
vcrts re:tlity into symbols so that  he can more casily 
rnan:ige tlic synthesis pnjccsx. The analogy, the key words, 
thc inordinate attentior1 to tangential issues and the idcn 
of sorting and grouping all dcal with rcprescntations of 
projcct rcality. Uy manipulating thc symbols. the dcsigner 
hopes to arrive at a synthesis, in syrnhtic form, that has 
somc rclation to rc:ility. Symbols are useful took in dcsign, 
and thuir usc often produccs new insights about thc prnb- 
Icm 2nd crcative building solutions. The dangers in using 
thcrn, as En any usc of syrnhols and representations of 
rncality, lio i l l  the .fact that thcy art: not the st'ality itself 
and that it i s  quite cnsy for thc dcsigner to k g i n  to  sce 
the pnjblcm as one to  he solt'crll within symbolic systcrns 
and not within rcality. Therc scerns to he a tcndcncy. char- 
actcrlstic of all symbolism, for the symbol-t(~-rcality rcla- 
tionship to wither away a n d  for tl~c symbol itself to g1'3d- 
uaEty he rcgardcd 3s the rcality. Some cxamplcsof t h i s  arc 
rhe perspcotivc drawing (rsyrnht~l) to actual. built sfr;icc 
( rcality 1 rul;~tionship and n~oncy ( symhoE 1 to rltlr~li ty of 
lifc (reality) rcIntionsl~ip. In both OF rhcsc instancts i t  
l~cuomcs q t ~ i  tc casy to I;ihor- c?wr ~ h c  cyrnho? tu t t ~ o  rtctri- 
wcnt ot' :~rltlr-cssirl? (hc reality. 111 citc.11 c;~\c. art :~drnirahlc 



job may be done symbolically (draw a beautiful perspec- 
tive or make lots of money) but fail in reality (design 
a poor spaiial environment or be unhappy at work 1. 
The designer must constantly reassess whether his manip- 
ula~ion of spbols  in design still represents a manipuIa tion 
of reality. He must not allow a deterioration of the interface 
between the two. 
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