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The Writings of
Donald Appleyard*

Compiled by Dana Cuff with the
help of Kenneth H. Craik and the
Institute of Urban and Regional
Development (1IURD), University

of California, Berkeley, ca.
Editorial notes regarding the
corollary research agenda were
prepared by Leslie Gould, Assistant
Editor, and are italicized.

*A similar version of this
bibliography was published in

D. Amadeo, J. Griffin, and ]. Potter,
eds. Proceedings of the 14th
International Conference of the
Environmental Design Research
Association. Washington, DC:
1983.

Introduction

When I began graduate school at
Berkeley, Donald Appleyard was
the first name on my list of pro-
fessors to seek out. It was a good
lead. Each semester, Don’s semi-
nars covered new issues, and his
commitment to the exploration of
ideas, to planning and architecture,
and to his students was unrivaled. |
remember most vividly evening
meetings at his home, where small
groups of students presented their
own work for critical review, and
where we met Don’s friends from
all over the country—some of the
best scholars in design research.
This amorphous field must have
crystalized for others besides myself
in that context.

It was in the fall of 1982 when

the news came of Don’s death.
The finality of his death seemed
irreconcilable with the vital
memories we each held. Compiling
Appleyard’s written work is one
way to pass along the influence

he had on those of us who knew
him. Some twenty years of prolific,
scholarly, and creative achievement
are evident in the artifact below:
Donald Appleyard’s bibliography.
The intention of publishing this
bibliography is to gather the
dispersed writings of Donald
Appleyard so that his oeuvre is
accessible to scholars, researchers,
designers, and students. His future
research agenda is underscored, so
that others may continue the work
which Appleyard began.

In order to usher scholars,
designers, researchers, and students
into the corpus, five categories are
used to summarize Appleyard’s

work. The remarkable breadth of
Appleyard’s interests is apparent in
this list of writings, which range
from environmental simulation
to street livability; from urban
conservation to environmental
symbolism. There is, however, a
unifying theme in his work which
stems from his own philosophy
that people and physical place
are critically linked in the
understanding, evaluation,
conservation, or planning of any
environment.

Environmental Perception,
Environmental Psychology,

and the Ciudad Guayana Project
(Reference numbers: 1, 2, 24, 29,
30, 32,37, 38,49, 56, 57,79, 80)

Donald Appleyard’s work in the
1960s, with Kevin Lynch at miT
and with the Ciudad Guayana
project in Venezuela, explores
physical form as reflected in human
understanding. He focuses on the
ways people structure their
perceptions of environments and
the nature of those mental
representations that are influenced
not only by the physical setting but
also by travel mode, spatial and
temporal context, familiarity, and
social significance. Dominating
these works is the general
orientation of cognitive psychology
that leads to an understanding of
the environment as it is understood
by its inhabitants, and to the design
of responsive environments. Many
of the ideas embodied in these
writings can be found in the book
Planning a Pluralist City, based on
the Ciudad Guayana research.
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In his 1973 article “Professional
Priorities for Environmental
Psychology,” Donald Appleyard
set forth a formal research

agenda for the field. He felt the
overriding priority was to
integrate environmental psychology
research into the day-to-day
design and decision-making
processes. The specific areas of
research be outlined were: (1)
participatory communication—
bringing more people, particularly
non-professionals, into the
environmental decision-making
process; (2) situational research—
integrating social science research
methods such as interviews and
observation into all stages of the
architect’s design process; (3)
comprehensive checklists—detailed
studies of the relationship between
particular user groups (their needs,
values, activities, perception
processes) and specific environ-
mental characteristics (surfaces,
mass, views, enclosure, lighting,
signs, smells) in order to under-
stand the effective and perceived
environment of those populations
affected by them; (4) simulations
and predictions—techniques for
authentic, realistic representations
of what a proposed environment
will be like; and (5) manuals and
cookbooks—publications which
translate research findings into
usable design guidelines for
professionals.

Urban Planning, Design,

and Conservation

(Reference numbers: 3, 4, 6, 7,
10,15, 17, 22, 23, 25, 34, 77,
86, 87)

8,
8

b
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In further writings about the urban
environment, Appleyard brings an
expanded set of concerns, which
include not only psychology, but
also economics, politics, sociology,
and history, to his analysis of
extant built and open spaces as
well as to the planning of future
environments. Appleyard was
involved with his own cities,
evident in the writings about
Boston, Berkeley, and San
Francisco. Most recently, he edited
The Conservation of European
Cities and contributed an eloquent
introduction discussing the
importance of integrating social
and physical conservation in city
planning.

Two urban design manifestos that
Appleyard co-authored had similar
themes: What is wrong with places
being designed today?; What are
the qualities of good, humanistic,
urban environments?; and What
design characteristics achieve those
qualities? His evaluation was
always focused on people’s use and
perceptions of their environment.
The intent was to go on to develop
design guidelines based on research
for the public spaces of the city.

Neighborhoods, Streets,

and Transportation

(Reference numbers: BART—12,
13, 14, 39, 41, 43; Livable streets—
5,11, 16, 18, 35, 44, 48, 54, 63,
75,76, 81, 83; Transportation
environments—26, 27, 28, 33, 45,
46, 65, 66, 85)

Appleyard was interested not only
in the city’s built and open spaces,

but also in the connections between
them—the links, the systems within
which we move from place to place.
Precipitated in part by a major
project for BART (Bay Area Rapid
Transit) in California, Appleyard
completed a number of studies on
transportation networks, traffic,
and streets. Each is scrutinized
primarily in terms of its impact on
the community, especially the
neighborhood. A key notion
underlying these studies is that the
street’s livability is central to that of
the neighborhood, implying that we
must consider transportation
networks not only as functional
circulation systems, but as living
environments in their own right.

Appleyard had recently compiled
his work in this area in two
publications, a book entitled
Livable Streets and a manual for
traffic engineers, Improving
Residential Streets. In this way he
sought to bring his research efforts
to bear on public policy and on
community action.

The Process of

Environmental Planning
(Reference numbers: Berkeley
Environmental Simulation Lab—
40,42, 47, 51, 52,62, 64,70, 71;
Participatory planning—9, 31, 36,
50, 72, 73)

Another kind of connection that
concerned Appleyard was the link
between extant and future
environments—the planning
process itself. His writings cover a
range of issues in environmental
decision-making, primarily



community participation and visual
media as design communication
tools. In terms of the latter,
Appleyard spearheaded the
development of the Berkeley
Environmental Simulation
Laboratory—an immense, intricate
system for guiding a movie camera
on a probe through small-scale
models of environments. He had
recently drafted a manuscript with
Kenneth H. Craik and Peter
Bosselmann, Understanding
Environmental Media, reviewing
work in the lab and providing a
handbook on simulation as a tool
in environmental planning.

One of Appleyard’s intentions was
to present to the public visual
simulations of alternatives for
actual planning projects. The lab
was just beginning to be involved
in such activities—preparing a film
for public television airing that
showed different growth scenarios
for downtown San Francisco. The
simulator is now being used (as
part of the EIR process) to

examine in detail how proposed
development projects will perform
when inserted into the downtown
context. Studies cover solar access,
wind, and visual impact as viewed
by pedestrians, passing drivers, and
people looking from a distance at
the skyline.

Environmental Symbolism
(Reference numbers: 53, 55, 58, 60,
61,67, 68, 69, 74, 78, 82)

In the last years of Donald
Appleyard’s life, one interest
consumed an increasing share of his

curiosity: meaning and social
symbolism in the physical
environment. He was intrigued by
the different connotations palm
trees held for Northern versus
Southern Californians, by the
symbolic importance of place for
communities, and by the family
home’s role as an expression of its
inhabitants.

Appleyard’s untimely death left
unfinished the book planned to
coalesce his work in this domain.
As Kevin Lynch described in his
review of the unfinished manuscript
(Places I, Number 1) Appleyard
was attempting to integrate a broad
range of psychological and
environmental themes: the
formation of individual and
societal identities; the expression of
identity in the built environment;
the landscapes of the local versus
the tourist, and the issue of
authenticity; the communication
of status and power in the built
environment; public places as
theaters of social conflict; and as

a summary the notion of a healthy
place identity. The work sets forth
a great deal of new thought

on these subjects and, more
important, raises many questions
for others to pursue.

The citations below are organized
first by the type of publication, next
by year of publication, and then
alphabetically. The majority of
entries come from Appleyard’s own
vita, and from a bibliography
compiled by his friend and
colleague, Kenneth H. Craik. The
majority of writings are obtainable,

while some are only available in
select libraries (the Rotch Library at
MIT and the Library of the College
of Environmental Design at the
University of California at Berkeley
probably have the most complete
collections). In addition, Turp
distributes reprints of a large
number of Appleyard’s works for a
minimal fee.
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Caring about Places

Early in the deliberations
that led to the founding of
the new journal that became
Places, Kevin Lynch made a
list of possible topics, filled
with joyous vitality. This
Spring Kevin died at the end
of a day planting his garden
in Martha's Vineyard. We
can think of no more fitting
tribute to Kevin than if his
ideas give rise in you to
articles that could occur in
later issues of Places.

[in no order whatsoever]

A review of where (if
anywhere) environmental
design has been effective in
the US today.

What professional “urban
designers” do as . . . what
needs to be done.

Some spectacular planning
failures.

The progressive specialization
and abandonment of the
street.

A quantitative analysis of the

flow of material through acity.

Planning for area decline:
good city decay.

The pleasures of dumps and
waste grounds.

Some potential uses of city
waste spaces; road margins,
beneath the elevated,
rooftops, side yards, alleys,
ete.

Thinning out, greening, city
gardens: a response to the
progressive abandonment of
the center.

A dreary industrial arterial:
what can be done?
Designing buses, streets and
stops for the pleasure and
comfort of the bus rider.
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The true possibilities of the
commercial strips.

Making parking lots and
garages a reassuring
experience and useful when
empty, and easily reusable.

Is there no hope for airports?

Offices, factories,
warehouses and parking lots:
the worker’s view of the
work environment.

Mobile home parks that
people like to live in.

Reuse of doorways as public
shelters: bums, lurkers,
loafers, and those caught in
the rain.

How to design corridors and
tunnels.

Review from the wheelchair
(or on crutches, or carrying
two parcels): a day in the life
of ...

Sharpening our perception of
wind, clouds, sky, sun,
moon, stars and weather.

City childhoods: pleasures
and fears.

Environmental ugliness:
what is it? Where is it found?
How is it perceived? What
value does it have?

Environmental design in
squatter settlements: creating
humane places where
resources are scarce.

The phenomenon of divided
border cities.

Designing for immigration
and mobility: the
minimization of social and
psychological cost.

Sign control: its
achievements and failures.

The human experience of
current new towns: can’t we

do better or will time heal
the wounds.

Lying down in public: is it
really sinful?

The problem of public toilets,
including a toilet access
survey by sex and income.

The technique of analyzing
visually observable misfits
between behavior and
environment.

Techniques for analyzing the
environmental image of time.

1% for art: who the hell
cares about public sculpture.

How to make breathtaking
wind tunnels.

How to dump heat, or reflect
it, back into public spaces.

Rollerskating in the city.

How to pile up snow in
interesting ways, or to
decorate it or color it, with
an appendix on ice palaces.

Possibilities and pitfalls of
sensory programming.

The idea of real time
experiments in new
environmental prototypes.

Chinese site design.

The residents of . . . describe
their own neighborhood.

The corner of . .. and . . .
Streets: how it got that way
(in detail), and how it works.

Expressing predicted change
or proposed plans on the site.

Ways of increasing the
exploratory range of children
and the aged.

Communicating the time of
day, the season, or natural
and human cycles.

Scorings for public
celebrations.

Organizing and supporting
street festivals.

Fun with utility replacement:
games of digging up, filling
in, taking down, putting up,
repair and reconstruction.

Does semiotics have any
meaning for environmental
design?

What is this nonsense called
post-modernism?

Who lives here? Guessing
and expressing.

The role of the police in
environmental design.

Could street sweeping
become a respected trade?

An analysis of the users,
makers and maintainers of
the street.

Problems of mass transport
by bicycle: experience in
Holland, China, England,
California, etc.

The possibilities of artificial
light in the city environment
and the resistance to change.

In what practical ways might
a city environment be made
educative? What has been
done, with what success?

Encouraging the expression
of local history and local
ecology.

How to make public the
analysis of local place
quality.

At least, the list indicates
what would interest me as a
reader, and perhaps a mixed
group of professionals and
lay enthusiasts for the
improvement of the everyday
environment.



Below the Surface

Lars Lerup

Like all respectable modern cities,
Stockholm has a subway. Much of
the lore of a city originates in its
subway—the Metro in Paris, the Tube
in London, the subway in New York.
In fact, a visitor would understand
more about Stockholm if he took
tunnelbanan (the subway) from the
Old Town to Vallingby than if he
climbed the tallest building in town,
since to understand the modern city is
not only to see but to possess it.

[ used Stockholm’s subway for the
first time in 1960, when I was on a
24-hour leave from a navy vessel.
Environmentally there was not much
difference between the eerily lit tunnels
of the city and the corridors of my
ship, but the subway meant freedom,
access, wheels. The stations reminded
me of no more than large restrooms,
but the hardware was good (designed
by Sigurd Lewerentz) and it did keep
us navy boys out of the snow. And it
did more. Democratic, efficient, and
far-reaching, the subway stretched its
tunnels out into the new suburbs—
Vallingby and Farsta—populated by
an army of young office workers from
the provinces, among whom were the
only women willing to be seen with a
sailor in a café or dance hall. Thus,
we rode those wonderful green cars,
dressed in our ridiculous Donald Duck
uniforms, filled with dreams of
possessing the city.

The subway system has expanded
since 1960; several new lines and
many new stations have been added.
Sailors still ride the cars, but my own
interests have shifted from worldy
possession to a more subtle search for
what is below. Stockholm’s local
transport authority, sL, seems also to
have changed its goals from simple

I Half-cylinders form an artificial waterfall;
in the back, opera events are posted on a
giant pilaster.
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2 Harlequin’s tights sweep along the ceiling
next to the modern Altamira cave.

3 The stairs leading to the street.

Places/ Volume 1, Number 3

3

efficiency, speed, and reach to a more
poetic concern for the depths of the
bedrock that forms the datum of the

city.

The internal politics that lead st and
the city to devote both attention and
capital to the new stations are
complex, but clearly two architects,
who successively headed the design
division within the transport authority,
had much to do with the shift from
sheer transport to the art of the
underground caverns. Michael Granit,
the first of the two architects, brought
a distinct obsession with the depths of
the city to his job, as if he had
unconsciously understood that art
could only take place underground.
Above ground, building was governed
by an increasingly turgid and
standardized attitude, leaving all
innovation stranded on the shores of
rules and regulations. Granit’s
successor and partner in many exhibits
and competitions, Per Reimers, shared
the obsession with the bedrock. Again,
new stations—each more inventive
than the other—resulted.

The official policy and the technical
reasons for the new attitude were
stated in one of the many documents
about the new additions to the system

written by Michael Granit:

The underground railway of the
1970s is, in fact, underground. The
stretch between the Central Station
and Hjulsta, with its 11 stations, is
one continuous cave 14 kilometers
long, and between 20 and 30 meters
below the earth’s surface. Mainly
because of improved methods of
blasting, it costs approximately the
same to build a railway in a tunnel
as on the surface. The land cost is
less, the environment is less noisy,
and the effects of climatic changes
are reduced.

After blasting, a 7 centimeter thick
layer of cement was sprayed onto
the rock. By reinforcing this, and
when necessary draining it, a
satisfactory surface treatment of the
rock was obtained. Moreover, this
results in a coarse uneven surface
which gives an exciting contrast to
the smooth easily cleaned surfaces
of the terrazzo used to cover the
floors and dados. In order to
compensate to some extent for the
loss of direct contact with the
landscape, the whole space formed
by blasting the rock has been
transformed by the artists. The
resulting works of art give each
station its identity and help the
passengers to find their way in it.!



4

To select one among the one hundred
stations in the system seemed difficult
at first, but after many trips Kung-
stradgarden (the King’s Garden) stood
out as the most generic and the most
unique. Its central location under a
popular public park surrounded by
some of the most important cultural
nstitutions in the central city makes
the station imminently accessible. But
since it does not serve many work
places, there are no large throngs of
people, and the station’s own splendor
is thereby made more accessible.

The station at Kungstradgarden was
done in cooperation with the artist
Ulrik Samuelson, who had established
himself as one of the foremost painters
and sculptors of the decade.
Samuelson had worked on the
architecture of the Central Bank with
Peter Celsing, the most prominent
Swedish architect of the 1960s, and
was, therefore, concerned not only
with sculpture but with the built
world.

The sense of a newfound liberty below
the surface of the city is visible in the
work but also explicit in descriptions
by both the artist and the architect. In
quoting the architect below, we should
keep i mind that a bureaucrat is
speaking, and it is unthinkable that he

would speak the same way abourt any
building above ground.

In (the station) nature stands as
naked bedrock, after a long journey
a wish has been tulfilled. The
vegetation 1s there in the sprayed
concrete, and down across the
tracks in an under-ground baroque
garden. Geometric patterns are
brought out of the terrazzo floor,
fossils from the past and present
speak of the nature of things.
Green, white and red becomes red,
white and green—or did it go
wrong?”

Each station follows the same basic
principles: two parallel platforms
about 180 meters by 8 meters in plan
and access paths equipped with
escalarors and stairs from at least one
street. The artist must stay within
these simple outlines. Samuelson
clected to create a shadow world,
establishing a set of symmetries
between the park and the institutions
above. Certain aspects and themes
ranging from operatic references,
museological fragments, to stylized
debris from the park are to be found
in the station. In addition, actual
displays of the activity of the various
stitutions are placed on the platform
inside giant fragments of columns
emerging from the rockwall—the

4 Kunstradgarden: the plan of the station.
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5 Almost clumsy fantasy figures emerge from
the rock.

6 The smooth terrazzo floor meets the
rough rock wall along a miniature river.
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pillars of culture reach deep down into
the underworld. But the sense of
liberty established by st allowed
Samuelson to feel completely free to
establish the links with the surface
world. The very grammar of the ‘real’
world has been altered for a freer and
more inspired structure in the depths
of the city. Ulrik Samuelson writes
about his intentions:

I have chosen these things—because
they allow room for a human
existence. That is, out of the
petrified time we call history and
with the petrified life that we call
rock, concrete and earth, rooms
emerge that somehow diminish our
own petrification.?

Once one is below the surface, space
is linear, pedestrian pace picks up,
sounds are muffled echoes, the
artificial light ranges from blue to
glowing yellow. The ground plane
takes on a new importance; both
world and horizon, all else is close, the
rock is almost too close. When you
leave the escalators descending from
the street, the ground plane, smooth
as a ballroom floor, turns to the left
and widens, The bare rock surface in
front is covered by hundreds of posters
advertising cultural events above
ground——a modern Altamira cave,

[

now with men and machines.
Sweeping by the ancient rock wall,
lightly sprayed with concrete but still
moist, another set of escalators takes
us down on the main platform. The
cries and whispers of distant trains fill
the caverns. The ground plane sweeps
around a rock formation in the middle
of the platform along the sides to
where we cannot yet see. There are
very few people because it is a
cul-de-sac station. You hear water

dripping.

The floor made of exquisitely
constructed terrazzo appears in this
underground world as a natural
gyroscope—the only bearing, our only
means of navigation—a great petrified
sea. The same sea that Henri Bosco
encounters when he describes the
descent in the cellar—the cosmic cellar
that is below each house and every
city. In Gaston Bachelard’s Poetics of
Space, Bosco writes:

Water! . . . An immense body of
water! . . . And what water . . .
Black, stagnant, so perfectly smooth
that not a ripple, not a bubble,
marred its surface. No spring,

no source. It had been there for
thousands of years and remained
there, caught unawares by the rock,
spread out in a single, impassive



sheet. In its stone matrix it had itself
become this black, still rock, a
captive of the mineral world.

The stylized ripples on the terrazzo
plane, a matrix of red and white,
hover as if they had floated to the
surface just before the petrification.
Hard, yet transparent, the great
surface allows us access to the cavern.
The walls of the cavern are sheer
bedrock, the ceiling stabilized by a
thin film of sprayed concrete, that—
like a cocoon—allows the real nature
of the rock to emerge or contour itself
the way a body would under a
blanket. On the walls are painted
endless red and white swags that rope
themselves around the walls. Parallel
to these bands are the marks of the
drills that scar the rock surface. Here
on the vertical wall the sprayed
concrete is kept away and the raw
rock is exposed. Real water trickles
and drips, occasionally following the
drill marks, then the rock crevices, to
end on a set of cascading granite half-
cylinders. Here the water forms an
almost unbroken bent surface. A crack
along the floor leads the water back
into the granite—back underneath the
terra firma.

On the sprayed concrete in the vaulted
ceiling, great, reckless swaths of

8

Harlequin’s parti-colored tights

are laid out. Giant cola tabs are
represented on the floor next to
equally flat, but almost real, fossils.
Cast cement figures occupy almost-
niches in the walls. All these fragments
from the world above have been
brought underground, but the 35
meters has disfigured, transformed,
and displaced them. Almost
insubstantial, both painted and cast
objects have lost not only some of
their form but also their meaning,
Their petrification has given them new
life, radically contradicting their
insubstantiality. Harlequin’s tights
have gained new force, their rude
flattening has burst the seams so that
his body has been fully erased—the
references to the opera above fade
away; liberated, the cloth of the
buffoon is no longer a mere wrapping
but rock itself.

What emerges from these new stations
is a sense of the backside of the city—
not its base, nor its inside, but its
other, its shadow side. Independent
from the block structure of the city,
the subways are like ancient cow
paths, slowly and gently heaving
themselves through the underground.
Above is the modern city, the city of
the individual, of independent actions,
initiative, disorder, ambiguity, change

7, 8, 9 Fragments of the painted rock

world.
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and confusion. Here below in the
depths of the city a collective
atmosphere prevails—Freud’s city, the
city of the unconscious. Sheep-like, or
as automatons, people form lines, wait
for trains and the opening of doors.
On the train all are alike. The class
system disappears; managers, lawyers,
doctors, secretaries, nurses, workers,
all follow the same pace—commuters,
equals at last! A green train, like an
iridescent snake, rushes through the
bedrock, steered by some invisible
computer. It stops. Throngs of people
rush towards the surface as if the
momentary collective petrification had
given them a chill that only individual
motion could repair. Per Reimers
writes:

Up in the escalator’s foyer
Harlequin sweeps his garment
weaving it with the darkness

of the sprayed concrete. The
proscenium has not been raised
quite yet, but a choir of voices
from the stages of culture mix with
traffic noise and the facts of a
technological world, and down
there, the trains flash by. We hurry
through the petrified forest to the
rat race of the city above.*

i2

NOTES

1 The Jarva Line (Advisory
Committee for Art, SL:1977),
p. 3.

2 Kungstradgarden (Stockholms
Lans Landsting: 1981}, p. 2.

3 Ibid., p.2.

4 Ibid, p.3.

10 Harlequin’s garment.
Il The platform at midpoint.

I2 Man meets caveman.
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The Immature Arts

of City Design

Kevin Lynch

Few Americans think that city-making
is a fine art. Most professionals agree,
if judged by their actions rather than
by their words. We may at times enjoy
a city, but only as a fact of nature—
just there, like a mountain or the sea.
But, of course, we are mistaken; cities
are created objects, and at times in
history they were managed and
experienced as if they were works of
art. However misshapen, a city is an
intended landscape.

If we think of a fine landscape, we
usually think of a rural one, or of
some historic city center. Those places
evolved gradually, and within the
confines of custom, site, purpose, and
technology, they emerged coherent.
Or, when we remember some
deliberate act of city design—TParis,
Rome, or Beijing—we also remember
it as a demonstration of dominant
power. If we abhor tyranny, perhaps
we should not look for an art of city
design. If we live in a pluralistic,
changing high-technology society,
perhaps we cannot hope for one?

Art (or design: the two terms are
confounded) is something “soft,”
irrational, concerned solely with
appearance. At the scale of the city, it
can only be a matter of decoration. It
has no appreciable connection with
the fundamental issues of city policy,
which are economic and social. City
planning is quantitative, rational,
analytic. It speaks in words and
numbers, not merely in pictures. It

is oriented to policy, wrestles with
administrative detail, skirts the
political mine fields. Although it may
appreciate the luxuries of design, it
does not have time for them. Other
things are too pressing.
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This view of art as something isolated
from other life concerns runs deep in
our culture. “Arty” is a term of
contempt, while “artless” means
something genuine or natural.
“Inartistic” and “unscientific” have
very different connotations.

Even if we lay those prejudices aside,
the judgment that modern cities
cannot be works of art may be quite
correct. There seems to be a universal
division in the planning field, a
division between those engaged with
social, economic, and locational
policy at the urban level, and those
concerned with physical form at the
project level. Schools, professional
roles, clients, and institutions are all
divided in that way. Those academic
departments of urban design that try
to throw a bridge across the gap are
subject to the constant temptation to
devote themselves to the architectural
design of large-scale, unified devel-
opment projects. Students with talents
for the design of sensuous form drift
to the established profession of
architecture. Our schools of urban
design depend primarily on foreign
students, coming from countries in
which there are greater opportunities
for the design of large-scale projects—
whether because of the stage of the
country’s development, or the presence
of a more authoritarian regime. This
surge of foreign students will recede in
time, as urban design begins to be
taught in the schools abroad (or it
should recede, since urban design is
rightly tied to the particularity of place
and society). Few U. S. cities have an
urban design division. Is urban design
un-American?

In any art, someone creates an object
or event to convey meanings and

feelings to a critical audience. The
various arts may be more or less
complex and ponderous, but they all
involve an intentional creation, and the
conveyance, intentional or not, of

a personal experience through

the sensuous form of the thing
created. The artist has precedents, a
transmitted skill, and works within a
style. He makes inventions. In part, at
least, his creations are enjoyed for
themselves, and not solely as means to
other ends.

If it exists, city design is thought to be
a branch of architecture. But it must
manipulate things and activities that
are connected over extensive spans of
space and time, and that are formed
and managed by numbers of actors.

It operates through intervening
abstractions: policies, programs,
guidelines, specifications, reviews,
incentives, institutions, prototypes,
regulations, spatial allotments, and the
like. Through all this clutter, it seeks to
influence the daily experience of a
bewildering variety of people. As a
process, it is as far removed from the
immediacy of direct handwork as one
could possibly imagine, but in its
effects it is just as immediate, and far
more encompassing and powerful.

City forms are more resistant to design
than architectural forms, for the city
has a ponderous inertia. It is the
accumulated product of many historic
actions, and will surely undergo as
much again. Just to attain a well-
known form—an axis, arcade, cluster,
or greenbelt—can be a notable
success. While innumerable precedents
and images run through the head of
any architectural designer (grand
staircases, serpentine walls, tent
structures, broken arcs—who could




not go on and on?), the repertoire

of the city designer is far more limited.
City designers are piecemeal artists
working within a persisting frame-
work. Since they communicate only
occasionally with each other, this
persistent setting is an important link
between them. Cities cannot be
designed as comprehensive wholes

in all their aspects. They must be
dealt with in partial ways, whether
as chosen groups of features, or

via strategic abstractions. This
combination of protracted time,
complex and extensive material,
collective design, a plural audience,
and a perpetually unfinished result,
must be unique among the arts, if art
this is.

Baroque architects were adept at large-
scale work. They could use irregular
sites and disordered buildings in
complex contexts, because they
focused on movement and sequence,
emphasized details, used illusion and
cosmetics, played with contrast and
ambiguity. But since they spoke to

a restricted, courtly clientele, their
work was also simplified. Later,
architectural theory felt a broader
social responsibility, but it stressed
clarity and integrity of form, and the
composition of complete, extended
areas. It called for clean sites and
total control. More recently, architects
talk once again of context and
contradiction and seem more
comfortable in a disordered world.
But they are still object-oriented, still
intent on innovation and personal
expression, traders of historical spare
parts and refined allusions around a
closed professional circuit, Their
products follow a recognizable
international style, despite the
welcome deference to context.

I A typical big urban design proposal:
Mission Bay project for San Francisco. Will it
in fact be built as shown? How will it fit into
its surroundings, or match the desires of its
future inhabitants. Photograph courtesy of
1. M. Pei & Partners
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2 The Back Bay in Boston: in its day a “big"”
project, but one realized gradually under
favorable circumstances, and now matured
into a well-loved landscape. Here we can be
sure of what public policy is designed to
protect. Courtesy of Landslides/Alex S.
Maclean

3 The essential structure of central

Boston as perceived by one of its inhabitants.

Could such an image be consciously designed?
Courtesy of Landslides/Alex S. MacLean
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Until architects change these attitudes,
the city designer must unlearn much
of what they have to teach. Landscape
architecture seems closer to city
concerns, since landscape architects
deal with large areas that grow and
develop in time, that are only partially
under the designer’s control. Yet
contemporary landscape architecture
is not as intriguing or compelling as
contemporary architecture. The fires
that played behind the great French
and English gardens seem to have
gone out, along with the moral and
political statements that those gardens
made.

Three Accepted Modes

To begin, we can say that there are
at least three ways of improving the
sense of our cities, which most
people who might stop to think
would accept as reasonable. First,
we can manipulate certain key
parts of a city with aesthetic intent,
wherever those parts are built

new and at one time, under unified
control—certain squares, principal
streets, parks, or groups of
buildings. Doing this well, and
fitting those new parts smoothly
into their context, is the task that
“urban design” normally sets for
itself. Such work draws on the skills
and precedents of site planning,
architecture, and landscape
architecture, against a background
knowledge of politics, sociology,
and economics. The urban designer
works with public or private clients
who have the resources to achieve
large projects of this kind. The
traditions of such work lie in the
achievements of kings and princes.
Today it is based on redevelopment
and big capital.



Indeed, it may rely on them too
unreservedly. Many of these
projects are alien intrusions in the
city fabric, and unresponsive to their
users. Critics can compare them
with well-fitted small projects, and
conclude that decentralized design
is always a better way of achieving
a humane and varied environment,
Nevertheless, large project design
can at times be quite legitimate,
when the work is by its nature at
that scale, as in a large new park,
for example, or the refashioning of
a major street. A lack of response
to context or to user is not a
necessary characteristic of large
projects, even if it is a common one.

Large development projects occur
at the city center or along the city
margins, while the design of new
towns or town extensions has
become much less frequent in the
United States. Elsewhere, much of
the work at this scale is stiff and arid,
even if there are exceptions, such as
Tapiola in Finland. Turning to the
past, we can cite the achievements
of Amsterdam South, Boston’s Back
Bay, or Edinburgh’s New Town. But
these older extensions benefit from
the incrustations of time.

Beyond this somewhat risky art

of big parts, one may well deny
that city design is possible. Perhaps
a really fine urban landscape only
results from some long and
favorable historic development, an
evolution beyond our ability to
cause or direct. In that case, the
best one can do is to protect those
beautiful places, once they have
evolved. Therefore, we should focus
on conservation rather than on
creation. In any new place, one can

only construct a stable, practical
framework, which will perhaps
later become the stage for some
eventual flowering. This is a
defensible, but rather despairing,
view of city quality. Some will even
assert that an adequate provision
for the more direct requirements
of a place—its accessibility,

its healthiness, its close fit to
behavior—will insure its beauty.
But that extension of the familiar
functional theory seems even less
likely to be true of a city than of a
good machine, since cities have
such contradictory purposes.

Even if we believe that city design is
not an art, in the usual sense of a
direct creative process, yet surely
sensory quality is a legitimate

and necessary concern of city
planning. Criteria for the
immediate, sensuous, psychological
effects of the environment should
certainly be added to all those other
impacts that we consider in setting
city policy. Area programs should
deal with shape, sound, smell,
climate, color, texture, symbols,
space, and sequence, as well as with
use, access, bulk, and the like.
Programs and criteria are effective
ways of improving the quality of
everyday life, even if their
composition is a rational exercise
rather than a creative act. Creative
artists work within them, and are
supported by them. I am convinced
of their importance, and city
planning is at last beginning to
move in this direction.!

And Six Possibilities

These three views of city design—
that it is only a concern with big

new parts, or an exercise in
conservation, or a preparatory
programming process—are
reasonable but unsatisfying. |
would like to think that an art or
arts of city design (peculiar arts,
to be sure) are at least possible,
certainly desirable, and, in
prospect, engaging. Clearly, they
cannot be big architecture, that
dream of pervasive, never-failing
control. City design is, indeed,
concerned with big places, but it
must deal with continuous change,
a plurality of clients, conflict,

and participation, and yet leave
room for the creative act and the
aesthetic response. It should be
possible to create new forms and
styles and to convey meanings

and feelings worthy of critical
judgment. What possibilities might
we think of, that could sustain such

development, judgment, and
delight?

One would be a concern that
focused on the basic perceived
structure of a region. Such designs
might deal with the character of
key centers, landmarks, and
districts and their connections, and
propose a strategy of how those
characters and connections should
develop in successive stages. This
mode of design fixes essentials and
leaves openings; it is loose and tight
at the same time. It is a proposal
for developing the public image

of a settlement, along with those
physical interventions and
guidelines necessary to create that
image. “A line of towers and public
plazas, following a suspended
transit line, will be extended from
the present cluster up that ridge,
flanked by a close packing of low
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4 Journeys could be shaped to create a
coherent sequence of motion, space, and
view, as in this diagram for an imaginary
highway. Diagram by Kevin Lynch
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workshops and residences on either
side. The line will begin at the new
bridge, at the confluence of the
streams which everyone thinks of as
enclosing the town, and it should
be possible to see this core in
foreshortening as one approaches
up the river valley.” This is the way
(if too simple an example) in which
great cities are remembered. But
intended frameworks are not solely
appropriate to great cities. They
can be used wherever an area or a
project will undergo substantial
development, by numerous actors,
over an extended period. They can
guide growth in a renewal area, for
example, or on a large campus.

Such images are crossings of social
meaning and recollected form that
grow and elaborate in time. They
link citizen and place, enhance the
significance of everyday life, and
reinforce the identity of group and
self. “I am the citizen of no mean
city.” Just as topography is the basis
of a site plan, present images are
the basis for framework designs,
and present hopes their guide. In
daily converse, ordinary citizens
participate in making those images,
and yet they can also be conscious
inventions, new forms. Images arise
from changes in perception, as

well as from physical changes.
Newspaper critiques, “town trails,”
new viewpoints or entrances,
painters’ or designers’ visions, or
the enthusiasms of renovators, all
remold a city’s image.

There are powerful precedents for
such structures. Analyses of existing
city images have often been made.
Image designs, on the other hand,
have been rare. They require a

fluent, diagrammatic language that
can be interpreted and applied by a
broad public, and can be followed
or modified over a long period

of time. Image design must be
supported by concrete illustrations
of the character implied by the
diagrams, and by such familiar
abstractions as a proposed network
of public spaces, the locations and
visibility of future focal points and
landmarks, such as a tree-planting
plan, and, surely, a scheme for the
principal approaches. As an area
develops, and these elements gain
prominence and character, and as
their popular image matures, the
proposed structure is more easily
apprehended, and its conservation
and enhancement are more likely to
be supported.

Image designs require the intuition
of latent public perceptions and
the application of this forecast to
actual development decisions.

But they do not require total
control, since there are many ways
of carrying out such general
structures. They do demand
sustained interest and continuity
of application, however, which
implies an agency concerned and
competent at that scale, or at least
a body of informed opinion that
can exert effective influence.
Framework designs are an
appropriate way of dealing with
something as large, as dynamic, and
as persistent as a city. Sensory
programs can be grounded in them.
They would be works of art,
lengthy social collaborations. They
are not customary.

In a more concrete and realistic
mode, city design can focus on the



5 Gordon Cullen shows us how the center
of a small English town can be considered as a
series of engaging views. Courtesy of Van
Nostrand Reinhold Co. Inc.
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journeys by which people actually
experience cities. City trips are
enjoyed or suffered, but they are
remembered. The pleasures of
motion, and its connotations of
energy and life, are, perhaps,
especially meaningful to us today.
Streets and vehicles are under
public control, and this is accepted
as normal and necessary. It is
routine to design streets, bridges,
tunnels, and sometimes street
fagades, but only occasionally

are they treated as sequential
experiences: as comings out and
goings in, as arrivals, glimpses,
risings, fallings, a winging around,
a sudden view—as approaches,
progressions, or foretellings. There
are techniques for recording such
temporal forms, although they may
be unfamiliar to most designers.

There are precedents for this in
modern highway design, which at
its best has a well-developed style:
the rural, long-curve, split-lane
freeway, following the form of a
rolling ground. Other styles can
be imagined: ones that cut
through, oppose, and so dramatize
the ground, or which emphasize
surprise and ambiguity, or
exaggerate apparent speed, or
open and close space rhythmically,
or amble about and investigate
oddities. We find rich examples of
sequences in classic monumental
approaches, or in the byways of
old cities. Architects sometimes
consider these spatial narratives
within their buildings. Garden
designers have created many
marvelous outdoor sequences—the
Wang Shih Yuan in Suzhou, the
Sento Gosho in Kyoto, or great
English gardens such as Stourhead.
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But ordinary streets could also be
designed that way, and as such could
transit lines and cycleways and
promenades: along a waterfront for
example, or through a succession of
neighborhoods. Such effects would
seem natural to consider when
making the initial layout of
circulation, but they can also be
considered in planting or lighting
an established street, when opening
a new connection or locating a
major new roadside feature. Even
the character of the vehicle is part
of a sequence design. Wind and
swooping motion makes almost any
city ride memorable, when it is
accomplished in an open-top,
double-decker bus.

In the city, of course, one cannot
remold the entire setting for the
sake of serial vision, as one might do
in a garden. One shapes the road-—
and perhaps also the vehicle—

to reveal what is latent in the
surrounding fabric, just as one
would work with the topography
of a highway corridor. While

serial design is unfamiliar as a
deliberate city intention, yet certain
chance sequences are well known:
approaching Pittsburgh by tunnel
from the south, or New York on
the Staten Island Ferry, or riding
along New York’s East River Drive
or Chicago’s Michigan Boulevard.

It is unlikely that anyone would
specialize in sequence design (as
one might specialize in some others
of these possible modes). Sequence
design should simply be a normal
preoccupation of the engineers

and site and city planners who
arrange our public streets—an
element normally considered and

normally commented upon. If they
are unfamiliar, the principles of
sequence design are hardly new.
See various garden texts, or Philip
Thiel’s work,? or “The View from
the Road,”?® or Cullen’s “Concise
Townscape.” The opportunity

is there, if rarely exercised.
Journeys are real entities,
deliberately planned and directly
experienced. But to propose
designing a succession of visual
experiences only raises eyebrows.

In its third mode, city design can be
a conscious art of renewal, an art
of refurbishment, tinkering, and
redoing. This work may not sit so
well with some designers, who want
to make it new and all their own.
But we commonly find pleasure

in renewing an old house, and

an artist can be absorbed in
recombining found objects. By
making one’s mark on something
old, by recovering selected features,
one achieves a richness otherwise
unobtainable.

This is the appropriate stance when
working in almost any city area. It
is especially appropriate in a plural,
changing world, so full of ambiguity
and contradiction. Our middle-
aged suburbs cry out for such
enrichment. Current achievements
in “place making” (as described by
Fleming, for example, in his book
of that title) are good examples of
the art. Renewal is creative design,
not just preservation. New and old
are contrasted to bring out the
meaning of each, and so the depth
of time is made visible. There can
be different styles of selecting

what will be presented: should we
pick out an underlying pattern of



function or condition, or emphasize
an historic succession, or make a
surprising contrast? To take another
example, the color applied to old
buildings need not be historically
correct, as current conservation
doctrine would have it. It can be
used to glorify details, to create

a disruptive pattern, or simply

to be outrageous. We may deny
that cosmetics is a fine art, but a
tattooed face can blow the mind.

To paint add planting, lighting,
graphics, shelters, and street detail,
the insertion of “pocket” open
spaces and public art, the placement
of a modest monument or new
building at just the right location,
or the encouragement of street
activity. Guides for any future
construction can be part of the
package. If most current examples
of this art have been located in
modest downtown areas or historic
conservation districts, and have
had a rather similar stylistic cast
(we begin to have a sufficiency

of Victorian main streets), yet
refurbishment could also deal

with newer areas and use different
styles. Residents enjoy these
accomplishments and can
participate in them. The renewed
neighborhood is reaffirmed as
home, a place whose history and
function has been made meaningful.
There are institutional means for
bringing this about, even if public
budgets are slender.

Still another city art is the design of
events, with which the artists of
the Renaissance were quite familiar.
The great aristocratic and religious
festivals of the time required the
collaboration of architects, painters,

sculptors, poets, musicians, dancers,
players, costume makers, cooks,
and the confectioners of fireworks.
Celebrations can be invented, streets
decorated, sound and light shows
composed, parades, fairs, carnivals,
and dances organized. We all know
successful examples: Boston’s First
Night, Macy’s Thanksgiving Day
Parade, Baltimore’s ethnic fairs,
New Orleans’s Mardi Gras, the
planned entertainments in shopping
malls, neighborhood street dances,
coronations, grand openings. Some
are traditional, others consciously
designed. They add meaning and
sparkle to city life, and make us
aware of our common humanity:
we take joy together. Celebrations
need not be confined to the special
occasions. They can lighten and
inform our daily routine. Of course
they can also fall flat, like tired
Christmas wreaths on the light
poles along the street, and the jolly
Santas at the corner.

Most city events are accepted as if
they just happened. Event designers
are unsung. Their professional role
is precarious, their work ephemeral,
and their next job uncertain. If
these happenings had a more
stable institutional base, and if
their composers had more explicit
recognition—perhaps if their
works, like that of a composer

or a dramatist, were repeatedly
performed and thus attracted
critical judgment—then event
design might be a more compelling
role.

Of course there is a danger here. The
deliberate “animation” of a city
street can rise to the level where we
simply become the passive viewers

of an encompassing spectacle or,
worse, the manipulated participants
in some false demonstration of
loyalty or “fun.” Burt if good event
design makes use of showmanship,
it does so not to compel the actions
of its audience, but to give them
opportunities for action. Moreover,
in the human diversity of our
streets (and except for the initial
tourist experience), it is less than
likely that any event will be long
maintained without the assent and
interest of those who attend it.
Boredom, dissent, and disbelief

are effective censors. While the
freedom of the streets must be
preserved, it is not so easy to
subvert.

The fifth mode of city design is just
routine: something unnoticed, of
low order, a task for draftsmen,
who are employed by towns or

by equipment suppliers to shape
those small repeating pieces of
which the city is composed. Their
work is everywhere: signs, paving
materials, seats, fences, shelters,
light standards, power poles,
hydrants, trash cans, telephone

and letter boxes, parking meters,
curbs, and all the rest. Designed as
isolated, standard objects, they
coalesce into the commonplace
jumbled scene. On the other hand,
designing each piece afresh to
respond to each particular situation
{as one might design the special
fittings for some exceptional
building) would be enormously
expensive. Design, production,
installation and maintenance would
then be unbearably complex. The
customary process—piecemeal,
standardized, and out of context

as it may be—fits the way city
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6 Greenbelt, Maryland, is not oniy an almost
forgotten example of a fine new townscape,
but also of how a system design (in this case
of good furniture which could be rented by
residents) can enhance the quality of the
whole. Photographs by Gary A. Hack.
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furniture is actually produced and
distributed, and the way its parts
are stocked. At least this process
ensures the technical adequacy of
each piece.

City designers might intervene
more effectively in this area if they
were to engage in system design.
By that I mean the design of
constellations of things that

will be used repeatedly: a typical
bus shelter, along with its signs,
lights, seats, and associated
services; or a minor street,
including its cross-section, walks,
carriageway, curbs, planting,
lighting, signs, fences, and system
of maintenance; and the ways in
which all these may be interrupted
or modified to fit changes in use,
topography, or local preference. A
pattern and schedule of landscape
materials could be prepared for
typical public places, in a certain
urban region, with rules for their
location, grouping, planting,

and upkeep. One can deal with
the shape and finish of subway
entrances, steps, and tunnels; with
a cycleway in relation to other ways
and fronting uses; with a fencing
system; with the location, form,
and information content of public
signs; with typical pocket parks
and playgrounds; and with many
more features to be used in a
general locale. The craft of the
industrial designer is relevant here,
and perhaps these designers might
venture into the municipal realm, if
they could bear the confusion.
Recent trials have not always

been so successful, however, since
industrial designers are accustomed
to clients who are in firm control of
their products, who can see that




they are made and delivered just as
they are designed.

Where the institutional capability
exists, system design can be highly
effective. Much of the success of
Haussmann’s parks and boulevards
hung on this attention to detail.
Since system designs will be used

System designs can be partial
designs: intended, that is, to be
completed or modified by other
professionals or amateurs yet to
appear on the scene. A basic bus
shelter might be furnished, sited,
and decorated according to the
plans of a professional hired by a

neighborhood assoc1at10n, ora
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lot, or a street vendor’s stall.
Christopher Alexander’s “patterns”
are outstanding examples of this
genre. Early pattern books guided
much of the house design in this
country, and popular magazines
continue that work today—if in a
slick and illusory way. Fantasy

designs, such as for a sea-bottom
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