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1. NEW DESIGN FUTURES

Future Shock, or Possibilities for Creative Future Change?

«In our time, the amount of change in the environment
(o which an individual has to keep on readjusting him-
self psychologically is so great, and the pace of this
change so rapid that the demand is straining the human
syche’s capacity to adapt.”* Nowhere, probably, are
the forces of change Arnold Toynbee mentions so ap-
arent and the means to deal with them creatively so
diverse and protean as in the increasingly intertwined
interfaces of art, architecture, science, and technology,
ublic involvement in environmental change, and the
other disciplines, talents, enthusiasms, and concerns that
affect and/or are affected by man’s environment and the
ways he manipulates it.

This book is an examination of a number of approaches
to the general aspects of environmental change. It dis-
cusses the work, practical and theoretical, of a number of
individuals and groups from a number of countries who
have as common ground an interest in ameliorating
man’s lot in an increasingly desensitized atmosphere,
and of postulating ways in which he can have—in smaller
or larger scale—a deciding influence on the ways he will
Jive and the nature of the places in which he will live.
Some of the work will appear fantastic to many readers;
other proposals will seem commendably “practical” and
worthy of support by governments, industries, and the
rest of the bureaucratic hierarchy that has gotten us into
the sorry fix we are in at the present time.

This book seeks not to make laudatory, or disparaging,
judgments upon specific projects or to arbitrarily segre-
gate the workable from the visionary (the visionary must
be tomorrow’s “workable,” anyway, if we are to move
ahead), but to investigate the forces at work in new
fields of environmental creativity and the interests that

provoke them.

Changes in Creative Approach

One of the first things we become aware of in examining
the activities of these new environmentalists (to use the
current—and inadequate—fad expression) is that they
are in a state of change in terms of how they practice
their own disciplines, be they architects, artists, tech-
nologists, or people dealing with psychosocial phe-
nomena.

A great number of young architects and planners have
become weary of, if they have not rejected from the out-
set, the concept of the architect as “master builder,” the
benign (ideally) dispenser of masterworks for the people
to live, love, and do business in. They—the young—
perceive that the most neglected resources in the creation
of buildings and environments have been the feelings
and needs of the people, the ultimate users of those
buildings and environments, particularly as compared
with the specifications of the private or government
client, who as often as not has a completely different set
of standards and requirements. This involvement of
people in the process of change in their own environ-
ments leads to the changing role of the designer and

planner as a guide not a director, an “expert participant”
not an imposer of closed environmental systems.

For fifteen years I was an editor on the American
architectural magazine Progressive Architecture. In that
period—1954 to 1969—I was fortunate to have a front-
seat view of the changing performance of architecture
and planning. The period began with the final triumph
of “modern architecture” in the superactive building
days following World War II. The ideas of the Bauhaus
and the International Style became generally accepted
as the new way of designing and erecting a vast number
of necessary new buildings, created largely from a ma-
chined kit of parts, still put together by hand on site.
But the concept of the architect’s role, despite the team-
work pretensions of some, did not change; he was still
the seminal “master builder.” The reaction in the late
fifties and sixties against the “austerity” of misunder-
stood Bauhaus concepts set much architecture back into
the exterior decoration cul-de-sac whence it had only
recently emerged, and re-established the architect as a
sort of “artist of the environmental object,” who fes-
tooned the landscape or cityscape with muscular pieces
of sculpture or lapidary coruscations in which people
were supposed to live and work, but within which they
ultimately had to make their own life-sustaining connec-
tive tissue to the rest of the community without any aid
from the architect, who had gone on to make yet another
masterpiece.

Whole cities were planned in this object-oriented, closed-
system, architect (or planner)-as-God manner, Vallingby
and Chandigarh being differing examples at the top end
of the scale, and Brasilia illustrating the nadir of such
pretensions. As isolated buildings, the powerful sculp-
tures of a Saarinen or a Le Corbusier or a Louis Kahn
had the impact of any superior three-dimensional work
of art when this ego-trip architecture was working well;
at the other end of that scale, the anemic neo-Gothic
tracery of a Minoru Yamasaki, the elitist neo-classicism
of a Philip Johnson, or the offensive, marmoreal monu-
mentality of an Edward D. Stone could hoke up the
urban scene just long enough to delude the public
temporarily that the imperious design establishment
might have some clothes on.

This closed-system approach to design and planning is
not completely universal in the architectural Establish-
ment. Among a few prominent architects some reflection
of a changeover to a more involving and mutable de-
signed environment can be perceived. Kenzo Tange’s
proposals for an infrastructural system in Tokyo Bay
would permit the input of various kinds of uses and
structures. His main pavilion at Osaka’s Expo 70 with
its servo-robots and various elements plugged into a
gigantic space frame was a physical realization of new
environmental directions. Paul Rudolph, surely a para-
digm of the “object-design” persuasion for many years,
has become involved in investigations using mobile
living units plugged into service armatures on a large
scale. Moshe Safdie, of a younger generation, continues
to refine his concepts from Habitat for new ways of hous-
ing people. Additive and/or accretive environments are
being proposed—occasionally with actual realization—by
people such as Noriaki Kurokawa, Leonardo Ricci,
Fumihiko Maki, Manfredi Nicoletti, and, of course,




England’s Archigram group. The basic thrust to many of
their concepts is the ability of the environment to
change in response to the needs of its inhabitants.

The individual object-design building of great beauty
or power as advanced by Kevin Roche, James Stirling,
Cesar Pelli, and Hans Hollein has so far been unable to
provide this responsiveness—the “integrity” of the de-
signer’s concept being the paramount consideration and
the inviolable ideal. When these structures are well
done, people respond to the architecture, not it to them;
when ill-conceived for inappropriate goals, these struc-
tures are intrusions on the physical, social, and psycho-
logical landscape and merit negative reactions.

Given the ineffectual-not to say disastrous—results
these approaches have had in dealing with real life in
real environments, the new design generation now says,
“Thanks a lot, but we are not buying that!” (Or, as John
Johansen quotes it, “Cut the crap!” %) New designers and
planners now wish to work with the real pith and gut
of the reasons for change, not worrying about Mies’s
“God being in the details,” or Yamasaki’s manufactured
“delight,” or the efforts of most architects toward creat-
ing beautiful personal statements to elevate the self-
esteem (and the bank accounts) of a few corporate
clients.

“We've all been brainwashed, for some two centuries,
into servility in the presence of the Genius as Cult
Hero,” says Orson Welles, who should know. “Essentially
a Romantic institution, the Genius with a capital G re-
placed the absolute monarch as a law unto himself, and
took over from the church as spiritual bully. The true
importance of the artist is judged not by how much he
impresses us, but by the gifts we receive from him.
Shakespeare and Mozart opened windows; they were
liberators. The ego-licensed Cult Hero is an invader.
He breaks in, and—drunk with the sound of our breath-
less praise—burns down the house.”

Impacts of Change

Like the young architect, many artists no longer are
interested in such ego trips or in producing discrete
paintings or sculptures as objects. Their creativity leads
them into becoming part of ongoing creativity, dealing
with natural, scientific, social, and, indeed, artistic (in a
participatory sense) processes. They begin to deal in
ideas, in exchanges of feelings and desires, in bringing
other people from other disciplines into a shared crea-
tion, one shared also with the public. The separations
between art, science, technology, architecture, and every-
day life, are beginning to appear as artificial boundaries,
and hence to disintegrate. To some artists (using that
term in its largest sense), no one, ideally, should be ex-
cluded from involvement in the creative process, nor
even from actual participation in it.

The sculptor and author Jack Burnham has postulated:
“Remember—the Latin derivation of art, the term ars,
in the Middle Ages was less theoretical than scientia: it
dealt with the manual skills related to a craft or tech-
nique. But present distinctions between the fine, applied,
and scientific arts have grown out of all proportion to
the original schism precipitated by the Industrial Revolu-
tion. ... At a time when aesthetic insight must become a
part of technological decision-making, does such a divi-

sion still make sense?” He also remarks: ‘“Apparently
once aesthetics is removed from the tidy confines of the
art world, it becomes infused with ethical, political, and

biological implications that are overwhelming but never-
theless critical.” 4

The infusion of a universality of concerns into the crea-
tion of art, architecture, and environment brings about
a new ecumenicism of endeavor, where artists create with
architects, architects with cyberneticians, scuiptors with
technologists, designers with ghetto-dwellers. It is pos-
sible to conceive of an entire recycling or feedback sys-
tem of environmental creativity through which all the
elements of a creative “chain of evolution” might speak.
This, at any rate, is the hope of many of the groups and
individuals presented here. Art, theater, science, tech-
nology, architecture: all are in a situation of pressure to
respond to a multitude of newly vocal and visible forces
and requirements. “The achievements of the past, no
matter how exalted, are always to some degree hostage
to the standards of the present,” writes art critic Hilton
Kramer.® This is more apparent today than at perhaps
any period in the past. New needs, new media, new
knowledge and experience of many more people, make
it more and more imperative that the processes of en-
vironmental change and creation be visible, and be
shared by the world’s witnesses and users of those
processes.

Some planners and designers will find that this new
visibility, this new involvement, is rather hard to take
in their professional roles. Conservationists, for instance,
have found a disturbing disinterest, indeed hostility,
among people in underdeveloped countries to proposals
for pollution control of various sorts. Far from wishing
to keep their countries free from industrial and auto-
motive pollution and close to a “natural” ecological
balance, many of these nations cry out for more industry,
more polluting vehicles, more urbanization, more com-
merce and trade—more of what the rich commercial and
industrial countries already have, in fact. This attitude
can be compared with that of ghetto residents in the
United States or other technologically advanced coun-
tries when confronted with designers and planners (or
politicians or sociologists) who would “improve their
environments” or “do good” for them. It frequently
develops that blacks and other oppressed peoples want—
much to the distress of the aesthetic designer—color tele-
vision, Cadillac automobiles, furs, plastic convert-a-beds,
sharp clothes, and the whole consumer bundle. Every-
thing, in other words, that they see others getting with
little visible trouble, but which they can not have to
ameliorate their rough existence—physically, at least.
This has nothing to do with traditional approaches to
good urban design, or beautiful cultural centers, or
worry about “letting the materials speak their own nat-
ural, truthful language” in a bit of architecture. It has
to do with people who are denied the “good things of
life” wanting them, just like the certified public accoun-
tant or the schoolteacher sitting next to them on the sub-
way. The designer’s concern about good taste is about
as significant in this context as a society matron’s dither
over which tiara she should wear to the Junior League.
The increased ability of planners and designers to sub-
due their own professional egos (not their talents, their
egos!) and respond to the needs and wants of people

is of prime importance, just as it is for other profes-
sionals, professional politicians included.

This is, of course, not an easy transition; it is not even
easy to convince people in communities—once the de-
signer has convinced himself—that they can perhaps have
a say~in the future of their environments. They have
been imposed upon and lied to for so long by such a
parade of believable and less-than-believable individuals
and groups that a new way—or new ways—of doing things
will seem as suspect as any previous offer. Therefore,
candor about what designers can promise and deliver;
creative inclusion of people’s contributions in the de-
sign and planning process; and, above all, the visibility
of every action and reason for action during that process
will add immensely to new possibilities for including
people in the changes in their environments.

Ways and Means

There are at least two approaches to this enhancing of
people as activators of their own environments repre-
sented in the work in this book. One has to do with
means, and the other with ways. The means for greater
environmental control include the provision of a whole
new spectrum of readily available physical things and
attributes for use in individual, group or community
attempts to make for positive environmental alteration.
The work of Archigram, Francois Dallegret, Event-
structures Research Group, John Johansen, and others
lies in this category, which can be described as the
creation of physical things, of whatever scale, that people
can relate to in active modes and can use to change or
otherwise affect their lives.

The ways for people to become involved in environ-
‘mental control include the Experiments in Environ-
ment of Ann and Lawrence Halprin, the process-ori-
ented ideas of Cedric Price, and the participatory designs
and public events of groups such as Haus-Rucker-Co,
Ant Farm, Missing Link Productions, and Coop. Him-
melblau. It is worth noting here that, while many of
their ideas and proposals have been mainly limned in
the architectural press or participated in by small
selections of museumgoers and other cognoscenti, the
Halprin processes have graduated into full-fledged com-
munity-involvement workshops with real communities.
Ant Farm has used its various techniques in many educa-
tional and public situations (as has Haus-Rucker-Co),

and there is a growing number of still younger students

and practitioners (at least in the United States) who are
taking community action and involvement as the initial
steps in a responsive design and planning process, rather
than as a reactive phase to occur after the publication
of the design in local newspapers.

Ways and means for sharing the act of environmental de-
sign have their advantages and drawbacks. Designing
objects satisfies the creative urge that makes people be-
come designers in the first place, but it may still tend
to exclude some people in the community from partici-
pating in the full use of the objects. Involving com-
munity people on an ongoing creative basis may tend
to thwart a designer’s impulse to get it down on paper,
design it, and see what it looks like. But this- process
also can have the immeasurable advantages of the experi-
ences, needs, and insights shared with people he might

otherwise never contact.

In all candor, I must state that some of the individuals
and groups you will see later on in this book may not
agree with the inclusive tendency that I feel abroad in
design and planning. Some may feel—Superstudio comes
to mind—that the act of design is such a special thing
that, while the result may be responded to by others, they
perhaps cannot share in the creating of it. I believe,
however, that the trend is away from an elitist practice
of closed-system design and planning, and toward the
design of things that can change, buildings that can be
altered, environments that will be responsive to the
needs of the people who live in them and the people—
professional or ‘“‘amateur”—who will continually be re-
sponsible for what happens around them.

2. ARTHROPODS: AN ACCIDENTAL
METAPHOR

When several friends and I were designing the poster
that was sent to architects and designers asking for ma-
terial to include in this book (see p. 2), we wanted an
interesting visual image to symbolize some of the groups
working in various countries. Coming upon an old
scientific atlas of various insects, we chose them to
represent Archigram, Ant Farm, Archizoom, and so on.
Not wishing gratuitously to label my hoped-for contri-
butors as “insects” (I doubt that I would have gotten
much cooperation that way), I looked up the technical
terminology for these creatures, and so the design groups
are called Arthropods. Most happily, if also most un-
expectedly, the description of arthropods happens to
coincide nicely with the creative activities and processes
in which many of the groups and individuals are in-
volved. According to the dictionary, an arthropod is a|
member of “a phylum consisting of articulate inverte-é?
brate animals with jointed limbs, the body divided into/
melameric segments. . . .” ¢ This unexpected, aleatory
knowledge meant to me that the groups in this book
(and frequently their works also in another connection),
can be described as Arthropods, since their members are
articulated or interconnected for singular purposes of en-
vironmental creation, while still being segmented into
their individual personae as artists, architects, designers,
planners, or performers. (Further metaphorical possibili-
ties in this line include the prefix arthro meaning joint
or jointed, and arthromere meaning one of the body
segments of a jointed creature. The reader will be over-
joyed to know that I will abjure such locutions as arthro-
tecture, arthrology, arthrotects, and the like. I trust others
will do the same.)

In these groups, there are artists who design structures,
sculptors who make pneumatic buildings, architects who
deal mainly in information and graphics, planners who
create community performance environments, scientists
who are interested in environmental art events. Making
their own personal and professonal inputs as intercon-
nected “segments” of environmental groups, they create
many and various places, events, situations, projects,
workshops, and possibilities for the involvement and
participation of other people. Also, while perhaps work-
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ing as part of the design “phylum,” they find it possible
or necessary to create in the articulation of their own seg-
mented individual professional and /or artistic persuasions.
Therefore, many of these people have at least three
options to creativity: (1) within their own specific de-
sign orientation; (2) acting as a “‘segment” of a common
group endeavor; and (3) becoming part of an anony-
mous Arthropod environmental influence for people to
respond to in their own environments (much as a cloud
of mosquitoes will influence people to react in one way,
while a plate of crayfish ravigotte will cause them to
respond in quite another!).

To drive my accidental metaphor just a bit further, these
Arthropods also can be compared to their brothers in
the worlds of insects and crustacea generally, because
they deal in works that are self-regenerating, or crea-
tively changeable in response to outside influences, the
way many real arthropods can grow new segments when
one is affected in some way. Personally, I have observed
this in the ways some Arthropods can move from group
to group, office to office, commune to commune, or work
alone, in different times and places. Someone who was
with Haus-Rucker-Co yesterday may be happily working
with Missing Link Productions now; someone who de-
signs festivals for Phoenix House might also consult
with Experiments in Art & Technology; and someone
who works mainly with Ant Farm might decide to de-
vote some time alone to an individual project.

Similarly, the works of many of the Arthropod groups
support this metaphorical allusion. Archigram’s Instant
City, which can segment (or attach) itself to an entire
town temporarily and enrich and enhance it in sensory
and three-dimensional ways, is a prime example (as are
its famed “plug-in” concepts). Other illustrations in the
following pages include Hardy, Holzman & Pfeiffer’s
Community Center as a Straddle Structure; the works of
Evenstructures Research Group and A. Carlini, and the
hang-on, clip-on, and plug-in designs of Haus-Rucker-Co,
Missing Link Productions, and Coop. Himmelblau.

The regenerative aspects of these design processes are
particularly apparent when seen in combination with
older architecture or other people’s structures: a build-
ing (or a neighborhood) does not wither away and die,
but is revitalized and regenerated by the infusion of
new dimensions, new spaces, and new uses. The accre-
tive, additive nature of much of Arthropod work is
thus more than just a physical piling up of something
on something else or plugging another pod onto a larger
structure. In many of these creative concepts, it has the
potential of a sort of fulsome gestalt growth, in which
the burgeoning human environment becomes more than
the sum of all the infrastructures and the additive ele-
ments.

This is the meaning of working with process in the en-
vironment rather than being concerned merely with the
design of a predetermined product in a closed-ended
system, be that product a building, a master plan for a
city, a painting, a dance, a sculpture, or a space vehicle.
The process orientation permits positive change, asks
for the involvements and feedbacks of other people, and.
in its responsive (non-reactive) nature, seeks to relate the
work (of art, architecture, planning, science, technology)
to the physical characteristics and the needs, desires, and
feelings of the people and places it is going to affect

(and which will inevitably affect it). The entire continu-
ing process can become the participatory growth of cul-
ture, for, as my nine-year-old niece Victoria Lindgren
reminds me, “Culture is what people do to their en-
vironment.” It is here that I persuade myself to draw
the arthropods image further again, for the connective-
ness between designers, architects, and planners with
what they do, who they do it for (and with), and the
places they do it to, seems to me to evolve a living cycle
of consequences that we must begin to learn to nourish
compassionately. We may all be segmented into our own
private family group, or cultural wants, needs, and am-
bitions, but, in positive terms, man’s relationships with
his environment and with other people must also have
its integrally articulated aspect, wherein all of us are re-
sponsive to, responsible for, and dependent upon each
other for our well-being and for our creative, continual,
positive environmental changes. We can all open win-
dows; be liberators; share the consequences of what we
create!

3. EXPERIENCE IN THE ENVIRONMENT
EXPERIENCE OF THE ENVIRONMENT

Observations from nine quite different sources indicate
the need for a nonstatic environment; cities we can all
be performers and effectuators in; places where the
architect, the greengrocer, the artist, the bureaucrat, the
whore, the player, the scientist can share and experience
their mutual environments and influence in them the
changes necessary for fulfilling satisfactory life styles (or
cultures, Victorial).

The city of power, dehumanized tribute to the stan-
dardized industry of men and machines, nevertheless
may fail-not owing principally to its size, nor to its
labyrinthian complexity, and not because it does not
tend to its inhabitants’ business and governmental
interests; but, more provocatively, because it has not
taken account of their nonmaterial aspirations, espe-
cially the elusive need for variety.

Mary Otis Stevens and Thomas McNulty 7

In any building I go into for the first time, the first
thing I ask myself is whether I could find my way
around in it if I were drunk.

Dy. Humphry Osmond ®

We cannot draw back. If the outdoors is to be colon-
ized, architecture is not enough. The outdoors is not
just a display of individual works of architecture like
pictures in a gallery, it is an environment for the com-
plete human being, who can claim it either statically
or in movement. He demands more than a picture
gallery, he demands the drama that can be released
all around him from floor, sky, buildings, trees, and
levels. . » .

Gordon Cullen ®

Architecture is not something outside the head trying
to push its way in; it is more like a layer of fantasy-
reality somewhere between you and life.

Chip Lord*

10

The form of a street, largo, or plaza was never per-
manently fixed in medieval cities except by artificial
controls (as in the case of the Campo in Siena). In-
finitely expanding public space and eternally en-
croaching buildings remained in a fluid balance, ever
changing as the contrasting forces changed in scale
and importance.

Howard Saalman *

It is clear that the form of a city or of a metropolis
will not exhibit some gigantic, stratified order. It will
be a complicated pattern, continuous and whole, yet
intricate and mobile. It must be plastic to the per-
ceptual habits of thousands of citizens, open-ended to
change of function and meaning, receptive to the
formation of new imagery. It must invite viewers to
explore the world.

Kevin Lynch 12

It is significant to note that once again the street is
becoming a meaningful part of our changing cultural
patterns and that the young are referring to them-
selves as “street people.” The street is the city for
many people—only the middle-aged avoid it. For the
middle-aged, the home, the security of four walls, the
dining-room table and the overstuffed living-room
chair in front of the TV is the city environment. But
for all those others, the city street is where the action
is and where the quality of life in a city is determined.

Lawrence Halprin 13

Like any organism [a city] has a circulatory system in
its streets, railroads, and rivers; a brain in its univer-
sities and planning offices; a digestive system in its
food-distribution and sewerage lines; muscles in its
industrial centers; and any city worthy of the name
has an erogenous zone.

Matthew Dumont, M.D.1*

If Freud and Marcuse are right and art is like sexuality
—a prime pleasure—then surely the reification and re-
pression of sexuality will go hand-in-hand with the
reification and repression of art. My speculation is
that art-for-sale is art repressed: that aesthetics is a
function of this repression. Furthermore, once a strug-
gle begins to end, diminish, or redirect repression,
there is no doubt that art will be in the thick of it.
Richard Schechner 1

Art in the thick of it. Art in its broadest sense (architec-
ture, planning, design, politics, etc.) as the environ-
mental explicator and energizer of cultural change. The
Arthropods in this book are mobilized against the “rei-
fication and repression” of feelings and creative instincts
on a broad scale; they aim to return the life to the
streets, to experience the city’s erogenous zones; to en-
compass the open-ended strivings of the citizens, and ex-
plore the world; to grow synergistically in a fluid bal-
ance; to perceive the layer of fantasy-reality between
ourselves and life; to release the drama all around us;
to experience it in drunk and sober, vivacious and placid
ways; to make provision for nonmaterial needs and
aspirations, and to create a world of variety.

4. SOME BACKGROUNDS OF ARTHROPODS

The involvement of different people from different dis-
ciplines in creating what might be called three-dimen-
sional group fantasies, in participating in many kinds of
performances, in designing and producing environmental
events and public activities, is not advanced here as a
totally new and revolutionary concept. The interdis-
ciplinary work of the Bauhaus and its famous group
theatricals had many of the elements inherent in some
of the work in this book. It should be pointed out, how-
ever, that those activities continued a rather special at-
titude in which the artists and craftsmen were the
creators, performers and major ‘“‘appreciators” of the
works—in cathedra, so to speak.

More “democratic” activities have been seen recently in
the form of the happenings and participatory art and
theater events of the past decade. Kaprow, Rauschen-
berg, Ann Halprin, Oldenburg, Richard Schechner, the
Becks, Grotowski, Chaikin, and others have moved art,
performance, and the involvement of the observer-par-
ticipant toward new interfaces of audience-perfomer re-
lationships. Significantly, the traditionally more staid
and aloof arts of architecture, planning, and technology
have just recently begun to become more active in par-
ticipatory activities and to realize the rich resources in
community involvement that their sister arts have been
mining over the past dozen or so years.

Work in Progress/Process

It is with the realization that environmental design—if
we thus characterize architecture, design, planning, and
other disciplines that have an effect on our environment
—is at a changeover point from studio or product-
oriented design to design that will involve the participa-
tion of more and more people in the act of environ-
mental change that I submit this book to the reader as
a report of work in progress, or, rather, in process. Most
of the Arthropods shown here find themselves and their
environmental creativity in a state of ongoing change,
of response to new stimuli, new contacts, new needs of
people, and even new evaluations of the basic influences
apparent in visual and verbal references to past ac-
complishments in the history of art and architecture. I
ask the reader to attempt to put himself in this process
frame of mind, one that sees the experience and the
creation of the immediate present as a changeable situa-
tion and an alterable artifact in time—to think of every-
thing as an open-ended, nonpredetermined progression
of involvement in environmental change.

Some of the material presented here might appear to be
transitory, some ultraplastic, some with no traditional
“design” attributes whatsoever. Some of it illustrates
people having fun, playacting, making love, creating en-
counter situations in everyday environments. Much of
it, too, applies the lessons learned in past architectural,
planning, and technological experiences in new ways to
new situations. The underlying common pursuit in all
of these Arthropods is, I believe, the ways and means of
bringing environmental processes ever more intimately
into the lives of many more people. These Arthropod
activities add new dimensions to our experience because
we are all, every one of us, “in process.”

a1




Right:

Ceremony of US

Ann Halprin’s San Francisco Dancers Workshop
worked with black girls and boys from the Watts
ghetto of Los Angeles to create a public performance
that ultimately involved the entire audience in an
event of sharing together.

Pages 13, 14:

Instant City and Kit of Parts

Axrchigram’s continuing explorations into ways and
means of sharing environmental excitement and
energizing dormant resources currently have produced
the ideas for Instant City, which can metamorphose
an everyday environment and leave it permanently
altered, and Kit of Parts (for Documenta Kassel),
which constitutes what may be called a do-it-yourself
festival.
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The giant skyhook drops servicing elements
and a tent. There are crawling trucks that
can latch on to buildings, hang wires and use
the structure of the town as it exists - a

half built structure is used for teaching
machines — the local drapers’ store is work-
ed into things, and the bus service or the
local gas showrooms or the local news-
paper seller become part of the Instant
city service.

We are making a model of an airship which

is useful to test out the mechanics of drop-
ping a skirt and dropping entrails. It is most
likely that this will develop more and more
into a system of interchangeable components
rather than a complete airship and appliances.
And the fragmentary version of the Instant
City airship itself dissolves into several parts
with the sky spread with a net; the net some-
times making pictures and sometimes clear.

A notion which Mike Webb and David
Greene discussed way back with the ‘Story of
the Thing’ and 'even the airship investigation,
begins to evolve as it emerges. Perhaps‘the
airship is a necessary catalyst and the next
phase does not need the ship but this freeing
from the constraints of a ground network.

So we have the most localised and the

most singularly identifiable aspects of Instant
City acting simultaneously.
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| Towards Future Chances/Changes
| (Take a Chance, Make a Change)

WY E

As we are increasingly face to face with exponential
environmental, social, psychological change, we are
simultaneously presented with opportunities to create in-
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5. ARTHROPOD CHARACTERISTICS

10 TOP SKIN

12 LAVATORIES

Lavatory boxes raised above ground
for simple (maybe primitive) drain-
age: as shown here with water supply
and tank on pylon with indicator
balloon.

There are a number of approaches, themes, situations,
ways, and means through which the Arthropods in this
book deal, individually or in groups, with new concepts
of environmental creativity and involvements. I list and
characterize many of them in this chapter, not from a
desire to immobilize these protean aspirations and activ-
ities in sepulchral columns of comparisons and descrip-
tions—far from it. I simply wish to provide a starting
point for the reader to use in orienting a personal view-

point of what is going on. After that, I invite you to
infuse your own responses into these processes, make up
your own terminology, feel your own feelings.

Lightweight PVC on nets held from
pylons or from alloy posts, tethering
as necessary. Similarly, awnings can
be created between, and against the

Booth is cardboard tube with balloon
|| asextra advertising day-to day

| | information can be pasted on circular
|| tube.

/s of buildings.
Cabin is also cardboard with walts wamg

flattened end open.
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Integration of Documenta into the city is exemplified here.

I see the Arthropods and their activities basically from
two viewpoints, which I call “attitudes” and “aspects.”
The first is concerned with the persuasions and philoso-
phies of the designers; their impetus for doing what they
are doing; interests; professional positions; concerns
about people and environment—their particular processes.
The second involves the nature of that they are doing—
what it looks like, feels like, how it involves or excludes,
what its characteristics are.

Within these two areas, I have further characterized the
“attitudes” and ‘“aspects” for a more descriptive over-
view. Here is an illustrated glossary:

Attitudes

Performance:

Designs, events, and places principally involving per-
formances by the designers and/or their creations. These
performances most frequently deal in new experiences
—by the performer and the observer—of everyday places,
actions, or objects that are placed in a new plane or
dimension through the performance.




RARE is a young group in Vancouver, B.C., Canada,
working with clothing as a vehicle of artwork-perfor-
mance. Their piece Sprong combined movement, multi-
media, and costumes in a dramatic theatrical event.
(RARE: Evelyn Roth, Karen Rowden, Helen Harris,
Colleene Wallace; Sprong directed by Helen Goodwin
with motion by THEco.)

HA Schult and his automobile became the performing
“artwork” in a 1970 event: Aktion 20,000 km. was a
one-man, one-car rally through Germany in which the
process of intensive travel, rest, eating, and stopping
through an itinerary that included Munich, Hamburg,
Cologne, Aachen, Hanover, Mannheim, Ingolstadt, Nur-
emberg, Berlin, and Heidelberg was the art involve-
ment. All impressions en route were tape-recorded;
packages of artifacts from the rally were sold—wind-
shields, tapes, used maps, photos, etc. “A whole land as
an environment. . . . For twenty days people have re-
acted who never have heard about art.”

Right (top, bottom); pages 17,
Left (top, bottom): 18:
Sprong Aktion 20,000 km.
Performance by RARE HA Schult

HANGwAG

mQACTION 20.000 KM

- a HA Schult-Rallye through Germany -
An action,including the whole country.
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Salz der Krde and Zund-Up ot Vienna, pertorm in the
streets, in the subways, in the sacrosanct halls of the
Establishment, freaking out the people with extravagant
actions designed to make evident to them the actualities
of their environments.

Tote Kultur—Hitl, Kistl, Krippl, Taferin—symbolic play
in the streets to puncture pretensions of nationalism,
society, traditional approaches to just about everything.
A performance at the 1970 Architectural Congress. What
is this all about, architect? Your sublime traditions don’t
deal with our reality. We perform and you laugh. How
much longer will you laugh?

Living in the subway. Enter naked into a new environ-
ment. Build a life-style in the underground regions. Talk
with the people, eat, sleep, drink. Make a film of it
called Metro and show it around.

Involvement:

Processes that seek to involve people in the ongoing
nature of the communal event, artwork, or performance,
to give them a more direct contact with the environment
or process.

Phoenix House is a therapeutic community for treat-
ment of former drug addicts. One of its groups occupies
Hart Island offshore from New York City. Each summer,
Phoenix House has a Summer’s End Happening and
invites the public for a day of rock music, games, cooking
contests, inflatables, funhouses, a strobe-light environ-
ment, and other activities. The visitors participate in
the happenings, but more importantly through them be-
come involved in the meaning and activities of Phoenix
House.

Participation:

Attempts to allow people to become more personally
active in the actual experience of working with creativity
and change, generally in a process-oriented sense.

Page 20 (top left):
“Clothes off! What would you
have to protest against then,

© gentlemen?”

Ziind-Up

Page 20 (center left):
“Private | Public: Mummy
sews—Daddy screws”
Ziind-Up

Page 20 (bottom left):

“In deepest sorrow we tell our
friends about the demise”
Ziind-Up

Page 20 (right):
Summer’s End Happening
Phoenix House

Koth Kecycles 15 an event by Kvelyn Roth ot Vancouver
done at the University of British Columbia Kontempo-
rary Festival and at the Museum of Contemporary Crafts
in New York. Participants brought old clothing about
to be discarded—sweaters, socks, dresses, shirts—to a com-
munal resource pile where everyone could add or ex-
change items as they wished. The discarded clothing was
cut up and—continuously throughout the week-to-ten-
day period—knitted into a “huge, giant ART-icle which
we could crawl into at the end of the time.” (This is
also a good example of Process-Design; see p. 37.)

®oTH |
REQICLES

EXCHANGE
pickuP
KNITS

Right, and page 22 (left):
Roth Recycles
Evelyn Roth




Play/Recreation:

Events or places in which particular emphasis is given
to the fun aspects of involvement and/or participation,

Children-Clouds by Angela Hareiter of Missing Link
Productions, Vienna, are made of PVC (poly-vinyl chlo-
ride) and hang between buildings in crowded sites, inter-
connecting the children of many families in a kid’s play
community high above the teeming traffic. “Soft, tender,
and flimsy, for jumping in and hiding. Clouds change.
Children-clouds do the same. They grow with the chil-
dren, they get wider, larger, piled up for plays and
gymnastics, until the children are old enough to come
down to the ground.”

Above, and page 23:
Children-Clouds

Designed by Angela Hareiter of
Missing Link Productions
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Theater:

Dramatic environments, dramatic performances to make
particular experiences vivid, to underscore environ-
mental happenings—In other words, to encourage public
involvement.

Funeral for the Don by FUNCO-Canada for Pollution
Probe was a theatrical event dramatizing the slow death
of the Don River in Toronto from pollution and neglect.
Results: public interest, media coverage, poster cam-
paigns, and, hopefully, positive ecological action by au-
thorities.

Above: Page 25:

Press coverage of Funeral for Poster by “Pollution Probe,”

the Don University of Toronto, for
Funeral for the Don

Below:

Funeral for the Don
Theatrical event by FUNCO-
Canada

S

Mock rites mourn

death of Don River

killed by poll

About 100 “mourners”
yesterday staged a mock fu-
neral for the Don River,
which they said has been
“‘killed” by pollution.

They were members of
Pollution Probe, a Universi-
ty of Toronto group dedicat-
ed to cleaning up the envi-
ronment.

Yesterday a wreath was
thrown into the Don under
the Bloor St. viaduct, “and
now, we await the resurrec-
tion,” said funeral organi-
zer Martin Daly.

The funeral followed a
procession frora Convoca-

tion Hall on the campus.

Guests were issued with
ripe grapefruits, tomatoes,
and old sticks of celery so
they had something to hurl
at a limousine containing
“Simon Greed,” the sym-
bolic infecter of the river.

At the site of the cere-
mony a girl who was sup-
posed to be Mrs. John
Graves Simcoe, wife of Up-
per Canada’s first lieuten-
ant-governor, fell to her
knees and wept before the
TV cameras.

“Weep with me,” she
cried, ‘“‘we mourn the dead
Don.”

‘“Can you say that again?”

ulion

a radio man said, adjusting
his tape recorder. High
above subway travellers
looked down from the via-
duct.

Mrs. Simcoe (really
Meredith Ware) then read
from her ‘diary” telling
thrilling stories of a Don
Valley full of yellow butter-
flies and salmon fishermen.

Rev. James Cunningham,
chaplain of Hart House,
said he wasn’t going to say
anything lengthy ‘because
the Lord knows what is in
our hearts,” and handed out
paper cups of fresh, spring
water. r——

How would you like a glass of Don River water?

Do it. Poliution Probe at the University of Toronto.




Albanese of New York is a pneumatic assembly hall for
beauty contests to become a temporary monument on
|| the lawn of the White House in Washington, D.C. A
| | gigantic naked girl—“with giant doorbell; a second breast
made from epoxy resin fiberglass; neon light, stars and
stripes, chimes. The White House will be painted blue
in her honor.”

A structure as theater. American Lightswitch by Gerard
\

Pages 26, 27:
American Lightswitch
Gerard Albanese
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Live-In:

New places and ways for people to live; temporary or
permanent involvements with the kinds of places people
live in today and tomorrow, and the ways they live in”
them (and some transformations, such as Hans Hollein’s
| aircraft carrier in the landscape—an instant megastruc-
; |ture).

N Ll

H

| Nonstop City by Archizoom of Florence is a megastruc-
| tural concept encouraging the interpenetration and inter-
L L action of service lines, traffic, parking, transit, trucking,
L. ~ - b ~ . 3 and other mobile systems in the lower levels of a vast

' superstructure for urban living. Vertical transportation
systems and top-level recreational and park spaces add to
the three-dimensionality of the concept.

bt bl b LR L LLLL- Haus-Rucker-Co LIVE was the title and the theme of
! * N a 1970 exhibition in New York’s Museum of Contem-
porary Crafts by Haus-Rucker-Co of Diisseldorf, Vienna,
, 2 and New York. Members of the group lived in the

museum, shared food and drink with the patrons, ex-
LLILLLLLETIRLLLE LLLLLY : 1N plained their work and philosophies, slept, End bathed,
)| watched TV, and celebrated together.

et

A “‘pneudesic” system is proposed by Edward Suzuki of
South Bend, Indiana, as an answer to the need for low-
e . : cost, individual housing. The basic module is an air-
inflated, plasticmembraned triangular “cushion”; in-
( stead of rigid members constituting the geodesic system
’ as in normal construction, the sides of the triangular

VLt bl L Ll L | modules do this here. Suzuki says that utilizing this
— system, the hopeful householder will be able to go to

-l | the store, buy the appropriate units, return to his site,
and put up the house himself in the size and perhaps
configuration he desires. Modules are fastened together
e T B B A along their sides by zippers and plastic fasteners to form
S - a geodesic sphere or dome. Growth is accomplished by
‘ addition of units. The complex plugs into power

5 sources just as mobile homes do today. The house can
l. L L be simply folded up and taken away to another site
e - - when the owner wishes. The present floor system is a
tetrahedral space-frame, but Suzuki notes that with the
development of very lightweight structures, the home
could actually float when inflated with helium—a mobile-
home balloon.

L

T
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Right (top, center):
Haus-Rucker-Co LIVE
Exhibition at the Museum of

Contemporary Crafts, New York,
L L L L. L L L L i g 1970

€ ‘ B Page 28: Right (below):
L ) a ] , Nonstop GCity “Pneudesic” system
Archizoom Edward Suzuki
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Why six feet wide? Wide not, Nar-
. row. Face to face to face wall to wa
~ wall window to window not narrow,
_in fine nightly wide. In darkness w
wide n light light in reflaction mult-
 iple. In ditection there and back. T

6 X 30 X 50 has one stair
floors are anywhere 2 foot

panels are placed across
the 6 foot width at inc-

rements of 2 inches any-
where anywhere anywhe

CHRONICL

HELLO FRIENDS! THANK
YOU FOR BEING HAVING
WONDER FULL TIME [ 1!
NOW YOU ARE HERE

Too dimensional? No. thras mes ‘
Is si it width no, #
e e ONYX FALL 1968 =

Okra Plantz D.E.C: wall 50 foot high, 250 foet long,
(ihidber i ind 4 feet thick bisects the dwelling dwel |
Others Anon opens onto semi-circle below grade....

NORYY

DEC PLAN

 ©1968 ONYX

Above: information medium rather than an entertainment.
;ﬂ“euiesslc - They grant that entertainment is a major conduit of
war UuzZuKk1 X .
cultural information, however.

Architect and Arthropod Gunther Feuerstein of Vienna,

sensing a lack of information flow between Arthropods

and other interested parties, did something about it: he |\ e G ey e —————
3 . . B around well known comfort. Blow to 78,9, infinity. - love. Dimensional,.... humming

started his own magazine—Transparent—which you can B— et kind of 8 shadow dooe an idea cos Schoger , ; Sl S —

find out about by writing him at Wiedner Haupstrasse
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Communications:

< t nding. B =
Make it into what? SSSBLAM, ten conts — but then
it could rather be — or would, rather. The stones conl

Exchange of information in various forms of media 40, A-1040, Wien, Austria. 1 Solid fmhoahe - 3f i e e g o
Here, look! In this be thing I'va found it“

(graphics, sound, tapes, film, video-tapes, etc.). Also, sub-
liminal “messages” in designed events and environments.
This category can include almost any form of com-
munication between the designer and his audience, of
course.

Documentation of the ephemeral continuum of com-
mercial television is the process in which TELETHON
of Los Angeles is involved. John Margolies and Billy
Adler say, “If commercial television is about creation
of the forgetful, TELETHON is about remembering
what we have forgotten.” The documentation is going
forward as a day-to-day process using color slides and
research papers, with exhibitions, films and other media
to be utilized in the future (including TV, of course).
TELETHON states that its concern is with TV as an

ONYX of New York began a communications network
by mailing posters to friends, famous people, magazines,
etc. The network grows and grows with every mailing;
a communications process.

Pages 31-35:
Posters by ONYX
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Interfacing:

of two or more supposedly

The juxtapositioning

compatible” areas or processes, e.g.:

men and machines.

13

come an international “‘group,” with sub-groups in many
countries and missionary projects to other countries and

cultures.

Experiments in Art & Technology was founded in 1966
to encourage creative relationships between artists and
engineers and scientists from industry. It has since be-
Notable interdisciplinary events have been:

Theater and Engineering, of 1966;

9 Evenings:

More Beginnings: An Exhibition of Submitted Works

Involving Technical Materials and Processes at the

Brooklyn Museum, 1968-69; and the Pepsi-Cola Pavilion

at Osaka’s Expo 70. EAT maintains a full-time com-
munications network among artists and technicians

working in environmental events and designs. See dis-

Creation of superscale environmental effects for:

Monumentality:

>

creating illusionary effects;

“

envionmental awe;

on matters of appropriate scale;

commenting”

fun.
Superstudio of Florence is into a series of investigations

“

dealing with the impact of manmade buildings—objects
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the Kaaba and the Vertical Assembly Building,
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understanding).

Superstudio’s continuous monuments for Rome’s Colos-
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Community Center as a
Straddle Structure
Hardy, Holzman & Pfeiffer

Exhibits for Science Centre,
Toronto
Sam Carter (FUNCO-Canada):

Giant Normal Man: A.D. 650

Permanence:

Structures or environments designed with a view to
some permanence, if not immutability. Housing, for in-
stance, might be designed for long life, but have built-
in possibilities for change by its inhabitants.

The Brooklyn Navy Yard across the East River from
Manhattan is an abandoned industrial-military base
with vast potential for redevelopment. Instead of destroy-
ing the strong nature of the area and substituting a
“nice” design, Hardy, Holzman & Pfeiffer of New York
propose a “community center as a straddle structure,”
whose aim is the interrelationship of existing neighbor-
hoods to a future industrial use of the Navy Yard
through a strong community structure.

Sam Carter of FUNCO-Canada, in designing the exhibits
for Toronto’s new Science Centre, drew his inspiration
from ancient people-processes: “‘an ultimate altar-temple
process: the marketplace, Oaxaca, Mexico—[a] designer-
shaman-people cycle.” He transposed these meanings
into a series of exhibits that can involve the people of
Toronto in a permanent, albeit changeable, process.
“Museums are temples. I call the Science Centre in
Toronto a macro-museum. . . . It is a temple to science
and technology. . . . whose function should be to provide
the necessary lubricant for change. . . . that is what
seems to have made temples and churches work in the
past. . . . it makes change easier or it dies. Hopefully,
museum people and other temple people will realize
this. There will always be temples—more and more in
the mind.”

Vegetable Market (Hormones
Exhibit)

Study Graphics for Hormones
Exhibit
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Montage by Sam Carter
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Graphics:

Visual effects with paint, print, signs, symbols, and words
to transmit messages or affect the appearance of build-
ings, interior spaces, and temporary environments.

The supergraphics on the buildings of Hart Island by
Jason (Crum) Sky and the residents of Phoenix House
transform what had been prosaic buildings for a New
York state institution into a visually exciting community,
one that announces its optimism and togetherness across
the waters to New York City.

Movement:

Movement scores and spontaneous movement events add
another dimension to environmental happenings, and
infuse the atmosphere with the feelings and physical
attitudes of participants.

Blindfolded walks together in unaccustomed places—a
wooded mountainside, an old house, city alleyways—
Create mystery in movement, emphasize mutual de-
pendence for safety, bring about new experiences of
space, textures, bodily awareness. Here, young dancers
and architects move through a blindfolded walk below
Mount Tamalpais, California, in the Experiments in
Environment workshops of Ann and Lawrence Halprin.

Above:

Supergraphics on Hart Island
Jason (Crum) Sky

Phoenix House

Below:

Summer Workshop
Experiments in Environment
(Ann and Lawrence Halprin)

Above, below:
Fleder-Housing
Missing Link Productions

Temporary structures, environments, exhibits, inflat-
ables, objects that can, if desired, be discarded after use,
perhaps to be replaced by another “model.”

Fleder-Housing by Missing Link Productions is ideally
suited for people with tiny house budgets. A foldable
structure of cloth, synthetics, or other fabrics over a
lightweight frame, the system can be situated in many
places, and can be disposed of when the owners can
afford more substantial living arrangements. It appears
to be a good Arthropod, incidentally. And I feel Mr.
Strauss would have appreciated the tribute in nomencla-
ture by his fellow Viennese.

Mobility:

Structures and environments that can be moved from
place to place using various means of locomotion, in-
cluding means integral to the structure itself. Includes
most plug-in systems.

The proposal by Einar Thorsteinn of Iceland and West
Germany for a housing capsule system concentrates on
the mobility of the units. The architect notes: “It should
be possible to change the position of houses relative to
each other as easily as driving a car. . . . Houses should
be transportable in order to give the occupants freedom
to choose new surroundings rapidly.” (Note: Thor-
steinn’s environmental montage [p. 45] illustrates en-
vironmental concepts and preoccupations; it is a good
example of good Arthropod graphics communication.)




