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ABSTRACT 

Pedestrian urban spaces are, and have traditionally 

been analyzed from an historical, cultural, and physical 

point of view. Information from the various fields dealing 

with this area of the physical environment is extensive in 

depth and scope. However, the problem that confronts the 

designer is not one of a lack of descriptive information 

about pedestrian urban spaces, but the lack of a specific 

type of quantitative and qualitative information that can be 

used to evaluate a physical environment. In addition, the 

need exists to establish a technique in the form of a useful 

tool to aid the architect in designing successful pedestrian 

urban spaces. 

Viewing the above as a primary concern, this thesis 

has addressed itself to consideration of two major areas: 

First, the establishment of a framework for describing 

pedestrian urban spaces. This framework is in the form of a 

descriptive vocabulary defining pedestrian urban spaces 

according to their archetypes, physical elements, and physical 

attributes. 

Second, the presentation of an interdisciplinary frame¬ 

work. This is the Intersystem Congruence Model, which draws 

ii 



together in a compatible arrangement the diverse analytical 

and design methodologies employed by the disciplines of 

Behavioral Science and Architecture. 

This approach, if applied to the task of evaluating 

pedestrian urban spaces would give the designer an opportunity 

to set up and investigate many more alternative solutions 

than is now possible. 

In so doing, it requires a deeper understanding of the 

problem, presents a logical approach for evaluation, and offers 

a basis from which the architect can objectively argue his 

conclusion. 
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CHAPTER I 

INTRODUCTION 

This thesis develops a framework incorporating the 

analytical methodologies of the disciplines of Behavioral 

Science and Architecture for the evaluation of pedestrian 

urban spaces. To formulate such a framework, it is essential 

to take an approach Incorporating the following: 

First, it is necessary to establish a descriptive vocab¬ 

ulary of pedestrian urban spaces according to their arche- 

types, physical elements and physical attributes. 

Second, it is necessary to select methodologies from 

the disciplines of Behavioral Science and Architecture that 

are employed specifically for the quantitative and qualitative 

evaluation of physical environments. 

Third, it is necessary to select criteria describing 

urban physical environment that will accommodate this inter¬ 

disciplinary evaluative information so that it results in a 

comprehensive and usable framework. 

The result of these three steps--the establishment of 

a comprehensive vocabulary of pedestrian urban space, the 

selection of interdisciplinary methods of evaluation, and 

the selection of criteria incorporating this interdisciplinary 
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information-will be an approach for evaluating pedestrian 

urban spaces. 

In the literature and in the popular mind the idea of 

pedestrian urban space is often nebulous: the terms "urban 

space," "plazas," "squares," "piazzas," "piazettas," and the 

various other synonyms are applied to a wide variety of phen¬ 

omena."'’ The following definition will clarify what is meant 

by the term pedestrian urban space and the context in which 

it will be employed in this paper. 

Pedestrian urban space as discussed here is of two 

kinds, formal and informal. A formal pedestrian urban space 

is one that is a compositional setting shaped by man for 

a specific purpose. For example (Figure 1), consider the 

Hermann Park Plaza located adjacent to Houston's City Hall as 

a formal urban space, just as the plaza about the Houston 

Braniff Ticket Office or the plaza in New York's Rockefeller 

Center or St. Mark's Square in Venice. Specific subcategories 

of the formal urban space will be illustrated and explained 

in Chapter Three. However, for now, it is sufficient if the 

idea of formal pedestrian urban space is comprehended as a 

compositional organization of elements arranged by man, in 

contrast to the term informal pedestrian urban space, considered 

in this context to be a casual, natural-like or park-like 

arrangement of elements. 
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Background 

Why urban spaces? And more specifically, why develop 

an approach to a methodology for the analysis of a pedestrian 

urban space? Perhaps before the answer to this question can 

be made relevant, one must observe the environment that the 

contemporary city has produced for the habitation, or, more 

realistically, the "existence" of man. 

Benjamin Thompson writing in Architectural Record says, 

"The environment is a very personal experience to millions of 

humans every day of their lives, full of connection not only 

2 
to social action but the very biological roots of man." 

Environment is difficult to define, for modern theory has it 

that "reality is a function of the observer and the process of 

3 
observation": therefore, there seems no way in which "we can 

establish a truly objective criterion for admitting or rejecting 

4 
findings about environments." However, the environment does 

extend far beyond the limits of the city. "It is our whole 

perceived world, natural and manmade, inside and out, good 

and bad. Environment envelops us; it is what the eye sees 

and the spirit senses. It is impossible to escape its impact."6 

Within the city, we fight for space on crowded treeless side¬ 

walks; we labor away our lives in impersonal buildings, "many 

without windows or view."6 Travel underground means disagree¬ 

able subway and pedestrian tunnels.' 
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Indeed, the urban environment assaults all our senses 

with its jumble of wires, its harrassing road signs, its 

stagnant and occasionally foul air, and its dark streets 

with garish neon. Our world has thus become an environment 

of Sensitory Monotony and Sensitory Information Overload 

which as "scientists have shown, inhibits the working of the 

higher brain, and that chaos (too many disorganized sensations) 

shuts down the brain system to preserve its equilibrium"^ 

(Figure 2) . 

The Need for Pedestrian Urban Spaces 

Pedestrian urban spaces would act as foils against 

the complex and oftentimes chaotic environment encountered 

daily by the individual. As early as 1889 Camillo Sitte wrote: 

Regardless of the scale and the general monotony 
of the modern metropolis there must be certain 
open spaces in it where a person on foot can 
find himself in scale with his surroundings** 
(Figure 3) . 

Sociologically, the pedestrian urban space provides an 

area into which people may venture to become involved; or if 

they prefer, it allows them to remain at its extremities as 

observers rather than participants. The urban space is 

neutral; it has alliances only to the demands placed upon it 

by the casual visitor. The pedestrian urban space buffers 

out the high level of noise generated by traffic and establishes 

V 
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a meeting place. Plainly, the human being is a supremely 

gregarious animal, and, as Kevin Lynch states, "The task of 

the planner is to make the city not only efficient, but also 

humanized"^ (Figure 4). 

On the psychological level, the urban space diminishes 

office cares and affords a sense of repose and visual relief. 

It can aid in bringing comprehension to an otherwise seemingly 

irrational array of activities by weaving a visual, physical 

thread of green and open space throughout the urban fabric 

(Figure 5) . 

Ecologically, with the proper selection of. entourage 

pedestrian urban spaces can aid in the partial recleansing 

and revitalization of polluted air, through the photosynthetic 

process of plants located in them. Also, they offer utiliza¬ 

tion of the subsurface water withdrawn from surrounding 

buildings. This water could be incorporated in fountains and 

cyclical ponds, rather than being disposed of by the present 

wasteful practice of dumping it into the sewer system (Figure.6). 

If the space were properly used within a flexible comprehensive 

urban space plan, unforeseen benefits would be possible, 

"for we must realize that spaces in a city are not decorative 

frills which can be added or subtracted at whim.^ 

But the problem of-designing urban spaces is rather one 

of designing the designer. For when we design, as we have been 
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taught to, "we design buildings and urban spaces on paper and 

occasionally include the use of small-scale models and by 

policy--not on foot."^ Therefore, "we must always be wary 

of the representation of ideas in plan form be they ideas for 

buildings or urban spaces. The experience itself must 

always be kept foremost in mind, and plans must be regarded 

12 only as instruments for realizing human purposes" (Figure 7). 

Therefore, the answer to the initial question, why the 

development of a methodology for the analysis of pedestrian 

urban spaces, perhaps this is best expressed by David Crane: 

We are too often unaware of such issues as how 
urban spaces or streets are used, by whom, how 
maintained, and why some are not used. We are 
too quick to design containers for activities we 
do not know. The solution to this issue is not 
that designers must become social or 'people 
planners' but that they must have a much better 
basis in theory and fact for seeing relations 
between urban physical forms and human insti¬ 
tutions and operational requirements.^ 

The intent of this thesis is to establish a general methodology 

which can be specifically employed for the analysis, and 

evaluation of pedestrian urban spaces. In this context, I 

refer to urban spaces in terms of their elemental composition, 

that is, their purpose, physical form, and function and their 

actual spatial experience, instead of their assumed spatial 

experience. 
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It is important for the designer to know how to coordinate 

and translate this complex elemental makeup into a meaningful 

environmental composition just as it is necessary for the 

urban designer to acquire a highly developed vocabulary, a 

mandatory tool. In addition, he must have easily at his 

disposal a responsive framework in which to employ these tools. 

These criteria, I feel, become imperative if the designer 

is to successfully comprehend the total scope and nature of 

the problem in its multi-faceted complexity. They will in¬ 

herently lead the designer to a considerably more responsive 

solution than he could otherwise achieve. 
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Figure la. Formal Pedestrian Urban Space 
Hermann Park Plaza—Houston's City Hall 

Figure lb. Formal Pedestrian Urban Space 
St. Mark's Square—Venice 
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Figure lc. Formal Pedestrian 
Urban Space 

Rockefeller Center 
New York City 

Figure 2a. Impersonal Buildings 

Central Business 

District—Dallas 
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Figure 2b. Pedestrian tunnel—Houston 
Intercontinental Airport 

Figure 2c. Sensory Information Overload 
Los Angeles 



Figure 3. Pedestrians on foot must find themselves 
in scale. Chicago Civic Center 

Figure 4a. Pedestrian Urban Space serves as an 
auditory buffer. Hermann Park Plaza 
Houston 
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Figure 4b. Pedestrian Urban Space establishes a 
meeting place. Hermann Park Plaza 
Houston 

Figure 5. Weaving a visual and physical thread of 
green and open space throughout the urban 
fabric. Houston City Hall area 
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Figure 6a. 

Water withdrawn from surrounding 
buildings could be incorporated 
in fountains and cyclical ponds. 

Figure 6b. 
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Figure 7c. 



CHAPTER II 

URBAN SPACE DEFINED 

Urban space may be broadly defined to include all the 

land and the water in an urban area which is not covered by 

buildings, including the space and light above. Using this 

definition, urban space encompasses far more area than all 

the other elements in the urban pattern combined (Figure 8). 

Therefore, the emphasis will be placed not on the quantity 

of urban space but rather on the type, location, and quality. 

The two kinds of urban space, as the term is used here, 

formal and informal, were defined in Chapter I. It is the 

informal urban space that does the urban work. That is, it 

"protects water supplies and prevents floods by soaking up 

runoffs, it acts as a safety zone in the path of aircraft 

take-offs and landings,'^ and it may also serve as a buffer zone 

to control noise emitted from freeways, factories, etc. (Figure 

9). The formal urban spaces are such areas as the space 

between buildings or communities or the space which channels 

development. The level of urban space dealt with in this 

paper will be the formal pedestrian urban space that surrounds 

buildings or is surrounded by or enclosed by bpildings in 

major urban complexes (Figure 10). 
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Pedestrian urban space at this level is normally 

distinguished by a predominant feature "such as the quality 

of its enclosure, the quality of its detailed treatment or 

outfittings, and the activity that occurs in it."*''* Gen¬ 

erally speaking, it is best if the area is enclosed by 

"surrounding walls, has a floor which suits its purpose, 

and has a distinct purpose to serve." These three ele¬ 

ments are not all required if, in the case that any one 

of them is dominant, it may alone be sufficient to establish 

the necessary sense of space (Figure 11). 

Having tentatively established a definition of a 

pedestrian urban space, the term "successful" as used in 

this context should be defined so as to establish an image 

of just what qualities pedestrian urban space should con¬ 

tain to be successful. The significance of a successful 

pedestrian urban space is not so much in its quantity as in 

its arrangement and spirit in relation to the urban develop¬ 

ment. To be successful it must not only accommodate the 

needs of the people who are to use it, but it must appeal 

to the total of their senses in order to encourage individuals 

to venture forth (Figure 12). 

The need here is for an environment which is an orches¬ 

tration of diversity rather than a monotony repeated ad infin¬ 

itum. Therefore, another essential of any successful 



17 

pedestrian urban space is variety. This variety must, how¬ 

ever, be in a form that is comprehensible. It must relate 

to an orderly pattern, for the absence of a pattern will 

result in chaos. The presence of both variety and pattern 

“will result in a sense of excitement, anticipation, drama 

and discovery 

For the human organism can only be expected 
to react to clear pictures or to definite 
situations—contrast is a necessary aspect 
of life. The contrasts of opposites keep 
us alert and alive, by creating alternating 
tension and repose. 

Looking at another essential, "growth and change," 

one finds that pedestrian urban space might be considered 

to be but a small microcosm of a larger organism, the living 

city. If this is true, then the pedestrian urban space is 

never really complete for just as the city is continually 

changing socioeconomically and technologically, so too must 

the space remain responsive to these changes if it is to 

19 
remain truly successful. 

Summarily then, the primary essentials of any success¬ 

ful pedestrian urban space are: (1) responsiveness to the 

needs of the user; (2) ability to incorporate and maintain 

variety; (3) ability to accommodate the concept of "growth 

! \ 

and change." 
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Figure 8. Urban space may be broadly defined to 
include all the land and the water in 

an urban area which is not covered by 

buildings, including the space and 

light above. 

Figure 9. Informal Urban Space does the urban work, 
protects water supplies, and prevents 

floods by soaking up runoffs. Bayou— 

Houston 
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Figure 10a. Formal Urban Space. Hermann Park Plaza 
Houston 

Figure 10b. Formal Urban Space 

The World Trade Center 
Houston 
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Figure 11. Pedestrian Urban Space is distinguished 
by a predominant feature. St. Mark's 
Square—Venice 

Figure 12a. Significance of successful pedestrian 
urban space is its arrangement and 
spirit in relation to the urban 
development. 
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Figure 12b. It must appeal to the total of their 
senses. Rockefeller Plaza—New York 

Figure 12c. It must accommodate the needs of the 
people who are to use it. 



CHAPTER III 

FORMAL PEDESTRIAN URBAN SPACES: 
THEIR USE AND PHYSICAL FORM 

In designing a pedestrian urban space, it is first 

necessary to designate the predominant category of use 

for that space. The following list u describes in general 

the types of pedestrian urban spaces that are needed, and 

the primary roles that they would be fulfilling. 

Ty£e 

1. The principal civic meet¬ 
ing space or spaces. 

2. The space as a forecourt 
to entertainment buildings. 

3. The space that is used for 
shopping. 

4. The space surrounded by 
buildings. 

Description 

This type is generally 
associated with the city 
hall and various other 
municipal buildings and 
possibly including 
churches. 

This space is used to 
complement buildings 
such as theatres and 
cinemas, restaurants 
and cafes. 

This space may include 
shopping streets or 
malls, precincts, and 
markets. 

This space may be sur¬ 
rounded by office build¬ 
ings or other commercial 
establishments. 

It becomes obvious after a cursory glance at the above list¬ 

ing that quite often many of these spaces will perform more 

than one function and that there will be all kinds of minor 
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spaces consisting of odd areas, which will be used in link- 

21 
ing these major spaces together. 

If the space is a civic one and it attracts other 

functions such as cafes, restaurants, theatres, small shops, 

etc., these other activities must not be so great in number 

as to change the character of the space. They should 

function as supportive elements to the major buildings 

rather than as a major competitive composition in their 

own way. 

Formal pedestrian urban spaces may be categorized 

22 
according to the following archetypes. 

1. The Enclosed Space: The space being self-contained. 

a. Formal (These two categories refer to 
b. Informal the manner in which the elements 

are arranged and to the spirit 
in which the space is treated). 

2. The Dominated Space: Internally space directed. 

3. The Nuclear Space: Space formed around a center. 

4. Grouped Spaces: Space units combined. 

5. The Amorphous Space: Space unlimited. 

These classifications do not necessarily imply that 

any urban space represents only one pure type. Frequently, 

an individual urban space has the characteristics of two 

of ..these types. It is relative to one's point of view. For 

example, one might consider whether Rockefeller Plaza is an 
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Enclosed Space or a Dominated Space in form; however, its 

treatment can be classified as formal. 

The Enclosed Space 

An enclosed space can be visualized as an area com¬ 

pletely surrounded by physical mass penetrated only by the 

streets leading into it. A major primary element in the 

achievement of a closed space is its layout. This holds true 

even if the space is "a quadrangle, rectangle, circle or 

O / 
any other geometrical shape" (Figure 13). To further 

heighten this sense of spatial enclosure requires a high 

degree of similarity or repetition of the facades of the 

surrounding buildings facing the enclosed area (Figure 14). 

This uniformity or similarity does not necessarily imply 

monotony, for rich architectural accents can be concentrated 

25 on the corners which frame the entering streets. 

Generally speaking, it is sometimes impossible for 

all the buildings to be of the same architectural treatment. 

However, it is usually desirable to have some similarity 

among the forms of the majority. For if the walls about 

the space are at approximately the same level, "the cornice 

26 or eaves draw a line around the space," creating the sense 

of a lid over the space. However, if and when they do differ, 

it is important that they appear visually related. This is 
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oftentimes accomplished by interjecting a colonnade or a 

broad horizontal band or some other optical-relating device. 

This visual continuity of the facade is necessary if the 

space can be viewed in its entirety. However, if numerous 

vievs of the total space are partially blocked by the inclusion 

of entourage, then the importance of the continuity of the 

building facade becomes secondary, for now the element of 

referential continuity is the entourage. The example is 

made relevant when one recalls the experience of visiting a 

heavily treed urban space in the summer and then again in 

the fall. The difference of continuity is most striking. 

The degree and quality to which the floor will be 

treated will probably depend upon the location, purpose, 

and use of the space. If it is located within the city 

center, and it will be used for various civic functions, 

"the greater part of the floor is likely to be paved to 

bring it into character with the walls of the surrounding 

buildings."27 In effect this will accomplish the bringing 

together of the horizontal and vertical surfaces (Figure 15). 

The degree of success that a space has in the sense 

of spatial balance and enclosure therefore depends upon the 

vertical conformity of the facades, their relationship to 

the length and width of the horizontal space; the placement of 
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fountains, monuments, statues, etc.; and the degree and 

28 
variation of its architectural treatment. 

Formal. The term formal in this context refers to 

the quality, spirit and character of the treatment of the 

space. Here the buildings are very strong in their arch¬ 

itectural statement, both physically and visually. This 

sense of tightness or rigidity is translated and integrated 

into the space through the selection of similar materials 

which are then used in conjunction with the elements to 

compose a formal pattern. 

Informal. "Informal" in this context also refers to 

the quality, spirit and character of the treatment of the 

space. Even though the buildings continue to be laid out 

surrounding and enclosing the space, the noticeable dif¬ 

ference is in their architectural statement. That is, they 

are subdued in their visual and physical expressions, and 

in so being one might say that they play a secondary role 

in relation to the space itself. The buildings continue to 

be laid out surrounding and enclosing the space. The elements 

are so selected and placed that the entire layout becomes 

a casual environment. 
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The Dominated Space 

The dominated space is one in which a major structure 

is placed inside the space. It can also be characterized 

by a group of buildings toward which the open space is 

directed and to which all the surrounding buildings are 

related.^ The dominating structure may be a church, a 

city hall, an architecturally developed fountain, etc. The 

important point is that any major volume that occupies the 

center of the space directs the spatial relations of the 

open area. Furthermore, with this type of arrangement, the 

surrounding walls of the space serve to act as a backdrop 

for the major element^® (Figure 16). The dominating element 

is not necessarily voluminous. An example of a fountain 

dominating a square is cited by Paul Zucker in his book, 

Town and Square, where he refers to the Fontana di Trevi 

in Rome (Figure 17) . 

A fountain may also dominate a square if it 
constitutes an entire front in combination 
with architecture, sculpture, and water. 
Then the falling waters compete with vertical 
elements of architecture in commanding our 
attention. 

The dominating element might also be a void, for when 

there is the possibility of a magnificent view, the opening 

up of one wall of the space affords the opportunity to bring 

various "prospects into the space picture 
..32 Open vistas 

> 
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or framed views now replace former walls, allowing an un¬ 

encumbered view toward a distant landscape. The view may 

be toward the sea or a lagoon, such as with the Piazzetta in 

33 
Venice. The success of the design is dependent upon the 

view being quite magnificent. Panoramas, if they are common 

or familiar, are dull. Spatially this open fourth wall 

presents quite a problem. It must be balanced against the 

other three closed ones in such a manner that the viewer is 

aware of the quality of the space, and not just of the 
Q/ 

distant view. To achieve this, it is necessary to employ 

or 

some ’’optical device across the open end." D As in the 

Piazzetta in Venice, placement of the two columns at the 

water’s edge form the necessary visual link to balance or 

define the space without disturbing the views of San Giorgio 

Maggiore (Figure 18). 

The Nuclear Space 

The nuclear space is of a definite type; however, it 

is not as closely tied together as the dominated space or 

the enclosed space. It is an entity even without the 

strong encompassing facades so necessary in the earlier 

spaces. The determining factor here is that there must 

exist a strong vertical accent such as a fountain, monument, 

sculpture, etc., that is strong enough to impart to the 
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space Ma tension that keeps the whole together"-30 so that 

37 
"the impression of a space will be evoked." 

The spatial togetherness is not endangered by the 

lack of a formal arrangement such as an irregularity in 

the geometric layout. Buildings of varying size and arch¬ 

itectural style have little effect on the spatial oneness 

here. The desired impression is brought off by visual impact 

of the powerful central element, be it a monument, fountain, 

etc. The size of the space must be in proportion to the 

size of the central focal volume. For if the space is too 

large for the vertical accent element, then the space loses 

.. 38 
its unity. 

The typical nuclear space was predominant during the 

Renaissance period. Notable examples are the Piazza di SS 

Giovanni e Paolo containing Verrocchio's Colleoni monument 

in Venice^ (Figure 19) . 

Grouped Spaces 

Visually, grouped spaces are usually an entity or 

are quite complete in themselves, but at the same time they 

are a part of an overall hierarchical order. Within this 

designation of cluster spaces exist various forms, of which 

40 
the following would occur most frequently: 
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1. The establishment of a straight axis over which 
a sequence of spaces, of different size and 
form would be arranged. The space would thus be 
developed in only one direction (Figure 20). 

2. The establishment of a non-axial organization 
consisting of two spaces, one smaller than the 
other. The smaller space opens up one of its 
sides onto a larger square. The arrangement is 

. such that the axis of the individual spaces meets 
at right angles. An example would be the Piazza 
and Piazzetta in Venice (Figure 21). 

3. Spatial arrangement consisting of a group of three 
or more spaces, being of different shapes and 
proportions, that would encompass a dominant 
element or building. 

4. The relation of individual spaces but without any 
strong direct reinforcing physical connection. 
There may be a short street or passageway that 
.connects the two. However, the spaces themselves, 
although being separated, do fall into a coherent 
pattern. The indirect spatial ties might be 
achieved by the mass of a church steeple that 
would dominate both squares (Figure 22). 

The major consideration of the overall design is to 

create a clear mental image of the changing spatial patterns 

and their relations. This should be considered primary 

irrespective of the groups the spaces form or the manner in 

41 
which the spaces are connected. 

Amorphous Space 

Generally speaking, this type of space has no specific 

shape nor does it represent any esthetic or artistic qual¬ 

ities.^ Sharing qualities and elements of the previous spaces, 
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it may at first glance appear to be simlar to one of them. 

As an illustration, Paul Zucker cites Washington Square 

in New York. 

Washington Square, laid out as a regular rectangle 

in the nineteenth century, is surrounded by houses on all 

sides; however, it is not an ’’enclosed space". There is 

a strong disproportion of scale that lends itself to its 

own failure. The size of the space is much too large to 

be contained by the surrounding "heterogeneous, irregular, 

and often contradictory housing." In addition, the size 

and location of the triumphal arch adds to the dissimilarity 

of the other elements, so much so that the space lacks the 

impression of unity. The esthetic qualities are also destroyed 

44 
by the disappointment in scale of the component elements. 

Historically speaking, amorphous spaces in the past 

did emphasize the volume of the space even though they 

did not unify or retain the enclosed space. In comparison, 

the spaces of the nineteenth century transformed the space 

surrounding a building into a tray whereupon the building 

was presented. 
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Figure 13a. The Place Stanislas Figure 13b. Piazza Dell' Anfiteato 
Romano—Lucca 

Figure 13c. Piazza Del Campo— 

Siena 

m Si 

Figure 13d. Piazza Navona—Rome 
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Figure 14a. Place Des Vosges—Paris 

Figure 14b. Oxford University—England 
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Figure 15. Piazza Ducale from the Dumo—Vigevano 

Figure 16. Picasso's Lady—Chicago 

Civic Center 
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Figure 17. Fontana di Trevi—Rome 

Figure 18. View toward San Giorgio Maggiore. 

Piazzetta at St. Mark's Square— 

Venice 
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Figure 19b. State capital grounds—Baton Rouge, 

Louisiana 
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Figure 20a. Palace Versailles 
France 

Figure 20b. Castle of Stupinigi 



Figure 21. Grouped spaces. St. Mark's Square— 
Venice 



39 

Grouped spaces. Reinforcing 
physical connection may be 
a short street or passageway 
that connects the two. 
St. Mark's Square—Venice 

Figure 22c. 

Figure 22b, 

Figure 22a. 



CHAPTER IV 

ESSENTIAL ELEMENTS, ATTRIBUTES, AND DESCRIPTORS 
OF FORMAL PEDESTRIAN URBAN SPACE 

The following outline is offered as a tentative sketch 

of the more specific range of elements and attributes exper¬ 

ienced in the urban environment. It is presented in as 
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abstract and condensed a fashion as its variety permits. 

Presenting the elements in the abstract serves several major 

points Initially, it is to "free" the designer from pre¬ 

conceived connotations. This means that presenting a specific 

listing of materials that are to be used and thought of in 

a particular context often has a restrictive effect upon a 

designer's creative ability. Secondly, the purpose of employ¬ 

ing a listing containing abstract descriptors is that it will 

have a considerably more useful and extended application time 

than would be the case of a listing incorporating the use 

of very precise words. 

The physical elements of a space can be categorized 

under the following three major headings: walls, floors, 

and ceilings (Figure 23). The attributes of each of these 

surface planes can be defined according to its form, scale, 

texture, color, style, character, personality or uniqueness 

(Figure 24). 
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The following is a listing of the general physical 

descriptors used in the makeup of spaces: .lighting, seating 

devices, entourage receptacles, signage and graphics, shelter 

devices, information center, transportation elements, doors 

and entrances, time pieces, sculpture, water (drinking, 

source, and drainage), entourage, and surface materials 

(Figure 25) . 

Just as spaces have physical form and consist of 

physical elements, attributes, and descriptors, so is there 

a rich vocabulary which exists to aid the designer. The 

following is but a brief listing of some of the terms employed. 

These terms are based in part on the book Townscape by 

Gordon Cullen.^ 

Place. This can be defined in terms of the word 

"possession”. Possession exists in several forms: Occupied 

Territory, Vantage Point, Enclosure, Focal Point, etc. 

Occupied Territory. The usual determinants of possession 

in this instance are shade, shelter, amenity and convenience. 

The furniture of possession includes: floorscapes, posts, 

canopies, enclaves, focal points and enclosures (Figure 26). 

Vantage Point. A place from which one can view an 

activity, without necessarily becoming involved in the 
% 

activity itself (Figure 27). 
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Enclosure. Considered to be the end product of traf¬ 

fic, for this is the place of destination. Inside exists 

the quietness and human scale of the space (Figure 28). 

Focal Point. This element coupled with enclosure 

expresses the statement that this is the place. You can 
\ 

stop looking for you are here (Figure 29). 

Other elements of Place are: Changes of Level, Antic¬ 

ipation, Truncation, Here and There, etc. 

Change of Level. This form elicits from the participant 

some rather interesting phenomena. Being below level will 

produce intimacy, inferiority, enclosure and claustrophobia. 

Being above level elicits exhilaration, command, superiority, 

exposure and resting. Therefore, important in the design of 

level changes is the knowledge that the "act of descending 

implies going down into the known and the act of ascending 

49 
implies going up into the unknown" (Figure 30). . 

Truncation. Incorporating the use of strategically 

placed levels, the building or major focal element is not 

immediately seen as a whole. Rather it is revealed in a 

series of progressions, always something being held back to 

create that sense of curiosity (Figure 31). 

Anticipation. This is accomplished by designing a 

view that will clearly arouse one's curiosity as to what 

»v > 
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vista or activity will be unfolded upon reaching that 

end point (Figure 32) . 

Here and There. This is one of the primary categor¬ 

ies of relationships used in the changes of level, vistas, 

closures, narrows, etc. There are two useful states in which 

this may exist. The first is concerned with the interplay 

between a known here and a known there. The second is con¬ 

cerned with a known here and an unknown there (Figure 33). 

This is by no means a complete vocabulary, nor is the 

intent hereto list one in its entirety. What is intended 

is to show the great variety of means available to the 

designer for achieving his aim. 

Having established a listing of the physical forms and 

physical elements and a vocabulary, it becomes necessary to 

understand how these can be brought together in such a 

meaningful combination as to create a successful.pedestrian 

urban space. However, before this is possible, it is 

necessary to understand the important implications that are 

brought to bear from the other disciplines. That is, what 

are the underlying criteria for just such a physical manifes¬ 

tation of the elements, and to what degree are these under¬ 

stood and integrated before a decision is made upon the final 

physical form and its arrangement? This interdisciplinary 
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cognizance should precede any attempts at the organization 

of any such physical elements. 
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Figure 23a. 

Figure 23b. 

The physical elements of a space 
can be categorized under the 
following major headings: 
walls, floors, and ceilings. 
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Figure 24a. Scale 

Figure 24b. Lack of Scale. Jones Hall — Houston 

AM
tJ

* 
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Figure 25a. Seating Device — Jones Hall Plaza 

Figure 25b. Seating Device — Expo'67' 
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o t 

Figure 26. Occupied Territory 

Figure 27. Vantage Point — Galleria 
Houston 
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Figure 28. Enclosure — Hermann Park Plaza, Houston 

Figure 29. Focal Point Fountain, Expo '67' 
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Figure 30. Change of Level — The 
Campidoglio, Rome 
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Figure 31a. Truncation 

Figure 31b. Truncation 
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Figure 32. Anticipation Galleria, Houston 

Figure 33. Here and There 



CHAPTER V 

METHODS OF ANALYSIS 

Looking at the analysis of a pedestrian urban space 

one finds that there are many individuals from diverse 

disciplines--historians, architects, sociologists, anthro¬ 

pologists, etc.—who are able to rationally and argumentively 

review a pedestrian urban space from their own point of 

view. The problem here is not one of a lack of information 

but rather one of correlation. For when the designer looks 

to these various disciplines for assistance, he often finds 

separate and distinct analytical methodologies lacking the 

necessary integration. If and when the designer attempts to 

integrate the results, he encounters such great difficulty 

with their nomenclautre and their disparate methodologies, 

that it becomes exceedingly difficult if not impossible to 

structure them into a common meaningful and useful framework, 

such that they can be employed in the evaluation of pedestrian 

urban spaces. 
s 

Therefore, in this chapter, I will review some of the 

analytical procedures used by the various disciplines and then 

attempt to illustrate how the designer can draw upon this 

information. 



54 

Present Methods 

Several of the methods of design being employed in the 

discipline today are: 

1. The "Black Box" Approach. The term "black box" is 

generally used to describe that work which is related to 

and concerned with the manipulation of the inputs and outputs 

of the design process rather than with the process itself. 

Another similar technique that is used extensively and is 

related to this is a process called brainstorming.^® 

2. The Analytical Procedure. The basis of this and 

other similar methods is the dissassembly or the breaking 

down of a problem into its component parts. Accomplishing 

this establishes a point from which the design may proceed. 

The problem that arises here is one that is inherent in the 

overall analytical procedure itself. That is, it lacks a 

more realistic relationship between the components of the 

* 51 
analytical part and the components of the design solution. 

3. Goals, Criteria, Values. In this case, design 
i 

methods are based upon "operations research"; that is, they 

incorporate the idea of weighting. The procedure is to first 

establish a set of goals. Then the criteria are formulated 

and relative weights or values are given to each criterion. 

The criteria are then used to evaluate the solution after it 
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has been completed. In using this method, it is necessary 

to establish a set of performance standards based upon user 

requirements, available technologies, and the examination of 

possible tradeoffs. 

One problem inherent in these methods is the difficulty 

encountered when attempts are made to correlate and synthesize 

information from other disciplines. Another problem is the 

question concerning compromising values or the use of trade¬ 

offs . If the attempt were in each situation to achieve the 

best of all possible worlds by resolving all conflicts, 

then tradeoffs would seem to weaken one solution as compared 

to another. Therefore, an analysis of these methods of • 

design, their inherent problems and questions they raise 

leads to the next section and the work of William Michelson,. 

Christopher Alexander and others. 

Emerging Methods 

An approach to design stems from an accurate description 

or statement of the problem. To formulate such a statement 

it is necessary to have some basic directions for the develop¬ 

ment of a form of analysis. The following is but a limited 

view of several individuals, a sociologist, psychologist, and 

architect who have set up certain analytical procedures from 
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which I will draw the elements necessary to make up the 

proposed framework. 

An enlightening approach to the analysis of man's 

physical environment is presented by the sociologist, 

William Michelson. He states: 

Particularly in architecture, there is precious 
little followup of all but.the largest scale 
developments. The 'Architectural Experiment' 
is typically a mental search based on individ¬ 
ual creativity, architectural trends, and casual 
insight—for the best solution to a given set 
of problematic social, economic and physical 
circumstances. The experiment ends once the 
solution is proposed; it seldom continues 
after the building is built, so as to see if 
the solution in fact works. The knowledge to 
be gained from such experimentation must cease 
to appear as a potential source of indictment 
to individual architects and planners. It can 
be viewed more positively as a source of know¬ 
ledge that would further their creation of 
better products. It is a tool working for them 
in the long run. J 

His scheme, the Intersystem Congruence Model, represents 

the bringing together of sociological theory and methodology. 

Essentially, in his book Man and His Urban Environment he 

succeeds in making sense out of an "otherwise farflung and 

disjointed literature and is able to form the focus of new 

research which might add to the knowledge of the relation of 

54 
man and his environment." 

The importance of Michelson's Intersystem Congruence 

Model is clear when one understands the definition and very 
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distinct fields of the social scientist. Talcott Parsons, 

a noted theoretical sociologist, defines the social scientists 

as having commonly conceived of and studied people according 

to three systems, cultural, social, and personality. Anthro¬ 

pologists have customarily focused on the cultural system, 

which roughly includes the rules and goals by which 

behavior is guided. Sociologists have concentrated on the 

social system, the relationship of men to each other in 

social groups. Psychologists have focused on personality, 

a more or less permanent set of predispositions to behavior 

which people internalize as a result of their own unique life 

experience.These systems can each be viewed analytically 

as independent of one another, for within each one there exist 

numerous variables which interact primarily with each other. 

Therefore, considerable time is spent by each of the disciplines 

in its efforts to understand and demonstrate the relationships 
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of the variables within its special system. 

To close this gap and relate variables between systems, 

new fields of study have developed. Such new areas as "Culture 

and Personality" and "Personality and Social Structure" have 

become standard frames of reference from which the study of 

57 
intersystem relationships may be studied. The point here 

is that just as one can study the interdependence of elements 

of personality and culture, so, Michelson states, could one 
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study the interdependence of the physical milieu and social 
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structure. This is his purpose in developing his Inter¬ 

system Congruence Model. 

The Intersystem Congruence Model basically involves 

the use of six criteria which establish concepts used to 

describe the urban physical environment. - 

Concepts themselves vary in level and form when used 

to describe the urban environment. One way in which concepts 

may vary in scale and differ in form is at the level of 

environment to which they are relevant. Kevin Lynch uses 

concepts like ‘'edges” and "nodes". Edges refer to land uses 

that serve as borders in people's minds--that is, where one 

subarea of a city stops and another begins. Other elements 

such as rivers, highways, and railroads also serve the 

same function. "Nodes" are the conceptual anchor points in 

our cities. Statues, parks, and shopping centers are all 

nodes for subareas of cities. Concepts, then, differ at 

least by the level of the environment at which they are 

relevant. "Some are meaningful in an esthetic sense, but 

not necessarily in a social sense or any other particular 

way"59 ancj gtiil others have economic importance. 

The criteria Michelson proposes for his concepts of 

urban physical environment must meet such tests as are 
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appropriate for the further articulation with variables in 

the cultural, social, and personality systems. His criteria 

for concepts are: 

1. They must be relevant to all levels of form. 

There is sufficient data from empirical observa¬ 
tions that each of the levels of the environment, which one 
might consider, plays an important part in the daily lives 
of most people. As an example, he states that the home and 
immediate environment are very basic to people...yet various 
aspects such as edges and nodes which are of a higher level 
than the home and immediate neighborhood, nonetheless fit 
both consciously and unconsciously into the daily round. 
Even total patterns that many people may never see or appre¬ 
ciate still potentially make some contribution to the 
achievement or frustration of some personal, social, or 
cultural ends. What this means is that just because a 
person does not appreciate the physical peculiarity of a 
linear city, does not mean that his access to certain people 
or to land uses (and hence certain abilities to organize or 
to realize certain cultural goals) is unaffected by that 
level of environmental pattern.^® 

2. They must systematically integrate lower levels 
of environment with higher levels. 

All the levels should be covered for they are not 
independent of one another. In fact, each level becomes a 
part of the next higher level so that while the whole may 
represent more than the sum of its parts, it still consists 
of the sum of its parts. It is important then that the 
lowest level concepts be systematically combined with each 
other at higher levels, rather than to be discarded in favor 
of new concepts. What results is a "tree” consisting of 
clusters which contain the specific array of elements creat¬ 
ing a particular environment at that level. This level may 
then be dissected and analyzed at any time.^V Christopher 
Alexander has developed this quite extensively. 

3. They must be physical, not social. 

The concepts that represent the physical environment 
must represent created spatial patterns. That is, they must 
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be more basic than simply the use that people make of a place. 
In his example, he states that it is not sufficient to say 
that people act a certain way in a banquet room because it 
is a banquet room; "banquet room" is a social term represent¬ 
ing a cultural meaning given to a physical object. However, 
it is a valid proposition to ask if there is any special 
limitation or encouragement to a specific human behavior or 
cultural pattern imposed by a 20 x 30' room with particular 
acoustical, visual, etc. properties. What is is saying is 
that if we are able to measure the relationships among 
systems, the concepts representing these systems must be 
independent of each other in definition.62 

4. They must be relevant to social phenomena. 

We must understand the physical environment in 
terms of its articulation with the systems of social science; 
as an example, a concept incorporating distance or the concept 
incorporating the color of lighting may well play a part here. 
Then the concepts must be such that they stand a chance of 
having some bearing on social phenomena.63 

5. The concepts must be measurable. 

For one to base some reliance on the findings based 
on these concepts, there must be some way of stating the 
presence or absence of relevant phenomena. Unfortunately at 
present there has been little work performed in this area. 
As he says, it will be a breakthrough in the environmental 
sciences when concepts reach even the point of an evenly 
graded continuum between opposite poles of any phenomenon, 
such as density. It will be a significant fact to know when 
a complex phenomenon, such as physical isolation is absent 
or present. 

6. They must be man-made. 

The requirement is that the concept be one of a 
man-made environment. He argues that this criterion is one 
that focuses firmly on the city and hence on urban phenomena. 
The urban environment is not the only one man has made, but 
it is the one that man has made most fully.65 
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Looking back over his six criteria one may ask how a 

designer uses this framework in his analysis of a space. 

A partial answer comes by incorporating the work of Dr. Joyce 

Kasmar, a psychologist. If we begin with the premise- that 

people are indeed sensitive to and do respond to the perceptual 

cues of architectural environment,66 then it is imperative 

that we attempt to elicit their impressions. To accomplish 

this end, it is necessary to acquire descriptive tools and 

provide a scale appropriate for the description of the phys¬ 

ical environmentTherefore, if the physical and psycholog¬ 

ical aspects of architectural space could be identified, 

then it might be possible to construct a scale on which 

68 
environments could be rated. 

She has set forth a well-researched vocabulary which 

was selected for its clarity and ease. These adjectives are 

to be used by designers and lay people alike to describe a 

physical environment. The framework lists thirteen major 

categories in which a total of sixty-six environmental descrip¬ 

tors are used. The value range of the environmental descriptor 

scale is seven. The thirteen categories were subsequently 

arrived at through the use of test procedures and terms offered 

by architects and designers which they felt described arch¬ 

itectural space. The thirteen categories are: 
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1. Size 5. Color 9. Esthetic quality 
2. Volume 6. Texture 10. Climate 
3. Scale 7. Function 11. Odor 
4. Mood 8. Illumination 12. Acoustical quality 

13. Miscellaneous 

The environmental . descriptors are as follows: 

A LEXICON OF ENVIRONMENTAL DESCRIPTORS 
(including descriptors retained1 and deleted2) 

Active-Passive 2a3 DRAFTY-STUFFY 

ADEQUATE SIZE- Dry-Humid 3e 

INADEQUATE SIZE Dynamic Space-Static 

Affected-Unaffected 2a Space 2a,c 

Alive-Dead 2a,b EFFICIENT-INEFFICIENT 
APPEALING-UNAPPEALING ELEGANT-UNADORNED 
Ascending Color-Receding EMPTY-FULL 

Color 2a E ncou ragi ng-D iscou rag i ng 2a 

ATTRACTIVE-UNATTRACTIVE Euphonious-Diseuphonious 2c 

BEAUTIFUL-UGLY Even Texture-Uneven 

BRIGHT-DULL Texture 2a 

BRIGHT COLORS-MUTED Exciting-Unexciting 3a,e 

COLORS EXPENSIVE-CHEAP 

Busy-Calm 3e E xpressive-U nexpressive 3e 

Calming-Upsetting 3a, e Familiar-Unfamiliar 2d 

Changeable-Unchangeable 3e FASHIONABLE- 
CHEERFUL-GLOOMY UNFASHIONABLE 
CLEAN-DIRTY Fatiguing-Invigorating 2d 

Coarse-Smooth 2a Feminine-Masculine 3a,b.e 

COLORFUL-DRAB Finished-Unfinished 3e 
COMFORTABLE- FLASHY COLORS-SUBDUED 

UNCOMFORTABLE COLORS 
COMFORTABLE TEMPERA¬ Flexible-Rigid 2a 

TURE-UNCOMFORTABLE Formal-Informal 3e 
TEMPERATURE Formed-Formless 2a 

Complete-I ncomplete 3e Fragile-Sturdy 2d 
COMPLEX-SIMPLE FREE SPACE-RESTRICTED 
Confused-Clear 2a SPACE 
Consonant-Dissonant 2a,c FRESH ODOR-STALE ODOR 
CONTEMPORARY- Friendly-Unfriendly 3a, e 

TRADITIONAL Frilly-Tailored 3a,b,c,e 
Content-Discontent 2a FUNCTIONAL- 
CONVENIENT-INCONVENIENT NONFUNCTIONAL 
Coordinated-Uncoordinated 2b GAY-DREARY 
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Cozy-Monumental 3cfe Gentle-Brutal 2a 

Cultured-Uncultured 3a,b,e Glaring-Unglaring 2a 

Dated-Timeless 2a,b Good-Bad 2a 

Decorated-Stark 3c GOOD ACOUSTICS-POOR 

Deep-Shallow 2a ACOUSTICS 

Defined Space-Undefined Space 2a GOOD COLORS-BAD COLORS 

Definite Volume- GOOD LIGHTING-POOR 

Indefinite Volume 2a LIGHTING 

Depressing-Exhilarating 3e GOOD LINES-BAD LINES 

DIFFUSE LIGHTING-DIRECT Good Odor-Bad Odor 2d 

LIGHTING GOOD TEMPERATURE-BAD 

Dignified-Undignified 3a,e TEMPERATURE 

Directed-Undirected 2a, c GOOD VENTILATION-POOR 

DISTINCTIVE-ORDINARY VENTILATION 

Downward Scale-Upward Graceful-Clumsy 2b 

Scale 2a, c Happy-Sad 3a,b,e 

Hard-Soft 2a,b Pleasing-Annoying 3e 

Hard Texture-Soft Plush-Austere 2c 

Texture 2a Polished-Unpolished 2a 

Harmonious-Discordant 2c Popular-Unpopular 2a 

Healthy-Unhealthy 2a Positive-Negative 2a 

Heavy-Light 2a Pretentious- 
2a,b,c Heterogeneous- Unpretentious 

Homogeneous 2a,b,c PRIVATE-PUBLIC 

High-Low 2a, b Progressive-Conservative 3a,b,e 

Honest-Dishonest 2a Proportional- 

Horizontal Volume- Unproportional 3e 

Vertical Volume 2a, c QUIET-NOISY 

Hospitable-I nhospitablo 3a, e Real-Phony 2a 

Hot-Cold 3b,e Rectilinear-Curvilinear 2a,b,c 

HUGE-TINY Refined-Unrefined 3a, e 

Human Scale-Inhuman Refreshing-Wearying 3e 

Scale 2a, c Regular-Irregular 2a 

Imaginative-Unimaginative 3b,e Related-Unrelated 2a 

Impersonal-Personal 3e Relaxed-Tense 2a,b 

IMPRESSIVE-UNIMPRESSIVE Reputable-Disreputable 2a 

Inner-directed-Outer- Reserved-Uninhibited 2d 

directed 2a, c Resonant-Flat 2a, c 

Inspiring-Discouraging 3a,e Restful-Disturbing 3e 

Interesting- Restrained-Unrestrained 2a 

Uninteresting 3e Restricted-Unrestricted 2a 

INVITING-REPELLING Reverent-Irreverent 2a 

LARGE-SMALL Rhythmic-Unrhythmic 2a 

Lazy-Energetic 2a, b Rich-Poor 2b 

LIGHT-DARK Rickety-Stable 2a, b 

Livable-Unlivable 3a,b,e Romantic-Unromantic 3a,b,e 

Lively-Dull 3e ROOMY-CRAMPED 

Long-Short 3e Scenic-Unscenic 2a, c 

Meaningful-Meaningless 2a Sectionalized Space- 

Mechanical Space- Undifferentiated 

Nonmechanical Space 2a,c Space 2a,c 

MODERN-OLD FASHIONED Secure-Insecure 2a 

MULTIPLE PURPOSE-SINGLE Sedate-Flamboyant 2c 

PURPOSE Sensitive-1 nsensitive 2a 

Mystic-Nonmystic 2a Sensual-Prim 2a, c 

Natural-Artificial 3a,b,e Serene-Disturbed 3e 

NEAT-MESSY Serious-Humorous 2a 

NEW-OLD Shaped-Shapeless 2a 

Nice-Awful 3e Sharp-Blunt 2a 

No Odor-Strong Odor 2b Sincere-Insincere 2a 

Open-Closed 3e Sociable-Unsociable 3a,b,e 
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ODERLY-CHAOTIC SOFT LIGHTING-HARSH 
ORGANIZED-DISORGANIZED LIGHTING 
ORNATE-PLAIN Soothing-Distracting 3e 
Orthodox-Unorthodox 2b Sophisticated- 
PLEASANT-UNPLEASANT Unsophisticated 3a,b,e 

PLEASANT ODOR-UNPLEASANT SPARKLING-DINGY 

ODOR Spiritual-Nonspiritual 2a 

Stereotyped-Unstereotyped 3c, e UNUSUAL-USUAL 
Sterile-Filthy 2b Urban-Rustic 3a,b,c,e 
Stimulating- USEFUL-USELESS 

Unstimulating 3e Valuable-Worthless 2a 
Strong-Weak 2a Varied-Repetitive 2a 
Structured-Unstructured 2a Versatile-Nonversatile 3e 
STYLISH-UNSTYLISH WARM-COOL 
Symmetrical-Asymmetrical 3c,e WELL BALANCED-POORLY 
TASTEFUL-TASTELESS BALANCED 

Temporary-Permanent 2a WELL KEPT-RUN DOWN 
T extu red-Untextu red 2a WELL ORGANIZED-POORLY 
Threatening- ORGANIZED 

Unthreatening 2a WELL PLANNED-POORLY 
TIDY-UNTIDY PLANNED 
True-False 2a WELL SCALED-POORLY 
UNCLUTTERED-CLUTTERED SCALED 
UNCROWDED-CROWDED WIDE-NARROW 

1. Descriptors retained are shown in upper-case lettering 
2. The stage in which descriptor was eliminated is indicated: Stage 2 or 3 
3. Reason for elimination of descriptor: (a) low median, (b) wide interquartile range, (c) 
excessive question mark ratings, (d) median sex difference-stage 2, (e) low Q1 —Stage 3 

Since this research was completed in 1968, the results 

only represent the beginning of a workable and meaningful 

lexicon of architectural descriptors that can be employed by 

architects and other researchers. Only further research can 

answer the question. Can the lexicon and the Environmental 

Descriptor Scale be used in a meaningful way to describe 

and distinguish among all the different types of enclosures? 

The real purpose at this point is that the Environmental 

Descriptor Scale points to a beginning. It represents a 

usable tool. A tool that might be used to increase effective 

communication between architects and their clients. 
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Shifting from the field of Behavioral Science to the 

one of Architecture, I wish at this point to review some 

works that have general application and that specifically 

relate to the second point of Michelson's criteria for con¬ 

cepts, that they must systematically integrate lower levels 

of environment with higher levels. 

Christopher Alexander’s work in the area of problem 

analysis and the development and use of a Pattern Language 

is well known.Generally his approach to analysis of an 

activity consists of utilizing existing mathematical models 

(that is, the procedure is to set up a "tree structure” 

consisting of major sets, dependent variables, within which 

minor subsets exist) and the development of a Pattern Lan¬ 

guage that can graphically represent the assigned spatial 

activities. The Pattern Language differs from the hereto¬ 

fore described methods of analysis in "that it does not pro¬ 

ceed in a gradualistic way, and secondly that it is based 

upon the assumption that arguments about values are unneces¬ 

sary.”70 

A "pattern” may be defined as a typical arrangement in 

space of physical objects (or parts) which allow behavioral 

tendencies or forces to exist in a context without conflict.7^ 

Within this statement the terms "patterns,” "tendencies” and 

"conflicts” should be defined to clarify his general concept. 
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The pattern itself consists of two parts: the pattern state¬ 

ment and a problem statement. The pattern statement is broken 

\ down into two parts, an IF part and a THEN part. The state¬ 

ment of each pattern reads like this: 

IF: X THEN:Z/ Problem: Y 

X defines a set of conditions 
Y defines some problem which is liable to occur 

under the condition X. 
Z defines some abstract spatial relation which 

needs to be present under the condition X, in 
order to solve the problem Y. 

In short, IF conditions X occur, THEN we should do Z in order 

72 
to solve the problem Y. 

"Tendencies," as used here, are observable human drives 

toward satisfying needs.73 Actually a tendency is the opera¬ 

tional version of a need.7^1- The importance of the distinction 

between need (passive state) and tendency (dynamic state) 

is that it is impossible to test a need because we do not 

actually know what it claims.73 On the other hand* if a 

certain tendency exists, it can be tested. . As an example, 

Alexander states "people working in an office need a view." 

This is really a statement of need, and it can be readily trans¬ 

lated in numerous ways. Does it mean "It would be nice if 

people in offices had views"? or "People say they want a 

view from their office"? or "People will pay money to get 

a view from their offices"? Because of the many ways that 

the statement can be translated it becomes almost useless. 
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But if the phrase is stated as "People working in offices 

try to get views from their offices",' it becomes a state¬ 

ment of fact and can be so tested for its validity. There¬ 

fore it is a statement of tendency. A statement of tendency 

is a hypothesis that attempts to condense a large number of 

observations by the use of a general statement.^ It thus 

becomes a way of interpreting observations. 

Furthermore, tendencies exist in one of two states: 

Conflict or Relations (nonconflict). A relation is a geo¬ 

metrical arrangement that prevents a conflict. A conflict 

is caused by certain arrangements and prevented by others. 

What exists here, then are two arrangements that are mutually 

exclusive. It is necessary, therefore, to define an abstract 

geometric property so as to include all the arrangements that 

78 
prevent the conflict and exclude all those which cause it. 

What has been described, then, is a process that has 

two steps: 

1. The identification of a conflict. 

2. The derivation of a relation from it. 

The process for deriving a relation is objective in the sense 

that each of its steps is based upon a hypothesis that can be 

tested. The two hypotheses are: 

1. Under certain specific conditions such and such 
conflicting tendencies occur. 
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2. Under these conditions the relation is both 
necessary and sufficient to prevent conflict. 

If it is impossible to show that either of these hypotheses 

is false, then we must assume that any building where the 

conflict can occur must contain the relation specified. In 

order to create a building in which no tendencies conflict, 

the designer must try to predict all the conflicts that could 

possibly occur in it, define the geometric relations that 

prevent these conflicts, and combine these relations to form 

79 
a cohesive whole. The following example of an architect's 

office illustrates a way in which patterns are generated, 

how these generated patterns are combined and how individual 

80 
patterns vary when they are transformed. 
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Numbers Topic Problem Tendencies conflicting 

1 Entrance to architect's 
office—transparent 

Visitors feel that they are not welcome when 
they approach the office. 

1. Visitor feels uncomfortable about entering an 
alien professional world. 
2. “Architects" fear complete exposure to public 

realm. 

3 Entrance—position of 
reception desk in 
relation to entrance 

Office has to control entrance of visitors. 1. Visitors want a route. 
2. Some visitors want to come into office un¬ 

observed. 
3. Visitors want to prepare "face." 
4. Receptionist wants to observe visitor as soon 

as he enters and be unobserved. 
5. Receptionist wants another direction to face. 

5 Staff and path to 
drawing office 

In many offices there is nowhere for the staff 
to get together. There is nowhere to go 
(except at the work table), nowhere to sit. 
nowhere to prepare coffee, snacks, etc. 

1.Staff tend not to meet each other except when 
they are actually collaborating on a problem. 

2. Staff tend to learn more from each other if 
they meet informally awayfrom workplace. 

3.Staff tend to get jaded, need breaks, light relief. 

6 Partners and contact 
with staff 

Partners must keep in contact with staff yet 
want a place of their own in the office. 
1. Partners tend to make special "places" for 

themselves in the office. 
2. Staff tend to lose contact with partners. 

8 Two workplaces People want to work in groups as well as work 
as separate individuals 

1. People tend to want relief from a single task. 
2. People tend to want to work in groups—realize 

that it's more efficient for certain kinds of arch, 
problems. 

9 Conference room Not all meetings can be held in the drawing 
office. 

1. Need for meetings with limited outside contact. 
2. Need for staff and partners to keep in touch 

(see pattern 6). 

12 Group proximity Group work is impossible without proximity. 1. Tendency for groups that are geographically 
separate to act separately. 

2. Tendency for proximity interchange to increase 
sentiments of solidarity. 

13 Privacy and access 
with the group 

Solitary work is often necessary within a 
working group—the problem of interruptions 
becomes critical. 

1. Tendency to want solitude. 
2. Tendency to want contact within group. 

1. Patterns and transformations for 
architects' offices 
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Pattern Transformations 

A B C 

If: Entrance to any architect’s office. 
Then: Entrance facade has transparent surfaces 

on either side of door and/or door can be 
transparent also. 

If: Entrance to any architect’s office that 
maintains a reception desk. 

Then:Visitor faces wall as he enters, then turns 
right angle. Receptionist nearest to 
entrance has clear view of entry; can turn 
in 2 directions faces visitor, no way ino 
office except by R desk. 

rsr 

If:Any architect’s office. 
Then: Kitchen near receptionist, breakplace in 

center of office where all circulation joins 
& BETW. All workplaces and entrance, 
library niche can be used as breakplace 
but should be opposite BP if have both, 
breakplace near R & K. 

If: Office where partners and staff are in 
danger of being separated. 

Then:Common circulation for each and staff and 
partners work together in teams in drawing 
office. 

lf:Any architect’s office. 
Then:Library is equipped with carrels for indi¬ 

vidual study & is large enough to store 
books and materials. Open on one side of 
main circulation route. Space large enough 
for 1/3 maximum office staff at any time. 

ini 
s—? 

If:Any architect’s office. 
Then:Conference room just off main circulation 

route, entrance not through workplace, 
receptionist can give easy directions to it. 
distractions controllable to and from 
workplace. 

r~\ 
-'*131 

If:Any architect’s office. 
Then:Cluster workplace tables in work groups 

for any size job. Semi transparent screens 
drop from ceiling grid enable any group to 
totally enclose itself. 

If: Any architect’s office. 
Then:Option for closure on at least 2 sides of 

each workplace. Use existing walls or 
screens. 
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2. Combination of patterns 
Local condition— 
Example A: Small office 
Local condition— 
Example B: Medium office 

The Architects’ offices examples show 
that local conditions (three existing 
structural shells in this case) affect the 
order in which patterns are used and that 
individual patterns vary where applied in 
different circumstances. 

1. Entrance facade has transparent 
surfaces on either side of door and/or 
door can be transparent also. 

2. A part of the display area in waiting 
space explains architect's design ap¬ 
proach. 

3. Visitor faces wall as he enters. Then 
turns right angle. Receptionist nearest to 
entrance has clear view of entry; can turn 
in 2 directions faces visitor, no way into 
office except by R desk. 

A 1.3 1.3,8 1,3,8,6 1.3.8,6.9 1,3,8,6,9 + 
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4. Route from waiting area to conference 
room includes whole view of office. 

5. Kitchen near receptionist, breakplace 
in center of office where all circulation 
joins and between all workplaces and 
entrance, library niche can be used as 
breakplace but should be opposite BP if 
have both, breakplace near R & K. 

6. Common circulation for each and staff 
and partners work together in teams in 
drawing office. 

7. Central location for library shelves on 
main circulation route. 

8. Library is equipped with carrels for 
individual study and is large enough to 
store books and materials. Open on one 
side of main circulation route. Space 
large enough for 1/3 maximum office 
staff at any time. 

9. Conference room just off main cir¬ 
culation route, entrance not through 
workplace, receptionist can give easy 
directions to it, distractions controllable 
to and from workplace. 

10. Destroy all non-current drawings; use 
microfilm and store in library provision 
for scanning in ind. study space in library. 

11. Common circulation for partners and 
staff; partners and staff work together in 
teams in office (see pattern 6). 

n_i i 
0 5 15 30 

12. Cluster workplace tables in work 
groups, for any size job. Semi transparent 
screens drop from ceiling grid enable any 
group to totally enclose itself. 

13. Option for closure on at least 2 sides 
of each workplace. Use existing walls or 
screens. 

14. Provide two surfaces as shown. 

15. Provide for slide out surface as shown. 

16. Provide for quick reference (technical) 
books as shown. 

17. Provide adjustable drawing surface as 
shown. 

18. Provide for a 4' minimum back up 
space as shown. 

19. Provide for range of acceptable work¬ 
place layouts—-workplaces rearrangeable. 

20. Provide flat file (4' x 5' x 4') under 
layout surfaces whenever 2 layout tables 
come together. One layout table must 
belong to partner. 

3. Final configurations—architects* 
offices 

< 

A 

%- 

z  

5 i 
* 
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Probably Lawrence Halprin has done the most in this 

field of analysis of urban spaces. He states that "in order 

to design for movement, a whole new system of conceptualizing 

must be undertaken. Our present system of design and planning 

is inevitably limited by our techniques of conceptualizing 

and our methods of symbolizing ideas." By knowing how to 

delineate only static objects we end with objects that are 

static; that is, "having developed techniques for showing 

buildings and objects, and outlining the spaces which they 

confine, we plan by architectural symbols, projected in con- 

82 
ventional methods on paper." Halprin asserts that this 

limitation of symbols affects our results. 

In addition, lacking techniques for describing the 

activities that occur within the spaces or within the build¬ 

ings, it is difficult to plan adequately for them. Halprin 

feels that the "activity comes, in a sense, as a by-product 

after the fact." Naturally a good designer will think 

about the activity while he is designing, but it is improbable 

that he will be able to design the movement for he has no 

tools to do so. "Even highway engineers, who deal exclusively 

with movement have no method for describing it."^ 

What is needed, then, is a system focusing primarily 

on movement and secondarily on the environment. Halprin 
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feels that only after the programming of the movement and 

the graphic expression of it is complete should one design 

the environment which is "an envelope within which movement 

takes place. The environment exists for the purpose of move- 

ment." One thing that he feels should be strongly stated 

is that the motation system "is not a substitute for plans 

and elevations, but rather an abstract representation of 

the three-dimensional visual experience, i..e,. a new symbol- 

ogy." Like any new language, this one also demands the 

effort and time of the individual before it is mastered to 

the point of utility. 

The system derives its name from the words movement and 

notation, jL.e^. motation. "The basic idea resembles the 

technique of the animated films in that individual pictures 

or frames are separated in space and are related in time to 

„87 
form apparent movement. 

The symbols used in the frames consist of about 26 basic 

forms with others developed to supplement the basic 26. 

Halprin sees these elements as the alphabet used to produce 

the words of the motation language. This language form of 

depicting movement in our cities, urban spaces and buildings 

is quite useful, for it enables the elements of the city to 

be seen not as inanimate objects, but rather in their vital 
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role. In motation: 

. . . modulation of activity is seen in conjunction 
with other moving objects. Within the space, move¬ 
ment flows; paving and ramps become platforms 
for action; street furniture is used; the 
sculpture in the street is seen and enjoyed; 
and the whole city landscape comes alive through 
movement as a totalftenvironment for the creative 
process of living. 

89 
The following illustrations are an example of Halprin's 

work used in the analysis of a space. 

V 
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3 

2 

1 

What happens to a person notating a walk 

through the Student Union Plaza of the Berke¬ 

ley campus is shown in the black Mo tat ion 

form, in which the symbology is executed in 
color (left), and in the photographs on these 

two pages. Vertical frames are keyed to photo¬ 

graphs, both of which are to be read from 
bottom to top. A verbal description, also keyed 

to these graphic presentations, follows: 
The notator is walking by herself, starting 

before the portals of Sather Gate (1). She 

notes the gate ahead and the trees on either 
side. Beyond the gate rises the form of the 

Student Union Building. After passing the 

gate, the view opens into a wide vista of the 

Student Union Plaza (2), flanked by build¬ 

ings that delimit the space. The middle ground 
is broken by trees and other elements (notated 

according to whatever the notator wishes to 

emphasize). The notator £a$ turned to her 
right and is walking toward the platform steps 

flanking the Cafeteria (3). Mounting the 

steps (4), she turns to the left (5) and walks 

toward the fountain (6,7), which she watches 
for a moment (8). She then turns (9), walks 

down the steps (10, 11) toward the Dining 

Commons, and. while doing so, passes under a 

pedestrian bridge (12) that connects the 

Student Union to the Cafeteria. Along the 

right of the Dining Commons Plaza is a row of 

boxed trees with benches built into them 

(13). She walks toward these trees, and then 
turns counterclockwise (14) and walks di¬ 

agonally across the Dining Commons Plaza 

(15) to the staircase at the side of the Student 

Union (16). She passes among a group of 
outdoor dining tables (17) and goes up the 

stairs (IS). At the head of the stairs, her 

view is guided by the balcony line of the 

Student Union (19) toward the Cafeteria 

(20), which is ridged with a bank of trees 

against the sky in the background. 
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Turning now to the work of Malcolm B. Wells, one finds 

an evaluative method for measuring the ecological damage 

produced by poorly designed spaces. His procedure involves 

rating the urban space against his "Absolutely Constant 

90 
Incontestably Stable Architectural Value Scale" (See chart). 

Wells, an architect, states that: 

Architecture is the outward expression of a way 
of life and as such, it must begin to express 
real reverance for life. More than that, it 
must actually help support life.^ 

His premise is that by having blindly and destructively 

subdued the natural forces of the land, we have endangered 

the future of our existence. 

Man's cities destroy the pure air and pure water. 

They repel rain water that might be stored for future 

consumption. The city creates no food for its inhabitants, 

but destroys fertile soil and creates dust. It also destroys 

silence and beauty. While consuming none of its own wastes, 

it requires extensive maintenance, tons of detergents and 

Q2 
poisons. It is utterly out of step with all natural 

93 
rhythms. And it is host really to only one species." 

Wells' value scale is based upon the regenerative cycle 

of the wilderness. Realizing the value of the lessons that 

the wilderness has to offer, he believes that we need to apply 
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them now to anything man builds. The following chart 

illustrates the degree of success and or failure of a 

particular building to incorporate this vital standard 

into its design. This is but one level which should be 

incorporated in the evaluation of an urban space. • 
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F ramework 

The "Six Criteria for Concepts" developed by William 

Michelson provide a loose framework within which it is 

possible to develop multi- and interdisciplinary analytical 

environmental methodologies. These methodologies are employed 

in a reiterative and cumulative manner so that the results 

lend themselves to the development of a flexible analytical 

framework. This framework thus becomes of immeasurable aid 

in the form of a tool for the designer. 

The lexicon of Dr. Kasmar establishes a beginning point 

for the environmental evaluation of pedestrian urban spaces 

which can be performed by professionals and lay people alike. 

The lexicon enables the professional to draw from a greater 

range and diversity of responses, resulting in a form of 

constructive feedback that has not been possible before. 

In the past, analysis from a designer's point of view has 

been subjective, informal, and limited in its range of 

sampling. This has been mainly due to-a lack of available 

techniques. The use of Dr. Kasmar's Lexicon of Environmental 

Descriptors and the "Environmental Descriptor Scale" 

facilitates recording, measuring, and depicting the environ¬ 

ment to provide an understanding of how people respond 

socially and culturally to their unique physical environments. 
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Having reached an understanding through the use of 

quantifiable data as to how individuals react to a particular 

set of environmental factors, one has a beginning base on 

which to build and employ the work of others. Specifically 

I refer here to the work of Christopher Alexander and his 

Pattern Language. Through the understanding of how individ¬ 

uals respond to certain environmental cues and conditions, 

one is able to establish spatial patterns which represent 

multidisciplinary information on a one-to-one basis, or 

fashioned, as Christopher Alexander does, in the form of an 

IF and THEN situation. Inherent in this technique is a 

comprehension of his basic hypothesis of ”tendency" and the 

idea of prevention of ’'conflicts” through "relations” (as 

stated under the section on Emerging Methods). 

It is not enough to list techniques, nor is it useful 

for designers to adopt the techniques of other successful 

architects. For example, if one is to copy a designer like 

Lawrence Halprin, who successfully expresses the environment 

as a sequence of spatial events, he must have the tools to 

analyze his designs from still another perspective than 

that of space, motion, and time. The six point criterion 

framework will provide just that perspective. 
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Malcolm B. Wells' work, "The Absolutely Constant 

Incontestably Stable Architectural Value Scale," which is 

the ecological measurement of architectural products, fills 

still another void. Historically, designers and planners 

have experienced considerable difficulty if not failure 

in attempts to persuade their clients of the critical need 

for comprehending the implications of poor design and con¬ 

sidering its ramifications. The problem has been the lack 

of a clearly defined, purely objective criterion on which 

to base a rational ecological argument. Wells' framework 

provides such a basis for this argument. 

The material in this thesis, drawn as it has been from 

various fields, may at times seem unrelated. However, as has 

been pointed out, the various disciplines when brought 

together within a common framework assume greater inter¬ 

related importance and reinforcement than may have been 

initially anticipated. 

As an aid in the visualization and comprehension of 

the above material, the following interaction matrix indicates 

the degree of application the analytical methodologies have 

to Michelson's Six Criteria for Concepts that depict, 

specific qualitative -attributes of an urban physical environ¬ 

ment. For example, in attempting to analyze a specific 

pedestrian urban space from an environmental standpoint, the 
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designer can apply Dr. Kasmar's Lexicon of Environmental 

Descriptors to all criteria except the second. Whereas, 

the Pattern Language used for the analysis of spatial 

patterns, meets the criteria of 1, 2, 3, 4, and 6. 

LEGEND: Degree of Application 

Total 

Partial 

Inapplicable 

They must be relevant to 
all levels of form. 

They must systematically 
integrate lower levels of 
environment with higher 
levels. 

They must be physical, not 
social. 

They must be relevant to 
social phenomena. 

They must be measurable 

They must be man-made. 



CHAPTER VI 

CONCLUSION 

Pedestrian spaces, designed in a knowledgable manner 

and responsive to the purposes of the pedestrian, are needed 

in the urban environment. In the field of architecture, 

however, there has existed a need for a readily available 

work providing an interdisciplinary approach to the com¬ 

prehension, analysis, and design of such spaces. This 

thesis has set out to develop an approach toward comprehending 

pedestrian urban spaces by providing a descriptive vocabulary 

of pedestrian urban spaces according to their archetypes, 

physical elements, and attributes and by presenting a frame¬ 

work, The Intersystem Congruence Model, capable of accommodating 

and integrating multidisciplinary evaluative research in a 

compatible and usable fashion. 

The material presented here represents only a beginning. 

What is needed is a continuing effort on the part of both 

disciplines, Behavioral Science and Architecture, to see 

that future work addressing itself to the design of the 

environment is done in such a manner that it can be utilized 

in a meaningful fashion. Together these two elements, the 

descriptive vocabulary and The Intersystem Congruence Model, 

form the basis for developing a tool that will substantially 
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aid the architect in comprehending, analyzing, and designing 

successful pedestrian urban spaces. 
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