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FOREWORD

Design is a process that is hard to systematize or typologize. De-
signs are the result of different approaches, influences and a trial-and-
error process, especially when students are taking their first steps in the
world of concept generation and design. They try something out and often
discover that its potential is limited, yet their idea usually leads to new al-
ternatives and interesting paths. This combination of inspiration and joy,
of setbacks and frustration, sharpens their understanding of the design
assignment, and a design finally takes shape. Even architects who have
been working in the profession for a long time and have a great deal of
knowledge experience the design process in this way.

Every design begins with a search for an idea or for an intuitive
understanding of how an assignment should be solved. This design idea
is the start of a long journey on which the designer defines the idea more
precisely, modifies it, adds details and repeatedly rejects results. The cur-
rent book, Design Ideas, is confined thematically to the start of this proc-
ess, which influences and sets the direction of both the path and, often,
the results. Its goal is not only to depict a variety of effective approaches
and sources of inspiration, but also to show ways to unlock creativity.
The contents are meant to encourage students to explore individual top-
ics and concepts in greater depth. The focus has deliberately been shifted
away from specific architectural styles and dogmatic principles. What is
at issue here is a simple, yet complex, question: how do I come up with
an initial idea?

Bert Bielefeld
Editor
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INTRODUCTION

Architecture is not created in a vacuum. It is usually a response to
the context in which it becomes constructed reality. Architecture is also
expected to perform functions, to provide a concrete solution to an assign-
ment, and to come to life through its design and materials. This is why the
parameters set out in the “design map” - context, function, form, materials
and structure — are directly related to every architectural design. » rig.1
They are also the elements in every design for a building. Furthermore,
they hold the most potential when it comes to strategies for developing a
design idea.

The following chapters will systematically present the parameters
relevant to a design and analyse them with an eye to possible design ap-
proaches and concepts. Diverse links to other design-relevant factors will
be mapped out to underscore possible points of contact and dependen-
cies. These cross-references illustrate the way individual themes are in-
tertwined and should keep you from getting caught in a dead end in the
idea phase. In addition, the chapters will include references to exemplary
buildings and more advanced texts on architecture so that you can carry
out more detailed studies of the discussed methodologies and their archi-
tectural application.

These design parameters form a framework you can use when try-
ing to generate your own ideas. They enable you to tap relevant sources
of both information and inspiration in a structured way for your initial
design steps. At the very start of the design process, it is often helpful to
compile all the known information, conditions and perceptions and to vis-
ualize them in a consistent fashion. This exercise often reveals unnoticed
connections and focuses, while pointing to existing gaps in knowledge
and possible contradictions.

The final section of this book introduces different methods and ex-
ercises to help you take the first, and often difficult, “plunge” into the
design process. It concentrates on the individual points of contact to your
design work.
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DESIGN BASICS

Design is a complex, often contradictory, non-linear process. This
applies as much to the work of experienced architects as to that of nov-
ices, since it is the very nature of the beast. Even if the details of the as-
signment are clear, the goal of the process is unknown. Learning to design
involves embarking on a quest for the methods that make it possible to
recognize points of contact and dependencies and to understand the refer-
ence system of any given assignment. Architects then adapt these factors
to architecture using their knowledge, experience, spatial imagination
and creativity.

Every design poses new questions that give you the opportunity to
gain fresh knowledge and to create a prototype tailored to the assignment.
Designing is not only a central element that links everyone in the architec-
tural profession. It is one of the most interesting aspects of the work.

When a new assignmeht begins, it is more important to ask the
right questions than to embark on a hasty search for simple answers that
might not do justice to the assignment's complexity. A large number of
these questions will emerge from the immediate context of the assign-
ment. An intense examination of the specific conditions of the design or
of exemplary works of architecture can therefore be a promising way to
approach the assignment. You can choose from a variety of strategies and
methods.

A common method involves the detailed study and analysis of the
most important parameters:

_ Urban planning context/landscape context

_ History of the site

User/utilization requirements

Other buildings in similar contexts with similar functions

Linking this information with the results of analyses will help you
generate ideas that lead to a concrete design concept. In addition to doing
scientific analyses, you can pursue other, more playful methods that of-
fer greater freedom because they entail fewer constraints. » Chapter Arriving

at ideas

Another approach involves searching for inspiration or an idea at the
very start of the process. The idea can he derived from the individual details

11
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of the assignment, its requirements, or even from sources of inspiration
that bear no direct relation to the assignment. » Chapter Arriving at ideas, Methods
and strategies As the work continues, other requirements and levels of design
are gradually integrated into the concept. As a result, the design evolves in
an ongoing transformation process.

The choice of the right method depends on a person’s working style,
skills and the concrete assignment. It can differ from design to design. All
students should take advantage of the opportunity to try out different ap-
proaches and solutions in the course of their studies. The goal is to recog-
nize the strengths and weakness of their individual approaches and to find
out which approach suits them best.

Personal experiences and perceptions are decisive in the process of
generating ideas. With every exercise, you will hone the tools of the design
trade and develop a feel for the right path. Working with pens, a computer
or a model is only a means to an end. The most important reward of con-
stant practice is on an intellectual level. By leaving well-trodden paths, by
trying out new ideas and designing by trial and error, you can tap into new
veins of creativity and develop a diverse architectural repertoire. Develop-
ing creativity does not end with a university degree. It is a lifelong process
that should be engaged in deliberately and intensely.

External influences not directly related to the assignment are also
decisive factors in the design process. If the work on a design takes place
in a team, ideas can emerge in dialogue with others, with each member ~
of the team contributing to the process, advising others and finding the
right path forward. The same holds true for an architect’s interaction with
a client, or with teachers evaluating assignments at the university. The
exchange of ideas can help individuals grow beyond their limits, while the
focused external feedback keeps them from throwing in the towel too soon
and provides continued impetus. Students learn which methods do or do
not help them achieve their objectives, and they benefit from the others’
exp erience. » Chapter Creativity and creativity techniques

Built architecture can also provide a wealth of experience. The in-
tense study and physical experience of buildings is also a good way to
become acquainted with ideas and methods. » Chapter Arriving at ideas While
books introduce students to new worlds and serve as a source of inspi-
ration during their studies, they are often quite selective and unable to
present contexts in their totality. Students who take in a building with all
their senses will have lasting memories and important experiences. It is
essential to visit a building and experience it spatially, observing it from
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all sides in its surroundings. It is essential to touch and feel it, and see
how peaple use it. » Fig. 2 This is the only way for them to get a compre-
hensive idea of the building and gain insight for their own work. Only if
they experience a building themselves will it have a sustained effect on
their work. > Fig.3

The experience you have with design assignments and your reflec-
tions on built architecture will gradually help you develop a perspective
on how to tackle a design assignment. The term “design perspective” refers
to a conscious approach to designing and to the way you adapt designs
to constructed reality. This need not involve an eccentric, idiosyncratic
style in the sense of a distinct architectural language. Rather, a design

iS5

\\ Tip:

You should view as much built architecture as
possible. R good way to start is by walking
through your home city and carefully observing
and anolysing buildings on shopping or residen-
tial streets. This will give you a feel for the
environment. It is equally important to study
buildings designed by well-known architects.
City tours, brief stops on trips, as well as
excursions during or after your studies, all
provide good opportunities to view the famous
architecture in o region or city.
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perspective is the unifying principle of a work and results from the way
you deal with design assignments and projects.

This design perspective is often directly related to the desigmer's
character, and is not limited to interaction with architecture. It can be
an expression of an entirely personal worldview and associated with a
broader social context or philosophy. Developing a design perspective is
thus part of an individual maturation process and cannot be forced or ar-
tificially produced. When architectural students begin examining the ar-
chitectural aesthetics and design perspectives of well-known architects,
they are likely to look for role models and methods with which they can
identify, and which they find adaptable to their work. They naturally find
it helpful to understand the methods and perspectives already employed
and to try them out or gain some experience with them in the designs
they do at the university. This is the only way to explore recognized and
famous worlds of design. But prospective architects should not shackle
themselves to any single dogma that restricts their development and con-
fines them to a certain path.

how a public squore 1is ht moods t acc to the time
0 shade in o quiet area
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DESIGNING IN CONTEXT

Each design emerges in a very specific context, whether it be a con-
struction site and its surroundings, or a social and socio-cultural con-
text.

While the process may begin with an examination of the site, the
resulting building does not necessarily have to be adapted to surrounding
conditions. An individual position or a counter-position can be formulated
as an alternative. Even so, it is important to examine the site closely in
order to understand the effects of certain decisions. Natural or anthropo-
genic influences will play a predominate role, depending on whether the
site lies in a rural or urban environment.

In most cases, the intense study of the site and its surroundings is
extremely helpful in the search for a design idea. You should attempt to
grasp the site three-dimensionally through sketches, measurements and
visits, particularly if it has a distinct topography. You should also allow
yourself enough time to study views of the surroundings and interaction
with the landscape.

If a broader landscape needs to be considered or the topography
plays a particularly significant role, it might be helpful to build a land-
scape model that shows elevations. This can be used to check and optimize
the effects that the initial designs have on the surrounding space. It is also
important to study possible views on visits to the site and to select an ap-
propriate section of the model. » Fig. 6 If larger contexts are to be portrayed
~ urban systems, views between buildings etc. - all important relations
should be incorporated into the model. » Fig. 7 When preparing designs in
an urban environment, you should also conduct spatial analyses of the

ESY

\\ Tip:

It con be advisable to visit the construction
site and observe doily life ot different times
of the day. Where do pedestrians walk and from
what perspective do they view the site? Where
are quiet ureas located, and where is there
street noise? How are- atmospheres created, ond
how does the light change throughout the day -
(see Figs 4 and 5)?
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model: architecture in an urbon context

immediate and broader surroundings in order to get a feel for the location.
These analyses can take the form of as-built plans, development structures,
relations between streets and paths, the design of squares, green areas, and
much more. » Fig. 8 In addition to the benefits mentioned above, the land-
scape model makes it possible to view the site from a distance on all sidés
and to discover connections that are often invisible from the site itself.

An examination of the location helps you understand the unwrit-
ten rules underlying the local situation. Systems, dependencies and rela-
tions between elements come into focus and cohere into a structure that
can serve as a foundation for a design. The design can be harmoniously
integrated into this structure or employ alternative approaches to inter-
preting it. Likewise, you can deliberately choose a “confrontation” with
the surroundings or develop an autonomous design idea. It is essential
that the work be based on an organic understanding of the place. If you
ultimately seek a confrontation with the surroundings, this will be a con-
scious choice and should be comprehensible as such.




