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Stellingen 

i Parken zijn beplante plekken, waarvan begroeiing, grond, water en het 
gebouwde zodanig zijn gecultiveerd door compositie, dat zij een zin 
krijgen die de betekenis van de enkele plant te boven gaat. 

2 De landschapsarchitectuur is een uit ambacht, theorie en kunstzin 
opgebouwd vak. Door wetenschappelijk onderzoek kunnen deze drie 
pijlers van het vak worden verstevigd. 

3 We kunnen van de tuinkunsthistorie leren, maar alleen met een kritiek 
die daar boven staat. Een rationele benadering van de vaktraditie is 
noodzakelijk, omdat zinvolle creatieve activiteiten zijn gebaseerd op 
regels en het nieuwe in tweespraak met het bekende wordt ontwikkeld. 

4 Door in de analyse de tekentaal te benutten kunnen ontwerpspecifieke 
zaken beter aan de orde worden gesteld en is het resultaat voorstelbaar 
en overdraagbaar. 

5 Stileren is niet het kiezen van een stijl voor het ontwerp; het ontwikkelt 
zich tijdens het ontwerpen en het kristalliseert uit onder invloed van de 
opgave. 

6 De nadrukkelijke aandacht in het ontwerpen voor de ecologie heeft 
geen stijl doen ontstaan, omdat ecologie een van de technisch-functio-
nele aspecten van het ontwerper» is. 

7 Het gerealiseerde Pare de la Villette is niet het door de prijsvraag 



gevraagde park van de eenentwintigste eeuw; het is het park van de 

eenentwintigste eeuw anno nu. 

8 Voor de stad is de openheid van een grazige of sprankelende ruimte de 
voornaamste kwaliteit van het park. 

9 «'t Is ook niet zo', dat voor zover in architectuur sprake is van een 
kunstuiting, deze zou kunnen ontstaan door volgens een principe te 
werken—'t is eerder zo, dat het principe zich formuleert tijdens of na de 
daad.» Dit omschrijft niet alleen waarom ontwerpanalyse zinvol is; het 
stelt tevens de beperking ervan. 

(G. Rietveld, januari i960, in: G. H. Rodijk, De huizen van Rietveld, 

Zwolle, 1991, p. 14.) 

10 Dat de Moderne Beweging in de parkarchitectuur in vergelijking tot de 
bouwkunst niets zou hebben voort gebracht, is een misvatting. Van de 
tuinen en parken ontworpen in die periode is echter weinig overgeble-
ven dat deze stelling kan ondersteunen. 

11 De restauratie van een historisch park kan, ten gevolge van de voortdu-
rende ontwikkeling van de vormen en de beplantingen en door de 
vergankelijkheid van het materiaal waaruit het is opgebouwd, geen 
droge reconstructie van een stijlperiode zijn; het is een actuele ontwer-
popgave. 

12 Het ontwerp heeft in het proces van plannen en bouwen onvoldoende 
gezag. •-:.'-

13 Bezoekefs van'tfiuziek- of theateruitvoeringen barsten zo vaak in uit-
bundig applaus uit, dat het eerder een uiting van opluchting lijkt dat de 
voorstelling voorbij is, dan dat het een blijk van waardering is. 

J. L. Baljon Park ontwerpen 

Een beschouwing over hedendaagse ontwerpopvattingen in de park­
architectuur, behandeld aan de hand van een vergelijkende ontwerp­
analyse van inzendingen voor het Concours International Pare de la 
Villette, Paris, 1982/83. 

Wageningen, ig mei igg2 
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Part one Introduction 



The first part of this study describes the phenomenon of the park in the 
light of our research. The concept of comparative design analysis is 
then introduced based on the objectives, instruments and characteris­
tics of the method of design analysis to be developed for this study. 
The submissions for the Concours International: Pare de la Villette in 
Paris were analysed using this method of comparative design analysis. 
We also discuss the circumstances of the competition, the existing 
characteristics of the site, and the nature of the programme required. 

Introduction 



i The analysis of urban parks 

Designing parks 

Parks are planted places in which vegetation, earth, water, and con­
structions are cultivated in such a way through composition that they 
acquire a meaning beyond the significance of the single plant. Through 
cultivation a variety of images of nature can be created [ill. 1-4]. The 
representation of nature was the principal motive in the development 
of the art of park design. In the Middle Ages the garden was still a place 
from which hostile nature was excluded. From the Renaissance on­
wards, however, country estates were created that were oriented to­
wards the surroundings by means of views and sight axes. These sys­
tems developed increasingly in size and complexity, culminating 
during the Enlightenment in an anchoring in the landscape with an 
elaborate network of scenes and vistas, in which the country house 
occupied a central position. From the rise of industrialism onwards, 
the vistas extended beyond the boundaries of the estate and were no 
longer exclusively oriented towards the house. 

Parks are places of reconciliation between man and nature. The 
environmental problems of our own time have led to increasing doubts 
as to the reconcilability of man and nature however. If for medieval 
man nature was still powerful, ominous and mysterious, this fear di­
minished with his increasing knowledge of nature. In the Renaissance 
this led to the notion that, although 'wild' nature is chaotic, its render­
ing in art form enabled the concealed harmony to be revealed. Special 
series of numbers, proportional systems and pure geometrical figures 
were the means by which nature's divinely perfect order was made 
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manifest. Later, a further development led to a paradox: whereas in 
everyday reality man penetrates ever more deeply into nature's secrets 
in order to unlock her mysteries, outside of that reality he seeks an 
impenetrable and wilful nature: the beauty of the miracle of the Crea­
tion. Nature was seen at the same time both as a subject of research and 
as a place for reflection. In addition to the 'true' nature of the scientists, 
there was a powerful, wilful nature that found expression in art. In 
these parks there is a harking back to the pantheistical meaning of 
nature, as a place where the breath of the gods was perceptible. This 
idealized image counterbalanced the uncertainties caused by the In­
dustrial Revolution. To compensate for the scientific matter-of-fact-
ness and the chaos of factories and mines, there was a readiness to 
believe in nature as a self-renewing, constantly changing but ultimate­
ly permanent force: a force safeguarding the continuance of life on 
earth. Now, however, the belief in the self-renewal and continuance of 
nature is increasingly open to question. There is no unequivocal con­
cept of nature. Sometimes, even the reference to nature in park design 
itself is brought up for discussion.' 

Parks traditionally belong to a building or are directly connected to 
one or more buildings. Such a building is a natural central point or 
climax. This goes back to the country estates and was continued in the 
fraternity building or the dairy in nineteenth-century urban parks and, 
to an extent, in the villa parks of that period. Gradually, parks came to 
be attached to an increasing number of houses. In this way, the mean­
ing of the park was carried over into the garden suburb.2 The parks 
built in the nineteenth century served to compensate for the rapid 
expansion of the cities. They were a facility aimed at counterbalancing 
the detrimental effects of the city and were arranged with the cultured 
walker in mind. Their aims were salubrity and morality. Thus the 
pleasantly varied promenade parks, in which there were no dramatical­
ly charged areas, came into being. 

The garden city notion is probably the reason why the park lost its 
expressive form and why recreation areas and strips of land between 
residential districts eventually came to be referred to as parks.3 The 
park as the city's 'imaginary countryside' has always remained in the 
minds of urban planners, however, and is a notion just as alive for the 
general public.4 An urban park, in this sense, refers firstly to nature—a 
global, occasionally exotic nature—and to the apparently wilful forces 
within. These references can be minimal.5 

The moment6 the park is reduced to a recreational area, sports 
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1-4 Various images of nature in garden design 

complex or green strip, it loses its expression and meaning and there 
remains merely a utilitarian form. It is precisely the imagination—a 

I certain mysterious, fantastical or poetical quality-from which the park 
derives the rationale of its existence. Without imagination a park is a 
jmere dry decor for people who come and go; a meaningless facade. The 
jappeal to the imagination can be achieved both rationally and instinc­
tively. It is not so much a question of an antithesis between culture and 
nature in the park, but rather of an interplay of forces between man and 
nature. The expression of this in the form of gardens, parks and land­
scapes is culture. The essence of landscape architecture is that, 
through arrangement and design, an illusion of something else can be 
created: a metaphor. 

Parks are cultural systems of oppositions between the rural and the 
urban. The development of the city park is part of the increasing 
urbanization. The park complements the city and, as such, the artifi­
cial creation of nature and the countryside is guided by the codes and 
rules of the cultural world of the city. Neither city nor nature, it is the 
imagined; just as poetry uses everyday language in order to imbue it 
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with a new meaning. The complementary colours red and green com­
bine to produce white. Similarly, city and nature re-emerge in the park 
in an idealized relationship. The history of the urban park shows that 
this relationship-influenced by changing social conceptions-can shift 
considerably. At present, the relationship tends towards the city as a 
dynamic whole: animated, rich in contrast, pluralistic and collective, 
public and sometimes monumental. 

Nature reveals itself in the park in various capacities. An image of 
nature can be linked to each of the park's functions and to every 
component of the architectural concept. This produces various con­
crete representations of nature alongside one another, whereas the city 
manifests itself in the park in a number of abstract qualities, such as 
accessibility, animation and interchange. The confrontation between 
nature and the ci ty-the Apollonian and the Dionysian-can impart 
extra value to the park. 

Parks (including gardens) are potentially the most artistic products 
of landscape architecture. 'Parks are works of Art, rather than of Na­
ture.'7 This abstract meaning is the essence of the park. It is precisely 
for this reason that, through analysis and examination, this study seeks 
to identify the artistic aspects of park design. The functional utility of 
the plans and the park's actual use are less extensively considered. The 
current function the park is required to have changes rapidly. A high 
degree of alertness and a great deal of money are required in order to 
respond to this directly. But these do not provide a permanent solu­
tion. Ultimately, it is a question of the need that underlies the demand. 
This is determined by two pairs of contrasting needs, namely freedom 
and new information versus clarity and order, and peace and privacy 
versus activity, contact and communication. 

Comparative design analysis 

Objectives, instruments and characteristics of the design analysis 

OBJECTIVES Landscape architecture is a profession comprising 
craftsmanship, theory and artistic sense.8 Research enables these three 
mainstays of the profession to be consolidated and their mutual posi­
tion and interaction clarified. 

The main objective of the present study is to contribute to the 
formation of theories of landscape design. The first aim in relation to 
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this is to highlight the notion of landscape design. This is done by 
means of a comparative design analysis; through the intellectual de­
composition and examination of park designs. A design is more than 
simply a specific response to a given programme, a given location. The 
plan also represents universal design concepts and traditions. We ana­
lyse plans because a good plan not only solves the problem, but also 
sheds light on the issues, says something about the context.9 In this 
way, park design can be examined in terms broader than merely the 
entries for the Pare de la Villette competition analysed here.10 

' It is while making that we must learn how to make things.'" The 
form of the things we make must, according to Dom van der Laan, aim 
to have a two-fold effect: functional, with a view to physical use, and 
expressive, with a view to mental use. 'One cultivates the form specifi­
cally for the development of the mind, because (although without 
direct functional significance) the form will stimulate a further devel­
opment of the functionality.'12 While sketching, thus, it is possible to 
contribute to the development of designing. A design is, therefore, not 
only an end product; it can also be the start of a new plan. Designers' 
interest in each others' work is often based on the perspectives they 
open for one another, on the broadening of their understanding; and, 
in addition, the technique of design itself and compositional matters 
play an important role. 

This design analysis is a contribution to the compilation and evalua­
tion of basic architectural knowledge and principles concerning the 
design of parks. Park design is a subject of study eminently suited to 
this objective, for here the essence of landscape design is present in a 
concentrated form. Further, because park design was for centuries the 
main task of landscape architects, it is firmly anchored in the historical 
development of the profession.13 

The second objjective of this study is to contribute to the develop­
ment of the jnethodolpgy of design analysis. It is to be seen as an 
empirical exploration; that is to say, it is not preceded by any hypothe­
sis (concerning the relationship between the various park designs). We 
'let the material speak', although the variables to be studied are deter­
mined, as are the relationships to be examined. 

This study is, at the same time, an examination of contemporary 
park design and its sources. It aims to trace and to demonstrate the 
qualities of and the possibilities offered by recent developments in park 
design by investigating various aspects of these developments. In the 
light of current post-modern tendencies, it is clear that an understand-
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ing of the tradition (as the total of forms and ideas handed down) of 
landscape architecture is of major importance as a source of knowledge 
and inspiration. For this reason, the framework and concepts em­
ployed in the analysis of contemporary design philosophies have been 
sought in the tradition of the profession. 

Designers immerse themselves in the history, not in order to derive 
laws, but in order to consolidate their position, both as craftsmen and 
as intellectuals. How does the landscape architect as researcher deal 
with history? For the design analyst the tradition of the profession 
provides the context, through which-with the identification of simi­
larities and differences-an understanding is obtained of the sources, 
structure, effect and innovation within the design. The design analysis 
provides an overview of the means designers have at their disposal. 
These have mostly been handed down, but some are of more recent 
origin: sometimes the result of careful development, sometimes the 
result of accidental ad hoc discovery, and sometimes the result of an 
original combination of old familiars. 

Landscape architecture is a traditional art,14 The new is developed 
in a dialogue with tradition.15 The past never rests, it is constantly 
being re-created; for the limitations, prejudices and blind spots of the 
previous generation are always a provocation to the subsequent gener­
ation to make changes and to provide new interpretations. The tradi­
tional images lend themselves to reinterpretation, to modernization for 
the purpose of spatial, organizational and contextual effects in contem­
porary park design. We can learn from the history of garden design, 
but only with a criticism that is superior to it. For this reason, the 
concepts employed in our analytical research are, in the main, con­
structed on the basis of the forms, the spatial and compositional con­
cepts, handed down by park culture. 

It is not our intention here to provide definitive statements however: 
the designer has drawn this idea from that source and that idea is a 
cliche whose origins date back to that period and so forth. The re­
sources of park culture can be exploited in a far more profitable way. 
How is the idea incorporated into that design, what generates the 
creative process? How is a cliche made operational, what kind of inter­
pretation of the park tradition is developed in the design? Design 
analysis is not an objective in itself; it is a method of elucidating the 
design process and developing a theory of landscape architecture. 
There are dogmas and opinions, but there is no systematic determina­
tion of the relationship between the form of a park and its value. 
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This study also aims to reveal the qualities of park forms. In this 
examination of park design the emphasis is on spatial-aesthetic and 
artistic aspects. Technical and social scientific research can therefore 
only formulate some of the questions, and results, in a limited pro­
gramme,16 whereas the results of the involvement of laymen are too 
often determined by the known and thus yield few or no insights 
capable of contributing to new qualities. For this reason, the detection 
of latent needs is more a question of creativity and inventiveness, 
combined with artistic sense. 

I N S T R U M E N T S The entries submitted to the Concours Internation-
al: Pare de la Villette in 1982 provide the material on which our analysis 
of contemporary design philosophies in landscape architecture is 
based. A competition provides conditions favourable for design analy­
sis. Qualitatively varied strategies in creating park (landscape) designs 
can be compared since they are being applied to the same site and use 
the same programme. 

A comparative analysis of design plans must make clear which strat­
egies and themes have played a decisive role in the design and how 
these have been incorporated into the various designs. The end result 
of the analysis reveals and evaluates the multiplicity of solutions to a 
demanding and complex programme and the possibilities for artistic 
representation in an urban park. 

The Pare de la Villette competition produced a great deal of easily 
comparable material. It also received international interest. Above all, 
the competition was chosen for this study because the complex brief 
constituted a particular challenge for the participants. Designers are 
thus compelled to sharpen their ideas and to broaden their understand­
ing and method of approach. They have to, as it were, enter into a 
battle with conventional concepts concerning parks, possibly even 
with their own familiar principles. The objective of creating the park of 
the future means that a pragmatic approach alone, the approach taken 
in the daily work of landscape architects, would be inadequate. It 
implies the need for a theoretical approach too; at least in part, for 
innovation has a marked ad hoc character and is fuelled by spontaneous 
discovery and adjustment to the characteristics of the site. 

The brief for the Pare de la Villette is unique when compared with 
usual design practice. This has caused a great deal of discussion among 
designers and planners.17 It is worthwhile therefore to analyse the 
plans in detail. In order to prevent the results and conclusions from 
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having too limited an implication, however, because of their being too 
dependent on the uniqueness of the La Villette project, a context has 
been sought. This context has been found both in historical and in the 
most recent conceptions of landscape architecture.I8 The themes land­
scape architects derive from the tradition of their profession and the 
way in which these themes are incorporated into their new designs 
have been investigated. This has determined the framework and the 
concepts employed in the analysis. 

Innovators are often, despite their innovative qualities, completely 
within the (previous) tradition.19 Indeed, the requirement to innovate 
formulated in the objective has something compulsive about it: new for 
the sake of new, whereas innovation is possibly only achieved 'acciden­
tally', that is to say, it is 'essentially a by-product'. Meuwissen put it 
well: ' I t is paradoxical and perhaps characteristic of the development 
of architecture that its forms, types and design principles seem to 
develop best in a situation in which a new problem is approached using 
existing means.'20 

A thorough knowledge and understanding of the brief-both the 
question and the location-is essential if a design analysis is to be 
successful. These aspects of the competition are therefore dealt with in 
Chapter 2. Indeed, it is probably necessary in studying the brief to 
make a design oneself, for this is an important way of discovering 
certain-hidden-characteristics and possibilities offered by the site 
and the programme. The author was a member of the team from 
Bakker and Bleeker from Amsterdam, which won joint first prize; in 
retrospect, it was clearly advantageous to have worked exhaustively on 
one particular design solution. As a result of this involvement, images 
and meanings conveyed by the site—such as those discovered by the 
participants-can be identified. This discovery is not only a question of 
logic and deduction, but one involving an appeal to the imagination.21 

Participation in this competition meant that one found oneself con­
fronting an extensive, complicated and unique problem and that one 
had to work intensively on a solution. This influences one's perception. 
Firstly, there is an affinity with one's own design, submitted as the 
result of all one's exertions. In examining some of the inept or unrealis­
tic solutions, the researcher is perhaps more easily inclined to become 
irritated. On the other hand, however, he is also more likely to readily 
acknowledge exceptional, clever, and elegant solutions.22 These are 
most often 'minor discoveries': not large, not spectacular, but of a 
sophisticated quality. Thus in due course and through examining so 
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many alternative solutions, the necessary distance from one's own 
work is soon achieved. 

For the purpose of the design analysis the researcher must try to 
gain as thorough an understanding of the plans as possible and, where 
necessary, emphasize specific features in order to stimulate profession­
al discussion. The term 'analysis' has an intellectual and objective ring 
to it. It is also, in part, a personal process, however, which lies close to 
designing itself and is driven by a playful and yet, at the same time, 
scientific wonder. Empathy with the design is necessary in order to be 
able to study the object. The interpretation of designs is a cultural 
activity in which it is impossible to aspire exclusively to objectivity 
though. The analysis is objective in the sense that the explanatory 
decomposition is open to reply and criticism. The material studied 
consists, however, of personal interpretations of the design brief. 

Design analysis is the search for the theory of practice. For this 
reason, the theoretical approach should not only deal with designing, 
but should also, in part, coincide with it: analysing by designing. This 
echoes Warnau's description of designing: 'One begins with drawing, 
and this within the small circle of programme, characteristics of the 
site, organization and layout (composition), and one thereby gradually 
involves other design tools and objectives on a higher level of abstrac­
tion.'23 Design analysis is not the repetition or reconstruction of the 
design process, for the sequence of the development of a design and 
that of analysis are not the same; neither do the considerations neces­
sarily correspond. The analysis is presented in an orderly manner: step 
by step and explicitly formulated. 

The analysis covers all of the stages of design and touches upon as 
many of the considerations that have influenced the design as possible, 
although not necessarily in the same (or the reverse) chronology. The 
analysis reasons proceeding from the product, via an interpretation of 
the process, towards the idea. 

A designer draws both to clarify his thoughts and to transmit his 
ideas. But why should a researcher draw? A drawing of a park design-
before it represents a park—is essentially a flat surface of lines, surfaces 
and colours arranged in rather a painterly manner. During the design 
process, each time the designer looks at the drawing, it is in a different 
way. Sometimes, purely as a composition on a flat surface, sometimes 
as a spatial scene, then in terms of the nature of the material or the 
practical functioning of the design. There is a constant shifting of 
viewpoint (both literally and figuratively): looking down from above 
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and immersing oneself in the site in order to observe its various aspects. 
The initial painterly approach is gradually adjusted because of a multi­
tude of considerations. By omitting, adding, shifting and modifying 
elements in a plan, the qualities of the design can be examined. In this 
way, clarification or consolidation of the concept is sought, or a consoli­
dation of the relationship between concept and plan. 

Much of the analysis is carried out and recorded in drawings. By 
making use of the language of drawing, design-specific matters can be 
more easily considered, and the result is conceivable and transmissible. 
In this way, design analysis approaches the fundamentals of the crea­
tive process. Drawing brings one closer to the activity of designing. 

The analytical drawings of the designs must have a comparable 
degree of abstraction: between the conceptual principles they are in­
tended to illustrate and the complete individuality of the designs from 
which they are derived. In addition, the information the original plan's 
characteristic style of drawing gives must not be lost. Through abstrac­
tion the design is freed of obscuring inessentials, specific and incidental 
details, so that the idea is clarified. Because of the concept's greater 
degree of abstraction, it is more general and, therefore, reproducible. A 
close interrelatedness between text and drawings is necessary for an 
effective and clear analysis. 

The analysis proceeds in four stages, from directly readable data to 
interpretation. Here, they are placed neatly behind one another. In 
research, however, it is sometimes a question of juggling simultaneous­
ly with programme, location, design strategies and concepts of form. 
This is unavoidable in view of the circularity of the design process. 

After describing the programme and the location-the terms of the 
brief (Chapter 2) —we consider what designers do with these (Chapters 
3 to 6). The first stage investigates the plan's graphic composition. The 
second is concerned with the conditions that guide designers: which do 
they ignore and which do they oppose? The third stage considers 
which design strategies the designers set against the potentials and 
meanings offered by the site and the programme. The fourth decom­
poses the designs: which concepts of form influence the design, either 
directly or by way of the adaptations (design exercises) observed in the 
first stages? This is an investigation of form themes and form tools. 
The analysis looks for the considerations that guide the designing of a 
plan: the design philosophy (which aspects jostle for precedence in a 
designer's thoughts at the start of a design?). A design philosophy is 
seldom based on a solid theory or a treatise on park design. Rather, it is 
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usually a construct comprising knowledge, tradition, experience and 
fragments of theories and ideas which, through interaction with the 
design brief, becomes operational and crystallizes. 

To what extent do the aspects discerned in the design analysis cor­
respond to those used in designing? In large measure; for the analysis 
attempts to penetrate the design and the brief as deeply as possible, by 
getting as close as possible to the design process and design result. The 
analysis unravels, and the design, the synthesis, unites. They are, thus, 
a continuation of one another.24 The aspects and concepts dealt with in 
the analysis can likewise be deployed during the process of design in 
order to guide the styling. 

Designing is therefore a process in which ideas lead to forms, and 
vice versa. The drawing is the medium of experimentation. There is 
frequently a continuous dialogue: from drawing to talking, and back to 
drawing. 

CHARACTERISTICS In a design analysis the plans are approached 
openly and positively. The design philosophies are sympathetically 
listened to. The design strategies and the concepts of form are positive­
ly formulated. Criticism can also be made with regard to the suitability 
and the appropriateness of the design approach in the light of the brief, 
which has been determined by the location and the programme (see 
Part three). This design analysis aims to provide an understanding 
through comparison, and not to ascertain an absolute truth. The de­
signs submitted to the competition are examined in relation to each 
other and in relation to the brief. Any criticism is preceded by a realiza­
tion of the differences between the plans. This enables the results to 
provide some insight into the strategies and philosophy that underlie 
these designs. 

The meaning of a design can even extend beyond the designer; the 
plan analyst can reveal more considerations than the designer con­
sciously put into the design. One of the objectives of the analysis is to 
discover and to identify more than the designer's own immediate aims. 
The researcher's judgement can therefore be of equal value for the 
meaning of the design as the designer's intention.25 The researcher is, 
thus, in the same position as the reader of a book in relation to its 
author,26 as a consumer in relation to the artist. The reader can do 
more than simply follow the author.27 

The adage of the natural sciences: 'through measuring to knowl­
edge', can be rewritten for landscape architecture as 'through examina-
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tion to understanding'. That is to say, through careful observation, 
consideration and reflection one arrives at an intellectual command of 
the essence of a design.28 It is in this sense that our study seeks to 
contribute to theories of landscape architecture. 

Design analysis provides the designer with an entirely different sort 
of information and stimuli than the results of research into society, 
technology and nature. Much emphasis was placed on the latter during 
the 1970s. Making the process of design more scientific was supposed 
to result in better designs.29 Because of the need to plan with uncer­
tainties and the fact that research results are not always directly trans­
latable into layouts, these methods failed to meet these high expecta­
tions. After all, the future cannot be predicted. For this reason, as 
Koningsveld claims in his discussion of the subject of planning and 
(un)certainties, the pursuit of certainty in planning is not rational.30 

Our analysis is a type of exegesis that avoids being moralistic. Inter­
pretation and elucidation are based on a knowledge and understanding 
of the location, the programme, the design strategies and the concepts 
of form derived from the competition brief, the entries, literature on 
current design philosophies, and the history of park design. The com­
parative design analysis made here does not provide value judgements, 
such as those required of the competition's jury. The analysis can, of 
course, serve as a solid basis for such a judgement though. It can be 
compared with a declaratory judgement, in which only the existence of 
a law is recognized or verified and no further sentence is made. 

In the analysis the concepts that refer to either practical or aesthetic 
functions are interchangeable; they overlap. The aesthetic experience 
is an intense and meaningful perception and cognizance developed and 
used for extremely practical purposes. The fact that the architectural 
aspect is central in this study does not mean that it is only a question of 
the form as an aesthetic problem; it is just as much a question of the 
form as a response to conflicts concealed in the programme and the 
location. 

The evaluation of plans with the aid of a design analysis is an excel­
lent means of breaking free from too limited a view of a design prob­
lem. When designing with this information, it is a question of analogy, 
not copying.31 It is not intended as an incitement to plagiarism, the 
conscious, unassimilated and unscrupulous copying of external forms. 
Our analysis searches precisely for universal principles-the whys and 
wherefores of the design—and seeks to elucidate them. 

The original intention was to categorize all the 471 plans submitted 
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to the competition. The question soon arose, however, as to whether 
this was either practicable or desirable. This approach would require 
such a degree of immersion in the background of each individual de­
sign as to present far too great a task. Further, categorization would not 
be an end in itself; it would be a means of answering more fundamental 
questions. Furthermore, the classification of design philosophies ac­
cording to a preconceived framework—even if it is one specially devel­
oped and constructed for the purpose-is impossible. None of the 
philosophies within a design is so dominant that the design is unequiv­
ocally determined by it and thus capable, as such, of being classified on 
the basis of this philosophy. The design considerations should, of 
course, have a coherence (consonance), that is to say the ability to give 
shape to a system of spatial relationships and meanings in a totality. A 
good park design cannot be derived from a single principle. 

Methods of design analysis 

The objectives, instruments and characteristics of design analysis were 
broadly formulated on the basis of a study of the existing literature. 
They were then specified more closely on the basis of an examination of 
competition submissions and their results, including, of course, that of 
the Concours International: Pare de la Villette. It was from this that we 
drew our initial ideas concerning the method of analysis to be used. 

There are no directly usable methods in the literature. The objective 
is not to categorize the plans-something that takes place notably in 
jury reports. This leads to the coarsening of the designs' concepts, and 
is a method suited only to providing a general idea of the tendencies 
displayed in submissions.32 The method most closely related to the 
approach used in our research is that of the decomposition by Meeus of 
the plans produced during the International Design Seminar 'Land 
van Hoboken', held in Rotterdam in 1985.33 

According to Meeus,34 the design seminar produced a catalogue of 
'design philosophies' capable of being elucidated: firstly, by recon­
structing the 'design methods' used, by deducing the various ways in 
which designers can view the programme and the site; secondly, by 
describing the 'principles of composition'; and, thirdly, by decompo­
sing the 'form, space and design concepts'. A summary of this method 
of analysis is given in the Appendix. 

Using Meeus' ideas as a basis, a further ordering of previous studies 
was made. In so doing, the classifications and concepts were adapted 
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and modified. The method ultimately obtained differs considerably 
from that of Meeus, though Meeus' work35 has-partly on account of 
suggestions he made at an early stage in the research—been a catalyst 
however. Adaptation is a process of repeated testing and subsequent 
adjustment, reorganization or complete restructuring. Furthermore, 
the core of Meeus' method—an analysis in stages, from directly read­
able characteristics towards more comprehensive notions and abstract 
concepts—was the guiding principle. Both methods of analysis are 
evaluated in Part two; the similarities and differences are shown, and 
the generalizability of the analytical method and concepts discussed. 

Selection of plans to be analysed 

Initially, the comparative analysis was organized and carried out on the 
basis of six entries. The number was limited for the sake of surveyabili-
ty and the magnitude of the work. Indeed, the method still had to be 
developed and tested. After completing the entire analysis, the results 
were supplemented by decomposing a larger group of plans. In so 
doing, in addition to broadening our understanding of the entries, the 
instrument of analysis was tested. 

Prior to the selection, all 471 plans were thoroughly examined and 
described by means of a brief characterization. This provided a general 
picture of the diversity of the solutions. In order to counterbalance the 
limitations of one's own understanding and individual judgement, the 
designs were also examined and commented on several times by a 
number of other landscape architects.36 This intersubjective criticism 
ensured that adequate justice could be done to the designs. 

When enough was known about the location, the brief and all the 
designs submitted, the plans were selected. By first becoming acquain­
ted with all the entries together, the sensitivity of one's perception was 
increased. The rejected plans also helped to make clear where the 
briefs problems and impossibilities lay. 

Because of their limited qualities, not all of the entries were suitable 
for analysis. This question of suitability was highlighted early on by 
van Dijk and de Boer:37 

An extensive programme, difficult pre-conditions, highly determinative site char­
acteristics, a heavy emphasis on innovation in design and technique, ambitious 
basic assumptions with regard to the nature and use of the future 'park'-these are 
the problems with which 471 design teams were faced. The brief contained a 
variety of discrepancies that, nevertheless, had to be given coherence to. In the 
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first place, this demanded clarity as regards the basic concept. At the same time, it 
required close attention to detail. Only a small number of the entries presented an 
interesting response to these problems. 

Of the 471 entries, those designs were chosen first that gave the impres­
sion that they commented on the brief: the location, the objectives, or 
the programme. Indeed, a good form not only solves the problem, it 
also elucidates it at the same time: says something about the context. 
Plans were also included that revealed something about landscape 
architecture in general. The plans were approached with a thorough 
knowledge of the brief. This does not mean that designs that ignored 
the programme or interpreted it in a limited way were necessarily 
excluded from our selection. Such designs were considered if they 
commented on the problem of designing parks. Indeed, the most inter­
esting designs expressed something about the development of land­
scape architecture, by reformulating part of the landscape design prob­
lem. 

In both the selection and the analysis the drawings submitted to the 
competition played the leading role, and the accompanying texts fig­
ured as an explanation. Designers set their intentions down in draw­
ings; in the texts they concentrate for the most part on 'selling'-the 
explanation and persuasion that their plan is the best. Ideas and inten­
tions contained in the text were only included in our research if they 
were also present in the designers' sketches. 

For our research to be successful, the plans had to be adequately 
articulated. To continue the imagery, one can argue that they needed 
to be eloquent-whereas many entries proved to be expressionless. In 
the first selection round plans were chosen on the basis of the following 
requirements: the design concepts must be articulated; the solution 
should show a measure of coherence and a grasp of the brief in its 
entirety; the proposal must be spatial. As a consequence, around 370 
plans had to be excluded because they failed to convey any idea of 
sufficient depth. 

During the following round a further consistency in plan layout and 
elaboration of the design was demanded of the 100 or so remaining 
plans. More in-depth analysis revealed that a good plan proves to 
possess increasing coherence; at least, that more and more connections 
come to light. Otherwise, without this consistency, the plan will disin­
tegrate to such an extent that it no longer represents anything and no 
qualities remain; in short, it proves to be inadequate. Almost 60 plans38 
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met this criterion, although the extent to which they did so differed 
considerably. The question asked in the final stage of selection is: can 
one successfully use that plan to explain and defend the ideas and 
philosophies that can be read in the design? Is there a strong case to be 
made for it? 

Most of these designs are discussed at different points in the analysis 
and are illustrated in Part four. They are used to highlight the structure 
of the argument and to illustrate components. This limited number-
always at least 50 however-have been intensively studied in order to 
discover the design philosophies that inspired them, and they have 
contributed to the development of the concepts used in our analysis. 

From this group the six plans on which the analysis was initially 
based have been analysed in detail. Their decompositions are repro­
duced in full in Part two. These are not necessarily the best plans, but 
they are suited to this purpose because of the fact that the designs 
clearly differ. 
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2 Concours International: Pare de la Villette, Paris, 1982-3 

Introduction 

In 1974 the French government decided to close the abattoir and cattle 
market of La Villette. This left a complex of more than 50 hectares 
vacant in the centre of an area housing millions of inhabitants and close 
to international roads and airports. Situated on two metro lines and 
next to the Paris ring-road, it offered unique urban development pros­
pects for the capital and the adjoining suburbs. 

In 1979 the Etablissement Public du Pare de la Villette (EPPV) was 
appointed to oversee the development of the site at La Villette. Several 
major projects were proposed: the Museum of Science, Technology 
and Industry, the park, the Grande Halle, and the Music Centre. The 
French government chose this form of organization because La Villet­
te was to be a unique cultural project—both in terms of its size, and the 
objective of integrating all the facilities in a park. As a press release at 
the time stated: 'To realize on the same site the largest Museum of 
Science, Technology and Industry, a Music Centre and the largest 
park in Paris requires competition between the greatest creators and 
the best of talents. In France La Villette is now a unique place of 
creation and invention.' 

In 1982 the French Minister of Culture, Jack Lang, announced that 
an international competition would be held for the Pare de la Villette. 
His cultural policy, whose keywords included 'pluralism' and 'innova­
tion', coupled with his aim of making Paris once more the art centre of 
the world, has clearly guided the project's programme. The winner of 
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the competition was to be appointed chief architect of the park (maitri-
se d'oeuvre generale du pare). 

Many designers regarded the size and the nature of the ambitious 
objective the designing of an urban park for the twenty-first century 
in the form of a new type of urban space and functioning as a present-
day cultural facility—as an interesting challenge; indeed, 471 entries 
from 41 countries were received. The international jury, comprising 21 
members under the chairmanship of Roberto Burle Marx and includ­
ing landscape architects such as Pierre Dauvergne, Paul Friedberg, 
Jacques Simon and Hans Friedrich Werkmeister, failed to reach a 
decision, however, and 9 plans were jointly awarded the first prize. A 
second round was therefore held in which these prize winners had to 
provide more detailed information concerning their plans. Bernard 
Tschumi was finally awarded the commission and allocated a budget of 
350 million francs for the initial phase of the park's construction (1984-

! ) • 

Since La Villette is of major importance for the urban development 
of Paris' north-eastern quarter, a great many plans were put forward in 
a series of competitions held after the closure of the abattoir. The 
Concours International: Pare de la Villette was preceded by a competi­
tion (Concours pour l'amenagement du secteur de la Villette) in 1976 
to organize the site and buildings into a district offering miscellaneous 
facilities (housing, offices, shops, cultural activities and a park). This 
was followed in 1980 by the Consultation pour la Musee de la Villette 
des sciences, des techniques et des industries, a closed competition to 
redevelop the Grand Salle des Ventes, formerly an abattoir, into a 
museum (it was also intended that the site would become the mu­
seum's garden). The President of France, Giscard d'Estaing, chose 
Adrien Fainsilber from among 27 French architects. According to 
1984 estimates, the cost of the museum will amount to 4.5 billion 
francs. Later, in 1984, closed competitions were held for the Music 
Centre (Consultation de 15 equipes d'architectes francais designer le 
maitre d'oeuvre de la premiere phase de la Cite de la Musique) (as a 
result of which Christian de Portzampac was appointed) and for hous­
ing on the north side of the site (Consultation de 9 architectes pour les 
logements au Nord du site). 

The results of the Pare de la Villette competition received a great 
deal of attention in the professional journals. In their articles critics— 
often (landscape) architects themselves-were frequently led by their 
own vision of and ideas concerning the form of the urban park. Recent 
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references in lectures, articles and designs also reveal the competition's 
continued influence-and especially that of the widely published plans 
by Tschumi and Koolhaas (OMA). 

The brief 

The occupational history of La Villette 

La Villette is situated in a slight depression between the Butte de 
Montmartre, approximately 80 metres higher, and the Buttes-Chau-
mont. The plain between the hills is a favourable location for commu­
nications with the regions to the north and to the south of Paris. 

From one of the toll-houses (Rotonde de Ledoux) in the walls of the 
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eighteenth-century city (l'Enceinte de Fermiers Generaux, 1785) two 
historic arterial roads began: the Rue de Flandres and the Rue d'Alle-
magne. A suburb, La Villette, gradually developed along these roads. 
The area outside the city walls and the toll-gate was extremely popular 
with Parisians, and many cafes, inns and country cottages were con­
structed there [ill. 5]. 

In the nineteenth century extensive programmes of public works 
were carried out under the emperors Napoleon 1 (1802-15) ar*d Napo­
leon i n (1852-71). In order to provide the whole of Paris with good 
and free drinking water, in 1812 a 25-kilometre-long supply canal from 
the Ourcq (Canal de l'Ourcq) and a large rectangular reservoir (the 
Bassin de la Villette, which measured 700x70 m.) were dug in the La 
Villette depression. From here the water was fed to numerous foun­
tains. The water is still of a high quality today and, after coarse filter­
ing, is used for industry and public gardens. The Bassin and canal form 
the bisector of the arterial roads mentioned above. An unrestricted 
view across the water in the direction of the city centre was possible for 
a distance of up to two kilometres. The exceptional buildings on both 
sides of the Bassin-the Rotonde de Ledoux and the twin buildings of 
the Magasins Generaux—gave rise to a monumental effect. The quays, 
once planted with double lines of trees, were popular walks. 

Shortly after 1812 the canal system was improved to allow naviga­
tion and extended to the south (Canal St-Martin) and the north (Canal 
St-Denis). This created a 'short circuit' in the loop of the Seine along 
the centre of the city. In order to surmount the large difference in 
height, a number of locks had to be constructed. 

Bordering the site of La Villette is the turning basin for the connec­
tion to the Canal St-Denis (Rond-point des canaux). Shipping on the 
canals was brisk. In 1923 the St-Denis and de l'Ourcq canals were 
deepened and the locks lengthened. Nowadays, only a few ships a day 
pass through here. 

In about 1859 La Villette was annexed as a result of the construction 
of a new line of defence (the ramparts of Thiers) near the present-day 
ring-road (Boulevard Peripherique). Outside, a new suburb developed 
in a chaotic and disorganized way. Entrepots, shipping companies and 
workshops were set up along the canals; many of these buildings have 
now fallen into disuse. 

There were no large-scale developments at La Villette until the 
construction in 1867 of a central, combined cattle market and abattoir. 
This costly project for the improvement of conditions39 in the metro-
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6 La Villette seen from the east, 1975 

polis was regarded by Haussmann as 'Une des oeuvres les plus consi­
derables accomplies par mon administration, parallelement aux gran-
des operations de voiries'. The 40-hectare abattoir complex was linked 
to the rail network via a branch of the Petite Ceinture. This branch line 
ran through a deepened valley to the Pare des Buttes-Chaumont, an­
other example of a public work constructed under Haussmann's direc­
tion; the line is no longer in use and lies overgrown with acacia shrubs. 
The Grand Halle of the cattle market is the largest (250x85 m.) of the 
distinctive cast-iron market halls erected in 1867. 

The structure of the urban fabric remains grafted on to the two 
arterial roads and the canals. After having being used only once, in the 
Franco-Prussian war of 1870-1, the ramparts were dismantled in 1919, 
somewhat later than in other large European cities. They were not 
replaced by green space, as was the case elsewhere in order to alleviate 
pressure on the densely developed city, but by a ring-road, the Boule­
vard Peripherique, which in due course developed into an ever wider 
and ever busier thoroughfare. It is also the city's municipal boundary. 
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