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P lanning the environment 
means to anticipate what will 
be the meanings of people in 

the future. Wi l l they recognize in the 
environment their own intentions, or 
will they be forced to accept somebody 
else's meanings? (i) Planning is among 
the most responsible undertakings 
one can imagine; it always involves an 
ethic. 

Environmental planning is some­
times conceived as an art — the art of 
town planning. Everybody has 
memories of great cities which differ 
in no way from experiences of art. It 
seems that planning involves, or at 
least could involve, also an aesthetic. 

* 

Postmodernist times, as I choose to 
understand them, bring a new kind of 
confrontation between aesthetics and 

My question in this article is the 
following: Can the ethics and 

the aesthetics of environmental 
planning be combined in such a 
way that the aesthetic feeling is 
directly related to considerations 

about right and wrong? 

ethics, different from that of functio-
nalism. 

Aesthetics is no longer reserved for 
art alone (2): e.g. economics and 
aesthetics meet in the postmodernist 
spectacle of consumption and entertain­
ment; aesthetics is a good selling argu­
ment (3). The world as it is presented 
to us by the media is fragmented, 
paradoxical, conceptually incompre­
hensible - we need aesthetic thinking' 

to get along. (4) Not unlike other living 
creatures we are increasingly depen­
dent on our sensitiveness (aisthesis) 
when choosing what to react upon in 
the environment, and less and less 
dependent on intellectual considera­
tions — there is no time for that. 

I argue that we have an aesthetic in 
our senses, i.e. in our bodies. 

Another side of postmodernism 
could be called the ecological obliga­
tion. Ecology is unthinkable without 
systems theory, it is a philosophy of 
wholes, not of parts. As obligation it 
is an ethic of wholes. A slogan of this 
ethics could read: be wise, mind the 
purpose. Or: be aware of the context. 
Planning, on the other side, is almost 
by definition doing things illadvisedly. 
It's getting at what you want, fast, 
disregarding the context. Planning 
means to take control of some part of 
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the environment, to disregarding the 
rest, destroying the ecology. (5) It's 
man versus environment, reflecting 
the dualist metaphysics o f the mo­
dern era. 

Ecology brings monism to the 
fore: i n the last analysis everything is 
nature (Spinoza, Dewey, Hegel, i f 
you read h i m that way). Even culture 
is for radical monism one o f nature's 
appearences. (6) 

Dualism regards man as ruler over 
himself and the rest. M o n i s m stresses 
the obligation i n being part o f nature's 
great system. As the cat does r ight i n 
being just a cat, man should under­
stand how to do the right th ing just 
being the human being that nature 
invented, nothing more, nothing less. 

A n d so I th ink I can argue that we 
have also an ethic i n our nature, i . e. 
i n our bodies. 

Realizing that I am nature, I have a 
feeling o f solidarity w i t h the other 
parts that constitute the great chain o f 
being. A good position, I th ink , for 
working out a new ethic o f environ­
mental planning. 

* 

I have formerly presented an idea o f 
architecture seen as archetypally or 
genetically condit ioned structuring 
o f spatial experience. ( 7 ) I t was at that 
t ime, and sti l l mainly is, an aesthetic 
idea, not unlike the generic architec­
ture o f Christopher Alexander. I t 
seems important now to investigate 
the ethics of such a position, assuming 
that there exists, as I argued, i n our 
bodies a biologically condit ioned 
aesthetic and ethic regarding the 
environment. 

This would mean defining environ­
mental aesthetics as expressive repre­
sentations o f archetypal environ­
mental relations,(8) and defining 
environmental ethics as a necessary 
respect for those vital relations. 

Leaving aside the question o f 
genetic condi t ioning , I go on to ask: 
what are the archetypes? I'd like to 
dispose o f at least part o f the mystic 
surrounding them, and therefore 
propose that archetypes are habits of 
a species, developed through thousands 
o f generations, retaining practices 
that promote the survival o f the spe­
cies, and extinguishing others. (9) It's 
an economy o f the psyche: you are 
spared from considering every decision 
and t ry ing out every behaviour. A 
nice propor t ion o f sunny and shady 
places seems 'natural', there should 
be places to hide and places to be 
together, it's pleasant to have trees 
outside the w i n d o w - archetypes. 

Such customs or practices could 
also be called collective intentions (as 
distinct from individual fancy), l inking 
the habits to the collective meanings 
o f the environment. 

John Dewey, for one, taught that 
the habits o f l iv ing species are situated 
in the relations between the organism 
and its environment. (10) M y conclu­
sion would be that environmental 
ethics is an economy of the psyche i n 
the environmental relations o f the 
human species. O r as formulated by 
St. Paul: ". . .what the law requires is 
wri t ten in their hearts". (11) Arche­
types in the body guiding us as we go 
along forming our environment. 

'Form' is a w o r d we are used to 
apply i n connection w i t h aesthetics, 
not ethics. I n the t radi t ion o f func-
tionalism I want to apply the w o r d 
form also to ethics. (A th ing can have 
meaning only i n pattern o f relations, 
i.e. having form) . (12) 

Ethics bring the user of the environ­
ment to the fore; he is the only impor­
tant person when considering the aest­
hetic value o f the environment. Under­
stood this way the environment has 
form when i t is experienced as mean­
ingful by its user, as he is using i t , l i ­
v ing in i t . I suggest that the user is 
able to experience the environment 
as a product o f his own intentions, i.e. 
as meaningful or having form, only 
when the environment gives expres­
sion to the collective intentions, i.e. 
i t has archetypal traits. O n l y then the 
environment can also be experienced 
as beautiful by the user. This w o u l d 
explain w h y environments considered 
excellent by critics can raise doubts 
or even hostile feelings i n their users. 
A n environment has fo rm when i t 
conforms to the meanings o f the 
users. 

H o w can this be accomplished? 
This is the question o f environmental 
ethics. (13) 

Environmental planning i n a 
democratic society can not mean for­
cing people to live i n certain ways, as 
functionalism i n its t ime found app­
ropriate. O n the other side, giving 
everybody the chance to live as she 
wants is not possible; p lanning is 
always l i m i t i n g the freedom o f choice. 
The 'democratic' way o f coming to 
grips w i t h this contradiction is to 
reinforce some o f the habits displayed 
i n society, and to weaken others. E.g. 
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using the car is facilitated, walking is 
made difficult (although the latter is 
the archetypal way of moving around). 

Ethically responsible planning is 
reinforcing good habirs. Bad habirs 
are contrary to form. 

To sum up: giving form ro the envi-
ronmenr through planning means this. 
The plan, being composed of arche­
typal elements, corresponds to the 
meanings of the users, and so it rein­
forces vital practices of the human spe­
cies. When the environment has form it 
makes living easier, and involves a fee­
ling of beauty. Erhics meets aesthetics, 
as Wittgenstein said they should. (14) 

This is possible, I think, only i f 
environmental planning is conceived 
as an art by the planner. (15) And this 
should be a professional, not a mora­
listic attitude. Being an artist means 
finding the archetypes, the meanings 
of others, inside oneself. (16) Art is 
not a question of hard trying. (There 
are other definitions of art; not many 
apply to what I am trying to say).(17) 

When planning consents to 
being art, the whole that was lost 
when trying to control the parts is 
restored. The planner-artist has a 
better chance to understand the 
insanity of our culture than has the 

planner technician. (18) The tech­
nician in his planning efforrs is 
inclined to precipitate the catastrophe. 
The artist has a chance to link his 
skill as a planner to the patterns of 
survival. (19) 

And who can be an artist? Every­
body, I think. The resistance against 
the death instinct, Thanatos, is there, 
as sensibility, Eros - in the body. It is a 
readiness to react positively to environ­
mental form, not unlike the positive 
reaction to unformed nature. 

The sophisticated mind doesn't 
necessarily know what is good for us. 
Could it be that the body knows? 
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