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1. Since  the world has become more 
and more complex, it has been more 
difficult to apprehend it through the 
methods and tools provided by single 
disciplines, as the classical sciences had 
believed. In our time, the autonomy of 
reality with regard to the conceptual 
models fostered by each discipline –
scientific and artistic– has been 
questioned.
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2. Today’s multidisciplinary sciences (e.g. 
neurolinguistics, bioengineering) not only 
attempt to represent (in the sense of 
taking the place of) a complex reality 
rather they create it from their own 
conceptual models. In parallel, the 
progressive increase of the level of self-
awareness about the knowledge 
acquisition processes which characterizes 
the evolution of western culture has 
transformed the modes of thinking in 
objects of study (e.g. knowledge 
management, knowledge engineering). 
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3. In line with these reflections, the 
purpose of the doctoral program 
"Knowledge, Representation, Architecture“ 
was to create  a transdisciplinary
knowledge space resulting from the 
interaction between architecture and other 
disciplines. 

PREMISES FOR A TRANSDISCIPLINARY KNOWLEDGE SPACE 



4. The concept of representation plays 
an instrumental role in this PhD program 
insofar it helps to bring together 
different areas of knowledge such as art, 
philosophy, physical sciences, 
psychology, education and computing. In 
fact, representation is a transversal, 
ubiquitous category which is not 
circumscribed to a particular field of 
study.   
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5. Multiple meanings of representation 
–visual, aesthetic, epistemological, and 
methodological– are implied in the 
conception of form and space, the study 
of creative processes, the analysis and 
classification of precedents and, in 
general, in any attempt to systematize 
knowledge.
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Form

Image

Space

Method

System

….

MODES OF THINKING

Each one of these 
categories stands for a 
mode of thinking, that is, 
of representing the world 
and the way we thinking 
about it. 



FORM : interactions between architecture and 
philosophy
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Philosophical thinking permeates the history of 
architectural theory all the way from the 
platonic dualism present in Vitruvius treatise, 
to the attempts of Peter Eisenman to transform 
Derridian deconstructivism in a design 
methodology. Architecture is philosophical, as 
much as philosophy is architectural As 
philosophy, architecture needs to understand 
the world in order to contribute to its 
construction; as architecture, philosophy builds 
systems of thought –e.g. Kant’s Architektonik–
,  that is to say, conceptual constructions which 
can be compared to those embedded in the 
buildings that the architect builds.



ARKINET. Construction of the vocabulary of concepts 
© ARC Enginyeria i Arquitectura La Salle 2002-2008



ARKINET. Grouping concepts in themes
© ARC Enginyeria i Arquitectura La Salle 2002-2008



ARKINET. Creating a collaborative concept map
© ARC Enginyeria i Arquitectura La Salle 2002-2008



Marta Masdéu (2009), Función ornamental 
(INTENCIÓN)- Límite (LUGAR)-Ornamento 

(INSTRUMENTO)



“Forma: Pensamiento.
Interacciones entre 

pensamiento filosófico 
y arquitectónico”

Actar-D,  Barcelona, 2006.



In contemporary creative practices, in art as 
well as in design and architecture, each product 
has become inexorably associated to a critical 
discourse which becomes inseparable from it; a 
framework that endows it with meaning 
throughout its whole life, from inception to 
appraisal. Each product contributes to construct 
the world not just in the physical sense, as 
artifact, but mostly as a symbolic work which 
adds new meanings to reality: it becomes a 
node in a network of symbols in continuous 
interaction with each other. Building an 
intellectual framework – the concepts, the 
meanings, and the values associated to 
artifacts– has become intrinsically united to 
artistic creation.



IMAGE : thinking in the age of the visual culture
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In our contemporary culture, it is no longer 
possible to distinguish between reality and 
appearance, between idea and image. 
Today, images can no longer be considered a 
reflection of a transcendental reality but as 
simulacra which have nothing to do with 
reality rather, they constitute a reality of 
their own.



The ubiquity and promiscuity of the image 
distinguishes our contemporary culture. 
Images do not only represent the world, but 
are inherent to it: they are not copies of things, 
but they are adhered to the things themselves.  
Images do not longer act as a mediators 
between the subject and the world, but they 
have taken hold of both: they do not need the 
gaze of the subject to exist and have replaced 
the world by its visual counterpart.  In our 
visual culture, it is no longer possible to 
differentiate between the world and its 
representation: they have become one. All the 
realms of existence –art, politics, 
communication– converge in a single one: the 
world of images. 



By their very nature, images are reproductive: 
an image always points to another image; it 
contains it or is reflected in it.  Therefore, 
understanding an image means discovering in 
or from it a series of permanently fluctuating 
images.  Thought based on images can 
therefore only be relational and transitory.  
Due to their associative nature,, images cut 
across disciplinary boundaries: a photograph 
can refer to a TV commercial, a TV commercial 
to a movie, a movie to a painting, and so on. 
Since the late 1990s, a new field named 
Visual Studies has emerged whose subject 
matter is the image independently of the field 
of study and the technique.  



IMAGENET. Visualization of an image of the digital library
© ARC Enginyeria i Arquitectura La Salle 2002-2006



IMAGENET. Associating concepts to an image
© ARC Enginyeria i Arquitectura La Salle 2002-2006



Yuri Leonardo Correa (2005) 
El sistema TAbr: inserción de 
una imagen en nuestro 
contexto actual (acerca de la 
Torre Agbar, Barcelona 



In today’s culture, an image works as a 
vehicle between ideas and works from 
different fields. Around images, a space of 
creation arises which cannot be circumscribed 
to a particular discipline. Creating with 
images requires first understanding the 
meanings of images and then being able to 
transfer meanings from one piece of work to 
another –from a photograph to a building–
and from one discipline to another –from film 
to an advertisement, for example. 



SPACE : Relating spaces
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Space, like form, is amongst the most 
universal categories which permeates all our 
experience, from thought to being.  Space 
can thought of as a reality which is external 
to the subject, as an extension or interval 
which can be measured. But it is also a 
subjective construction insofar  things are 
ordered in relationship to our bodies (up and 
down, left and right) as Merleau-Ponty has 
suggested .   



For Kant, the reality of space was conceptual 
more than physical, it did not derive from 
experience rather it was an a priori form of 
intuition, an order that the mind has to 
impose onto the sensations to make them 
intelligible. Heidegger’s notion of Dasein
transcended the division between objective 
and subjective, between physical and 
conceptual ideas of space. Space, according 
to Heidegger, is neither in the subject nor 
the world is in space: it is not possible to 
separate our existence, our being, from 
space . 



We can consider space as a product which is 
determined by the technological and cultural 
conditions of the time; a cultural construct 
which makes the world intelligible and 
underlies our creations. Insofar as space 
constitutes the substratum of our creations, 
it also becomes the nexus between them. A 
notion of space materialized in a particular 
field can then be transferred to other 
productions in other fields. For example, a 
piece of literature can have a narrative 
which can be represented in terms of a 
hypertext, and a photograph of a city can 
capture its spatial structure.



Architectural space has been often 
constrained to that which is delimited by a 
building (or an ensemble of buildings). 
However, as Philippe Boudon has claimed, a 
conceptualization of architectural space 
should not be limited to the actual building 
but should include the conception of space 
as well. In this conceptualization,, different 
notions of spaces would participate: not only 
the established perceptual and geometric 
concepts of space, but also the spatial 
concepts arising from the contemporary 
cultural and technological conditions of our 
time..



Omayra Rivera (2005) Simultaneidad y Fragmentación en el Espacio Público [see VIDEO]

http://www.salleurl.edu/arc/doctorado/documents/publicaciones/index.html


A strict division between geometric space 
and phenomenal space –that is, between the 
conception of space in geometric terms and 
the experience of space– can no longer be 
maintained in our digital world. With virtual 
reality techniques a geometric model can 
become a real spatial experience. The 
experience of being in space can be acquired 
with an instant messaging program, or being 
part of a social network. Today’s digital 
technologies expand our capacities to 
perceive space in much the same way as 
other technologies like the cinema did in the 
past. 



METHOD and SYSTEM: designing the design 
process
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Method and system are two categories 
which pervade the modes of thinking since 
the seventeenth century. In that time, 
according to Foucault , it was thought that 
there were two main ways to acquire 
knowledge: by establishing similarities and 
differences after comparing individuals from 
groups empirically constituted, and by 
choosing first a complete set of features 
which are then contrasted to the individuals 
to identify constants and variations. The first 
corresponds to the idea of method, the 
second to system.



A system can be thought of as being both 
physical and conceptual. In fact, 
distinguishing between both is one of the 
difficulties that the notion of system 
conveys. This intermingling of the two 
notions of system is also manifest in 
architecture. We can think of a building –the 
actual artifact– as a system made of 
subsystems such as the structure and the 
envelope; but we can also conceptualize a 
building in the design stage as a system 
which reacts to the information that receives 
from an abstract environment.  



The convergence of cybernetics and systems 
theory in the second half of the twentieth 
century, opened up the possibility to apply 
computers to the solution of complex 
problems. This required to model in the 
computer not only the problem, but also the 
way of  thinking about the problem.. As 
systems thinking entered, the realm of 
design was transformed into a problem to be 
solved. A design was not only seen as an 
artifact but as the outcome of a process 
which is amenable to systematization and to 
optimization.  



More current views of the notion of system 
applied to design thinking acknowledge that 
design is a wicked problem, that is to say, 
that design solutions cannot be detached 
from the formulation of the problem and 
from the evaluation criteria applied to the 
solutions. Furthermore, the designer is now 
seen as a “self-organising system who is 
observing the evolving artifact plus him– or 
herself observing the evolving model” .



Isabel Correa (2006) Le Corbusier vs. Vitruvius



Narcís Font (2006) El Catàleg vs. la Caixa d’eines



Nowadays, the idea that the most crucial 
part of the creative process is the process 
itself, instead of its final outcome, pervades 
many creative practices, from art to 
architecture. The openness of the process 
promotes the participation of multiple 
actors, including users of the final product 
who can participate in the formulation of the 
design requirements as well as in the 
evaluation of the solutions. A designer, an 
artist or an architect can be designers of 
processes as much as creators of artifacts. 
Processes which can have different degrees 
of autonomy and self-regulation; processes 
which can be driven both by human and 
machines work in close interaction.
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