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7KLV� DUWLFOH� H[DPLQHV� WKH� UHODWLRQVKLS� EHWZHHQ� FUHDWLRQ� DQG� GHVLJQ�� $IWHU� GH¿QLQJ� WKH�
concept of a poiesis of design, the article considers the process of creation in design from 
WKH�SHUVSHFWLYH�RI�³ZRUN�LQ�SURJUHVV´�DQG�VKRZV�WKDW�LW�LV�EDVHG�RQ�DQ�LQ¿QLWH�ORRS�RI�FR�
GHWHUPLQDWLRQ� EHWZHHQ� WKLQNLQJ� VNLOOV� DQG�PRGHOOLQJ� VNLOOV�� 5HGH¿QHG� IURP� WKH� FXOWXUDO�
WKHRU\� RI� %UXFH� $UFKHU�� PRGHOOLQJ� LV� SUHVHQWHG� DV� WKH� IXQGDPHQWDO� DQG� FKDUDFWHULVWLF�
FUHDWLYH� SURFHVV� RI� GHVLJQ�� )DU� IURP� EHLQJ� OLPLWHG� WR� D� WHFKQLTXH� RI� UHSUHVHQWDWLRQ�� LW�
DSSHDUV�DV�WKH�SULPDU\�PHDQV�RI�WKH�SURMHFW�WR�³SUR�MHFW´�WKH�IXWXUH��WKURXJK�ZKLFK�WKH�DFW�
RI�GHVLJQ�LV�IXQGDPHQWDOO\�GH¿QHG��D�SUDFWLFH�RI�FUHDWLRQ�RULHQWHG�WRZDUGV�WKH�IXWXUH��:KDW�
is created by design can then be called an “idealect”or a concept of an ideal.
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In 1937, at the Collège de France, Paul Valéry became the Chair of 3RpWLTXH, 
which was created especially for him. By this word, coined from the Greek poïêsis 
�ʌȠȚȘıȚȢ��³FUHDWLRQ��IDEULFDWLRQ´���9DOpU\�PHDQW��³DQ\WKLQJ�WKDW�UHODWHV�WR�WKH�FUHDWLRQ�DQG�
FRPSRVLWLRQ�RI�ZRUNV�ZKRVH�ODQJXDJH�LV�ERWK�WKH�VXEVWDQFH�DQG�WKH�PHDQV´��9DOpU\�������
as cited in Passeron, 1989, p. 14). Poiesis is the idea of studying the genesis of the poem as a 
creative process. Hence the more general concept of poiesis, theorized by René Passeron  
(1971, 1989) and taken up by the psychoanalyst Didier Anzieu (1981) and the semiotician 
-HDQ�-DFTXHV�1DWWLH]� �������� )RU� 3DVVHURQ�� ³3RLHVLV� KDV� QR� UHDVRQ� WR� EH� OLPLWHG� WR� WKH�
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DUWV�RI�ODQJXDJH´��3DVVHURQ��������S�������,WV�SXUSRVH�LV�³ZRUN�LQ�SURJUHVV�´�7KDW�LV�ZK\��
LQ�������3DVVHURQ�VXJJHVWHG�³H[SDQGLQJ�WKH�SRVLWLRQ�RI�9DOpU\�WR�DOO�WKH�DUWV�´�RU�HYHQ�WR�
³DOO�ZRUNV�RI�PDQ´��3DVVHURQ��������S�������$QG�WKDW�LV�KRZ�SRLHVLV�FDPH�LQWR�EHLQJ�³DV�D�
VFLHQFH�DQG�SKLORVRSK\�RI�FUHDWLRQ´��3DVVHURQ���������

,Q�IDFW��3DVVHURQ�VD\V��³3RLHVLV�KDV�H[LVWHG�IRU�D�ORQJ�WLPH��EXW�LW�KLGHV�LWVHOI�OLNH�D�
VKDPHIXO��GLOXWHG�HOHPHQW��ZLWKLQ�WKH�RYHUDOO�DHVWKHWLFV´ (Passeron, 1989, p. 11). From the 
Greek aisthêsis��ĮѷıșȘıȚȢ�³SHUFHSWLRQ��VHQVDWLRQ´���DHVWKHWLFV�KDV�PHDQW��VLQFH�%DXPJDUWHQV��
³WKH�VFLHQFH�RI�VHQVRU\�NQRZOHGJH´��%DXPJDUWHQ��������S��������$OWKRXJK�LW�KDV�VRPHWLPHV�
EHHQ� UHGXFHG� �DV� E\�+HJHO�� WR� WKH� RQO\� ³SKLORVRSK\� RI� ¿QH� DUWV´� �+HJHO�� ������ RU� WKH�
science of beauty, it is generally considered as the science of art and everything related to 
WKH�³MXGJPHQW�RI�WDVWH´��.DQW���������%XW�LQ�WKH�H\HV�RI�3DVVHURQ��WR�³¿QDOO\�UHFRJQL]H�WKH�
LQGHSHQGHQFH�RI�SRLHVLV�DV�D�VFLHQFH�DQG�DV�D�SKLORVRSK\�RI�FUHDWLRQ�´��3DVVHURQ��������
p. 11) we must understand it in its original and general sense, that of a science of sensation 
DQG�SHUFHSWLRQ��+HQFH�WKH�IROORZLQJ�VHW�RI�GH¿QLWLRQV�

 First series :
Aesthetics thus devotes its study to emotional perception, whatever the 
REMHFW�WKDW�VWULNHV�LW��DUW�RU�QDWXUH��3DVVHURQ��������S�������:H�FDOO�SRLHVLV�
all studies regarding the establishment of the work and notably the work 
of art (Passeron, 1989, p. 13).

 Second series :
In short, poiesis is the philosophical promotion of the sciences of the art 
that is made��IRU�H[DPSOH��DFFRUGLQJ�WR�SRLHVLV��SDLQWLQJ�LV�D�SKHQRPHQRQ�
of the studio. Conversely, aesthetics is the philosophical promotion of the 
sciences of the DUW�WKDW�LV�FRQVXPHG (here, painting is a phenomenon linked 
to galleries, museums, public places) (Passeron, 1989, p. 16).

In other words, we can consider poiesis as the study of the phenomena of creation 
and production, while aesthetics is (in the strictest sense) the study of the phenomena 
of perception and reception. In this perspective, in order to avoid any ambiguity with 
conventional uses, it may be preferable to adopt the semiotic formulation of Jean-Jacques 
Nattiez (1987), who distinguishes between poietic processes and esthesic processes 
�1DWWLH]��������S�������7KH�ODWWHU�WHUP�KDV�WKH�DGYDQWDJH�RI�EHLQJ�IUHH�IURP�WKH�LVVXH�RI�
EHDXW\�� WR�ZKLFK� WKH� WHUP�³DHVWKHWLFV´�VRPHWLPHV� WHQGV� WR� UHGXFH� LWVHOI�� WR� IRFXV�RQ� WKH�
issue of sensory perception in all its dimensions. 

:KDW�ZH�VXJJHVW� LV� WR� IXUWKHU�EURDGHQ� WKH�SHUVSHFWLYH�E\�H[WHQGLQJ� WKH�¿HOG�RI�
poiesis and esthesics to what is produced by design. The purpose of the esthesic of design is 
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the project that is being experienced��ZKLOH�WKH�REMHFW�RI�WKH�SRLHVLV�RI�GHVLJQ�LV�WKDW�RI�WKH�
project in progress��,Q�WKLV�VWXG\��ZH�IRFXV�RQ�WKH�ODWWHU�LQ�RUGHU�WR�H[DPLQH�WKH�UHODWLRQVKLS�
between design and creation, and answer the following questions: In what way is design a 
SUDFWLFH�RI�FUHDWLRQ"�:KDW�LV�WKH�FUHDWLYH�ZRUN�RI�D�GHVLJQHU"�,Q�ZKDW�VHQVH�FDQ�RQH�VSHDN�
RI�DQ�³DFW�RI�GHVLJQ´�DQG�KRZ�GRHV�LW�ZRUN"

THE “ACT OF DESIGN”: THINKING, MODELLING

The poiesis of design is the study of design as a creative process, that is to say, as 
WKH�³DFW´�RI�D�FUHDWRU��7KLV�DFW�FDQ�EH�GHFRPSRVHG�LQWR�WZR�GLPHQVLRQV��ZKLFK��LQ�UHDOLW\��
are intimately intertwined and perfectly inseparable: the dimension of the act of thinking 
(design thinking) and the dimension of the act of making (design doing). 

7KH�¿UVW� GLPHQVLRQ� FRQVLGHUV� WKH� DFWLYLW\�RI�GHVLJQ� DV� D�SURFHVV�RI� WKLQNLQJ��$�
project in progress��LW�LV�PDLQO\�D�WKRXJKW�WDNLQJ�VKDSH��¿JXUDWLYHO\�DV�ZHOO�DV�OLWHUDOO\���,Q�
this case, design is the heir of its English etymology: to design, to conceive according to a 
plan, an intention, and a purpose. The thinking activity of the designer is thus a matter of 
FRQFHSWXDOL]DWLRQ��%XW�WKLV�FRQFHSWXDOL]DWLRQ�LWVHOI�FDQ�EH�XQGHUVWRRG�LQ�WZR�ZD\V��¿UVWO\��
it is a WKRXJKW�WKDW�WKLQNV� �FRQFHSWLRQ� RI� WKH� SURMHFW��� LQ� WKH� VHQVH� WKDW� WKH� REMHFWLYH� LV�
to produce a creative concept, that is to say, an idea that structures the creative process 
DQG�PXVW�EH�WUDQVSRVHG�LQWR�D�VFHQDULR��SURMHFW�VFHQDULRV���DQG�VHFRQGO\��LW�LV�D�thinking 
WKRXJKW (Bourdieu, 1996, p. 31) (conception of the world), in the sense that the aim is 
WR� IHHG� WKH�SURMHFW�ZLWK� D� SKLORVRSKLFDO� UHÀHFWLRQ�RQ� WKH�KXPDQ� H[SHULHQFH� WKURXJK� DQ�
DQDO\VLV�RI�XVHV�DQG�VRFLDO�SUDFWLFHV��,W�LV�LQ�WKLV�VHQVH�WKDW�³GHVLJQ�LV�XOWLPDWHO\�D�WKLQJ�WKDW�
WKLQNV´��9LDO�������S�������,W�LV�DOVR�LQ�WKLV�VHQVH�WKDW�RQH�PXVW�XQGHUVWDQG�WKH�XQGHQLDEOH�
SKLORVRSKLFDO�GLPHQVLRQ�RI�WKH�IDVKLRQDEOH�WHUP�³GHVLJQ�WKLQNLQJ´��%URZQ��������S�������
which attempts to make more intelligible the thinking dimension of the creative process at 
work in design.

The second dimension considers design as an art of making or manufacturing. 
$�SURMHFW�in progress, these are scenarios taking shape through drawings, plans, sketches, 
models, templates, zonings, storyboards, wireframes, etc. (each design specialty has its 
own vocabulary). In this case, design is the heir of its Latin etymology: designare, which 
is marking with a distinctive sign, from the word VLJQXP��³PDUN��VLJQ�´�WKDW�LV�WR�VD\�WKH�
IRUPLQJ�RI�VLJQV�DQG�WKH�VLJQLQJ�RI�IRUPV��ZKHWKHU�WKH\�DUH�VSDWLDO��YROXPLQRXV��WH[WLOH��
graphic or interactive forms (each design specialty has its own formal environment). 
Design is therefore a matter of drawing, that is to say, more generally a matter of prototype. 
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The designer’s art of making is the art of prototype making��:KLOH�DQ�DUWLVW�SURGXFHV�³DUW�
ZRUNV�´�D�VFLHQWLVW�EXLOGV�³WKHRULHV�DQG�H[SHULHQFHV´�DQG�D�SKLORVRSKHU�FUHDWHV�³FRQFHSWV´�
�'HOHX]H�	�*XDWWDUL���������D�GHVLJQHU�GHVLJQV�DQG�PDQXIDFWXUHV�³SURWRW\SHV�´�+HJHO¶V�
IDPRXV�SKUDVH�³:H�WKLQN�LQ�QDPHV´��+HJHO���������������� LV�QRW�VXLWDEOH�IRU�GHVLJQHUV��
who think in forms. The form creates drawings, models, prototypes. This is precisely what 
distinguishes the act of design: this particular form of creative ability, which operates in the 
formal modelling of ideas, with a whole range of prototyping tools.

The act of design is therefore an act of modelling thought. It includes thinking 
skills within modelling skills and one does not go without the other. The dimension of the 
act of thinking and the dimension of the act of doing are indeed inseparable. All designers 
FRQVWDQWO\�H[SHULHQFH�LW��LQ�WKH�UHDOLW\�RI�WKH�project in progress��WKH�H[HFXWLRQ�IHHGV�WKH�
design at every moment (doing to think), as much as the constantly updated design feeds 
WKH�H[HFXWLRQ��WKLQNLQJ�WR�GR���7KH�DFW�RI�GHVLJQ�LV�WKXV�EDVHG�RQ�D�SRWHQWLDOO\�LQ¿QLWH�³ORRS�
RI�FR�GHWHUPLQDWLRQ´� �'DUUDV��������EHWZHHQ� WKLQNLQJ�DQG�GRLQJ��7R� WKH�SRLQW�ZKHQ��DW�
some moment in time, the designer must be able to make the decision to put an end to the 
SURMHFW��ZKLFK��E\�GH¿QLWLRQ��FRXOG�EH�HQGOHVV�

MODELLING AS A CREATIVE LANGUAGE

,Q�WKH�PLG�����V��%UXFH�$UFKHU��D�SURIHVVRU�DW�WKH�5R\DO�&ROOHJH�RI�$UW�LQ�/RQGRQ��
DUJXHG� WKDW� WKHUH� LV� D�ZD\�RI� NQRZLQJ�� DQG� KHQFH� D�ZD\�RI� WKLQNLQJ� WKDW� LV� VSHFL¿F� WR�
designers. In 1979, he wrote:

0\�SUHVHQW�EHOLHI�� IRUPHG�RYHU� WKH�SDVW� VL[�\HDUV�� LV� WKDW� WKHUH� H[LVWV� D�
designerly way of thinking and communicating that is both different from 
VFLHQWL¿F� DQG� VFKRODUO\� ZD\V� RI� WKLQNLQJ� DQG� FRPPXQLFDWLQJ�� DQG� DV�
SRZHUIXO�DV�VFLHQWL¿F�DQG�VFKRODUO\�PHWKRGV�RI�HQTXLU\��ZKHQ�DSSOLHG�WR�
its own kind of problems (Archer, 1979a, p. 17).

7KLV�ZD\�RI�NQRZLQJ�WKDW�LV�VSHFL¿F�WR�GHVLJQHUV�LV�H[DFWO\�ZKDW�ZH�DUH�WU\LQJ�WR�
GH¿QH�DV�WKH�³DFW�RI�GHVLJQ�´�,W�LV�DOVR�LQWHUHVWLQJ�WR�DQDO\]H�KRZ�$UFKHU�FRQWHPSODWHG�WKLV��
$FFRUGLQJ�WR�KLP��LW�LV�DQ�HGXFDWLRQDO�DQG�FXOWXUDO�LVVXH��,W�LV�QRWKLQJ�OHVV�WKDQ�GH¿QLQJ�
D� WKLUG�HGXFDWLRQDO�DUHD�DORQJVLGH� WKH�VFLHQWL¿F�DQG� OLWHUDU\�DUHDV��:KHQ�RQH�HOLPLQDWHV�
WKH� FRPSOH[LW\� DQG� UH¿QHPHQW�� WKHVH� WKUHH� HVVHQWLDO� VNLOOV� UHPDLQ� WKH� IRXQGDWLRQ� RI� DOO�
HGXFDWLRQ��UHDGLQJ��ZULWLQJ�DQG�DULWKPHWLF�²�ZKDW�$UFKHU�FDOOHG�³WKH�WKUHH�5V´��Reading, 
wRiting, aRLWKPHWLF���$UFKHU������E��S�������³5HDGLQJ�DQG�ZULWLQJ´�DUH�WKH�HVVHQWLDO�VNLOOV�
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WKDW�IRXQGHG�WKH�¿HOG�RI�$UWV�DQG�+XPDQLWLHV��ZKLOH�³FDOFXODWLRQ´�LV�WKH�HVVHQWLDO�VNLOO�WKDW�
IRXQGHG�WKH�¿HOG�RI�6FLHQFH��7KLV�OHG�WR�WKH�EL�SDUWLWLRQ�RI�WKH�:HVWHUQ�HGXFDWLRQDO�V\VWHPV��
WRUQ�EHWZHHQ� WZR�PRGHOV�RI� H[FHOOHQFH�� WKDW�RI� OLWHUDWXUH� DQG� VFLHQFH�� WR� WKH�GHWULPHQW��
unfortunately, of technology, yearning for recognition.

However, according to Archer, there is a third area in education, which focuses 
RQ�³WKH�PDNLQJ�DQG�GRLQJ�DVSHFWV�RI�KXPDQ�DFWLYLW\��$UFKHU������E��S������´�ZKLFK�PRUH�
or less corresponds, in the French education system, to the technological area in which 
$SSOLHG�DUWV�KDYH�EHHQ�FODVVL¿HG��7KLV�GLPHQVLRQ�LQYROYHV�DQRWKHU�HVVHQWLDO�VNLOO��XVXDOO\�
neglected by the formal education system, which is that of formal modelling. In other 
ZRUGV��WKHUH�LV�D�ZD\�WR�H[SUHVV�LGHDV�RWKHU�WKDQ�E\�ZRUGV��ODQJXDJH��DQG�RWKHU�WKDQ�E\�
numbers (calculation): they are ³WKRVH�LGHDV�H[SUHVVHG�WKURXJK�WKH�PHGLXP�RI�GRLQJ�DQG�
making´��$UFKHU������E��S������WKDW�LV�WR�VD\�WKURXJK�PDWHULDO�IRUPV��)RU�$UFKHU��VXFK�LGHDV�
KDYH�D�SDUWLFXODU�LQWHOOHFWXDO�QDWXUH�DQG�FRQVWLWXWH�D�JHQXLQH�DQG�³a distinctive facet of a 
FXOWXUH,”�WKH�³PDWHULDO�FXOWXUH´�DV�LW�UHODWHV�WR�³WKH�DUWHIDFWV�WKHPVHOYHV�DQG�WKH�H[SHULHQFH��
VHQVLELOLW\� DQG� VNLOO� WKDW� JRHV� LQWR� WKHLU� SURGXFWLRQ� DQG�XVH´� �$UFKHU�� ����E�� S�� ����� ,Q�
D�EURDG�VHQVH��DOO�¿QH�DUWV��DOO�FUDIWV��DOO� WHFKQLTXHV�EHORQJ� WR� WKLV�FXOWXUH��ZKLFK�FRXOG�
WKHUHIRUH�KDYH�EHHQ�FDOOHG�³$UWV´�EXW��DFFRUGLQJ�WR�$UFKHU��WKH�WHUP�KDV�EHHQ�FRQ¿VFDWHG�
E\�$UWV�DQG�+XPDQLWLHV��,W�FRXOG�DOVR�KDYH�EHHQ�FDOOHG�³7HFKQRORJ\�´�EXW�WKLV�WHUP�LV�QRW�
YHU\�SRSXODU�DQG�RIWHQ�GHYDOXHG��7KLV�LV�ZK\�$UFKHU�VXJJHVWHG�FDOOLQJ�LW�³'HVLJQ�VSHOW�ZLWK�
D�%LJ�'´�²�WR�GLIIHUHQWLDWH�LW��LQ�(QJOLVK��IURP�WKH�FRPPRQ�PHDQLQJ�RI�WKH�ZRUG�design 
�³FRQFHSWLRQ´��

The need to give it a name and to distinguish it from the two other cultures is 
MXVWL¿HG� DFFRUGLQJ� WR� KLP�E\� WKH� IDFW� WKDW�� LQ� WKH�¿HOG� RI� NQRZOHGJH�� WKHUH� LV� LQGHHG� D�
way of knowing, different from Science and Humanities. This way of knowing that is 
VSHFL¿F�WR�GHVLJQHUV��a designerly way of knowing) is a form of practical knowledge based 
RQ� ³VHQVLELOLW\�� LQYHQWLRQ�� YDOLGDWLRQ� DQG� LPSOHPHQWDWLRQ�´�:KLOH� WKH�PDLQ� ODQJXDJH� RI�
science is mathematical notation and that of Humanities is natural language, says Archer, 
³WKH�HVVHQWLDO� ODQJXDJH�RI�GHVLJQ� LV�PRGHOOLQJ´� �$UFKHU������E��S������� ,Q�RWKHU�ZRUGV��
modelling, prototyping, giving form, is nothing other than speaking a language. Drawing 
is the art of thinking and modelling is a creative language. And this is also true both for 
applied arts, understood as the arts of designing, and for visual arts, understood as the arts 
RI�JLYLQJ�IRUP��ʌȜĮıĲȚțyȢ�³PDOOHDEOH��UHODWHG�WR�PRGHOOLQJ´���7KDW�LV�ZK\�ZH�PXVW�QRZ�
H[DPLQH�ZKDW�FKDUDFWHUL]HV�PRGHOOLQJ�LQ�WKH�GHVLJQ�GLVFLSOLQH�
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MODELLING IN DESIGN:

A PHILOSOPHY OF ANTICIPATION

If the creative act of design is an act of modelling, it should not however be confused 
with a purely technical procedure. The prototype is not only a tool, a method, a stage. It is 
D�SODFH�ZKHUH�RQH�SURMHFWV�DQ�LGHDO��ZKHUH�RQH�PDNHV�LGHDV�IRU�WKH�IXWXUH��ZKHUH�RQH�ZRUNV�
with the materials of the future. Design thinking is basically a thought of anticipation. This 
is why it is creative and where its creativity lies. It maintains a consubstantial link with 
WKH�IXWXUH��+HUEHUW�6LPRQ�ZDV�WKH�¿UVW�WR�KDYH�SRLQWHG�WKLV�RXW��LQ�������LQ�The Sciences 
RI� WKH� $UWL¿FLDO�� ³(YHU\RQH� GHVLJQV� ZKR� GHYLVHV� FRXUVHV� RI� DFWLRQ� DLPHG� DW� FKDQJLQJ�
H[LVWLQJ�VLWXDWLRQV�LQWR�SUHIHUUHG�RQHV��LV�D�GHVLJQHU´��6LPRQ��������S��������7KH�DXWKRUV�RI�
the recent book, 'HVLJQ�5HVHDUFK�7KURXJK�3UDFWLFH�FRQ¿UP�LW��GHVLJQ�LV�IXWXUH�RULHQWHG�
EHFDXVH�³'HVLJQHUV�DUH�SHRSOH�ZKR�DUH�SDLG�WR�SURGXFH�YLVLRQV�RI�EHWWHU�IXWXUHV�DQG�PDNH�
WKRVH�IXWXUHV�KDSSHQ´��.RVNLQHQ�HW�DO���������S�������,Q�RWKHU�ZRUGV��$ODLQ�)LQGHOL�DJUHHV��
IRFXVLQJ�RQ�WKH�FRQFHSW�RI�D�³SURMHFW´�GHDU�WR�GHVLJQHUV´�KHDUWV�

The approach of design on the world is projective. By this I mean that, for 
GHVLJQHUV�DQG�UHVHDUFKHUV��WKH�ZRUOG�KDV�WR�EH�SHUIHFWHG��LW�LV�D�SURMHFW�DQG�
QRW�MXVW�DQ�REMHFW�WKDW�PXVW�EH�GHVFULEHG��ZKRVH�FDXVHV�PXVW�EH�H[SODLQHG�
RU�ZKRVH�PHDQLQJ�PXVW�EH�XQGHUVWRRG��)LQGHOL��������S������

Design is therefore a future-oriented creative practice underpinned by a meliorative 
SXUSRVH��7KH� REMHFWLYH� LV� WR� XVH� FUHDWLRQ� WR� LPSURYH� WKH� FRQGLWLRQV� RI� OLIH�� LQ� RUGHU� WR�
³LPSURYH�RU�DW�OHDVW�PDLQWDLQ�WKH�KDELWDELOLW\�RI�WKH�ZRUOG´��)LQGHOL��������S��������7KLV�LV�
ZKDW�ZH�KDYH��LQ�RWKHU�DUWLFOHV��FDOOHG�³IDFWLWLYH�HQFKDQWPHQW´��9LDO��������ZKLFK�GHVLJQ�
creates: its creative purpose is to make-be and to make-make (which is the meaning of 
³IDFWLWLYLW\´��WR�UHPRGHO�WKH�SRVVLEOH�H[SHULHQFH�DQG�WR�LPSURYH�WKH�H[SHULHQFHG�TXDOLW\�RI�
H[LVWHQFH�

In this perspective, the concept of modelling in design takes a philosophical and 
anthropological aspect bordering on the quasi-political. Because it is not only a technique 
of representation, as it can be in other design disciplines such as engineering. It is a place 
for the development of an ideal that is taking form. The prototype is an attainable ideal. 
7KURXJK�LW��WKH�GHVLJQHU�FUHDWHV�LGHDV��EXW�WKHVH�LGHDV�DUH�QRW�WKH�³FRQFHSWV´�RI�VFLHQFH�RU�
SKLORVRSK\��QRU�WKH�³DIIHFWV´�RU�³SHUFHSWV´�RI�DUW��'HOHX]H & Guattari, 1991). This is what 
ZH�VXJJHVW�WR�FDOO�³LGHDOHFWV�´�%\�WKLV�ZH�PHDQ�FRQFHSWV�LQ�WKH�IRUP�RI�LGHDOV��SURYLGHG�
they are rationally achievable ideals. These idealects� DUH� LGHDV� WKDW� DUH� DQ� H[HFXWDEOH�
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must-be. This is why idealects has the form of both a desirable ideal and the strength of an 
operational concept. It produces the design of a desirable and attainable future. 

And as design is always a situated practice, an idealect is always limited in scope, 
UHVWULFWHG�WR�SDUWLFXODU�DUHDV�RI�LQWHUYHQWLRQ�RI�WKH�SURMHFW�LQ�ZKLFK�LW�GHYHORSV��)RU�H[DPSOH��
D�GHVLJQ�SURMHFW� LQ� WKH�PHGLFDO�¿HOG�SURGXFHV� DQ� idealect of medicine, that is to say, a 
certain idea of what medicine� VKRXOG�EH. And this idealect should not only be sensitive 
DQG�SHUFHSWLEOH�ZLWKLQ�WKH�SUDFWLFDO�GHYLFH�WR�ZKLFK�WKH�SURMHFW�OHDGV�DV�D�FUHDWLYH�SURFHVV�
�UHVHDUFK� IRU� GHVLJQ�� �� LW�PXVW� EH� IRUPXODEOH� DQG� HQXQFLDEOH� LQ� D� WKHRUHWLFDO� ³UHVHDUFK�
SURMHFW´��)LQGHOL��������WKDW�DFFRPSDQLHV�WKH�FUHDWLYH�SURFHVV��UHVHDUFK�WKURXJK�GHVLJQ���
An idealect is something on which one can construct theory.

In addition, as ideas in science, idealects� LQ�GHVLJQ�DUH�IDOVL¿DEOH��7KHLU�YDOLGLW\�
is ephemeral because they require constant updates based on social evolution. Each of 
WKHP�KDV�D�YLVLRQ�RI�WKH�ZRUOG�WKDW�PDNHV�VHQVH�XQWLO�LW�LV�VXI¿FLHQWO\�LPSOHPHQWHG�WR�EH�
H[KDXVWHG��7KH�idealect�LV�WKH�SURGXFW�RI�DQ�HUD�WKDW�UHQHZV�LWVHOI�ZLWK�WKH�HUD��)RU�H[DPSOH��
/H�&RUEXVLHU¶V�FRQFHSW�RI�D�³KRXVLQJ�XQLW�´�ZKRVH�PRGHO�LV�WKH�IDPRXV�&LWp�5DGLHXVH in 
Marseille (France), is an idealect. That is to say, a certain idea-concept of what a home 
should look like at a given time. But this era is now outdated and this idealect is obsolete: 
one no longer builds housing on the principles of Le Corbusier because one is now driven 
by other idealects related to housing, which are based on the criticism of previous idealects. 
An idealect LV�WKHUHIRUH�D�FHUWDLQ�YLVLRQ�RI�WKH�ZRUOG�WKDW�LV�SURMHFWHG�DW�D�JLYHQ�WLPH�LQ�D�
given area, that will feed the model of the future that one chooses for a certain time and that 
ZLOO�LQHYLWDEO\�H[KDXVW�LWVHOI�

7KLV� LV�ZK\� WKH�FRQFHSW�RI� WKH�³SURMHFW´� LV� VR�GHFLVLYH� LQ�GHVLJQ��DV� WKH�SURMHFW�
in the making is the future searching for itself. Thus design is literally a�SUR�MHFW, in the 
VHQVH�LW�SURMHFWV�EHIRUH�XV�DQ�idealect yet to be implemented. Modelling the world does not 
WKHUHIRUH�PHDQ�UHSUHVHQWLQJ�LW�EXW�UH�WKLQNLQJ�LW��0RGHOOLQJ�LQ�GHVLJQ�LV�QRW�MXVW�D�WHFKQLTXH��
it is a philosophy of the world. 

Vial, S.� ������� ��� QRYHPEUH���'HVLJQ� DQG� FUHDWLRQ�� RXWOLQH� RI� D� SRLHVLV� RI� GHVLJQ�
Retrieved  from  http://www.soft-avenue.com/wikicreation_new/readArticle.
php?lang=en&articleId=16
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