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La tecnologia ha transformado la percepcion
del espacio en que vivimos. Somos parte

de una infinita red con acceso a territorios
de inimaginables niveles de conectividad.
Aungue Rem Koolhaas continue reivindicando
una arquitectura de paredes, puertas y
cerraduras en la dltima Bienal de Venecia,
quiza los nuevos Elementos de Arquitectura
sean en realidad, passwords, firewalls, key
encryptions and security certificates. Nadie
escapa a una tecnologia invisible que define
nuevos espacios virtuales, amplificando los
limites de los edificios.

Los expertos dicen que esto es sdlo el
comienzo. Pero, 4y si en realidad estuviéramos
alfinal de un largo proceso?; Y sila disolucion
de la arquitectura en la tecnologia hubiera
empezado hace mucho tiempo?

Para desarrollar esta investigacion,
revisaremos ciertos planteamientos
cientificos donde la coincidencia de los
protocolos cibernéticos de Norbet Wienner,
las secuencias randomizadas de William
Ross Ashby o el Systems Research Group
de Gordon Pask con el arquitecto Cedric
Price y el MIT Architecture Machine Group,
generaran, una nueva metodologia que
derivara en un nuevo lenguaje grafico,
redefiniendo el proyecto de arquitectura.

PALABRAS CLAVE: TECNOLOGIA. ARQUITECTURA.
PROTOCOLO. CIBERNETICA

Technology has transformed the space we
inhabit. We are attached to an infinite thread
with access to an endlessly dense weave,

a new territory with unimaginable levels of
connectivity. Even if Rem Koolhaas is still
claiming an Architecture of walls, doors and
locks in the last Venice Biennale, perhaps
the new Elements of Architecture are those
of passwordes, firewalls, key encryptions and
security certificates. The message is clear,
nobody escapes technology. An invisible
technology defines the new space, dissolving
the walls of buildings.

Experts say that this is only the beginning.
But what if we are actually at the end point of
this invisible, technological logic? What if the
much advertised dissolving of architecture
into technology occurred long ago?

To undertake the research, we will review
new arising theories in the 60s, where the
encounter of Norbert Wiener's protocols,
Ashby’s randomized sequences, Pask’s
Systems Research’s Group with Cedric Price
and MIT Negroponte's Architecture Machine
Group will generate a language to redefine
the familiar in a new way, opening other
windows for future research.

KEYWORDS: TECHNOLOGY.
ARCHITECTURE. PROTOCOL. CYBERNETICS



1. Elements of Architecture. Walls. Instalacion de
Rem Koolhaas para la Bienal de Venecia 2014

2. Desarrollo de ARPANET de Diciembre de 1969
a Julio de 1977

1. Elements of Architecture. Walls. Rem Koolhaas
stand for the Venice Biennale 2014

2. ARPANET development from December 1969 to
July 1977

Introduccion

Estamos continuamente rodeados de
tecnologia 1. ¢De cuantas maneras
podriamos expresar nuestro asombro
ante este espacio infinito en el que todo
esta a solo un click de todo lo demds?
Las nuevas tecnologias han transfor-
mado la percepcion del espacio en que
vivimos. Aunque Rem Koolhaas con-
tinue reivindicando una arquitectura
de paredes, puertas y cerraduras en la
ultima Bienal de Venecia (Fig. 1), quiza
los nuevos Elementos de Arquitectura
sean passwords, firewalls, key encryp-
tions y security certificates.

Esta nueva tecnologia invisible es
relativamente nueva. Uno de sus pun-
tos de partida fue ARPANET 2, un
proyecto del Departamento de Defen-
sa de Estados Unidos que, en 1969,
conectaba los ordenadores de cuatro
Universidades norteamericanas de la
Costa Oeste. A partir de ARPANET
(Fig. 2), Internet, como todos sabemos,
ha crecido exponencialmente, y ahora
conecta absolutamente todo, desde la
esfera individual a la colectiva.

¢Como serd la Arquitectura den-
tro de 25 afos? ¢Con qué elementos,
materiales o inmateriales sera cons-
truida? Paraddjicamente, al mismo
tiempo que arquitecturas virtuales
crecen exponencialmente en la nube,
las gigantescas arquitecturas construi-

das de los servidores se materializan
en lugares remotos (Fig. 3)

Parece que es s6lo el comienzo. Pero,
¢y si en realidad fuera el final de un lar-
g0 proceso? ¢Y si la fusion de la arqui-
tectura y las nuevas tecnologias hubie-
ra empezado hace mucho tiempo?

El primer intento de fusion de Ar-
quitectura y tecnologias de la informa-
cién puede establecerse en una fecha;
exactamente el 23 de Junio de 1963
(Fig. 4). En el encuentro entre un hom-
bre grueso, de pelo oscuro y lacio, con

Introduction

We are surrounded by technology 1. In how many
ways are we to express our astonishment when
exposed to an infinite space where all is just a
click away? New technologies have transformed
the perception of inhabitable space. Even if
Rem Koolhaas is still claiming an Architecture
of walls, doors and locks in the last Venice
Biennale (Fig. 1), perhaps the new Elements of
Architecture are those of passwords, firewalls,
key encryptions and security certificates.

This novel invisible technology is relatively

new. The 1969 US Department of Defence’s
ARPANET 2 project represents one of the
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departing points of this technology. Computers
from four American west coast universities were
connected. The Internet has grown exponentially
ever since ARPANET (Fig. 2), took off and it
currently connects absolutely everything we can
imagine in both the individual and collective
domains.

What architecture will we have in 25 years?
What natural components, material or immaterial
will be generated? Paradoxically, as virtual
architecture experiments exponential growth in
the cloud, the colossal structural architecture of
servers materializes in remote locations. (Fig. 3).
It would seem it is only a start. But, could it just
be the end of a long process? What if the fusion
of architecture and technology took off long ago?
The first attempt to combine architecture

and communications technology can actually

be identified with a very specific date in the
calendar, unequivocally, the 23 of June 1963
(Fig. 4). The encounter between a plump man
with dark, straight hair wearing a white coat
and a rather slim man dressed in a dark coloured
jacket and a bow tie.

The slim gentleman had been born in 1928

and had been using computers to build models
to enable research on super interaction and
feedback in language theory from 1952. The
plump gentleman, born in 1934, had absolutely
no knowledge of computing, was incapable of
handling a fax machine and would engage in
serious problems if at all attempting to function
a photocopier 3. Needless to say, the plump
gentleman was an architect.

Photographed together at the Architectural
Association in London, the architect was clearly
familiar with the setting, having been both pupil

chaqueta blanca y un hombre delgado,
con chaqueta oscura y pajarita.

El hombre delgado habia nacido en
1928 y habia estado usando ordenado-
res para construir modelos que le per-
mitieran investigar sobre interacciéon y
feedback en el lenguaje desde 1952.
El hombre grueso, nacido en 1934, no
sabia nada de ordenadores, era inca-
paz de manejar la maquina de fax y
tenia serios problemas con una sim-
ple fotocopiadora 3. Por supuesto, el
hombre grueso era arquitecto.

Fotografiados juntos en la Archi-
tectural Association de Londres, el
arquitecto, que esta claramente fami-
liarizado con un lugar en el que habia
sido alumno primero y profesor des-

pués, escucha atentamente antes de
emitir un juicio categérico. El experto
cibernético, por el contrario, mueve
la cabeza hacia un lado intentando
enteder la correcta orientacion de los
dibujos que tiene delante.

Cedric Price y Gordon Pask se co-
nocieron en 1963 (Littlewood, 1994
p-702), gracias a Joan Littlewood, con
motivo de la creaciéon del Subcomité
Cibernético del que seria el proyecto
mas influyente de la década en Inglate-
rra, el Fun Palace.

El input social

Antes de conocer a Pask, Cedric Price
ya estaba trabajando en un proyecto



—conocido provisionalmente como
People’s Theatre— con Joan Littlewo-
od. Littlewood, una de las directoras
y productoras teatrales mas influyen-
tes y radicales de la escena britdnica,
reinterpretando a Brecth o Laban,
desde los afios 40, ya habia sacado el
teatro a la calle mediante su compa-
fifa Theatre of Action. Joan Littlewo-
od queria un Teatro Social, mas alla
de lo que el propio Bertold Bretch hu-
biera imaginado —no un teatro de es-
cenarios, backstage o plateas, sino un
Teatro performativo, un espacio de
bricolaje cultural donde la sociedad
pudiera experimentar la trascendencia
y transformacion del teatro, no como
espectadores sino como actores.

Para el proyecto piloto del Fun Pa-
lace, Cedric Price comenzd a hacer
una serie de dibujos de pequeia esca-
la que ensayan estructuras inflables,
elementos modulares, pantallas o cu-
biertas de lona para dreas de juegos y
clases al aire libre (Fig. 5).

Un tiempo después, Price le ense-
no6 a Littlewood los primeros dibujos
del proyecto, que Price denominaba
entonces The Dream o The Mobile
Palace, pero Joan no mostré6 mucho
entusiasmo (Littlewood, 1994 p.675).
Price estaba desesperado.

El input cibernético

En la primavera de 1963, llegaron a co-
nocimiento de Price, los proyectos que
un joven cientifico, conocido en aquel
momento, como el Dandy de la Ciber-

3. A la izquierda Visualization showing the location

of Twitter messages and Flickr photos en Nueva York.

Eric Fischer. A la derecha Servidores de Google en
Carolina del Norte.

4. Cedric Price y Gordon Pask en la Architectural
Association de Londres

5. De izquierda a derecha: Primeros dibujos de Cedric
Price para el piloto del Fun Palace, 1963

6. Gordon Pask. El dandy de la Cibernetica. Pask
Archives

3. Left: Visualization showing the location of Twitter
messages and Flicker photos in New York. Eric Fischer.
Right: Google Servers in North Carolina

4. Cedric Price and Gordon Pask at the Architectural
Association in London

5. Left to right: First drawings for the Fun Palace pilot,
Cedric Price 1963

6. Gordon Pask. The Cybernetic Dandy. Pask Archives
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and professor at the AA. He attentively listens
prior to a categorically exposed judgment. On
the other hand, our cybernetics expert waves his
head from side to side in attempt to determine
the appropriate way of interpreting the
orientation of the drawings before him.

Cedric Price and Gordon Park first met in 1963
(Littlewood, 1994 p.702), introduced to each other
by Joan Littlewood, then concerned with the
establishment of the Cybernetic Subcommittee for
what would become the most influential project of
the decade in the UK, the Fun Palace.

Social Input

Prior to their encounter, Cedric Price had already
been working on a project with Joan Littlewood
— provisionally conceived as the People’s Theatre.
Littlewood was by then a renowned British
theatrical director and producer and notorious
for her influential and radical proposals, such as
her reinterpretation of Brecht and Laban since
the 1940s and she had indeed already taken

her Theatre of Action company to the streets.
She was pursuing the idea of a Social Theatre,
beyond even Bertold Brecht's imagination, hence,
not solely a theatre of stages, backstage or pits,
but more likely a performance theatre, a space of
cultural DIY, where society becomes present and
is allowed to experiment the significance and
transformation of theatre, taking part, not as an
audience but as interpreters.

Cedric Price initially developed a series of small
scale drawings to define the Fun Palace pilot
project in which he depicted inflatable structures,
modular structures, screens and canvasses to
house outdoor playgrounds and classrooms (Fig. 5).
Eventually, Price forwarded the first project
design sketches to Littlewood; what he would
call The Dream or The Mobile Palace. Joan,
however, was not particularly impressed
(Littlewood, 1994 p.675), hence bringing Price to
exasperation.
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The cybernetic input

In the spring of 1963, Price learned that a young
scientist, or The Cybernetic Dandy as he was
known then, was based in London and carrying
out his research development as Director of the
British Cybernetics Foundation (Fig. 6)

With an engineering degree and a PhD in
psychology for the University of Cambridge,

also home to Cedric Price, Gordon Pask was
focusing his post PhD research on a new field,
cybernetics. Gordon Pask would eventually chair
the Cybernetics Committee for the Fun Palace.
Most related texts refer to him as an advisor to
the project, a few others consider Pask to be the
third most important player after Joan Littlewood
and Price himself (Matthews, 2007, p.75),
although in reality this essay will determine that
his emergence would mark a before and after in
the work of Price and the diagramming graphics
of the architectural project ever since.
Cybernetics was born as a science in 1942

and was originally developed by american
mathematician and harvard and mit professor,
norbert wiener, who had in fact worked for the

us armed forces within a project to guide anti-
aircraft missiles automatically, a forerunner of the
smart missiles that we know today. As a result

of his conclusions inherently developed from this
project, wiener introduces the scientific concepts
of feedback or retro alimentation that led him to
publish in 1948 his book cybernetics: or control
and communication in the animal and the machine
Wiener considered cybernetics to be the study of
feedback, communications and control of living
organisms, machines and systems and how to
process this information to arrive to different
conclusions (Wiener, 1948, p.70).

Katherine Hayles distinguishes a first generation
of cybernetics (1945-1960) primarily focused on
response to a given environment and a second
generation 4 (1960-80) driven by an adaptive,
evolutionary model that changes with the
environment (Hayles, 1999).

The second generation of cybernetic foremen
initiates the change of paradigm in which the
technological process switches from material to
informational (Johnston, 2008).

It could be said that cybernetics determines the
evolution from the machine that originated in the
industrial revolution to the age of information.

A step towards an Heraclitan vision in which
everything flows versus the Parmenidean

nética, estaba desarrollando su activi-
dad en Londres como Director del Bri-
tish Cybernetics Foundation (Fig. 6)

Licenciado como ingeniero y doc-
torado en psicologia por Cambridge,
como Cedric Price, Gordon Pask de-
sarrolld sus investigaciones postdoc-
torales en torno a un nuevo campo,
la Cibernética. Gordon Pask, llegaria
a dirigir el Comité Cibernético del
Fun Palace. La mayoria de los textos
consultados, lo sitian como un ase-
sor, algunos como el tercer personaje
mas importante del proyecto, después
del propio Price y Joan Littlewood
(Matthews, 2007, p.75), pero en esta
investigacion constataremos que su
aparicion supondra un antes y un des-
pués en la obra de Price y en la diagra-
macion grafica del proyecto de arqui-
tectura a partir de ese momento.

La Cibernética, que es una ciencia
nacida en 1942, es impulsada inicial-
mente por Norbert Wiener —un ma-
tematico norteamericano, profesor en
Harvard y el MIT- que curiosamente
trabajo para las Fuerzas Armadas de
los Estados Unidos en un proyecto
para guiar los sistemas de misiles an-
tiaéreos de forma automatica, modelo
de los misiles inteligentes que conoce-

mos en la actualidad. Como resultado
de los descubrimientos realizados en
este proyecto, Wiener, introduce en
la ciencia los conceptos de feedback
o retroalimentacion que le sirvieron
para publicar en 1948, el libro Ciber-
nética o el Control y Comunicacién
de los animales y maquinas (Fig. 7)

Para Wienner, la cibernética se define
como el estudio del feedback, la comuni-
cacién y el control de organismos vivos,
maquinas y sistemas y como se procesa
esa informacion para dar respuestas di-
ferentes (Wienner, 1948, p.70)

Katherine Hayles distingue entre
una primera generacion de cibernéticos
(1945-60) focalizados en la respuesta a
un entorno establecido y una segunda
generacion 4 (1960-80) dirigida a un
modelo adaptativo y evolutivo que
cambia con el entorno (Hayles, 1999).

La segunda generacion de ciberné-
ticos inicia el cambio de paradigma
en el que el progreso tecnoldgico pasa
de ser material a ser informacional
(Johnston, 2008).

Podriamos decir que la cibernética
supone el paso de la era de la maqui-
na —que venia de la revolucién indus-
trial- a la era de de la informacion.
Un paso hacia una visiéon Heraclitia-
na, en que todo esta en flujo frente a
la visién de Parmenidiana de que sélo
lo estdtico o lo fijo es lo real.

Pero la figura que establecera un
vinculo operativo entre la cibernética
y la arquitectura serd Gordon Pask.

El trabajo de Pask, a través de su
oficina System Research incluiri,
madquinas cibernéticas, instalaciones,
colaboraciones arquitectonicas como
el Fun Palace e incluso trabajos para
Pink Floyd o los Rolling Stones.

Pask veia la arquitectura, como un
sistema bidireccional, como una con-
versacion entre entidades. Para Pask,
la Cibernética tenia un enorme poten-



cial para la Arquitectura, ya que segun
Pask, la Arquitectura era esencialmen-
te un sistema interactivo —o conversa-
cional- para la interacciéon humana.

En su articulo para Architectural
Design, The Architectural Relevance
of Cybernetics (Fig. 8) Pask expone lo
siguiente:

Si las funciones estdn al servicio de la so-

ciedad, un edificio no puede verse de for-

ma aislada, interactia permanentemente
con sus habitantes. (Pask, 1969).

Dicho de otro modo, las estructuras
cobran sentido como partes de siste-
mas mayores que incluyen componen-
tes humanos. El arquitecto se ocupa
de estos sistemas mayores y no solo la
parte de ladrillo y mortero. Para Pask,
El Arquitecto no disena edificios, dise-
fa sistemas (Pask, 1969). El proyectis-
ta de sistemas se interesara por la orga-
nizaciéon por encima de la forma.

Podriamos decir que esto produ-
cia un trasvase de la concepcion de
la casa como maquina metaférica en
movimiento moderno a la concepcién
de la arquitectura como maquina real,
como sistema, al servicio del habitan-
te en su relacion con el entorno.

Pask, a través de su compania Sys-
tems Research, desarrolla una serie

7. Wiener, Ashby, Walter y McCulloch. Los cuatro
pioneros de la Cibernética en Paris. 1951. Wienner
Archives

8. The Architectural Relevance of Cybernetics.
Architectural Design N. 39. Septiembre 1969

proyectos que abarcan instalaciones
artisticas, computadoras sofisticadas, y
proyectos tedricos. Algunos de sus pri-
meros artefactos cibernéticos incluian,
una maquina de escribir musical o un
metréonomo humano, pero uno de los
mds espectaculares fue el Musicolor
(Fig. 9) que desarrollaria después para
conciertos de Pink Floyd. El Musico-
lor era un sistema de iluminacién que
interactuaba con actuaciones musica-
les para controlar espectaculos de luz
y crear combinaciones sinestésicas de
imagen y sonido. La musica se con-
vierte a través del micréfono en se-
fales eléctricas, que controlaban las
luces (Pask, 1971).

Pask entendia que a través de la
actuacion, la maquina y el hombre
aprendian uno del otro, performati-
vamente mas que conscientemente.

Como objeto, la primera version
del Musicolor fue un fracaso estético
y comercial pero supuso un importan-
te avance técnico.

Ademids de Musicolor, su proyecto
mas influyente fue The Colloquy of
Mobiles (Fig.10) producido para la
Exposicion Cybernetic Serendipity en
el Institute for Contemporary Arts de
Londres. La instalacion The Colloquy

7. Wiener, Ashby, Walter and McCulloch. The four
pioneers of cybernetics in Paris. 1951. Wiener Archives
8. The Architectural Relevance of Cybernetics.
Architectural Design N.39. September 1969

approach that asserts that only that which is
static or still is real.

Nevertheless, it is Gordon Pask who establishes
an operative link between cybernetics and
architecture.

Pask and his System Research Group will develop
projects that comprise machines, cybernetics,
installations, architectural collaborations such as
the Fun Palace or even projects for Pink Floyd or
the Rolling Stones.

Pask saw architecture as a dual system, a
conversation between entities. He thought that
cybernetics had an enormous potential within
the world of architecture, for as he himself said,
Architecture is essentially an interactive or
conversational system for human interaction.

In his article Architectural Design, The
Architectural Relevance of Cybernetics (Fig. 8),
Pask suggests:

If functions are at the service of society, a building
can no longer be experienced as an isolated
structure; it is in fact constantly interacting with its
inhabitants. (Pask, 1969).

To put it another way, structures acquire meaning
as constituents of larger systems that already
include human components. The architect must
not only engage in these larger structures but
must do so beyond bricks and mortar. Park
believes that the architect does not design
buildings, he designs systems (Pask, 1969). The
designer of systems will develop more interest
for the organization than for the form.

We could say that this shifts the concept of the
home as a metaphorical machine in the modern
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movement towards the idea of architecture as

a real machine, or as a system at the service

of the inhabitant in his relationship with the
environment.

Pask and his Systems Research Group develop

a series of projects that embrace artistic
installations, sophisticated computers and
theoretical projects. A few of his cybernetics
artefacts include a musical typewriter or a
human metronome, although possibly the

most outstanding was his Musicolor (Fig. 9)
subsequently developed for Pink Floyd concerts.
The Musicolor was a lighting system designed
to interact with the musical performances where
light is controlled and kinaesthetic combinations
of images and sound are created. Music is
transformed into electrical signals that control
the lighting via microphones (Pask, 1971).

Pask understood that through action, man and
machine learnt from each other, although more
in the context of a performance than through
CONSCiousness.

As an object, the first Musicolor version was an
aesthetic and commercial failure although it was
no doubt a significant technological success.
Musicolor aside, his most influential project was
The Colloquy of Mobiles (Fig.10) designed for the
Cybernetic Serendipity exhibition at the London

of Mobiles era interactiva como las
tortugas de Walter Grey.

La instalacion consistia en 5 méviles
de fibra de vidrio, tres femeninos y dos
masculinos, colgados del techo a una
altura de 3,5 m, que mediante sensores
reaccionaban a los estimulos de la luz
y el sonido. Los visitantes podian inter-
ferir en ese proceso usando luz de flash
y espejos. En ese sentido The Colloquy
of Mobiles funcionaba como un Siste-
ma Social. Pask habla de Aesthetically
potent enviroments (Pask, 1978) como
aquellos entornos que tienen atributos
que permiten la interaccion, sistemas
que tienen la capacidad para interac-
tuar con los usuarios.

En 1963, Mientras el influyente
grupo britanico Archigram estrenaba
la instalacion Living City en el ICA,
que incluia un sencillo sistema de
parpadeo interactivo, Pask empezaba
a desarrollar un sistema mucho mads
sofisticado de arquitectura interactiva
para el Fun Palace.

El inputtecnoldgico

En 1963 Cedric Price invita formal-
mente a Gordon Pask a colaborar
como experto en el Fun Palace. La
llegada de Gordon Pask supone la
creacion del Cybernetics Subcom-
mittee del Fun Palace dirigido por él.
Pask utiliz6 un ordenador primitivo
—the Random Machine- para produ-
cir diferentes combinaciones de datos
que generaban unos diagramas para
el funcionamiento del Fun Palace. El
analisis logistico llevado a cabo por
el Cybernetics Subcommittee asumia
que al menos 5 actividades principa-
les se iban a llevar a cabo a la vez para
un publico objetivo de entre 3.000 y
5.000 personas al dia. Estas activida-
des se solaparian en periodos de horas
o dias dependiendo de la naturaleza
de la actividad. El Subcomité Ciberné-
tico desarrollé6 modelos matematicos
sobre los aspectos estadisticos, psico-
l6gicos y sociales del proyecto. Estos



9. Gordon Pask y el Musicolor. 1953

10. De izquierda a derecha: Diagrama The Colloquy
of Mobiles. Exposicion Cybernetic Serendipity en el
Institute for Contemporary Arts de Londres, 1968.
Gordon Pask’s North American Archive

11. Organizational Plan as program. Dibujo de
Gordon Pask para el Subcomité cibernético del Fun

Palace. Pask Archives. 1964

12. Dibujo de Cedric Price para el Fun Palace. 1964.
Cedric Price Fonds Canadian Centre for Architecture,
Montreal

9. Gordon Pask and the Musicolor. 1953

10. Left to right: Diagram: The Colloguy of Mobiles.
Cybernetic Serendipity Exhibition at the London Institute

for Contemporary Arts, 1968. Gordon Pask’s North
American Archive

11. Organizational Plan as program. Gordon Pask sketch
for the Fun Palace cybernetic subcommittee. Pask
Archives. 1964

12. Cedric Price sketch for the Fun Palace. 1964. Cedric
Price Fonds Canadian Centre for Architecture, Montreal

Institute for Contemporary Arts. The Colloquy of
Mobiles proposal was interactive much in the
same way William Grey Walter's Tortoises were.
The project consisted of 5 glass fibre mobile
units, two feminine and two masculine, hanging
from the ceiling, 3.5m off the ground, sensitive
to light and sound stimulation with the use of
sensors. Visitors were able to intervene in this
process using flash lights and mirrors. It would
therefore be fair to say that The Colloquy of
Mobiles functioned as a Social System. Pask
mentions Aesthetically potent environments
(Pask, 1978) very much like those environments
equipped with attributes that allow interaction,
systems that have the capacity to interact with
users.

When the British group Archigram was
inaugurating Living City at the ICA in 1963, Pask
was already beginning to develop a much more
sophisticated system of interactive architecture
for the Fun Palace project.

The technological input

In 1963 Cedric Price formally invites Gordon Pask
to take part as expert advisor in the Fun Palace
project. Gordon Pask’s emergence foments the
creation of the Cybernetics Subcommittee for the
Fun Palace that was eventually to be chaired by
him. Pask uses a primitive computer, The Random
Machine, to produce different data combinations
that generate diagrams for the functioning of

the Fun Palace. The logistic analysis conducted
by the Cybernetics Subcommittee assumed that
at least 5 main activities would be executed
simultaneously for a target audience of 3000 to
5000 subjects per day. These activities would be
overlapped in periods of days or hours depending
on the nature of the activity. The Cybernetics
Subcommittee developed mathematical models
concerning statistical, psychological and social
aspects of the project. These models used real
poles regarding activities to be undertaken in

the Fun Palace that were then translated by

the Cybernetics Subcommittee in 1964 as an
organizational draft 5.

That same year, the Cybernetics Subcommittee
led by Pask produced the first cybernetic diagram
for the Fun Palace (Fig. 11).

Price then embarks on the translation of Pask's
diagrams proposing material components- ramps,
corridors, mobile units, floating walls, floors

and ceilings, suspended auditoriums connected
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13. Dibujo de Cedric Price del Fun Palace. Imagen
desde un helicoptero, con el panel de control en
primer plano, 1965. Cedric Price Fonds Canadian
Centre for Architecture, Montreal

14. De izquierda a derecha: Primer Dibujo de

Cedric Price para el piloto del Fun Palace, 1963.
Organizational Plan de Gordon Pask para el Fun
Palace, 1964. Planta para el Fun Palace de Cedric
Price, 1964. Gordon Pask’s North American Archive.
Cedric Price Fonds Canadian Centre for Architecture,
Montreal

15. De izquierda a derecha: Diagramacion
cibernética, Gordon Pask en British Cybernetics
Foundation, 1961. Area de intecambio Madeley

para el proyecto de Potteries Thinkbelt de Cedric
Price, 1965. Cedric Price Fonds Canadian Centre for
Architecture, Montreal

with gantry cranes- although immaterial
components- vapour barriers, optical barriers,

air curtains, horizontal fog dispersal devices

and vertical blinds- defied the physical presence
of architecture. In actual fact, some of the
components were designed to last ten years
whilst others were non-reusable (Fig. 12).

There is a 1964 helicopter view drawing (Fig. 13)
that clearly depicts the nature of the Fun Palace as
a virtual structure that does not differ substantially
from present-day videogames. In this drawing,
Price deliberately introduces a control panel in the
foreground, resembling the remote control of the
machine/building that lies beneath.

The methodological input

Price found the documents generated by the
Cybernetics Committee absolutely fascinating,
in particular in terms of the representation
techniques, codification modes, structuring of
ideas and decision making procedures.

The repercussion of Pask’s ideas on Cedric
Price’s work is of crucial importance; not only

is a specific feature of the Fun Palace Project
developed by the Fun Palace Cybernetics
Subcommittee, but in actual fact Gordon Pask
introduces a new approach to the architectural
project. A designing method that will be present
in Price’s work from that moment onwards, both
in terms of conceptual and graphic viewpoints.
We can ultimately asseverate that there is a
Price before Pask and a Price after Pask.

The Fun Palace progresses from a set of small
sized figurative drawings (Fig. 14)— possibly
inspired in the ephemeral structures that Price
had seen in the 1951 Great Britain Festival- to a
multiple project, an organization with no shape
or form, represented by means of the sketch-
diagrams with which we are all familiar today.
This design strategy will be present in all of
Price’s subsequent work. Cybernetics and
Architecture will again meet in several other

modelos utilizaban encuestas reales
sobre las actividades a realizar en el
Fun Palace que fueron traducidas por
el Cybernetics Subcommittee en 1964
como borrador de organizacion 5.

Ese mismo afio, el Subcomité Ci-
bernético dirigido por Pask produce
el primer diagrama cibernético para
el Fun Palace (Fig. 11).

Price empieza a traducir los diagra-
mas de Pask, para ello propone ele-
mentos materiales —rampas, pasillos
moviles, paredes flotantes, suelos y
techos, auditorios suspendidos conec-
tados por gruas-portico— pero los ele-
mentos inmateriales —barreras de va-
por, barreras 6pticas, cortinas de aire,
maquinas de dispersion de niebla ho-
rizontal y persianas verticales— desa-
fiaban la presencia fisica de la arqui-
tectura. De hecho, habia elementos
dentro del complejo disefiados para
durar mas de una década y otros para
un solo uso (Fig. 12).

Existe un dibujo de 1964, a vista de
helicéptero (Fig. 13), que refleja clara-
mente el caracter del Fun Palace como
edificio virtual no muy alejado de los

videojuegos actuales. En este dibujo,
Price introduce, conscientemente en
primer término un cuadro de mandos,
como si fuera el control remoto de la
maquina —edificio— que esta debajo.

El input metodoldgico

Los documentos generados por el Co-
mité Cibernético, fascinaron a Price,
sobre todo, por los modos de repre-
sentacion, las formas de codificacion,
por la estructuracion de las ideas o los
procedimientos de toma de decisiones.
La repercusion de Pask en la obra
de Cedric Price es de una importan-
cia capital, pues no s6lo desarrolla
una aspecto especifico del Proyecto
Fun Palace, a través del Fun Palace
Cybernetics Subcommittee, sino que
Gordon Pask introduce una nueva
manera de acercarse al proyecto de
arquitectura. Un método proyectual
que estara presente en la obra de Price
a partir de ese momento, tanto desde
un punto de vista conceptual como
grafico. Podemos decir que existe un
Price antes, y otro, después de Pask.



13. Cedric Price sketch for the Fun Palace. Sketch
taken from a helicopter with the control panel in the
foreground, 1965. Cedric Price Fonds Canadian Centre
for Architecture, Montreal

El Fun Palace pasa, de ser una co-
leccion de pequefios dibujos figurati-
vos (Fig. 14) —posiblemente inspira-
dos en las estructuras efimeras que
Price habia visto en el Festival de Gran
Bretafia en 1951- a ser un proyecto
multiple, una organizacion sin forma,
representado mediante los dibujos-
diagrama que todos conocemos.

Esta estrategia proyectual aparece-
ra a partir de ese momento en toda la
obra de Price. La cibernética y la Ar-
quitectura se encontrarian en la obra
del arquitecto britdnico en varias
ocasiones mas (Fig. 15). En Potteries
Thinkbelt (1965), en el Inter-action
Center (1972), donde Price edifica al-
gunas de las ideas del Fun Palace, o
en el Generator (1978), un proyecto
mas puramente cibernético y mas cer-
cano al trabajo del Architecture Ma-

14. Left to right: Cedric Price, first drawing for the Fun
Palace pilot, 1963. Organizational Plan for the Fun palace
Gordon Pask, 1964. Layout for the Fun Palace, Cedric
Price, 1964. Gordon Pask’s North American Archive.
Cedric Price Fonds Canadian Centre for Architecture,
Montreal

chine Group de Nicolds Negroponte
en el MIT.

La estrategia grafica de bandas
reprogramables, regresara en 1982
con la influyente propuesta de Rem
Koolhaas para el Parque de la Villet-
te (Fig. 16), que relatara las ideas de
Price mucho mejor que el propio Pri-
ce. Y las ideas de Pask, y sobre todo
la metodologia que se deriva de ellas,
se materializarian en 1995 en la Me-
diateca de Sendai de Toyo Ito, que ya
habia hecho su version del Musicolor
de Pask unos afios antes (Fig. 17).

Pero el Fun Palace aparecera otra
vez con mas claridad en 1989 de la
mano de Rem Koolhaas en su propues-
ta para el Concurso de la TGB de Pa-
ris en 1989 (Fig. 18) en una estrategia
proyectual que aparecerd una y otra
vez en la historia de la arquitectura. m

15. Left to right: Cybernetic Diagramming, Gordon Pask,
British Cybernetics Foundation, 1961. Exchange area
Madeley, Potteries Thinkbelt project, Cedric Price, 1965.
Cedric Price Fonds Canadian Centre for Architecture,
Montreal

works designed by Price (Fig. 15). The 1965 129
Potteries Thinkbelt, the 1972 Interaction Centre
Price in which some of the ideas originated in
the Fun Palace project take form, or the 1978
Generator, a more purely cybernetic project
that lies closer to the concepts of MIT's Nicolds
Negroponte Architecture Machine Group.

The graphic strategies of re-programmable cells
will return with Rem Koolhaas's 1982 Parque

de la Villette (Fig. 16) that will in fact portray
Price’s ideas clearer than he would have been
capable of. Whereas Pask’s ideas, and very
specifically the methodology derived from them,
will be materialized in Toyo Ito’s 1995 Sendai
Multimedia Library, that had already carried out
its own version of Pask’s Musicolor a few years
back (Fig. 17).

The Fun Palace will nonetheless emerge in its
clearest form in 1989 through Rem Koolhaas's
proposal for the Paris TGB competition (Fig.

18) in the context of a designing strategy that
will return again and again in the history of
architecture. m






16. Dibujo de Rem Koolhaas para el concurso
del Park de la Villette en 1982. En S,M,L,XL.
Monacelli Press 1995

17.Torre de los Vientos de Toyo Ito, Yokohama,
Japon, 1986. Fotografia Tomio Ohasi. Revista
2G. N2. 1997

Notas

1/ Tecnologia aqui se refiere a IT (information Tecno-
logies) o Tecnologias de la Informaci’on. Incluyendo
Teorias de Sistemas, ordemadores, hardaware y soft-
ware, electronica, semiconductores, internet, teleco-
municaciones y servicios computacionales.

2/ ARPANET nace en 1969 anuque el primer registro
de interacciones a través de una red digital es una serie
de memorandums escritos por J.C.R. Licklider of MIT
en Agosto de 1962 sobre el concepto de “Galactic Net-
work” dentro del proyecto de Investigacion DARPA.
3/ Paul Finch en conversacion con Fernando Jerez.
Londres. 12 de Junio 2012

4/Hayles considera un tercer periodo (1980-presente)
focalizado en la virtualidad, que ampliaria en exceso
del alcance de esta comunicacion.

5/ Fun Palace Cybernetics Subcommittee questionai-
re, 1964. Cedric Price Archives.
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Notes

1/ Technology here refers to IT, Information Technologies. This
includes System Theories, Computing, Hardware and Software,
Electronics, Semiconductors, Internet, Telecommunications and
Computing Services.

2/ ARPANET is born in 1969, although the first register of
interactions through a digital network is in fact a series of
memorandums written by J.C.R. Licklider from MIT in August
1962 on the concept of a “Galactic Network” within the research
project DARPA.

3/ Paul Finch in conversation with Fernando Jerez. London. June
12" 2012

4 / Hayles takes into account a third period from 1980 to the
present day, focused on virtuality, ultimately enhancing the effect
of this form of communication in excess.

5/ Fun Palace Cybernetics Subcommittee questionnaire, 1964.
Cedric Price Archives.
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