
Others may take months of discussion among us pass through on my way to making something, I
still use the same fundamental process, the sameand our fellow builders, or between us and the

client. Others are brief. I include the way your operation, for every one of these million steps. In
every step, I try to increase the feeling in the thing.pencil travels along a line while you are drawing.

I include even the time it takes to move the plane Each step in the process is governed by this
consideration. It applies equally to the momentin a single stroke on a piece of wood you are

planing— or the time it takes to take a loaded when you first start thinking where to put the
building on the site, and to the moment whenpaint brush, and place one brushful of paint on

the wall. you first try to grasp the main form of the build-
ing, and to its main structure and arrangementI even include the way you look at some-

thing, when you are trying to decide a question. of columns, and when you first try to decide
what shape to make the windows in a bedroom.Suppose, for instance, that we are considering

two ways of making a concrete casting for a col- It applies equally to the conceiving of the idea of
what is happening in the downstairs inside theumn base. We try two mockups in the builder’s

yard. As we look at the two samples, and think entrance (a functional problem), and to the idea
of what color to paint on the wall of the kitchen,about them, we use a certain mental process—

this mental process is affecting my eye, and help- and to what plants to plant around the lawn, and
to what animals to carve into the posts and howing me to make the choice between the two. We

include even the choice of blade, when we are to carve them.
For some, this living process, based on thepreparing to make a certain cut on a piece of

wood. Again, the choice of this blade is one of feeling which the whole creates, might merely be
thought of as a general criterion that moves usthe steps I have taken in making the building.

In a house, if we make one decision a minute forward through the art of building. But it is
more than a criterion. It is an active principle, aover a two-year period, there may be as many as

a quarter of a million decisions. For a big project particular and definite kind of action, which
starts at the particular stage you have got to, andthere are many more. In a painting, where you

sometimes make one decision a second for sev- propels you forward to the next stage.9 It doesn’t
matter whether this propelling forward takeseral hours, there may be several thousand deci-

sions made even in a day. Even if there are a mil- one second, or six weeks, or sixty years: What
guides it and propels it is the same.lion steps, and a million wholenesses which I

N O T E S

. In appendix  of Book , I have described experi- finement, the question makes sense, and can be an-
swered, as in this elementary example.ments illustrating the nature of the difficulty.

. The experiments described on pages – help. . Sadly, the delay between my work of finding this
color () and the time when Mr Ishiguro did the plas-And the techniques described in Book , chapters –,

also help. Nevertheless, it must be admitted that as a prac- tering work () caused my mockups to be lost. The
beautiful reddish black which I had created was lost. Mis-tical matter the task is sometimes difficult. Yet it is central

to the living process. understanding his memory, our manager had the plaster
executed in pure black because he remembered it that. These various versions of what is essentially a sin-

gle criterion are more fully discussed in Book . way, and did not check with me. As built, it is impressive,
but rather cold, and has never had the depth of feeling. Of course I am simplifying the situation drasti-

cally, since in a real case, my decision will be affected by which it would have had, if it had been made, as I have
described here, with a deep almost blackish-gray-red in-the extent to which this door in its context, has the most

feeling. That would make an enormous difference. The stead of black. The difference is clearly visible in the pho-
tographs on pages  and . The mockup has the red-most profound center would be affected and modified by

the context—would, indeed, grow out of it— just as dish black. The actual building has the pure black.
. See Book , chapters  and  throughout. Thisthe door with most feeling, would also be modified by the

context. But I want to be clear that even without this re- statement is merely another way of stating what I have



T H E P R O C E S S O F C R E A T I N G L I F E

otherwise described in chapter  as the mirror of the self. . This description of the feeling in the library
comes from an unpublished manuscript by Joel Garreau,A center is a good center, or a profound center, when it

seems to be a picture of my own self. However, in order ‘‘Christopher Alexander,’’ written for restoration mag-
azine, .to probe this idea, to establish this idea concretely, and to

put this idea into the objects, buildings we make— in- . Even so, there is a deeper question here. Just why
a building which is profoundly based on feeling, shoulddeed, into the world we make— I must have the utmost

clarity about what it means. What it really means is this: solve, simultaneously, these seemingly unrelated func-
tional aspects is a profound mystery. This mysteryA center is a valuable one when it makes me feel the ulti-

mate existence of the world, most deeply. Everything touches the most unexpected aspects of the nature of
space and the nature of matter, and will be examinedhinges, in the end, on my ability to make this happen. It

therefore depends on my ability to experience it, to feel it, again in Book , chapter . For the time being, I simply
want the reader to be conscious that an approach rootedand to act upon it. And it also depends on my ability to

understand what it means, in the most concrete fashion. in feeling will go to the most vital practical nature of en-
vironmental structure. It engages the underlying natureDozens of examples are given in Book , chapter .

. Yet another way of talking about the basic crite- of the whole environment, the most fundamental aspect
of the physical world.rion of Book , chapter .

A P P E ND I X / T H E HA RD WORK O F C R E A T I NG AN ENG I N E
THA T P RODUC E S G ENU I N E F E E L I NG

I cannot emphasize strongly enough, that the lined by the black centers. It was a feeling almost
as if black-eyed peas had been unloosed to giveproduction of a work which has feeling, may be

imagined as the creation of an engine which life to the glowing reds and blues.
I began the picture by making a few smallmakes this certain kind of feeling. It is careful,

empirical, cool-headed. It succeeds, or not, in sketches of a handful of anemones in a jar. In
each of these small sketches I was really justthe degree to which this created engine is able to

work, function successfully— that means that drawing the flowers as I first saw them, but look-
ing for some glimpse in the work, of the kind ofwhen the engine is finished the feeling appro-

priate to the context pours out from the engine, geometrical engine, which would be capable of
creating the feeling which I have just describedjust as is appropriate to the place and time where

the engine is placed. The hard work involved, the in the onlooker. These sketches are rough, hasty,
and were made only in an effort to explore thecoolness of this work, is perhaps the most sur-

prising thing, which must be understand by any possible geometric order which might create
feeling: thus, as diagrams of the possible ‘‘en-architect.

As before, I shall give an example from gine,’’ to find out what kind of engine will work
successfully.painting, because in painting, somehow, the en-

gine-like character is visible more exactly, and The sketches (page ) were tiny, each
one no more than  inches by  inches; onewith less confusion. It is a painting of anenomes.

I hope the example will show how the search for is even smaller, done with colored crayon on
a tiny rectangle marked out on a board. Allprofound geometry, even in a small thing like a

painting, is the core of the hard work, and, when I was looking for was the way a geometrical
structure in a picture might create the feelingsuccessful, ultimately then becomes the core of

its success. which these flowers actually created in me. In
the early sketches there are just hints of whatWhen I first saw the flowers, what struck me

most about them, as a whole, was an intensity, a might work. For instance, in the first there is
a way in which the hints of dark masses,glowing darkness in the reds and blues, under-



D E E P F E E L I N G
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

T H E P R O C E S S O F C R E A T I N G L I F E
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COLOR

Anenomes, the finished painting

separated by light thin boundaries, has the black and white, like a beat in the background,
allowed the color of the anemones to come tocapacity to touch a certain feeling. In the

drawing with the spoon, we see the individual life. There, the feeling of the intense color
and the ‘‘beat of the black-eyed peas’’ comesflower heads and petals, showing a capacity

for some kind of feeling to be generated. to life for the first time: This is an engine
capable of creating that atmosphere. When IFinally, playing with the arrangement, search-

ing for an arrangement which makes the color had done it, I realized that I had found, for
the first time in this series, a thing whichspeak, I found a sketch in which the pattern of



D E E P F E E L I N G
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