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ABSTRACT 

If architecture is a design-centered discipline which proceeds by 

suggesting propositional constructions then, this thesis argues, 

archaeology also designs, but in the form of reconstructions. This 

thesis proposes that whilst practitioners of these disciplines generally 

purport to practice in future-facing mode (for architecture) and in 

past-facing-mode (for archaeology), elements of architecture and 

archaeology also resemble one another. This thesis speculates that 

some of these resemblances have remained explicit and revealed whilst 

others have become occluded with time, but that all such 

resemblances share homological similarities of interconnected 

disciplinary origin. 

Available in the space between disciplines related through homology, 

is a logically underpinned, visually analogical practice. This 

interdisciplinary practice springs from Barbara Stafford’s notion of an 

“analogical universe”  using the abductive logic of C. S. Peirce to 

rationally support it. Defined as “scandalous,” a term derived from 

Claude Lévi-Strauss, this practice which I term ‘propositional 

reconstruction’ defines my approach to design and historical analysis 

in this thesis. 

The thesis is constructed across “sites of encounter,” through which 

my visually analogical practice is informed, consisting of historical 

analysis and design in the form of propositional reconstructions.  

 

The prologue and epilogue describe the work of Raphael at Villa 

Madama, which, I argue, provides a historical model for practising 

between architecture and archaeology. Chapter 1. Reconstruction 

introduces the key aims, objectives, context and methodology of the 

thesis. Chapter 2. Discipline and 3. Undiscipline provide an overview of 

architecture and archaeology as design disciplines whose 

resemblances, they posit, are expressed through drawing practices. 

Chapter 4. Resemblance and Chapter 5. The Analogist unpick the logical 

systems which I argue underpin interdisciplinary practice. Chapter 6. 

London Stone Reconstructed describes my own visually analogical practice 

for working between architecture and archaeology while Chapter 7. 

Chimaera closes with a propositional reconstruction relating to London 

Stone described through interdisciplinary drawings. 
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GLOSSARY 

This glossary does not seek to define all technical terms in the thesis. 

Instead it is a guide to key terms only – some familiar, some less so – 

which this thesis uses in specific, sometimes non-standard, ways. 

The first use, in the main text, of any term defined in this glossary, is 

footnoted. Within the glossary definitions themselves, any word 

rendered in bold typeface is also the subject of a glossary definition. 

 

Abduction 

Abduction is generally understood as a form of logical inference 

which deals with very partial premises; premises which are more or 

less sufficient but not necessary for the conclusion in that inference. 1 

Used here to describe what happens when often apparently unrelated 

facts, yet which are nonetheless related homologically, are brought 

into creative juxtaposition by the agency of an actor through the 

making of propositions.2 Abduction which “merely suggests that 

                                                
1 Charles S. Peirce, Elements of Logic  (Bristol: Thoemmes, 1998). 
Pragmatism and Pragmaticism  (Bristol: Thoemmes, 1998). 
Thomas Anderson Goudge and Charles S. Peirce, The Thought of C. S. Peirce  (pp. xii. 360. 
University of Toronto Press: [Toronto,] 1950., 1950). 
2 Bruno Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller," in Primate 
Encounters: Models of Science, Gender, and Society, ed. Shirley Strum and Linda Marie Fedigan 
(Chicago ; London: University of Chicago Press, 2000). 
Barbara Maria Stafford, Visual Analogy: Consciousness as the Art of Connecting  (Cambridge, Mass. ; 
London: MIT Press, 1999), 183. 

something may be,”3 is, this thesis argues, the creative analogical 

component which enables navigation within scandalous space. 

Agency 

A central proposition of this thesis is that the medium of scandalous 

space is analogical, navigation through which relies, it argues, upon 

the action of abduction; a system of logical inferences characterised 

by creative processes not unlike, for C. S. Peirce, “guessing.”4 Further, 

for Peirce, the abductive inference functions because it is an 

inference made through the actions of an agent.5 In this thesis that is 

by the agency of a practitioner. For Alfred Gell the agency in the 

network of relationships in the world of art practice are also 

abduction-based.6  That is, an agent is an entity empowered to act 

(abductively) and which does act. 

                                                
3 Peirce, Pragmatism and Pragmaticism, 5:171. 
4 Ibid., 5:591. 
5 Georges baron Cuvier et al., The Animal Kingdom Arranged in Conformity with Its Organization ... 
With Additional Descriptions of All the Species Hitherto Named, and of Many Not before Noticed, by 
Edward Griffith ... And Others  (16 vol. Geo. B. Whittker: London, 1827), 4-5. 
Randall R. Dipert, "Reflections on Iconicity, Representation, and Resemblance: Peirce's 
Theory of Signs, Goodman on Resemblance, and Modern Philosophies of Language and 
Mind," Synthese 106, no. 3 (1996): 384. 
6 Alfred Gell, Art and Agency: An Anthropological Theory  (Oxford: Clarendon, 1998). 
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Allegory 

Barbara Stafford compares, unfavourably, the “textuality” of allegory 

with the creative juxtaposition of analogy; specifically its 

“combinatorial strategy.”7 

Amateur 

This term has experienced a near complete reversal of its meaning 

from a “guarantor of virtue”8 to being able to describe poor 

performance as amateurish. Marjorie Garber also suggests that the 

term amateur only has meaning in relation to the term professional, 

that these two terms are, “mutually enfolding [...] mutually constructed 

and mutually policed”9 In this thesis the term is used to emphasise, by 

comparison, the strength of professionally centered disciplines. 

Analogy 

In this thesis, meaningful, that is transdisciplinary, movement 

between homologically related disciplines requires a form of 

diagonal progress10 which is here characterised as a kind of analogical 

tacking; the careful plotting of paths through the differences, in the 

                                                
7 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 84. 
8 Marjorie B. Garber, Academic Instincts  (Princeton, N.J. ; Oxford: Princeton University Press, 
2001), 4. 
9 Ibid., 9-10. 
10 Julia Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," in 
De-, Dis-, Ex-. Vol.2, Anxiety of Interdisciplinarity, ed. Alex Coles and Alexia Defert (London: 
BACKless Books in association with Black Dog Publishing, 1998), 6. and;   Jane Rendell, "Cut 
on the Bias: Relating Art and Architecture through Interdisciplinarity and Transdisciplinarity," 
in Art Et Architecture, ed. Marie Ange Brayer (Orléans: Editions HYX, 2013), unknown. 

sense Bruno Latour uses the term,11 of scandalous space. From 

Marxist theory the operation of analogy is also known as 

correspondence.12 Although in this thesis and in general the term 

correspondence is not used since in the sense described above it is 

more or less synonymous with the term analogy. 

Cults of difference instigated, according to Barbara Stafford,13 during 

the Enlightenment now require oblique analogical strategies to cut 

through recent disciplinary protectionism. 

Analogical methods of tacking are required to navigate scandalous 

space because of the particular characteristics of that space. 

Anaphora 

Anaphora is a rhetorical device which repetitively “refers back.”14 For 

example, “I came, I saw, I conquered,” not only does the repeated 

pronoun, refer back to an already mentioned character, anaphorically, 

but so does the tense of the sentence, “describ[ing] the process of 

referring to information already given in an earlier clause or 

sentence.”15 Julius Caesar is transformed and, whilst referring back, 

                                                
11 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 
12 Will Atkinson, "Anthony Giddens as Adversary of Class Analysis," Sociology 41, no. 3 (2007): 
545. 
Raymond Williams, Marxism and Literature  (Oxford: Oxford University Press, 1977), 99. 
13 Stafford, Visual Analogy: Consciousness as the Art of Connecting. 
14 Brenda Townsend Hall, "Key Concepts in Elt: Anaphora," ELT Journal 51, no. 4 (1997): 
406. 
15 Ibid. 
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literally carried forward within the structure of the sentence itself. So, 

in this thesis, no matter how changed, an essential homology of 

structural lineage persists, and is offered, even across epistemes. 

Anomalous 

A category of analogy used by Dedre Gentner16 where the terms of 

the attempted analogy share little or no resemblance. For 

meaningful interdisciplinary work (or scandalous practice) to be 

possible, this thesis argues that there must exist a homological 

proximity between the disciplines. If the disciplines drift too far 

apart, if their divergence becomes too profound, then the analogical 

relationship becomes anomalous in Gentner’s terms or “negative” 

according to Mary Hesse.17 In this thesis it is only extreme forms of 

the anomalous or negative analogy which preclude usefulness. 

Archaeology 

Archaeology is, in this thesis and following Pierre Bourdieu,18 an 

outwardly orientated set of related disciplines (or fields) consisting of 

inwardly orientated practices, some of which are shared across those 

related disciplines. Many of these disciplines and related practices 

concern themselves with a range of reconstruction orientated goals 

                                                
16 Dedre Gentner, "Structure-Mapping: A Theoretical Framework for Analogy," Cognitive 
Science 7, no. 2 (1983): 158. 
17 Peirce, Pragmatism and Pragmaticism, 5:172. 
18 Alan Warde, "Practice and Field: Revising Bourdieusian Concepts," (University of 
Manchester: Centre for Research on Innovation & Competition, 2004). 

and processes. Other key disciplines relate to the excavation and 

recording of, often but not exclusively, buried artefacts. 

Some archaeology disciplines are propositional and following 

Michael Shanks and Henrietta Moore, although archaeology is enacted 

in the present, archaeologists consider their representational 

disciplines to be past-facing.19 The disciplines of archaeology have, 

at certain times and in certain places, been professionalised. 

Architecture 

Architecture is, in this thesis and following Pierre Bourdieu,20 an 

outwardly orientated set of related disciplines (or fields) consisting of 

inwardly orientated practices, some of which are shared across those 

related disciplines. This set of disciplines and related practices 

concern themselves with a range of, largely, design orientated goals 

and processes.21 That is, with the production, and the processes 

involved in the production, of artefacts, and with the physical, social 

and economic contexts of those artefacts. These artefacts tend to be 

buildings and representations of buildings. 

                                                
19 Michael Shanks and Christopher Tilley, Re-Constructing Archaeology: Theory and Practice  
(London: Routledge, 1992).   Henrietta Moore, "The Problems of Origins: Poststructuralism 
and Beyond," in Interpreting Archaeology : Finding Meaning in the Past, ed. Ian Hodder, et al. 
(London: Routledge, 1995). 
20 Warde, "Practice and Field: Revising Bourdieusian Concepts." 
21 Spiro K. Kostof, The Architect : Chapters in the History of the Profession  (New York: Oxford 
University Press, 1977).   Robin Evans, Translations from Drawing to Building and Other Essays  
(London: Architectural Association, 1997). 
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Some architecture disciplines are propositional and although 

architecture is enacted in the present, architects consider their 

representational disciplines to be future-facing – to have “reversed 

directionality”.22 The disciplines of architecture have, at certain times 

and in certain places, been professionalised. 

Artefact 

An artefact is a wholly or partially human-crafted or modified thing 

which, in this thesis is often created as the result of propositional 

making. An artefact has an indexical relationship to its maker;23 

there is some “quality in common”24 between the two. Some artefacts 

are made in scandalous space during the transdisciplinary move 

between disciplines across scandalous space – these are 

scandalous artefacts. In archaeology the ability to “distinguish 

artifacts from geofacts” is an important skill.25 

                                                
22 Translations from Drawing to Building and Other Essays, 165. 
23 Gell, Art and Agency: An Anthropological Theory. and;   Charles S. Peirce, Charles Hartshorne, 
and Paul Weiss, Principles of Philosophy  (Bristol: Thoemmes, 1998), 1:369. 
24 Robert Layton, "Art and Agency: A Reassessment," The Journal of the Royal Anthropological 
Institute 9, no. 3 (2003): 454. 
25 Marie Soressi and Jean-Michel Geneste, "Special Issue: Reduction Sequence, Chaîne 
Opératoire, and Other Methods: The Epistemologies of Different Approaches to Lithic 
Analysis. The History and Efficacy of the Chaîne Opératoire Approach to Lithic Analysis: 
Studying Techniques to Reveal Past Societies in an Evolutionary Perspective.," 
PaleoAnthropology 2011(2011): 334. 

Chimaera 

In Greek mythology a “monstrous” creature of “monstrous” 

parentage composed of fragments of other creatures.26 Used in this 

thesis as both a description of hybrid constructions in general, but also 

specifically those hybrids which are neither tautological27 – like 

Frankenstein’s monster or the Pushmi-pullyu – but which are natural 

and functioning like the Chimaera itself or which though ‘fake’ satisfy 

a perceived necessity – like Piltdown Man. These beings are 

analogical constructs. 

Conceptual Disciplinary Tool 

A category of tool which, unlike those which are straightforwardly, “a 

mechanical implement for working upon something”28 – even if 

expanded somewhat to include, for example, a pencil, a trowel, a piece 

of C.A.D. software – are designed to manipulate disciplinary processes 

rather than the objects of that discipline. Although not necessarily 

exclusive to particular disciplines they tend to be used within the 

discipline within which they were forged. 

                                                
26 Hesiod, Hesiod, the Homeric Hymns and Homerica  ([S.l.]: Heinemann, 1914). and;   Homer et 
al., The Iliad, [Rev. ed.] / revised and updated by Peter Jones with D.C.H. Rieu / edited with 
an introduction and notes by Peter Jones. ed. (London: Penguin, 2003). 
27 Mary Brenda Hesse, Models and Analogies in Science  (pp. 150. Sheed & Ward: London & New 
York, 1963). 
28 Oxford English Dictionary, "Tool"  (Oxford University Press). 
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Creative juxtaposition 

The opportunity made available by the homological relationship 

between two or more terms for a proximity. This proximity is a 

necessary pre-condition for a successful transdisciplinary move 

between disciplines the move being otherwise impossible or trivial 

(positively/literally or negatively/anomalously analogical).29 This 

move in turn enables the making of scandalous, that is 

interdisciplinary, artefacts. 

Design 

Often seen as divided between two competing paradigms defined as 

“rational problem solving”30 and, following the terminology of its 

progenitor Donald Schön, “reflection in action.”31 

In this thesis both design and reconstruction are forms of 

propositional making and both gather together and do work upon 

fragmentary material. The difference in terminology signifies the type 

of fragment employed and the purported intention of any particular 

practitioner. The architect purports to practice in future-facing mode 

– to design artefacts to be made in the future. Whereas the 

archaeologist purports to practice in past-facing mode – to 

                                                
29 Gentner, "Structure-Mapping: A Theoretical Framework for Analogy." and; Hesse, Models 
and Analogies in Science. 
30 Kees Dorst and Judith Dijkhuis, "Comparing Paradigms for Describing Design Activity," 
Design Studies 16, no. 2 (1995): 261-62. 
31 Donald A. Schön, The Reflective Practitioner: How Professionals Think in Action  (New York : 
Basic Books, 1983), ix. 

reconstruct artefacts that were made in the past. In fact both the 

architect and the archaeologist practice acts of propositional making 

performed in the present through the indexical relationship between 

designer and artefact. 

In addition, in this thesis, design cannot be a discipline, instead it is 

much more like an instance of Pierre Bourdieu’s habitus, a “generative 

principle of regulated improvisations.”32 

Difference 

The existence of variation between objects and/or subjects or, as here, 

between and within practices and disciplines. Difference is the 

material which resemblance uses to establish meaning. Not, 

following Barbara Stafford, the Enlightenment “exaggerated 

awareness of difference,”33  but Bruno Latour’s meaningful interplay of 

resemblance across variation.34 This meaningful interplay is the 

systematic use of abductive inference. “Differences” between 

disciplines like architecture and archaeology connected by their 

adoption of propositional making are used, but not emphasised and 

problematised, as their professionalisation has tended to do. 

Meaning is made in the Deleuzian felt-like “site of encounter” 

                                                
32 Pierre Bourdieu, Outline of a Theory of Practice, trans. Richard Nice (Cambridge: Cambridge 
University Press, 1977), 78. 
33 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 10. 
34 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 
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between them through changes in mass and consistency and not 

striated hierarchy.35 

In this thesis it is the interplay of difference and similarity which 

provides the motive force for the transdisciplinary move between 

disciplines. 

Interdisciplinarity 

Between homologically related disciplines is an interdisciplinary 

space for “sites of encounter.”36 In this space the uncanny doubling 

(developed from Ernst Jentsch and Sigmund Freud’s usage)37 – here 

the simultaneous presence of both disciplines – enables modes of 

practice impossible within one discipline alone and unlikely between 

homologically unrelated – or scarcely related – disciplines. 

Transdisciplinarity 

Between homologically related disciplines is an interdisciplinary 

space for “sites of encounter.”38 In this space the uncanny doubling 

(developed from Ernst Jentsch and Sigmund Freud’s usage)39 – here 

the simultaneous presence of both disciplines – enables modes of 

                                                
35 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia  (London: 
Athlone, 1988). 
36 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
37 Ernst Jentsch, "On the Psychology of the Uncanny (1906) 1," Angelaki 2, no. 1 (1997). and; 
Sigmund Freud, "The 'Uncanny' (1919)," in Art and Literature : Jensen's Gradiva, Leonardo Da 
Vinci and Other Works, ed. Albert Dickson (Harmondsworth: Penguin, 1985). 
38 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
39 Jentsch, "On the Psychology of the Uncanny (1906) 1." and;   Freud, "The 'Uncanny' 
(1919)." 

practice impossible within one discipline alone and unlikely between 

homologically unrelated – or scarcely related – disciplines. Practice 

in this space is not static – a “diagonal axis”40 or a “cut on the bias”41 

is navigated across disciplinary hierarchies. 

This term is used in preference to interdisciplinarity whenever the 

transgressive movement of interdisciplinary practice is being emphasised. 

Undisciplinary 

In this thesis undisciplinary refers to certain practices and artefacts 

which have a loose connection to their putative parent disciplines. 

Either abandoned by those parents or with multiple claimants to their 

ownership these practices and artefacts are more readily available to 

interdisciplinary work. 

Discipline 

Disciplines, although somewhat narrower in scope, are like Pierre 

Bourdieu’s “fields.”42 That is, according to Alan Warde they are, 

“competitive, strategic, oriented to external goods.”43 In addition, 

disciplines here are suites of practices, tools and techniques which 

continuously shift their “competitive, strategic” and “externally 

                                                
40 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview." 
41 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity," p. unknown. 
42 Bourdieu, Outline of a Theory of Practice. and; The Logic of Practice  (Cambridge: Polity, 1990). 
43 Warde, "Practice and Field: Revising Bourdieusian Concepts," 25. 
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oriented,”44 aims and centres, sometimes splitting into new but related 

disciplines. The consequent professionalisation of the split 

disciplines enforces the division and polices the newly formed centres. 

This thesis argues that disciplines have no boundaries per se – only 

strengthening influence towards their centres and lessening influence 

further from those centres. 

Drawing 

Drawings are various types of, often, but not exclusively, 

representational artefact which may be made by adding thin layers of 

material to a surface, taking material away or by moving material aside, 

they may be made by altering the state of the material in some way, or 

by replacing parts of it with some other material. 

The making of drawings is central to many forms of architectural 

practice. It is common also in many forms of archaeological practice 

though rarely considered central to them. Furthermore because of the 

homological relationship between architecture and archaeology 

there are many drawing techniques which resemble one another 

across the two disciplines. 

Felt 

In contra-distinction to the ordered hierarchical structure of woven 

fabric, felt is for Gilles Deleuze and Felix Guattari “an anti-fabric 

                                                
44 Ibid. 

[which] implies no separation of threads, no intertwining, only an 

entanglement of fibers [...] it is in principle infinite, open, and 

unlimited in every direction; it has neither top nor bottom nor center; 

it does not assign fixed and mobile elements but rather distributes a 

continuous variation”45 In this thesis this disordered network serves as 

a model for scandalous space and it’s analogical systems of 

transdisciplinary movement. 

Homology 

An homology is said to exist when the two terms in question have a 

significant relationship of interconnected origin. More precisely for 

archaeology and architecture their homology is established through 

shared chronological and chronotopic histories and is made, in this 

thesis, in relation to their shared representational practices and to their 

shared practice of propositional making (design for architecture 

and reconstruction for archaeology). For literature, Raymond 

Williams defined homology as a relationship of resemblance.46 

This homological relationship is a necessary pre-condition for the 

analogical, transdisciplinary move between disciplines a move 

otherwise impossible or trivial. This move in turn enables the making 

of scandalous, that is interdisciplinary, artefacts. 

                                                
45 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 475-76. 
46 Williams, Marxism and Literature. 
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Iconicity 

For C. S. Peirce analogy is inter alia a form of iconic signification.47  

For Raymond Williams analogy is similarity in both “appearance and 

function.”48 Broadly this thesis uses these definitions – in addition the 

biological sciences would claim that the organisms being compared 

must be unrelated – this thesis asks only that they appear to be 

unrelated. 

Peirce also describes iconic signification as a form of resemblance, 

which in line with Williams is, in this thesis, reserved for homological 

relationships only. 

Index 

An index is a sign produced by the thing it signifies; a footprint in the 

sand, smoke from a fire. Teleological, it points back to its origin 

without describing it (unlike the icon which has a resemblance of 

appearance). It is causally connected to the thing it signifies thus 

sharing some “quality in common”49 with it. As an abductive 

relationship this “quality in common” is analogical in character. 

Logic 

For a deductive inference to be valid its conclusion is guaranteed by 

its premises. For an inductive inference to be valid its premises must 

                                                
47 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:369. 
48 Williams, Marxism and Literature, 105. 
49 Layton, "Art and Agency: A Reassessment," 454. 

make its conclusion more probable than not. Abduction, the 

centrepiece of C. S. Peirce’s logical system, on the other hand, as a 

form of inference which deals with very partial premises, is able to 

carry speculative connections unavailable to other types of logical 

inference – the speculative connections which characterise analogical 

reasoning.50 

This thesis argues that the means by which transdisciplinary 

movement occurs is analogical and consequently the structure of this 

scandalous space is logical. That is, the logical operation of 

abduction, a form of logical inference characterised by the risk of 

‘guessing’, drives analogical inference. 

Mapping 

Cognitive science says that analogical relationships are sets of 

mappings.51 The denser, less hierarchical reading of analogical 

relationships in this thesis argues instead for a felt-like medium52 for 

analogical relationships – the network of mappings becomes 

randomised and matted. This felt-like medium carries the 

transdisciplinary analogical offers between propositions.53 

                                                
50 Peirce, Pragmatism and Pragmaticism. 
51 Gentner, "Structure-Mapping: A Theoretical Framework for Analogy." 
52 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia. 
53 Stafford, Visual Analogy: Consciousness as the Art of Connecting. 
Bruno Latour, Pandora's Hope : Essays on the Reality of Science Studies  (Cambridge, Mass. ; 
London: Harvard University Press, 1999). 
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Metaphor 

The literary expression of an analogy. According to Denis Donoghue 

a metaphor is a device which, “invokes things disgracefully far apart”54 

and claims, as this thesis does for analogy, that “the essential 

character of a metaphor is prophetic. Metaphors offer to change the 

world by changing one’s sense of it.”55 

Offer 

The motivating force of Bruno Latour’s “offer” made between 

“bodies”56 – like Alfred Gell’s index to artist57 – is here a way of 

describing the logical operation of abduction. 

Palimpsestuous 

Sarah Dillon differentiates between two forms of critical reading 

which she terms palimpsestic and palimpsestuous.58 The palimpsestic 

separates the layers of any given palimpsest destroying it as it goes. 

Whereas a palimpsestuous reading maintains the integrity of the 

palimpsest simultaneously reading through and connecting layers 

otherwise utterly unrelated to one other. This type of inventive, 

creative, reading, “the movement of elucidation,” occurs upon the 

                                                
54 Denis Donoghue, Metaphor  (Cambridge, Mass.: Harvard University Press, 2014), 115. 
55 Ibid., 51. 
56 Latour, Pandora's Hope : Essays on the Reality of Science Studies. 
57 Gell, Art and Agency: An Anthropological Theory. 
58 Sarah Dillon, The Palimpsest : Literature, Criticism, Theory  (London: Continuum, 2007). 
"Reinscribing De Quincey's Palimpsest: The Significance of the Palimpsest in Contemporary 
Literary and Cultural Studies," Textual Practice 19, no. 3 (2005). 

body of the palimpsest. In this thesis the act of tacking across these 

layers is an analogical, transdisciplinary move and the “body” of 

the palimpsest, a “site of encounter.” 59 

Practice (n.) 

An habitual or customary set of connected behaviours usually but not 

always associated with one or a small group of disciplines or 

professions. This disciplinary association provides, according to 

Andreas Reckwitz, “states of emotion and motivational knowledge.”60 

Practices here are more task-orientated than in, say, Pierre Bourdieu’s 

use of the term where its use is in the more generalised sense of praxis 

rather than in praktik (Reckwitz’s sense). This kind of practice is for 

Alan Warde an inwardly orientated behaviour as opposed to the 

outwardly orientated aims of a discipline (or field for Bourdieu).61 

Profession 

A profession is a highly regularised discipline or suite of associated 

disciplines. Professions are characterised by their self-reproducing 

social structures,62 the stability of their social forms and their situation 

                                                
59 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
60 Andreas Reckwitz, "Toward a Theory of Social Practices a Development in Culturalist 
Theorizing," European journal of social theory 5, no. 2 (2002): 249. 
61 Warde, "Practice and Field: Revising Bourdieusian Concepts," 25. 
Bourdieu, The Logic of Practice. 
Outline of a Theory of Practice. 
62 Outline of a Theory of Practice. 



 

 21 

within their social context.63 In this thesis these stabilities and self-

reproducibilities manifest themselves through the tools and techniques 

of those disciplines which aspire to professionalisation – this has 

been identified in architecture, for example, by Robin Evans and 

Marco Frascari,64 and in archaeology by Stephanie Moser and Clive 

Gamble, by Graham Parry and by Alain Schnapp.65 Furthermore, 

professionalisation of a discipline strengthens its centre and 

obfuscates that discipline’s resemblances to other disciplines. 

Proposition 

Bruno Latour’s proposition66 is, in this thesis, a type of abductive 

inference (as opposed to the deductive inference of Latour’s 

statement). The partial premises typical of any abductive inference 

allows one [practice, practitioner or actor] to offer, as Latour would 

have it, to another, as I would argue, homologically related, 

                                                
63 Robert Dingwall and Philip Lewis, The Sociology of the Professions : Lawyers, Doctors and Others  
(London: Macmillan, 1983), 5. 
64 Robin Evans, "Architectural Projection," in Architecture and Its Image : Four Centuries of 
Architectural Representation : Works from the Collection of the Canadian Centre for Architecture, ed. Eve 
Blau, Edward Kaufman, and Robin Evans (Montreal: Centre Canadien 
d'Architecture/Canadian Centre for Architecture ; Cambridge, 1989). and;   Marco Frascari, 
"Models and Drawings: The Invisible Nature of Architecture " in 2nd Annual AHRA 
International Conference: Models & Drawings: The Invisible Nature of Architecture (University of 
Nottingham, UK2005). 
65 S. Moser and C. Gamble, "Revolutionary Images: The Iconic Vocabulary for Representing 
Human Antiquity," in The Cultural Life of Images: Visual Representation in Archaeology, ed. Brian 
Molyneaux (London ; New York: Routledge, 1997).,   G. Parry, "Mists of Time," in Making 
History : Antiquaries in Britain, 1707-2007, ed. S. McCarthy and B. Nurse (London: Royal 
Academy of Arts, 2007). and;   Alain Schnapp, The Discovery of the Past: The Origins of Archaeology  
(London: British Museum Press, 1996). 
66 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 

[practice, practitioner or actor] term for a new, unexpected, and 

creative relationship. 

Propositional making 

A variety of creative practices including design and reconstruction 

which are based upon an indexical relationship between maker and 

artefact. The proposition here follows Bruno Latour’s definition67 

and in this thesis is a type of abductive inference – that is, 

characterised by the creative suggestion that “something may be.” 68 

Reconstruction 

Although few would now adhere to Harold Colton’s 1939 view that 

“the principal aim of archaeology is the reconstruction of history,”69 it 

is clear that “traditional approaches tended to regard the objective of 

archaeology mainly as reconstruction: piecing together the jigsaw [...] 

A further objective has been termed ‘the reconstruction of the 

lifeways of the people responsible for the archaeological remains.’”70 

Largely restricted in this thesis to physical forms of reconstruction, or 

“simulation” as Simon James would have it.71 It is a term given by 

                                                
67 Ibid. 
68 Peirce, Pragmatism and Pragmaticism, 5:171. 
69 Harold S. Colton, "Archaeology and the Reconstruction of History," American Antiquity 8, 
no. 1 (1942). 
70 Colin Renfrew and Paul G. Bahn, Archaeology: Theories, Methods and Practice, 3rd ed. (London: 
Thames & Hudson, 2000), 13. 
71 Simon James, "Drawing Inferences: Visual Reconstructions in Theory and Practice," in The 
Cultural Life of Images : Visual Representation in Archaeology, ed. Brian Molyneaux (London ; New 
York: Routledge, 1997), 22. 
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archaeologists to a more or less evidence-based form of 

propositional making, it is claimed by some that this propositional 

making would approximate, through various modes of 

representation, structures which once existed. The relationship of this 

gathering together of fragmentary evidence to the speculative piecing 

together of those fragments is crucial. In this thesis reconstruction is 

described as a suite of practices which constitute a form of 

propositional making. 

Resemblance 

Resemblance is a state which (for Bruno Latour though he does not 

use the term) exists (along with difference)72 between homologically 

related systems. It is also the nature of the instrumentality of art upon 

society – a parallel system to the Marxist base/superstructure 

apparatus.73 

In this thesis it is not simply related to Lamarckian relationships of 

appearance or form,74 as its name suggests, but as a corollary of the 

term difference, both of which are required in the navigation through 

analogical, scandalous space, by the making of propositions to 

generate meaning. 

                                                
72 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 
73 Williams, Marxism and Literature. 
74 Jean Baptiste Pierre Antoine de Monet de Lamarck, Histoire Naturelle Des Animaux Sans 
Vertèbres, Presentant Les Caracteres Generaux Et Particuliers De Ces Familles, Leurs Genres, Et La 
Citation Des Principales Especes Qui S'y Rapportent  ([S.l.]: [s.n.], 1815). 

Ludwig Wittgenstein’s term “family resemblance”75 is particularly 

useful when dealing with suites of practices which have no one 

common feature but which form an overlapping network of 

similarities. 

Scandal 

For Claude Lévi-Strauss a scandal occurs when a practice ordinarily 

governed by a set of customary rules allows itself to be contingently 

governed by the customary rules of another practice. 

The scandal here relates to either the products or the practices 

enabled by the transdisciplinary move described above between 

what must be homologically related practices, or in this case, 

disciplines. A move which is characterised by the careful plotting of 

analogical paths through the space between the disciplines. 

Scandalous artefacts 

When the practitioner of a discipline ordinarily governed by a set of 

customary rules allows themself to be contingently governed by the 

customary rules of another discipline a transdisciplinary move 

occurs between the homologically related disciplines in question. 

This move is scandalous in Claude Lévi-Strauss’s terms and happens 

therefore in scandalous space. Things made in this space are 

                                                
75 Ludwig Wittgenstein, Philosophical Investigations, 2nd ed. ed. (Oxford : Blackwell, 1958 (1997 
[printing]), 1958), 66 p.32. 



 

 23 

described as scandalous artefacts and they are the result of an offer 

made between propositions. 

Scandalous practice 

When the practitioner of a discipline ordinarily governed by a set of 

customary rules [practices] allows themself to be contingently 

governed by the customary rules of another discipline a 

transdisciplinary move occurs between the homologically related 

disciplines in question. This move is scandalous in Claude Lévi-

Strauss’s terms and happens therefore in scandalous space. 

Meaningful practice in this space is described as scandalous. 

Scandalous space 

When the practitioner of a discipline ordinarily governed by a set of 

customary rules allows themself to be contingently governed by the 

customary rules of another discipline a transdisciplinary move 

occurs between the homologically related disciplines in question. 

This move is scandalous in Claude Lévi-Strauss’s terms and happens 

therefore in scandalous space. Meaningful movement in this space is 

made through a form of analogical tacking. This movement is the 

result of an offer between propositions. Scandalous space may be 

characterised as follows: 

• excess – like Stephen Jay Gould and Richard Lewontin’s 

“spandrel,”76 it is replete with epiphenomena. 

• complex network of meaning-carrying (anaphoric) 

relationships which becomes a Deleuzian ‘felt’-like field. 77 

Between non-homologically related disciplines these 

networks are not complex enough. 

• it is abductive – a form of logical reasoning characterised by 

the risk of “guessing.” That is unlike deductive reasoning 

where the premises guarantee the conclusion. 

Statement 

Like Bruno Latour’s proposition his statement is a logical 

operation.78 In this thesis whereas the proposition tacks a 

transdisciplinary path through the scandalous space between 

homologically related disciplines, the statement, like the tautological 

deductive inference merely confirms the “gap” between them. 

Tacking 

On sailing ships, tacking enables movement against the prevailing 

forces of the wind. In this thesis and in scandalous space tacking 

enables transdisciplinary movement against and through strata of 
                                                
76 Stephen Jay Gould and Richard Lewontin, "The Spandrels of San Marco and the 
Panglossian Paradigm: A Critique of the Adaptationist Programme," Proceedings of the Royal 
Society of London. Series B, Biological Sciences 205, no. 1161 (1979). 
77 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 475-76. 
78 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 
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disciplinary hierarchies – an oblique kind of movement already 

identified in in Julia Kristeva’s “diagonal axis” 79 and Jane Rendell’s 

“cut on the bias.” 80 

Transgression 

In this thesis the transdisciplinary move between homologically 

related disciplines is a transgression – the interference in the 

customary rules of one discipline by those of another. Scandalous 

practice and the production of scandalous artefacts take place 

during this transgression. 

Uncanny 

A moment of ‘doubling’ which occurs when expertly practicing as if 

within ones own discipline (a discipline ordinarily governed by a set 

of customary rules) but actually distant from the centre of that 

discipline and in a transdisciplinary move toward another 

homologically related discipline (that is, allowing those expert 

practices to be contingently governed by the customary rules of that 

homological, other, discipline). Developed from Ernst Jentsch and 

Sigmund Freud’s usage81 – here the simultaneous presence of both 

disciplines – enables modes of practice impossible within one 

discipline alone. 
                                                
79 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 6. 
80 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity.", p. unknown. 
81 Jentsch, "On the Psychology of the Uncanny (1906) 1." and,   Freud, "The 'Uncanny' 
(1919)." 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 0:0 Opposite: Alessandro Zambelli, The Loggia at Villa Madama [detail]. 2013, 
Digital photograph. 
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In 1519 Raphael had set out his conception of the surveying of 
monuments [of ancient Rome] in a memorandum to the Pope. Not 
only should the survey be faithful, exact and orientated, but it 
should give an intelligible representation of the monument: plan, 
external elevation and internal elevation. In this sense the expertise 
of the antiquary was inseparable from the practice of the architect.1 

Although this thesis adheres broadly to James Fraser’s assertion that, 

“things which have once been in contact continue ever afterwards to 

act on each other,”2 it stops short of claiming a magical connection 

between architecture3 and antiquarianism. Alain Schnapp’s now 

fractured “inseparability” between architecture and antiquarianism 

and, this thesis will argue, through antiquarianism its separation from 

archaeology,4 – the fact that they are now considered different 

disciplines with different objectives – has undoubtedly enabled the 

independent development of practices5 of mutual benefit to both 

architecture and archaeology. Yet, although this thesis will argue that 

they continue to “act on each other,” they are, to all intents and 

purposes, separate. This has resulted in damaging occlusions between 

them where there need be none. It has not always been so. 

                                                
1 Schnapp, The Discovery of the Past: The Origins of Archaeology, 126. 
2 James Fraser, The New Golden Bough  (New York: New American Library, 1959), 35. 
3 See Glossary for the meaning of this term as used in this thesis. 
4 See Glossary for the meaning of this term as used in this thesis. 
5 See Glossary for the meaning of this term as used in this thesis. 

The marginalised architectural and, especially, archaeological practices 

of, for example, the painter Raphael Sanzio though exceptional are, as 

I shall argue, also exemplary for this thesis. 

 

Fig. 0:1 Raphael, Letter to Cardinal Giulio de’Medici in;  Renato Lefevre, “Su Una 
Lettera Di Raffaello Riguardante Villa Madama,” Studi Romani 17, no. 4 
(1969), [detail]. 

The letter from which the words in Fig. 0:2 are taken unravelled a 

century’s worth of Raphael scholarship centred upon the provenance 

of the c.1517-1518 Villa Madama in Rome.6 In 1968, 450 years after it 

was lost, this letter, written or dictated by Raphael to Cardinal Giulio 

di Giuliano de’ Medici, the future Pope Clement VII, was re-

                                                
6 See for example:  Theobald Hofmann, Raffael in Seiner Bedeutung Als Architekt  (Zittau: 
Richard Menzel, 1908). Renato Lefevre, Villa Madama  (Roma: Istituto Poligrafico Dello 
Stato, 1957). and;   David R. Coffin, "The Plans of the Villa Madama," The Art Bulletin 49, no. 
2 (1967). 

this image omitted for copyright reasons 
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discovered in an archive in Florence by “young American student” 

Philip Foster.7 The existence of the missing letter had, at that time, 

often been referred to, and long acknowledged; its subject, the 

Cardinal’s villa on Monte Mario, therefore guessed at. Raphael 

scholars, Renato Lefevre and David Coffin, had written a number of 

texts on the subject.8 Yet the treatment by this missing letter of the 

villa’s design, or even whether its contents would reveal any kind of 

design9 intent on the part of its putative author, was completely 

unknown. This was about to change;10 

Though the letter is unsigned its authorship is not seriously 
questioned: there is evidence, both literary and visual, from which 
some idea of Raphael’s original complete design can be gained [...] 
The most complete and clearest evidence is the description of the 
project written presumably by Raphael himself in a letter perhaps to 
his friend Castiglione.11 

                                                
7 Foster published his transcription of the letter together with a brief commentary here:  
Philip Foster, "Raphael on the Villa Madama: The Text of a Lost Letter," Romisches Jahrbuch fur 
Kunstgeschichte XI(1967-1968).   Renato Lefevre’s description of Foster, my translation from 
the Italian;   Renato Lefevre, "Su Una Lettera Di Raffaello Riguardante Villa Madama," Studi 
Romani 17, no. 4 (1969). 
8 See for example: Villa Madama.; Coffin, "The Plans of the Villa Madama." and in particular;   
Renato Lefevre, Villa Madama in Rome  (Rome: Rivista internazionale anteprima, 1951), 20. 
9 See Glossary for the meaning of this term as used in this thesis. 
10 The principal source of contemporary documents relating to Raphael is; Vincenzo Golzio, 
Raffaello. Nei Documenti, Nelle Testimonianze Dei Contemporanei, E Nella Letteratura Del Suo Secolo  
(Citta del Vaticano, 1936). A letter collected there written by Raphael’s friend Baldassare 
Castiglione to the Duke of Urbino refers to, “the letter of Raphael (of blessed memory) in 
which he describes the house that Monsignor the Very Reverend de' Medici’s building,” 147. 
Most commentators have taken this building to be Villa Madama. 
11 David R. Coffin, The Villa in the Life of Renaissance Rome  (Princeton; Guildford: Princeton 
University Press, 1979). 

Villa Madama, its design traditionally, yet at times reluctantly, 

attributed to Raphael, has been an unsettling building to those used to 

the orthodoxy of the classical orders and to the protectionism of 

professional cartels. After all, how could a painter design such a 

theoretical and archaeological complex building? Especially when the 

only extant drawings12 of it belong to designers legitimately seen as 

architects.13 Later, as disciplinary thresholds shifted, as the makers of 

architecture, gardens and paintings strengthened their disciplinary 

centres – either embracing or rejecting peripheral practices – the villa’s 

owners and users have, I will argue, been confronted with a structure 

of increasingly opaque cultural provenance. 

Discomfort at the Villa’s dissident qualities began to manifest itself in 

the decades immediately after the death of its architect; surveyed by 

Sebastiano Serlio and then Andrea Palladio, their drawings reveal a 

studied suppression of the building’s unorthodox asymmetries. It has 

been argued that the strength of the formal, establishment, classical 

paradigm mis-inherited from Vitruvius, convinced Palladio that he 

should re-imagine the villa in more ‘correctly’ idealised form.14 This 

thesis develops that argument and further posits that Palladio’s 

                                                
12 See Glossary for the meaning of this term as used in this thesis. 
13 Coffin, "The Plans of the Villa Madama." 
14 Dana Arnold, "Unlearning the Images of Archaeology," in Envisioning the Past: Archaeology 
and the Image, ed. Sam Smiles and Stephanie Moser (Oxford: Blackwell, 2005). 
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reconstruction of Raphael’s villa is an archaeological artefact which can 

also be categorised as an artefact of design processes. 

This thesis further claims that it was Raphael’s disciplinary promiscuity 

which provided him with the freedom to slip across and work 

between disciplinary centres – centres defined by renaissance classical 

formalism – and his expertise in related disciplines which allowed him 

to make those transgressions15 meaningfully. Succeeding chapters will 

seek to explain the visual and analogical mechanisms which sustain 

such interdisciplinarity; what it might mean to practice liminally 

between disciplines whose centres and spheres of influence are, in any 

case, in constant states of flux – separating, disappearing, birthing new 

disciplines as old ones change or die. Leaving the Epilogue to argue 

that, and to describe how, Villa Madama became the locus of all of 

these diverse practices and transgressions; a site of experimental 

archaeology and architecture that has lasted almost five hundred years. 

                                                
15 See Glossary for the meaning of this term as used in this thesis. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 0:2 Opposite: Alessandro Zambelli, Villa Madama Viewed Through and Modified 
by the Decorative Grille Surrounding London Stone, [detail]. Underlying 
Photograph: C. L. Frommel in; Christoph Luitpold Frommel, Stefano 
Ray, and Manfredo Tafuri, Raffaello Architetto  (Milano: Electa, 1984). 
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Fig. 1:1 Alessandro Zambelli, Chart of the Scandalous Space 
Between Architecture and Archaeology. 
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INTRODUCTION 

 
Fig. 1:2 William Shakespeare, Mr William Shakespeares Comedies, Histories & 

Tragedies. Published According to the True Originall Copies  (London: 3 pt. Isaac 
Iaggard and Ed. Blount, 1623 [reprinted 1807]), [detail]. 

 

 

Fig. 1:3 William Shakespeare, The First Part of the Contention: The First Quarto, 1594, 
ed. Frederick James Furnivall and Richard Grant White (London: C. 
Praetorius, 1594), [detail]. 

As the fifteenth-century Kentish rebel Jack Cade struck London 

Stone, he pronounced himself transformed into Lord Mortimer and 

Lord of the City of London (Cade was not related to Richard Duke of 

York as the surname ‘Mortimer’ would have implied, there is 

substantial doubt that his name was even, in fact, Cade). As he struck 

the Stone he decreed also that “piss” running in the public gutters be 

transmuted into wine. Five hundred and fifty years later a fragment of 

the Stone remains on Cannon Street not far from where Cade struck 

it.1 

Later, William Shakespeare was quite clear that Cade’s power to turn 

the world upside down was ratified in the striking, with his staff, of 

London’s fetish stone, its protective palladium. The Stone itself bears 

witness to and so validates the transubstantiations wrought through 

Cade’s revolt: foot soldier to Lord; rural naïf to urban adept; water to 

wine. Cade’s transgression of social and physical categories recalls the 

story of Christ’s miraculous transformation of water to wine, but 
                                                
1 The real name of John (Jack) Cade is unclear. During the rebellion he claimed to be called 
John Mortimer and there is speculation that he did this to suggest a kinship with Richard 
Mortimer, Duke of York which he did not have. It is also possible that this was his real name. 
There are contemporaneous and near-contemporaneous accounts of Cade’s rebellion of 1450 
and the events at London Stone on 3rd July of that year. The 1594 First Quarto edition of 
Shakespeare’s play (Fig. 1:4) recounts that London Stone was struck by Cade with his sword 
and this accords with those eye-witness accounts. The more commonly used 1623 First Folio 
version (Fig. 1:3) has him strike the Stone with his staff. See: John Clark, "Jack Cade at 
London Stone," Transactions of the London and Middlesex Archaeological Society 58(2007): 181.;  
William Shakespeare, The First Part of the Contention: The First Quarto, 1594, ed. Frederick James 
Furnivall and Richard Grant White (London: C. Praetorius, 1594).; and  Mr William 
Shakespeares Comedies, Histories & Tragedies. Published According to the True Originall Copies  
(London: 3 pt. Isaac Iaggard and Ed. Blount, 1623 [reprinted 1807]). 

this image omitted for copyright reasons 

this image omitted for copyright reasons 
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Shakespeare’s Cade is a bathetic rather than a transcendent figure and 

under his stewardship these alchemic transformations stem from baser 

material, even, than everyday water. At the end of the fifteenth-

century claret was not, as it became, a synonym for red wine from 

Bordeaux, instead it qualified the colour of the wine; somewhere 

between red and white, and not exactly rosé either. And, of course, 

claret has also come to stand in for blood. Four hundred and fifty-one 

years later Rebecca Daisy who had kept a “sweetstuff stall” next to 

London Stone for eighteen years protested, when asked to move, that 

“she [would] go quietly” only when she was “removed in a narrow 

box.”2 This overthrow of social order – and the spilling of a little 

‘claret’ – is rife with transgression, with slippage; Cade, like Mrs. 

Daisy, was no blue blood but neither was he quite, any more, a 

commoner – as he struck London Stone he and his staff became 

something in-between; Cade, a scandalous practitioner of his own new 

Law and his staff, an instrument instantly reforged, through contact 

with London Stone, for the enforcement of that Law. We will return 

to the adventures of Jack and Rebecca in the final two chapters of this 

thesis. 

Such is the transformative power of metaphor;3 and of analogy4 in 

particular; its unique ability to carry meaning, anaphorically,5 across 

                                                
2 Anon., "The Cannon Street Stall-Keeper," The Daily Graphic, 24 April 1901. 
3 See Glossary for the meaning of this term as used in this thesis. 

epistemes and, for the purposes of this thesis, disciplinary epistemes, 

forging, “the most beautiful bond possible” the bond of analogy.6 The 

logic7 and the sympathetic magic of analogy underpins the arguments 

of this thesis as it underpins the interdisciplinary8 structures it 

describes and employs. Throughout, this thesis will describe 

experimental practices that I performed in the space provided by these 

analogical networks. Working, in fact, directly upon London Stone, 

using it as a common locus for the interconnected disciplines of 

architecture and archaeology and their shared drawing practices – 

disciplines which have, in various ways, claimed the Stone as their 

own. 

I suppose, architects and archaeologists could be regarded as 
procedurally equal but temporally opposed: after all the very same 
tool – the trowel – that the builder uses to fabricate the architectural 
forms of the future is used by the archaeologist, in the excavation of 
a site, to reveal the forms of the past.9 

What are archaeologists and architects doing, and what do they believe 

they are doing, when they pick up a pen or pencil, or when they open 

a piece of C.A.D. software (we will come to trowels in Sites of 
                                                                                                           
4 See Glossary for the meaning of this term as used in this thesis. 
5 See Glossary for the meaning of this term as used in this thesis. 
6 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 8. Stafford perhaps misquoting 
James F. Anderson’s English translation of Paul Grenet’s French translation of Plato. See 3. 
Resemblance pp.177-178 for a fuller explanation. 
7 See Glossary for the meaning of this term as used in this thesis. 
8 See Glossary for the meaning of this term as used in this thesis. 
9 Tim Ingold, Making : Anthropology, Archaeology, Art and Architecture  (2013), 10. 
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Encounter: Must Farm below)? What do their respective disciplines 

purport to be doing when their practitioners employ drawing 

practices? Do architects and archaeologists draw differently and do the 

instrumentalities implicit in their drawings stand opposed to one 

another as is often casually assumed – one future-facing and the other 

orientated towards the past? Tim Ingold, in the quotation above, 

illustrates one way of thinking about the tangled relationship of 

architecture and archaeology toward one-another, relationships which 

this thesis aims to demonstrate and explain, even as it uses those 

knotted connections to make interdisciplinary work between them. In 

fact this thesis aims to show that architecture and archaeology are not 

“procedurally equal,” but that they share a more nuanced relationship 

of procedural resemblance, and that, even more emphatically, they do 

not stand “temporally opposed.” 

The relationship of archaeology to that other purportedly past-facing 

discipline, history, provides evidence, I would argue, of the dangers of 

assuming, or seeking, direct connections to the past. In historiography, 

superficially at least, the dangers of this view do seem to have been 

understood. In 1995 writing of the mid-twentieth-century Annales 

School, Aron Gurevich observed that; 

the historians of a new cast are very far from the old illusion of 
being able to ‘resurrect’ the past, to ‘live themselves into it’ and to 
demonstrate it ‘wie es eigentlich gewesen war’. They clearly 

understood that historical reconstruction is no more and no less 
than construction, that the historian’s role is incomparably more 
active and creative than their predecessors believed.”10 

“Wie es eigentlich gewesen” is usually translated as “how things 

actually were,” an influential principle in the rise of source-based 

history from Leopold von Ranke’s 1824 work, Geschichte der romanischen 

und germanischen Völker.11 By going to primary sources, sources often 

personal and only obliquely related to the main subjects of mainstream 

histories, von Ranke’s idea was that a closer approximation, a more 

accurate reconstruction,12 of historical cultures could be made. Tod 

Presner describes this assessment of the relationship between event 

and narrative as demanding, “a structural homology between real 

events and the narrative strategies used to represent, capture, and 

render them meaningful.”13 For von Ranke and his followers the past 

was, through these empirical reconstructions, solved or at least made 

solvable. Walter Benjamin like Gurevich, was unconvinced, and 

described von Ranke’s “wie es eigentlich gewesen” as, “the strongest 

narcotic of the [nineteenth] century.”14 By the time E. H. Carr wrote 

                                                
10 Aron Gurevich, "The French Historical Revolution: The Annales School," in Interpreting 
Archaeology : Finding Meaning in the Past, ed. Ian Hodder (London: Routledge, 1995), 159. 
11 Leopold von Ranke, Geschichten Der Romanischen Und Germanischen Völker Von 1494 Bis 1514  
(Leipzig: Duncker & Humblot, 1885 [1824]). 
12 See Glossary for the meaning of this term as used in this thesis. 
13 Todd Samuel Presner, ""What a Synoptic and Artificial View Reveals": Extreme History 
and the Modernism of W. G. Sebald's Realism," Criticism 46, no. 3 (2004): 343. 
14 Walter Benjamin, The Arcades Project, trans. Howard Eiland and Kevin McLaughlin 
(Cambridge, Mass. ; London: Belknap Press, 1999), 463. 
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in his influential What is History in 1961 that, “by and large, the 

historian will get the kind of facts he wants. History means 

interpretation”15 interpretive and reflexive historiographies had already 

marginalised empirical reconstructions understood, as they were, to be 

part of this now discredited empiricist historiography. Following suit, 

archaeology became freer, it seemed, to make reconstructions through 

multivalent, reflexive interpretations of hitherto mainstream 

archaeological evidence.16 Work at, for example, Çatalhöyük17 or the 

explicitly titled Cotúa Island-Orinoco Reflexive Archaeology Project18 now 

presage a kind of archaeology without (professional) archaeologists in 

the spirit of Bernard Rudofsky’s Architecture Without Architects19 but 

shorn of architecture’s alternative central vernacular tradition. Where 

Rudofsky’s “non-pedigree” architect might tap into ancient local 

practices of building, no equivalent tradition is available to an 

archaeologist. Instead, this thesis argues, architecture as an overtly 

design-based discipline can lend to archaeology ways of re-casting its 

                                                
15 Edward Hallett Carr, What Is History?: The George Macaulay Trevelyan Lectures Delivered in the 
University of Cambridge January-March 1961  (Harmondsworth: Penguin, 1987), 23. 
16 Ian Hodder, ed. Symbolic and Structural Archaeology (Cambridge: Cambridge University Press, 
2006). and: M. Shanks and Ian Hodder, "Processual, Postprocessual and Interpretive 
Archaeologies," in Interpreting Archaeology: Finding Meaning in the Past, ed. Ian Hodder, et al. 
(London: Routledge, 1995). 
17 Ian Hodder, Towards Reflexive Method in Archaeology: The Example at Çatalhöyük  (Cambridge: 
McDonald Institute for Archaeological Research, 2000). 
18 "Cotúa Island-Orinoco Reflexive Archaeology Project," UCL Institute of Archaeology, 
http://www.ucl.ac.uk/archaeology/research/directory/orinoco-reflexive-oliver. 
19 Bernard Rudofsky, Architecture without Architects: A Short Introduction to Non-Pedigree Architecture  
(Albuquerque: University of New Mexico Press, 1964). 

own reconstructive practices to reveal forms of propositional making20 

already latent within them. Chapter 5 will examine in detail the kind of 

making characterised by its ‘propositional’ nature – a term derived 

from Bruno Latour’s “proposition” which, “designates a certain way 

of loading an entity into another by making the second attentive to the 

first, and by making both of them diverge from their usual path, their 

usual interpretation.”21 

It has been argued that archaeology is like architecture in reverse.22 If 

architecture looks to the future by making drawn propositions then 

archaeology designs also, but in the form of reconstructions of the 

past. This thesis argues further that design and reconstruction are 

simultaneously central to both disciplines and are forms of 

propositional making; archaeologists have no direct access to the past 

and so their reconstructions are compelled to be propositional, and 

that equally, architectural propositions are reconstructive. As Nicholas 

Stanley-Price has put it, “a reconstructed building – if based primarily 

on excavated evidence – must be considered a new building 

(reconstruction as a creative act).”23 Archaeology reveals for 

                                                
20 See Glossary for the meaning of this term as used in this thesis. 
21 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller," 15. 
22 For example: Shanks and Tilley, Re-Constructing Archaeology: Theory and Practice. and; Michael 
Shanks and Christopher Witmore, "Memory Practices and the Archaeological Imagination in 
Risk Society: Design and Long Term Community " Stanford University. 
23 Nicholas Stanley-Price, "The Reconstruction of Ruins: Principles and Practice," in 
Archaeological Sites : Conservation and Management, ed. Sharon Sullivan and Richard Mackay (Los 
Angeles: Getty Conservation Institute, 2012), 522. 
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architecture a form of making based on practice whose connection to 

the past is not, as with architecture, predicated on quasi-mysterious 

canons of ancient form-making and monographic histories but which 

makes available both evidence-based and interpretive practices (for 

example; particular excavation techniques, assemblage, finds 

interpretation, all of which will be discussed in more detail below). But 

the reliance of mainstream archaeology upon, in particular, empirical 

evidence to the exclusion of more speculative reconstructive design, 

should not replace the playfulness central to conventional design 

disciplines. Because for archaeology, architecture in its turn, can reveal 

precisely that invention and speculative engagement with, often, 

ambiguous or contradictory evidence (for example; site, programme, 

technology) which defines and provokes the design practice latent 

within it. Writing more generally of interpretation within 

archaeological practice rather than reconstruction itself (which often 

follows in short order) Jean Gero claims that, “the practice of 

archaeology over-emphasizes and over-rewards unambiguous certainty 

in our interpretations, even though our conclusions are usually drawn 

from necessarily partial, underdetermined and complex evidence.”24 

These disciplinary inversions make available to archaeology, but also 

to architecture, a shift in understanding of what a reconstruction or a 

                                                
24 Joan M. Gero, "Honoring Ambiguity/Problematizing Certitude," Journal of Archaeological 
Method and Theory 14, no. 3 (2007): 311. 

design might be for – what it is capable of doing. What for the 

architect are fragments of brief (proposals from a client for a 

building), context (the physical, historical, political and economic 

environment from which a design and any subsequent building might 

emerge) and tectonics (the way a design and any subsequent building 

might be put together), for the archaeologist, this thesis argues, are 

analogous fragments of evidence. And although it is something of a 

truism that the collection and use of these fragments for the 

archaeologist faces the past (what did the building look like to which 

these fragments belonged?) and for the architect faces the future (what 

will the building look like to which these fragments belong?), I would 

argue that this has little effect other than to occlude the over-arching 

propositional character of both design and reconstruction. That is, at the 

moment of enquiry – in the present – there is no building, but the 

design, just like the reconstruction, proposes one. 

To emphasise this point I quote below at length from Kevin Greene’s 

standard archaeological primer Archaeology: An Introduction. The 

practices described in this text are not similar to descriptions of 

architectural practices, they are, but for the words “excavation,” 

“interpretation” and, of course, “reconstruction,” identical; 

An excellent way of increasing understanding of an excavated 
building is to create a scale model or reconstruction drawing. [...] 
Fragments of architectural stonework such as window or door 
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frames, voussoirs from arches and vaulting, and roofing slates and 
tiles, all may help to date the building as well as to reconstruct it [...] 
Excavators also benefit from the detailed analysis of the excavated 
remains; new interpretations may be suggested, and attention drawn 
to parts of a site that need further investigation. If several plausible 
reconstructions are deduced from a single plan it is best to offer 
more than one interpretation in an excavation report. Computer 
graphics are now very sophisticated, and virtual reality modelling 
(VRM) of structures allows viewers to look around the interior, or 
inspect the appearance of the exterior from any angle.25 

As I will argue below amongst those disciplines which define 

themselves, at least in part, by the production, or design, of objects 

and collections of objects, we can see various structures or models of 

making develop over time. These paradigms of making, often in 

normative, institutionally directed ways, but also in transgressive 

modes, help to define and in some cases police the centres of their 

discipline, or blur them respectively. The transdisciplinary26 move 

across the space between such centres towards other disciplines is, in 

this thesis, described as scandalous. The notion of the scandal27 will be 

used as shorthand for the processes of archaeological-architectural 

interdisciplinarity28 following a detailed description below, of the 

                                                
25 Kevin Greene and Tom Moore, Archaeology: An Introduction, Fifth Edition, 5th ed. ed. 
(London: Routledge, 2010), 135. 
26 See Glossary for the meaning of this term as used in this thesis. 
27 See Glossary for the meaning of this term as used in this thesis. 
28 Throughout this thesis the term interdisciplinary is used to define general aspects of 
practice between disciplines except where the transgressive movement between disciplines is 
being emphasised. In these cases the term transdisciplinary is preferred. See below (pp.41-46) 
and the Glossary for the meaning of these words as used in this thesis. 

origins of the term in Claude Lévi-Strauss’s The Elementary Structures of 

Kinship.29 In this view, the scandal provides a framework for 

understanding resemblances between homologous30 disciplines and, I 

argue, between architecture and, through antiquarianism, archaeology 

in particular. It also describes more precisely the kind of 

interdisciplinarity necessary for the type of transgressive practice 

central to this thesis. So although Lévi-Strauss, uncontroversially, 

considers the natural and the cultural to be mutually exclusive and 

exhaustive sets of social practices, rare conditions which do conform 

to both – for example the incest taboo – catalyse, for him, a kind of 

cross-practice scandal. 

                                                
29 Claude Lévi-Strauss, The Elementary Structures of Kinship, trans. James Harle Bell and John 
Richard von Sturmer (London: Eyre & Spottiswoode, 1969 [1949]). 
30 See Glossary for the meaning of this term as used in this thesis. 
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STRUCTURE AND CHAPTER SUMMARY 

It is a central contention of this thesis that in theoretical and applied 

senses the disciplines of architecture and archaeology are both 

propositional; that although they employ practices typically termed 

design and reconstruction, both of these terms in fact describe and 

occlude forms of propositional making. The implications of this 

observation are established across a series of chapters forming a 

written investigation into the possibilities of new practices provided by 

relooking at current and historical practices in architecture and 

archaeology. These texts and images are themselves assembled 

through my own visual analogical practice across a number of “sites of 

encounter.”31 The thesis is structured as follows: 

Glossary 

Outline definitions of some of the terms used throughout the thesis 

are provided here. This Glossary can also be read as a conceptual 

narrative in its own right, one based on ‘key terms.’ The first instance 

of each word in the thesis, used in the relevant sense, is indicated by a 

footnote directing the reader back to the Glossary. 

                                                
31 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 

Prologue – Villa Madama: Design as Reconstruction. 

Above, the Prologue – Villa Madama: Design as Reconstruction and below 

Epilogue – Villa Madama: Reconstruction as Design describe the work of 

Raphael at Villa Madama in Rome.32 It is a building which provides, I 

argue, an historical model for practising between architecture and 

archaeology. From a time before pre-Enlightenment disciplinary 

specialisation,33 Raphael’s interdisciplinary practice still provokes 

unease.34 In particular the design of Villa Madama raised and, this 

thesis argues, still raises, specific questions – the central role played in 

the design of the Villa by Raphael’s, now, relatively unknown 

archaeological practice35 – but also general questions of authorship 

and professional demarcation. These questions are posed in outline in 

the Prologue and answered in detail in the Epilogue. 

                                                
32 Giorgio Vasari, Lives of the Artists: A Selection, trans. George Bull (London: Penguin, 1987).;   
Golzio, Raffaello. Nei Documenti, Nelle Testimonianze Dei Contemporanei, E Nella Letteratura Del Suo 
Secolo. and;   Christoph Luitpold Frommel, Stefano Ray, and Manfredo Tafuri, Raffaello 
Architetto  (Milano: Electa, 1984). 
33 Ronald Schleifer, Analogical Thinking: Post-Enlightenment Understanding in Language, 
Collaboration, and Interpretation  (Ann Arbor: University of Michigan Press, 2000). and;   
Stafford, Visual Analogy: Consciousness as the Art of Connecting. 
34 See for example;   Coffin, "The Plans of the Villa Madama."; Arnold, "Unlearning the 
Images of Archaeology." 
35 A. Nesselrath, "Raphael's Archaeological Method," in Raffaello a Roma: Il Convegno Del 1983, 
ed. Max-Planck-Institut Bibliotheca Hertziana (Edizioni dell'Elefante, 1986). and; Ingrid D. 
Rowland, "Raphael, Angelo Colocci, and the Genesis of the Architectural Orders," The Art 
Bulletin 76, no. 1 (1994). 
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1. Reconstruction 

Here the key aims, objectives, context and methodology of the thesis 

are introduced through a series of sections outlining key themes and 

which are expanded upon in later chapters. These sections provide an 

overview of disciplinary shifts, consolidations, fracturings, 

reconsolidations and, finally, disciplinary isolationism, all to be detailed 

in 2. Discipline. They also describe the subsequent establishment of the 

general goals of multi, trans and interdisciplinarities.36 The chapter 

turns on Jane Rendell’s transdisciplinary notion of the “cut on the 

bias” and on Latour’s diagonally progressing “proposition.”37 This 

chapter also provides some necessary background to the many uses to 

which resemblance38 and, in particular homology, have been put 

before these ideas are dealt with in detail in 4. Resemblance. This chapter 

also establishes definitions for craft and, in particular, design to be 

used throughout the thesis. 

                                                
36 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview." ;   Alex 
Coles and Alexia Defert, De-, Dis-, Ex-. Vol.2, Anxiety of Interdisciplinarity  (London: BACKless 
Books in association with Black Dog Publishing, 1998).;   Joe Moran, Interdisciplinarity  
(London: Routledge, 2001).;   Zachary Stein, "Modeling the Demands of Interdisciplinarity: 
Toward a Framework for Evaluating Interdisciplinary Endeavors," Integral Review, no. 4 
(2007).;   Craig Bremner and Paul Rodgers, "Design without Discipline," Design Issues 29, no. 3 
(2013). 
37 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity.";   Latour, Pandora's Hope : Essays on the Reality of Science Studies. 
See Glossary for the meaning of this term as used in this thesis. 
38 See Glossary for the meaning of this term as used in this thesis. 

For archaeology and archaeology-as-design, Michael Shanks, Lesley 

McFadyen, Mark Dion and Victor Buchli provide a view from those 

who have already successfully made the perilous journey into or out 

from archaeology.39 

2. Discipline 

This chapter provides an overview of architecture and, through 

antiquarianism, archaeology, as design disciplines whose resemblances, 

I posit, are expressed through drawing practices. To understand how 

disciplinary resemblances between archaeology and architecture have 

developed, this chapter outlines their histories both chronologically; 

linear sequences of key events through drawing-centered histories of 

the architectural profession40 and in what Mikhail Bakhtin termed the 

chronotopic; discrete temporal instances tied to place and event.41 

Once established, this chapter argues, the disciplines attempt both to 

                                                
39 Shanks and Tilley, Re-Constructing Archaeology: Theory and Practice.;   Lesley McFadyen, 
"Practice Drawing Writing Object," in Redrawing Anthropology : Materials, Movements, Lines, ed. 
Tim Ingold (Farnham: Ashgate, 2011).;   Mark Dion, Archaeology  (London: Black Dog, 1999).;   
Victor Buchli and Gavin Lucas, Archaeologies of the Contemporary Past  (London: Routledge, 
2001).;   Victor Buchli, An Anthropology of Architecture  (London ; New York: Bloomsbury, 
2013). 
40 Kostof, The Architect : Chapters in the History of the Profession. and;   James S. Ackerman, Origins, 
Imitation, Conventions: Representation in the Visual Arts  (Cambridge, Mass. ; London: MIT Press, 
2002). 
41 M. M. Bakhtin, The Dialogic Imagination: Four Essays, ed. M. Holquist, trans. Caryl Emerson 
(Austin: University of Texas Press, 1981). 
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strengthen their centres and simultaneously to establish, as Pierre 

Bourdieu maintains, self-reproducing internal social structures.42 

The principal questions of this thesis derive ultimately from noticing 

in 2003, whilst practicing outwards from my base discipline of 

architecture towards archaeology, that my drawing of a Neolithic 

stone tool appeared doubled. Using practices I had understood as 

belonging to architecture – my discipline – in drawing the stone tool I 

also found myself to be engaged in an ostensibly quite different 

discipline, a discipline which employed – strangely it seemed to me 

then – almost identical practices. That is, I felt that I was 

simultaneously drawing the artefact twice. This kind of “doubling,” 

described by Sigmund Freud in The Uncanny,43 and its interdisciplinary 

implications is explored at the end of the chapter. 

3. Undiscipline 

Having established in 2. Discipline that disciplinary resemblances 

between architecture and archaeology are most clearly expressed 

through image-making practices – drawings in particular – this chapter 

uses specific drawings and the role of drawing itself as keys to unlock 

those resemblances. In particular, drawing tools and techniques both 

generic and belonging to specific types of practitioner are employed to 

demonstrate interconnected disciplinary origin and subsequent 
                                                
42 Bourdieu, Outline of a Theory of Practice. 
43 Freud, "The 'Uncanny' (1919)." 

transgression. That drawing practices are constrained by tradition and 

by the tools and techniques employed by them is well understood.44 

This thesis also argues that many of these practices and associated 

tools are, or have been, strongly associated with particular disciplines. 

This chapter posits the existence of drawing practices and tools less 

strongly associated or, in some cases completely unassociated, with 

any putative parent discipline, but which might nevertheless be used 

meaningfully within those disciplines. A variety, therefore, of 

undisciplined45 drawing types and techniques are proposed and 

explored and, later, employed in the making of propositional 

reconstructions. 

4. Resemblance 

This thesis argues that the resemblance of homological proximity – 

that is the resemblance between disciplines of interconnected origin 

and development – enables a hitherto unavailable transdisciplinary 

(that is, in this thesis, transgressive movement between disciplines) 

and analogical method of interdisciplinary (the general condition of 

work between disciplines) practice. This chapter borrows the term 

                                                
44 See for example:   Robin Evans, The Projective Cast: Architecture and Its Three Geometries  
(Cambridge, Mass.: MIT Press, 1995).;   Eve Blau, Edward Kaufman, and Robin Evans, 
Architecture and Its Image: Four Centuries of Architectural Representation  (Montreal: Centre Canadien 
d'Architecture, 1989).;   Alberto Pérez-Gómez and Louise Pelletier, Architectural Representation 
and the Perspective Hinge  (Cambridge, Mass. ; London: MIT Press, 1997). and:   Frascari, 
"Models and Drawings: The Invisible Nature of Architecture ". 
45 See Glossary for the meaning of this term as used in this thesis. 
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homology from the biological and political sciences,46 adapting it to 

illuminate the relationship between architecture and archaeology. It 

posits that these resemblances are founded upon common suites of 

tools and techniques which, interrogated and sometimes modified, 

enable the trajectory of transgressive practice to occur. This 

transgression is “scandalous” and this term, and its appropriation in 

this thesis, are described in detail at the beginning of the chapter.47  

5. The Analogist 

This chapter unpicks the logical systems which, I argue, underpin the 

interdisciplinary practice outlined in chapter 1. Here are set out the 

construction, and the constituent parts, of Barbara Stafford’s 

“analogical universe.”48 This is disassembled and recast as scandalous 

space; a space for dissident architectures and archaeologies. The 

chapter further asks how practice navigating through the analogical, 

transgressive space between architecture and archaeology might be 

characterised; specifically what form of practice it might be possible to 

sustain within such a “site of encounter;”49 and crucially, what is to be 

gained by practising there. I argue here that the structure of 

                                                
46 Cuvier et al., The Animal Kingdom Arranged in Conformity with Its Organization ... With Additional 
Descriptions of All the Species Hitherto Named, and of Many Not before Noticed, by Edward Griffith ... 
And Others. and;   Williams, Marxism and Literature. and;   Bourdieu, Outline of a Theory of Practice. 
47 Lévi-Strauss, The Elementary Structures of Kinship. 
48 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 82. 
49 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 

scandalous space is provided by the abductive50 logical systems of 

Charles Sanders Peirce,51 Latour’s theory of propositions52 and Alfred 

Gell’s systems of agency.53 

6. London Stone Reconstructed 

This chapter describes my own visually analogical practice developed 

for working in the “sites of encounter” between architecture and 

archaeology and which is a key element in my practice-led design 

research. This practice takes the form of a series of reconstructions – 

bearing in mind always that these ‘reconstructions’ like ‘designs’ are 

both forms of propositional making – centered upon London Stone. 

The reconstructions are divided into the following types, the defining 

characteristics of all of which are described in detail in this chapter: 

Chronotopic, Choreographic, Instrumental and Chimaeric.54 

7. Chimaera: A Conclusion 

Drawing together the arguments developed in the preceding chapters 

this conclusion closes with a propositional reconstruction relating to 

London Stone described through interdisciplinary and undisciplinary 

drawings. These drawings use the tools and techniques developed 
                                                
50 See Glossary for the meaning of this term as used in this thesis. 
51 Peirce, Elements of Logic. 
52 Latour, Pandora's Hope : Essays on the Reality of Science Studies. 
"A Well-Articulated Primatology: Reflexions of a Fellow Traveller." 
53 Gell, Art and Agency: An Anthropological Theory. 
See Glossary for the meaning of this term as used in this thesis. 
54 See Glossary for the meanings of these terms as used in this thesis. 
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across the thesis, and in particular the new category of ‘conceptual 

disciplinary tool,’55 to realise a narrative engagement with place and its 

occupation, made available through transdisciplinary navigation in the 

space of the scandal. 

Epilogue – Villa Madama: Reconstruction as Design 

In responding to the rhetorical questions raised in the Prologue and in 

the light of the arguments set out in the intervening chapters, 

Raphael’s Villa Madama is revealed to be a site of experimental 

archaeology and architecture existing liminally between the two; a 

model for the types of interdisciplinary practice and scandalous 

artefact described throughout. 

Sites of Encounter 

Between each of chapters 1 to 6 are brief practice-based texts. Each is 

a description of a transdisciplinary exploration which I have 

undertaken, all but the first of which occurred during the period of 

this research. These interdisciplinary experiments at “sites of 

encounter” establish a kind of map of the territory between disciplines 

plotted along with other ‘sites’ not specifically addressed in this thesis 

but indicated in Fig.1:1. 

                                                
55 See Glossary for the meaning of this term as used in this thesis. 

DISCIPLINARITIES 

The disciplinary move from architecture towards archaeology is a 

moment of dramatic rupture. Rendell argues that working between 

disciplines demands that; 

we exchange what we know for what we do not know, and that we 
give up the safety of competence and specialism for the fears of 
inability and failure, the experience of interdisciplinary work 
produces a potentially destabilizing engagement with existing power 
structures, allowing the emergence of fragile forms of untested 
knowledge and uncertain understanding.56 

This mode of interdisciplinary work, while risky can simultaneously be 

a profoundly productive practice involving two or more disciplines. 

Art critic and historian, Hal Foster claims that, “to be interdisciplinary 

you need to be disciplinary first – to be grounded in one discipline, 

preferably two, to know the historicity of these discourses before you 

test them against each other.”57 This reads not unlike Donald 

Campbell’s 1969 appeal against the perceived problem of 

multidisciplinary training, he wrote that, “too often in discussions of 

interdisciplinary training one hears calls for breadth, for 

comprehensiveness. Too often we attempt the production of 

multidisciplinary scholars, professionals who have mastered two or 

                                                
56 Jane Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity 
and Transdisciplinarity," in Art Et Architecture, ed. Marie Ange Brayer (Orléans: Editions 
HYX, 2013 [forthcoming]), 
57 Coles and Defert, De-, Dis-, Ex-. Vol.2, Anxiety of Interdisciplinarity, 162. 
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more disciplines, rather than interdisciplinary specialists. 58 In this plea 

for the systematic adoption of interdisciplinary studies, Campbell 

emphasises the essential apartness of groups of disciplines and calls 

for practice in the “interdisciplinary gaps” between them.59 In terms of 

the nature and condition of the disciplinary clusters between which 

the new work was supposed to be done, Campbell’s approach lacks 

disciplinary specificity. Except that is, for the almost axiomatic 

position taken at this time, that the disciplinary clusters would be 

sciences.60 Instead, Campbell prefers a different model, referred to by 

him light-heartedly (though with serious intent) as the fish-scale 

model; a model where disciplines would form a contiguous, 

overlapping disciplinary skin. In fact, Campbell is at pains to point out 

that many of what were then considered to be discrete, monolithic 

disciplines, were in fact already “arbitrary composites;” anthropology, 

                                                
58 Donald T. Campbell, "Ethnocentrism of Disciplines and the Fish-Scale Model of 
Omniscience," in Interdisciplinary Relationships in the Social Sciences, ed. Muzafer Sherif and 
Carolyn W. Sherif (Somerset, N.J.: Aldine Transaction ; London : Eurospan [distributor], 
2009), 6. 
A thorough and more contemporary account of interdisciplinarity in and amongst science 
disciplines can be found in;   Andrew Barry and Georgina Born, "Interdisciplinarity: 
Reconfigurations of the Social and Natural Sciences," in Interdisciplinarity: Reconfigurations of the 
Social and Natural Sciences, ed. Andrew Barry and Georgina Born (London; New York, NY: 
Routledge, 2013). 
59 Campbell, "Ethnocentrism of Disciplines and the Fish-Scale Model of Omniscience," 329. 
60 A problem not entirely solved even today; the first chapter of The Oxford Handbook of 
Interdisciplinarity. A Short History of Knowledge Formations, deals almost exclusively with hard 
and social sciences. See; Robert Frodeman, The Oxford Handbook of Interdisciplinarity  (Oxford: 
Oxford University Press, 2010). 

sociology, psychology, geography, political science and economics are 

all described, somewhat facetiously, as a “hodgepodge.”61 

Specific work on interdisciplinarity within design practice was not 

systematically attempted until Craig Bremner and Paul Rodgers Design 

Without Discipline in 2013,62 although that analysis was itself built upon 

the work of John Chris Jones in 199263 and of Nigel Cross in 2006.64 

Campbell’s study predates the seminal first international conference 

on interdisciplinarity held at the University of Nice in 1970,65 so lacks 

what has become the, more or less, conventionalised terminology for 

such work. Nevertheless Campbell understands interdisciplinary work 

as an overlapping form of practice, where individual disciplines remain 

uncontaminated by one another. This model persisted into and 

beyond the accounts of interdisciplinarity of Julie Thompson Klein,66 

and Alex Coles and Alexia Defert,67 all of which describe the tension 

implied in any interdisciplinary system, but not the demand for 

movement. Nor do they describe what kinds of practice, or between 

                                                
61 Campbell, "Ethnocentrism of Disciplines and the Fish-Scale Model of Omniscience," 8. 
62 Bremner and Rodgers, "Design without Discipline." 
63 John Chris Jones, Design Methods, 2nd ed. ed. (Van Nost. Reinhold, 1992). 
64 Nigel Cross, Designerly Ways of Knowing  (London: Springer, 2006). 
65 Michael M. Crow and William B. Dabars, Designing the New American University  (Baltimore: 
Johns Hopkins University Press, 2015), 197. 
66 J. T. Klein, "A Conceptual Vocabulary of Interdisciplinary Science," in Practising 
Interdisciplinarity, ed. Peter Ed Weingart and Nico Ed Stehr (University of Toronto Press, 
2000). 
67 Alex Coles and Defert, De-, Dis-, Ex-. Vol.2, Anxiety of Interdisciplinarity. 



RECONSTRUCTION 
 

 43 

which disciplines, these kinds of interdisciplinarity might occur. I 

argue that although it may be possible to do interdisciplinary work at 

the intersection of any two or more disciplines, this is not the case for 

scandalous work. In scandalous space, there is no boundary overlap 

(there is, as I will go on to argue, no such thing as disciplinary 

boundaries), because overlap implies groundedness not only in ones 

own discipline but also in the ‘other’ discipline which any would-be 

interdisciplinary practitioner may not in fact have. Indeed, 

groundedness in one discipline, the practitioner’s base discipline, but 

not the ‘other’ is essential because, using Lévi-Strauss’s definition of 

scandal,68 the hybrid practice must allow itself to be governed by the 

contingent rules of the base discipline; the architect practising 

scandalously, necessarily remains an architect. 

Other critics have argued for a utopian site of interdisciplinary 

production – a site free from the hegemonic influences of normative 

disciplinarities. Elizabeth Grosz argues for just such a space; outside 

of both her discipline of philosophy and of the strictures of 

architecture, the discipline with which she would work; 

To explore architecture philosophically would entail submitting 
architectural design, construction, and theory to the requirements 
and exigencies of philosophical discourse, the rigor of philosophical 
argument, and the abstraction of philosophical speculation. And to 
examine philosophy architecturally would require using 

                                                
68 Lévi-Strauss, The Elementary Structures of Kinship. 

philosophical concepts and propositions, wrenched from their own 
theoretical context and transformed, perhaps mutilated, for 
architectural purposes. In either case, one discipline would submit 
the other to its internal needs and constraints, reducing it to its 
subordinated other.69 

I would argue that this “submission” is both inevitable and to be 

welcomed. If we accept Foster’s claim that a pre-figuring disciplinary 

“groundedness” is necessary for interdisciplinary practice, then 

disciplinary hierarchy is unavoidable. But this submission is not 

orientated the way that Grosz thinks it is, nor is it an ungenerous 

relationship; this thesis describes the transdisciplinary movement away 

from architecture by an architect (me) and, at times, that architect’s 

necessary submission to archaeology. In Latour’s terms this is an offer70 

made by architecture to archaeology and a greater offer made by 

archaeology to architecture; I might offer the results of my practice at 

an archaeological conference where “grounded” practitioners of 

archaeology might offer their, usually frank, views. The revised 

trajectory of this, now interdisciplinary, work may again be offered 

back to archaeology. 

Grosz’s answer to the problem of hierarchy is to posit the existence of 

a “third space” which she terms “the outside,” a space which is 

external to the disciplines in question; 

                                                
69 Elizabeth Grosz, Architecture from the Outside : Essays on Virtual and Real Space  (Cambridge, 
Mass. ; [Great Britain]: MIT Press, 2001), xvi. 
70 See Glossary for the meaning of this term as used in this thesis. 
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Outside each of the disciplines in their most privileged and accepted 
forms, outside the doxa and received conceptions, where they 
become experiment and innovation more than good sense with 
guaranteed outcomes, we will find the most perilous, experimental, 
and risky of texts and practices.71 

In this thesis Grosz’s “third space” cannot exist; there is no “outside” 

to a discipline. The diagram in Fig. 1:1 represents the transdisciplinary 

movements I have made from the strong “privileged” centre of 

architecture – from its professionalised heart – towards the somewhat 

less strong, somewhat less privileged (because that discipline is 

younger, less professionalised) discipline of archaeology. There are no 

boundaries per se around these – or any – disciplines, only ever-

weakening ripples as the influence of particular disciplines recede 

infinitely across the space beyond their centres. 

The concerns of literary critic, Marjorie Garber, for the 

interdisciplinary relationships between the sciences and the humanities 

make it clear that not all such juxtapositions are productive, and some 

may even be harmful. She writes; 

It is possible to go from a career in science to one in the arts. 
Scientists like Stephen Jay Gould, Richard Dawkins, and Stephen 
Hawking may well be regarded as a new genre of professional 
amateurs or “public intellectuals.” But can one go in the other 
direction? I’d say the jury is still out.72 

                                                
71 Grosz, Architecture from the Outside : Essays on Virtual and Real Space, xvi. 
72 Garber, Academic Instincts, 30. 

Foster’s “testing” ground, therefore, is a very specific kind of arena 

available only to certain pre-defined participants. For Julia Kristeva, 

this is a “site of encounter.”73 Rendell describes it as a place “where 

individuals operate at the edge of, and between, disciplines,” 

emphasising the “transformational experience” of this kind of practice 

and crucially, in situating interdisciplinarity within critical theory, she 

describes, in relation to the Hegelian dialectic, its “movement.” 74 

Kristeva’s interdisciplinary site of encounter is not simply a place of 

static proximity, rather, an “encounter” demands the kind of critical 

movement which Rendell describes and ascribes to the different 

category of the transdisciplinary. Rendell writes, “if interdisciplinarity is 

concerned with working in a place between disciplines in order to 

question their edges and borders, transdisciplinarity is often described 

as a horizontal movement, concerned with moving across disciplines, 

transversally.”75 It is worth noting that Rendell’s understanding of the 

transdisciplinary is very different from that defined by Bremner and 

Rodgers and by Grosz for whom it means working across two or 

more disciplines with no ‘base’ discipline as such, “an understanding is 

demonstrated of at least two disciplinary competencies, neither of 

                                                
73 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
74 Jane Rendell, "From Architectural History to Spatial Writing," in Rethinking Architectural 
Historiography, ed. Dana Arnold, Elvan Altan Ergut, and Belgin Turan Özkaya (London: 
Routledge, 2006), 135-37. 
75 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity.", p. unknown.. 
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which is primary.”76 This thesis, because of the implicit ‘movement’ of 

the transdisciplinary, uses Rendell’s definition. 

So when Coles and Defert, for example, refer to disciplinary 

“trajectories,”77 and Klein emphasises its latent “productive” 

movement, writing that, “the relationship between disciplinarity and 

interdisciplinarity is not a paradox but a productive tension 

characterized by complexity and hybridity”78 they are still referring to a 

kind of static interdisciplinarity where the move to that state of 

interdisciplinarity is somewhat taken for granted. But it is movement 

that provides the energy, or speed, to make trans, and thus 

interdisciplinary work. This movement and the speed required to make 

it is for Gilles Deleuze and Felix Guattari embodied in the figure of 

the “nomad” escaping the “state apparatus” as, “a movement [that] 

may be very fast, but that does not give it speed; a speed may be very 

slow, or even immobile, yet it is still speed. Movement is extensive; 

speed is intensive.”79 It is this paradoxical “immobile” “speed” which 

enables one, I argue, to lay down the pen or pencil in architecture and 

pick it up again a moment later in archaeology, never having left 

architecture. For Kristeva, this movement is one made in tandem 
                                                
76 Bremner and Rodgers, "Design without Discipline," 11. 
77 Alex Coles and Alexia Defert, "Introduction," in De-, Dis-, Ex-. Vol.2, Anxiety of 
Interdisciplinarity, ed. Alex Coles and Alexia Defert (London: BACKless Books in association 
with Black Dog Publishing, 1998), i. 
78 Klein, "A Conceptual Vocabulary of Interdisciplinary Science," 7. 
79 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 381. 

between simultaneously practiced disciplines and involves, “the clear 

necessity to work disciplines differently but in parallel.”80 

Following Guattari’s identification of “transversality” as a means for 

bypassing group hierarchies Rendell identifies this as a 

transdisciplinary movement at right-angles to disciplinary hierarchy; a 

confluence of forces which Kristeva describes simply as a “diagonal 

axis.”81 Guattari describes these kinds of indirect movement as; 

opposed to: (a) verticality, as described in the organogramme of a 
pyramidal structure (leaders, assistants etc.); (b) horizontality, [...] a 
state of affairs in which things and people fit in as best they can with 
the situation in which they find themselves.82 

For Rendell this develops into the less geometrically prescriptive, 

more tactile notion, of the “cut on the bias.”83 The slip into 

terminology normally reserved for dressmaking implies a material 

manifestation of transdisciplinary forces – something to manipulate or 

that is available to make with. Again, Fig. 1:1 describes the zigzag of 

the tack across disciplinary ripples made during and at the sites of 

encounter to be described in detail across the Sites of Encounter texts. 

                                                
80 Julia Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
81 Ibid., 6. 
82 Felix Guattari, "Transversality," in Molecular Revolution: Psychiatry and Politics, ed. Felix 
Guattari (Harmondsworth: Penguin, 1984), 17. 
83 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity.", p. unknown. 
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I would argue that the transdisciplinary move into an interdisciplinary 

mode of practice always begins with a transgression; a transverse 

movement outward from a practice situated entirely within a 

practitioner’s own “grounded” discipline and which explores beyond 

itself, tacking against the stratified flow of disciplinary hierarchies – 

the ripples of disciplinary influence – towards and through another, or 

many other, disciplines.  

These sites of encounter and the transdisciplinary navigation across 

them share striking similarities to Sarah Dillon’s palimpsestuous84 

bodies. Dillon distinguishes between two types of analytical reading 

based on the palimpsest. A “palimpsestic” reading involves first 

separating the different layers of the palimpsest, an act which she says, 

“unravel[s] and destroy[s] the palimpsest.”85 A “palimpsestuous” 

reading, on the other hand, preserves the structure of the palimpsest 

and, “seeks to trace the incestuous and encrypted texts that constitute 

the palimpsest’s fabric. Since those texts bear no necessary relation to 

each other, palimpsestuous reading is an inventive process of creating 

relations where there may, or should, be none; hence the 

appropriateness of its epithet’s phonetic similarity to the incestuous.”86 

A palimpsestuous reading requires making sense of a tangle of 

                                                
84 See Glossary for the meaning of this term as used in this thesis. 
85 Dillon, "Reinscribing De Quincey's Palimpsest: The Significance of the Palimpsest in 
Contemporary Literary and Cultural Studies," 254. 
86 Ibid. 

patterns in motion, and the analysis of contemporary culture is best 

accomplished by reading palimpsestuously; that is, by looking for and 

considering invented and imposed social relations that are otherwise 

hidden – that remain beneath the surface of the cultural text. 

For Dillon, palimpsests “embody and provoke interdisciplinary 

encounter [...] admit[ing] all those terrains that write upon it to its 

body.” Upon this body, “disciplines encounter each other [...] and 

their relationality becomes defined by its logic,” engaging in a 

“productive violence of [...] involvement, entanglement, interruption 

and inhabitation of disciplines in and on each other.”87 This type of 

“inventive,” creative reading; “the movement of elucidation,”88 occurs 

upon the body of the palimpsest. In this thesis the act of tacking 

across these layers is an analogical, transdisciplinary move, and the 

“body” of the palimpsest, is a “site of encounter.” 89 The space of this 

tacking movement is scandalous space and its navigation requires 

analogical techniques; techniques described in subsequent chapters. 

Scandalous space allows something of Masaomi Kobayashi’s 

definition of interdisciplinarity where he says that an interdisciplinary 

practitioner, “need[s] to be continuously situated in an in-between 

                                                
87 The Palimpsest: Literature, Criticism, Theory  (London: Continuum, 2007), 2. 
88 Kristeva, "Institutional Interdisciplinarity in Theory and in Practice: An Interview," 5. 
89 Ibid. 
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space, where they are conscious of both similarities and differences.”90 

While a helpful expansion of Foster’s pre-disposing, disciplinary 

groundedness, this ignores the sense of direction implicit in Klein and 

Kristeva’s accounts of interdisciplinarity, and made explicit in 

Rendell’s account of transdisciplinarity. In addition, Kobayashi 

neglects the additional element of speed (or rather slowness) crucial to 

the formation of scandalous space. I argue that these slow, transverse, 

tacking actions are essential for achieving a kind of disciplinary escape 

velocity from disciplines and then for navigating through them 

towards others. 

What kinds of discipline then are available, or susceptible, to these 

transgressive movements? Elsewhere I have argued that relevant 

disciplines must at some level be homologues of one another, a 

relationship that guarantees the necessary disciplinary proximity.91 The 

maintenance of “gaps” between disciplines or clusters of disciplines, 

of the kind lamented by Campbell, is in this account, essential for the 

particularity of scandalous space, practice throughout which is both 

within and without the relevant disciplines. Mark Cousins has referred 

to the particular permeability of architecture to the practices of other 

                                                
90 Masaomi Kobayashi, "The Pursuit of Interdisciplinarities: A Critique of Cultural Studies," in 
University of the Ryukyus Repository (University of the Ryukyus, 2006). 
91 Alessandro Zambelli International Journal of the Arts in Society, Volume 5, Issue 6, pp.163-174 

disciplines as constituting a “weak discipline.” 92 I would argue that 

there is a spectrum of permeabilities but that permeability does not in 

itself, or necessarily, constitute a homological proximity. 

The space, then, between homologically related disciplines is a space of 

potential scandal, and the act of transgression towards another 

discipline with which it shares homological traits, breaks free from 

disciplinary centres and triggers that scandal. Coles and Defert writing 

about interdisciplinary practice in general, emphasise this potentiality 

as a type of ambiguity, “it is only by maintaining the degree of 

uncertainty that interdisciplinary work bears – while simultaneously 

producing critiques of earlier sites of interdisciplinary practice – that 

new sites can be progressively opened up.”93 

So this thesis proposes that between the disciplines of propositional 

making to be described in detail in 2. Discipline – that is, between 

architecture and archaeology in particular – lies a potential, 

interdisciplinary and scandalous space of production sketched out by 

Stafford in Visual Analogy as an “analogical universe,”94 and triggered 

by particular transgressive practices. This thesis attempts to unravel, 

account for and then use that analogical universe through the 

                                                
92 Mark Cousins, "Building an Architect," in Occupying Architecture : Between the Architect and the 
User, ed. Jonathan Hill (London: Routledge, 1998). 
93 Alex Coles and Defert, "Introduction," iii. 
94 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 82. 
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transgressive, transdisciplinary, practice of architecture towards 

archaeology. 

So what is it in archaeology that allows this type of productive 

interdisciplinary incursion from architecture? Archaeologist Michael 

Shanks has been speculating about the relationship of archaeology to 

design and craft since the early 1990s and his work provides one way 

of responding to this question. Shanks writes of his own discipline; 

We also intend to sketch an archaeology which is not a passive 
reflection or representation of the things it unearths, but actively 
reconstructs the past, that is, constructs pasts anew. In this we stress 
that archaeology is a constructive project, a part of the present as 
well as of the past.”95 

This view of the “project” of archaeology made through the simple 

expedient of removing the “re” to give “construction” shifts emphasis 

from the past in to the present. Indeed, in Shanks’s view archaeology 

is not at all past-centered. For him, past-centered archaeology 

occludes its proper task; the production of the past in the present. 

Shanks argues, “to reproduce the past ‘as it was,’ to relive the past as a 

reflection, is to produce an image which hides the observing 

present.”96 Earlier I introduced the idea that ostensibly past-facing 

archaeology and future-facing architecture were both propositional 

practices. Later I will outline the importance of and the differences 
                                                
95 Shanks and Tilley, Re-Constructing Archaeology: Theory and Practice, xvii-xviii. 
96 Ibid., 16. 

between those drawings made in the name of a particular 

‘directionality’ of a particular ‘parent’ discipline and those made 

deliberately, or unknowingly, between disciplinary centres. 

Elsewhere Shanks further situates archaeology as a productive, and 

not simply reproductive practice, explaining that, “archaeologists are in 

the business of designing contemporary culture.”97 Here he casts 

archaeology as a significant player in the making of the present, a form 

of social and cultural production not divorced from the physical act of 

its making and writes, “the experience of archaeology is not irrelevant 

and it is essential to consider those who experience the production of 

the past. Archaeology is not a neutral instrument for exploring the 

past but its theatre.”98 In this productive, physical theatre, the players 

may use a series of props, “archaeologists take what’s materially left of 

the past and work on it intellectually and physically to produce 

knowledge through reports, papers, books, museum displays, TV 

programs, whatever.”99 Shanks is clear that it is the accumulation and 

assembly of these fragmentary artefacts which enables the 

archaeologist to construct a propositional narrative enacted in the 

present, or as Henrietta Moore explains, “this determination of origins 

by ends necessarily means that the past is constructed or reconstructed 

                                                
97 accessed 26.04.10. 
98 Shanks and Tilley, Re-Constructing Archaeology: Theory and Practice, 24. 
99 Michael Shanks and Randall H. McGuire, "The Craft of Archaeology," American Antiquity 
61, no. 1 (1996): 76. 
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in terms of the present. Our creative representations of the past are 

shaped not by what we know to be true of the past, but by what we 

believe to be true of the present.”100 This is, I would argue, as apposite 

a description of architecture as it is of archaeology. Shanks further 

acknowledges the reflexive influence that those props have exerted on 

the early practice of archaeology and writes of, “the place of scientific 

instruments in the work of the antiquarian, such as spade and quill, 

compass and rule. How did such instruments bring about the 

standardization of antiquarian research?”101 This involuted interplay of 

past and present, through its instruments and media is enacted 

through the “theatre” of archaeology. Mike Pearson and Shanks write; 

For me, it begins with a technical drawing [...]   

It is of the Black Gate, part of the new castle of Newcastle upon 
Tyne, in the north of England, ‘newly’ built from 1280. I had 
completed in 1980 a new survey of the well-preserved remains of 
this many-times altered building [...]. I was accurate, no more than a 
centimetre lost over fifty metres. Or so I thought, until I realised 
that the drafting paper I was using was highly susceptible to stretch 
and shrink in the damp January weather and by my gas fire in the 
garage, used as office, under the railway arches.102 

This fetishisation of the media and techniques of one’s own discipline 

– the “props” which make its performance possible – will be familiar 

                                                
100 Moore, "The Problems of Origins: Poststructuralism and Beyond," 51. 
101 Michael Shanks, "Anglo-American-Antiquarians,"  http://stanford.io/XVdr11. accessed 
09.06.12. 
102 Mike Pearson and Michael Shanks, Theatre/Archaeology  (London: Routledge, 2001), 3. 

to those who work closely with and rely upon such objects, and these 

objects in particular (drafting paper and its behaviour) will be familiar 

not only to archaeologists like Shanks, but to many architects as well. 

The skills described in Shanks’s situated tale of paper and moisture are 

craft skills and describe a craft mentality. For Richard Sennett that is 

simply, “the skill of making things well,”103 Shanks’s “stretch and 

shrink” aligning with my own memories of adjusting the draughting-

taped corners of tracing paper – physically pushing the paper with my 

arms to re-stretch it after it had sagged a little overnight – fitting well 

with Sennett’s assertion that, “all skills, even the most abstract, begin 

as bodily practices.”104 These are immediate acts of making; “intimate 

connection[s] between hand an head.”105 

At times, for Shanks – and others106 – archaeology is a craft-based 

discipline. At other times this elides with his reading of design 

practices. He argues, for example, that the, “work of archaeology can 

and should be modeled as craft and design.”107 I would want to more 

definitively differentiate between craft and design; not to drive a 

wedge between them but to provide an account of their relationship 

                                                
103 Richard Sennett, The Craftsman  (London: Allen Lane, 2008), 8. 
104 Ibid., 10. 
105 Ibid., 9. 
106 See for example;   Sara Perry, "Crafting Knowledge with (Digital) Visual Media in 
Archaeology," in Material Evidence: Learning from Archaeological Practice, ed. Robert Chapman and 
Alison Wylie (Abingdon and New York: Routledge, 2015). 
107 http://documents.stanford.edu/michaelshanks/Home, accessed 03.01.11. 
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to one another. Sennett suggests that craftsmanship may be summed 

up as, “the intimate relations between problem solving and problem 

finding, technique and expression, play and work,”108 a definition 

which begins to overlap somewhat with definitions of design which 

we will come to below. For craft, the view of Jonathan Bean and 

Daniela Rosner seems more persuasive to me; 

Perhaps craft is best thought of as a verb that represents the 
material translation of the work of design. As such, we may question 
the call for design to transform itself into some sort of supra-
discipline intended to coordinate, corral, and control the work and 
craft of others109 

For them design-based disciplines should, “include the mastery of a 

craft in the execution of design.”110 

Craft can be speculative, of course, but I would argue that this is a 

very limited form of immediate, inquisitive engagement with material; 

Sennett’s, “problem solving and problem finding.” In any case the 

corollary of this, the role that Shanks proposes for craft in 

archaeology, is rightly beyond the capabilities of design practice alone. 

Shanks and Randall H. McGuire write, “we suggest that the notion of 

craft that developed in the Arts and Crafts movement mends those 

                                                
108 Sennett, The Craftsman, 287. 
109 Jonathan Bean and Daniela Rosner, "Old Hat: Craft Versus Design?," ACM 
Interactions January-February(2012): 86. 
110 Ibid. 

rips in modern archaeology: reason from execution, theory from 

practice.”111 A worthy role indeed for craftsmanship, unavailable to 

design. 

Design has an altogether different role in archaeological practice and 

clues to this nascent, hidden, speculative mode of production are 

present in Shanks’s archaeological practice. Shanks and Christopher 

Tilley explain that, “for the subjective idealism of scientistic 

archaeology we substitute a view of the discipline as an 

hermeneutically informed dialectical science of past and present 

unremittingly embracing and attempting to understand the polyvalent 

qualities of the socially constructed world of the past and the world in 

which we live.”112 What then is it about design which means that it can 

be meaningfully said that some archaeological practices are forms of 

it? Or, put another way, why is design, just like reconstruction as 

practiced by archaeologists, a form of propositional making? 

To answer this question a brief review of some recent thinking about 

the nature and aims of design will serve to set the scene for the 

inclusion of reconstruction under its rubric. Alain Findeli, writing in 

1995, succinctly summed up the dangers and difficulties of this 

enterprise; 

                                                
111 Shanks and McGuire, "The Craft of Archaeology," 77-78. 
112 Michael Shanks and Tilley, Re-Constructing Archaeology: Theory and Practice, 243. 
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Anybody who has been confronted with design education would 
readily admit that proposing a satisfactory definition of design is a 
rather risky, if not impossible, enterprise. Its definition indeed 
depends on whether design is considered to be an idea, a 
knowledge, a project, a process, a product, or even a way-of-
being.113 

Kees Dorst and Judith Dijkhuis also writing in 1995 saw design as 

already having been carved up between two competing paradigms 

which they defined as “rational problem solving”114 and, following the 

terminology of its progenitor Donald Schön, “reflection in action.”115 

This dual paradigm of the historiography of design is given some 

detail in their diagram reproduced in Fig. 1:4 below.116 

The rational problem solving paradigm exemplified by Christopher 

Alexander in 1964117 was extend by Herbert Simon in 1996118 to 

include the practices of designers themselves and not simply their 

products. The reflection in action paradigm which replaced it; the 

notion of the designer thinking through doing, having a “reflective 

conversation with the situation,”119 is still current and sometimes 

                                                
113 Alain Findeli, "Moholy-Nagy's Design Pedagogy in Chicago (1937-1946)," in The Idea of 
Design, ed. Victor Margolin and Richard Buchanan (Cambridge, Mass ; London: MIT Press, 
1995), 29. 
114 Dorst and Dijkhuis, "Comparing Paradigms for Describing Design Activity," 261-62. 
115 Schön, The Reflective Practitioner: How Professionals Think in Action, ix. 
116 Dorst and Dijkhuis, "Comparing Paradigms for Describing Design Activity," 263. 
117 Christopher Alexander, Notes on the Synthesis of Form  (Cambridge, Mass.: Harvard 
University Press, 1964). 
118 Herbert A. Simon, The Sciences of the Artificial, 3rd ed. (Cambridge, Mass.: MIT Press, 1996). 
119 Schön, The Reflective Practitioner: How Professionals Think in Action, 93. 

modified to emphasise thinking through drawing. In 1999 Ranulph 

Glanville proposed his own version of reflection in action calling it 

“design as a conversation.”120 

 

Fig. 1:4 Kees Dorst and Judith Dijkhuis, “Comparing Paradigms for Describing 
Design Activity,” Design Studies 16, no. 2 (1995). 263 

A long-time adversary of the rational problem-solving paradigm and 

its implications not only for the products of design but also for its use 

as a mode of research he remembers that, “when design research 

began, say in the 1960s, the eventual success of science was 

assumed.”121 Glanville has a radically inverted view of the hierarchies 

                                                
120 Ranulph Glanville, "Researching Design and Designing Research," Design Issues 15, no. 2 
(1999): 88. 
121 Ibid., 80. 

this image omitted for copyright reasons 
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implied by this scientific paradigm, “my intention has been to show 

that (scientific) research, as it is and must be practiced, is properly 

considered a branch of design: (scientific) research is a subset of 

design, not the other way round.”122 Glanville proposes an extreme 

form of “reflection in action,” and describes its particular reflexivity; 

Central to the act of design is circularity. Here, in my view, creativity 
enters [...]. Other aspects (e.g. solving a stated problem), although 
often understood as crucial, are not, I maintain, central to the study 
of the design act, no matter how important. Problem solving is its 
own discipline.123  

A move which additionally dismisses “problem solving” as marginal to 

the process. 

Various authors have further broken down design methodologies into 

a series of not necessarily mutually exclusive categories. Jones in 1992 

listed the following as either aims or methods of design; “goal-

directed,” “imaginative jump,” “conditioning,” “optimum solution,” 

“decision making,” “simulation,” “creative activity,” “give 

satisfaction” and “complicated act of faith.”124 To these we might add, 

for the “rational problem solving” paradigm; scientistic (science-like) 

                                                
122 Ibid., 89. 
123 Ibid., 88. 
124 Jones, Design Methods, 3-4. 

methods125 and for the “reflection in action” paradigm; reflexivity or 

sometimes reflection or circularity.126 From all of these categories 

another paradigm also begins to emerge – that of novelty.127 Neither is 

it clear that these categories necessarily cleave to either of the two 

(perhaps three) overarching design paradigms. Others have proposed 

alternative models in an effort to be yet more completist and to bring 

design outside of its normal disciplinary associations – Richard 

Buchanan proposes four models; 

The first of these areas is the design of symbolic and visual 
communications. [...] 
The second area is the design of material objects. [...] 
The third area is the design of activities and organized services, [...] 
The fourth area is the design of complex systems or environments for living, 
working, playing, and learning.”128  

Buchanan agreed with Horst Rittel and Melvin Webber129 that the 

problems, as he saw them, of these design categories were, “wicked 

problems.” That is; 

                                                
125 See; Alexander, Notes on the Synthesis of Form.;   L. B. Archer, Systematic Method for Designers  
(Council of Industrial Design, 1965).;   Simon, The Sciences of the Artificial. and;   Jane Anderson, 
Basics Architecture 03: Architectural Design  (Lausanne ; Worthing: AVA Academia, 2011). 
126 See; Schön, The Reflective Practitioner: How Professionals Think in Action.;   Glanville, 
"Researching Design and Designing Research." and;   Bryan Lawson, How Designers Think : The 
Design Process Demystified, 4th ed. ed. (Amsterdam ; London: Architectural, 2006). 
127 See; J. Reswick, Prospectus for an Engineering Design Center  (Cleveland: Case Institute of 
Technology, 1965).;   Lionel March, The Architecture of Form  (Cambridge: Cambridge 
University Press, 1976).and; Cross, Designerly Ways of Knowing. 
128 Richard Buchanan, "Wicked Problems in Design Thinking," in The Idea of Design, ed. Victor 
Margolin and Richard Buchanan (Cambridge, Mass ; London: MIT Press, 1995), 7. 
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a class of social system problems which are ill-formulated, where the 
information is confusing, where there are many clients and decision 
makers with conflicting values, and where the ramifications in the 
whole system are thoroughly confusing.”130 

The danger inherent in reflexive, and reflection-in-action, approaches 

is their emphasis on the individual. The notion of the lone creative 

genius is a venerable trope and authors of popular contemporary 

design ‘manuals’ are still moved to write, for example, “ultimately, the 

moment of design springs from the individual imagination”131 an 

unhelpful, in my view, obfuscating quasi-mystical and regretfully 

common formulation. Currently there is a hybrid understanding of 

design, a combination of the worst aspects of both paradigms; on the 

one hand a scientistic belief in “problem solving” which is still, as we 

have seen, influential, whilst on the other hand a populist belief in the 

necessary addition of creative genius to solve design problems also 

pertains. 

Much debate has centered on whether design is a discipline in its own 

right, sits entirely outside of disciplinary association, or is a practice 

wholly tied to and inseparable from whichever discipline happens to 

be employing it; architecture, graphic design, fashion or, in this thesis, 

                                                                                                           
129 The term was used originally in a social policy planning context: Horst W J. Rittel and 
Melvin M. Webber, "Dilemmas in a General Theory of Planning," Policy Sciences 4, no. 2 
(1973). 
130 Buchanan, "Wicked Problems in Design Thinking," 14. 
131 Anderson, Basics Architecture 03: Architectural Design, 35. 

archaeology. Bremner and Rodgers have described, “design’s crisis as 

it wrangles with its disciplinary boundaries.”132 The locus of blame for 

this crisis is clear to them; 

For design to find itself without discipline has been precipitated by 
the prescriptive manner of the digital’s total disrespect for the 
disciplines; [...] this disregard has resulted in the dissolution of the 
disciplines. Coupled with design’s poor historiography, we argue 
that design now finds itself in a position of not knowing what to 
project.133 

the boundaries of the historic disciplines of design have been 
superseded by a boundless space/time we call ‘alterplinarity.’ The 
crises of professionalism in design, global financialization, and the 
rapid adoption of digital technologies have all modified the models 
of design thought and action.134 

This crisis, here blamed squarely upon the digital, is founded upon a 

category mistake. In this thesis design is not in itself regarded as a 

discipline, instead it is much more like an instance of Bourdieu’s 

habitus, a “generative principle of regulated improvisations,”135 

something at once more particular than a discipline – serially utilising 

sets of individual practices – but where these practices may belong to 

different disciplines. It is for this state of disciplinelessness that 

                                                
132 Bremner and Rodgers, "Design without Discipline," 5. 
133 Ibid., 9. 
134 Ibid., 12-13. 
135 Bourdieu, Outline of a Theory of Practice, 78. 
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Bremner and Rodgers use the term “undisciplinarity”136 – a term used 

somewhat differently elsewhere in this thesis. 

In architecture, as this thesis argues, “the tolerance of multiple 

solutions [...] seems to contrast greatly with other disciplines.”137 In 

general this state of “tolerance” has not been the case within 

archaeology, at least not until the advent of postprocessualism;138 in 

the work of Ian Hodder and many others at Çatalhöyük for example 

(and already mentioned above) – a major archaeological project 

overtly employing reflexive processes and encouraging multiple 

interpretations. 

Archaeology is not part of Bryan Lawson’s hierarchy of core design 

disciplines – those whose design practices are defined by their 

“tolerance” – however, his list of those which are is predictable; 

Many forms of design then, deal with both precise and vague ideas, 
call for systematic and chaotic thinking, need both imaginative 
thought and mechanical calculation. However, a group of design 
fields seem to lie near the middle of the spectrum of design activity. 
The three-dimensional and environmental design fields of 
architecture, interior design, product and industrial design, urban 

                                                
136 Bremner and Rodgers, "Design without Discipline," 9. 
137 Anderson, Basics Architecture 03: Architectural Design, 36. 
138 Post-processualism: “based on the notions that culture must be understood as sets of 
symbols that evoke meanings, and that these meanings vary depending on the particular 
contexts of use and the specific histories of both artifacts and the people who use them”   
Paul G. Bahn, The Penguin Archaeology Guide, Rev., expanded and updated ed. (London: 
Penguin, 2001), 365. 

and landscape design, all require the designer to produce beautiful 
and also practically useful and well functioning end products.139 

But over twenty years earlier Schön had already identified a shifting of 

these comfortable disciplinary “centres” warning that, “architecture, 

once the mother profession, now occupies a somewhat ambiguous 

position within the larger family.”140 

This shift in thinking about design, from emphasising positivistic 

processes to reflexive circularity, is mirrored in archaeology in the shift 

from the scientific foundations of processual archaeologies of Lewis 

Binford, Philip Phillips and Colin Renfrew in 1950s, 1960s and 1970s 

to the reflexive, postprocessualisms of Hodder, Daniel Miller and 

Tilley. Shanks in particular describes archaeological processes thus; 

a key archaeological concept of assemblage in connecting the 
understanding of design with a methodology that traces connections 
through fields of relations, as well as scrutinizes the features and 
qualities of an artifact.141 

He manages to identify what is similar in archaeology to other design 

disciplines (although, as we have seen, it is not clear that he thinks of 

archaeology as being one – only that design thinking is or would be 

useful, even essential, for it) and what is different and so unique to it; 

                                                
139 Lawson, How Designers Think : The Design Process Demystified, 4. 
140 Schön, The Reflective Practitioner: How Professionals Think in Action, 76. 
141 Michael Shanks, "Michael Shanks: Nine Archaeological Theses on Design,"  
http://documents.stanford.edu/michaelshanks/260. 
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design always attends to the past, has to, whether this is expressed in 
styling or not. The simple reason is that every design act has to take 
account of the current environment that determines design choices 
– the constraints of viability, feasibility, people’s expectations. This 
environment is, of course, an inherited one, the result of decisions 
and processes that may reach back thousands of years (as do urban 
infrastructures).142 

Curiously missing from many of these discussions about design 

methodology is any analysis of how design is actually made – an 

analysis reserved for a different literature altogether, “nobody 

mentions drawing, the one common action of designers of all 

kinds”143 as Jones felt compelled to exclaim. Cross states the centrality 

to design of drawing very simply, if quite normatively; 

The designer’s aim, therefore, is the communication of a specific 
design proposal. Usually, this is in the form of a drawing or 
drawings, giving both an overview of the artefact and particular 
details. Even the most imaginative design proposals must usually be 
communicated in rather prosaic working drawings, lists of parts, and 
so on.144 

Drawings [...] feature heavily in [the] generative phase of the design 
process, although at the earliest stages they will be just the designer’s 
‘thinking with a pencil’ and perhaps comprehensible only to him or 
her.145 

                                                
142 to Michael Shanks: all things archaeological, 2 july, 2014. 
143 Jones, Design Methods, 4. 
144 Cross, Designerly Ways of Knowing, 33. 
145 Ibid., 34. 

Both Schön and Glanville emphasise the extensive nature of drawing 

– that drawing is not simply the use of drawing instruments to make 

drawing products, but an extension of the designer themselves. Schön 

talks of “having a conversation” with a drawing, whilst Glanville 

characterises “design as a conversation, usually held via a medium 

such a paper and pencil, with an other (either an ‘actual’ other or 

oneself acting as an other) as the conversational partner. The word 

‘conversation’ is used in a recognizable and everyday manner.”146 But 

drawing also has a social instrumentality underplayed in Cross’s 

analysis; 

drawing is used to order and structure the social interactions and 
social relations of the many actors who participate in a design 
project. It sets social hierarchies, defines a social agenda, and 
provides an important instrument through which the social 
production of architecture is organized.147 

It is a central argument of this thesis that the instrumentalities of 

design and reconstruction are propositional in character – Dorst and 

Dijkhuis again; 

Describing design as a process of reflection-in-action works 
particularly well in the conceptual stage of the design process, where 
the designer has no standard strategies to follow and is proposing 
and trying out problem/solution structures.148 

                                                
146 Glanville, "Researching Design and Designing Research," 88. 
147 Edward Robbins, Why Architects Draw  (Cambridge, Mass.; London: MIT Press, 1994), 4. 
148 Dorst and Dijkhuis, "Comparing Paradigms for Describing Design Activity," 274. 



RECONSTRUCTION 
 

 56 

This “proposing and trying out” (though not, as I have argued, the 

“problem/solution structures” more characteristic of craft) – the 

propositional character of design – is central to the disciplines which 

use it and characterises the practices employed by it. As this thesis has 

already suggested, and will go on to argue in detail, a proposition is 

characterised by an abductive logical process; 

This ‘abductive’ reasoning is a concept from the philosopher Peirce, 
who distinguished it from the other more well-known modes of 
inductive and deductive reasoning. [...] It is [...] the logic of 
conjecture [...] 

Design ability is therefore founded on the resolution of ill-defined 
problems by adopting a solution-focussing strategy and productive 
or appositional styles of thinking.149 

Both design and reconstruction are forms of propositional making 

and both gather together and do work upon fragmentary material. The 

difference in terminology signifies simply the type of fragment 

employed and the purported intention of any particular practitioner; 

the architect purports to practice in a future-facing mode – they 

design artefacts to be made in the future, whereas the archaeologist 

purports to practice in a past-facing mode – they reconstruct artefacts 

that were made in the past. In fact both the architect and the 

archaeologist practice acts of propositional making performed in the 

                                                
149 Cross, Designerly Ways of Knowing, 37. 

present through the indexical150 relationship between designer and 

artefact, a type of semiotic relationship described in more detail below 

in 5. The Analogist. 

Architectural critic Marco Frascari takes this performative reading of 

architecture and its ambiguous relationship to time and re-imagines it 

as a shamanistic process;151 a reading of signs to establish the most 

propitious moment for its enactment through building construction. 

Here building is not the inevitable product of a design process, instead 

the design process searches for and makes available the moment when 

construction may begin, “using these analogous instruments, the 

opportunity for a project is developed. This is not simply a spatial 

procedure, but a mantic operation requiring careful timing and specific 

opportunities.”152 The “mantic” or divinatory process of design is a 

seen as a ritualised use of “analogous instruments” such as drawings. 

These drawings-as-instruments for Frascari seem to probe time and 

space searching for an opportunity to manifest themselves as 

buildings; 

An architectural projection is graphically divined through rules when 
the opportunity for construction arises. The translation of edifices 

                                                
150 See Glossary for the meaning of this term as used in this thesis. 
151 Marco Frascari and William Braham, "On the Mantic Paradigm in Architecture: The 
Projective Evocation of Future Edifices," Proceedings of the Association of Collegiate Schools of 
Architecture Annual Meeting (1994). 
152 Ibid., 265. 
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into drawings and of drawing into edifices is the foundation of the 
mantic paradigm in architecture.153 

The architect’s secret knowledge manifested in drawing and drawings 

enables them to see the invisible (draw a plan by observing only the 

outside of a building), see backwards in time (draw a ruined building 

as if it were complete) and to see the future (design a building); 

In this spirit, an architect can imagine, or more properly divine, a 
plan and section simply by observing an existing building. He can 
also reconstruct them from a ruined building and ultimately envision 
those of a building that doesn’t yet exist. The common denominator 
of these operations is the capacity of the architect to formulate a 
graphic evocation of the invisible.154 

Yet this thesis argues that the architect is not the only holder of this 

secret knowledge, that in fact this knowledge is not secret; only hidden 

from some practitioners and consumers of it. In this thesis I argue 

that the archaeologist is also a designer and the full “divinatory” 

power of drawing and drawings is also available to them. 

This simple observation; that the practices of design-centered 

disciplines are available outside of those core disciplines no matter 

how policed they may seem, begins, I would argue, to build an 

armature for a specifically archaeology-driven manifestation of design. 

For some, this site of speculative production in archaeology reveals 

                                                
153 Ibid. 
154 Ibid., 263. 

itself in the performative act of excavation, Shanks and Pearson’s 

“archaeological excavation as performance event,”155 as much as in the 

practice of drawing. Excavation and reconstruction are particular to 

archaeology and may also be cast as specifically creative, design-

centred activities. McFadyen writes, “after all, excavation in 

archaeology is itself a practice and should therefore resonate directly 

with an architecture that exists in the making. What would a creative 

practice in archaeology be like, that does justice to architecture as 

process?”156 

I would argue that archaeology is already a creative discipline in its 

own right, employing design-based drawing practices. Conversely in 

architecture drawing is either, conventionally, an intermediate stage to 

building construction or, at times, the principal work of the architect. 

Seen through the lens of archaeology, however, opportunities are 

provided for different and productive methodologies and for more 

inclusive disciplinary goals, for example: the “constructive practices”157 of 

medieval building identified by Alberto Pérez-Gómez and Louise 

Pelletier which to some extent still have their analogue in 

archaeological practices (see Site of Encounter: Must Farm); in Robin 

Evans’s lament that “architectural space would remain, one way or 

                                                
155 Pearson and Shanks, Theatre/Archaeology, xi. 
156 McFadyen, "Practice Drawing Writing Object," 34-35. 
157 Pérez-Gómez and Pelletier, Architectural Representation and the Perspective Hinge, 8. 
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another, limited by and bonded to the pictures that normally gave 

access to it,”158 though this need not be the case if architecture were to 

look outside of itself for other kinds of “pictures,” (some of which are 

discussed below in chapter 3); or in Jonathan Hill’s critique of the 

strong, professionalised, “conservative and self-protective,”159 centre 

of architectural practice and his promotion of “architecture by 

accident”160 which in this thesis is the “accident” of interdisciplinarity. 

In archaeology, the drawn recording of objects and their contexts has 

also been seen as idealistically scientific; that is, of the New 

Archaeology161 or, later, peripheral to the consequent acts of 

interpretation, as the postprocessualists would have it. But the drawn 

artefacts of both of these disciplines compared are more than simply 

evidence of historical coincidence but of deeper homological 

resemblances and the more profound analogical motivations identified 

and prefaced above and further developed below in 5. The Analogist. 

                                                
158 Evans, The Projective Cast: Architecture and Its Three Geometries, 109. 
159 Jonathan Hill, "Institutions of Architecture," Offramp: detours and dialogues 7, no. 1 (2000): 
73. 
160 The Illegal Architect  (London: Black Dog, 1998), 46. 
161 New Archaeology: “a development in the 1960s aimed at making archaeology more 
scientific, now more often referred to as Processual Archaeology. It proposed that 
archaeology should openly state its assumptions and use specific scientific procedures derived 
from Positivism.” Bahn, The Penguin Archaeology Guide, 318. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 1:5 Skeleton of Milvus migrans, a Black Kite, Smithsonian, National Museum of 
Natural History. From: EOL Encyclopedia of Life 
http://eol.org/pages/1049133/media?page=6 (accessed November 15. 
2015).
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Fig. 1:6 Skeleton of Pteropus poliocephalus, a ‘megabat’, 2001. Natural History 
Collections, University of Edinburgh. From: What Do Bats Look Like? 
http://www.nhc.ed.ac.uk/index.php?page=493.169.178 (accessed 
November 15. 2015). 

RESEMBLANCE AND HOMOLOGY 

If, as this thesis argues, the potency of interdisciplinary work between 

architecture and archaeology relies upon their shared homological 

resemblance – their historically interconnected development – then 

understanding the mechanisms of this homological resemblance 

becomes central to its meaningful manipulation. 

Many dictionary definitions of “resemblance” will emphasise its 

“quality or fact of being like or similar”162 or it’s “degree [...] of 

likeness”163 or even that it bears a sense of “looking or being like 

someone or something else.”164 Resemblance also has a number of 

technical meanings which are pertinent here. Principal amongst these 

are its usages within the idea of homology in the biological sciences, 

and as outlined below, for describing anatomical relationships over 

time. Recall that in this thesis an homology is a relationship of 

common or closely connected origin between disciplines; a 

relationship which enables meaningful interdisciplinary work to occur 

in the space between otherwise strong disciplinary centres. The uses of 

homology in this thesis explored in detail in 4. Resemblance and as 

                                                
162 Oxford English Dictionary, ""Resemblance"," Oxford University Press, 
http://www.oed.com/view/Entry/163464?rskey=S6pOlM&amp;result=1. 
163 Macquarie Dictionary, ""Resemblance"," Macmillan, 
https://www.macquariedictionary.com.au/features/word/search/?word=resemblance&searc
h_word_type=Dictionary. 
164 Merriam-Webster Dictionary, ""Resemblance"," Merriam-Webster, http://www.merriam-
webster.com/dictionary/resemblance. 
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distinct from those of analogy which are discussed in 5. The Analogist, 

also derive from the biological sciences, though the important, but 

much later secondary development within the social and political 

sciences is also investigated. 

The scientific use of homology may be summarised with a few brief 

examples. Comparing the wings of bats with the pectoral fins of fish; 

their similarity derives from environmental pressures acting upon the 

proto-forelimbs of the last common ancestor of both. But this 

similarity, this resemblance, is of a very particular kind; here the 

apparently different anatomical functions of the wings and fins is 

occluded by their similarity of form. To describe a common 

misconception (though an illustrative one) about the nature of 

homology I will use another example provided this time by 

evolutionary biologists Ann Butler and William Hodos. Indeed, the 

exemplars they use are commonly employed to explain homology;165 

The wing of a bird is homologous to the wing of a bat as a 
derivative of the forelimb. The common ancestors of birds and bats 
possessed forelimbs of a similar basic construction, from which the 
wings are derived in both cases. The wing of a bird, however, is not 
homologous to the wing of a bat as a wing, since the forelimbs of 

                                                
165 This bird-bat example is repeated countless times, for example the websites of Berkeley’s 
‘Evolution 101’ and in Wikipedia. 

the common amniote ancestors of birds and bats did not have the 
form of wings.166 

That is, a homological relationship is always a relationship to a third 

thing or situation; it is never enough, Butler and Hodos explain, to 

simply assert that any two terms are homologous to one another 

(unless the implication of the third term is obvious). 

Despite their superficially dissimilar appearance, these kinds of 

anatomical resemblance are relatively easy to discern visually, but 

evidence of homological similarity is not always so available to casual 

observation. Fig. 1:7 shows the detailed anatomical variation between 

the distal forelimbs of various-tetrapods.167 As each of the depicted 

forelimbs varies over time from a common ancestor and according to 

random mutations selected for by environmental pressures, they 

become quite divergent visually and only dissection reveals that the 

essential anatomical components remain unchanged, though re-

arranged. Sometimes bones may even disappear – snakes, for example, 

are classified as tetrapods despite their apparent limblessness.168  

                                                
166 Ann B. Butler and William Hodos, Comparative Vertebrate Neuroanatomy: Evolution and 
Adaptation, 2nd ed. (Hoboken, N.J.: Wiley-Liss, 2005), 8. 
167 Joseph Meyer, Meyers Konversations-Lexikon, 4th ed., 16 vols. (Leipzig & Wien: 
Bibliographisches Institut, 1888). 
168 Jennifer A. Clack, Gaining Ground: The Origin and Evolution of Tetrapods, 2nd ed. 
(Bloomington: Indiana University Press, 2012). 
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Fig. 1:7 Joseph Meyer, ‘Anatomical Variation Between the Distal Forelimbs of Various 
Tetrapods.’ From: Joseph Meyer, Meyers Konversations-Lexikon, 4th ed., 16 
vols. (Leipzig & Wien: Bibliographisches Institut, 1888). This re-drawing: 
Alessandro Zambelli. 

As Bourdieu describes it in a social practice context, “a relation of 

homology [is one] of diversity within homogeneity”169 essential 

structures remain unchanged but still allow for enormous variety; a 

variety which may, somewhat ironically, conceal that variety. For an 

archaeologist or architect designing or reconstructing non or not yet 

existing buildings, where is Butler and Hodos’s ‘third thing,’ the thing 

to which any two terms in a homological relationship must relate? In 

some ways the relationships of architecture and archaeology to 

antiquarianism are well understood – but this thesis is more specific 

about that last common ancestor of modern, professional architecture 

                                                
169 Bourdieu, Outline of a Theory of Practice, 86. 

and archaeology, and contextualises antiquarian pursuits within their 

networks of instruments and media. This relationship is crucial to 

what follows because it explains why it is possible to work 

meaningfully between those, now, definitively separate, 

professionalised, disciplines. 

Homology in this thesis takes us from the early theorists of evolution; 

Jean-Baptiste Lamarck’s complexifying and adaptive forces170 – the 

beginnings of a systematic theory of evolution – and George Cuvier’s 

comparative system of animal classification along functional and 

anatomical lines171 via Charles Darwin’s synthesising “community of 

descent;” 

Thus we can understand how it has come to pass that man and all 
other vertebrate animals have been constructed on the same general 
model, why they pass through the same early stages of development, 
and why they retain certain rudiments in common. Consequently we 
ought frankly to admit their community of descent.172 

These various notions of categorisation are taken into a variety of 

other disciplines and discourses and are examined in 4. Resemblance; 

                                                
170 Jean Baptiste Pierre Antoine de Monet de Lamarck, Zoological Philosophy : An Exposition with 
Regard to the Natural History of Animals  (Chicago: University of Chicago Press, 1984). 
171 Cuvier et al., The Animal Kingdom Arranged in Conformity with Its Organization ... With Additional 
Descriptions of All the Species Hitherto Named, and of Many Not before Noticed, by Edward Griffith ... 
And Others. 
172 Charles Darwin, The Descent of Man, and Selection in Relation to Sex ... With Illustrations  (2 vol. 
John Murray: London, 1871), 59. 



RECONSTRUCTION 
 

 62 

how Gottfried Semper173 explicitly used Cuvier’s taxonomical systems 

to classify buildings by their organisational characters.174 Homological 

thinking has an alternative and at times parallel pedigree within social 

and political discourse springing from Marxist categories of “base” 

and “superstructure” and the interplay between them in the arts and 

within social structures. This socio-political discourse provides the 

definition of resemblance used throughout this thesis. 

What Cuvier begins by shifting emphasis, “from [a] description of the 

identifiable members of an organism, and classification by 

description,”175 towards a more morphologically connected 

homological system of organisation, I trace forward to the work of 

anthropologist Gell. Gell writes at length in Art and Agency about 

abduction,176 an analogical operation which will be returned to at 

length in 5. The Analogist. Suffice it to say that abduction is the 

motivating force which binds together the various agents in the 

network of relations which define, in Gell’s analysis, art practice; 

                                                
173 Gottfried Semper, The Four Elements of Architecture and Other Writings  (Cambridge: 
Cambridge University Press, 1989). 
174 I use the term ‘character’ in the same sense that it is used in evolutionary biology to mean 
‘One of the distinguishing features of a species or genus.’ J. A. Simpson and Eva S. Weiner, 
"The Oxford English Dictionary," (Oxford: Clarendon, 1989). 
175 Joseph Rykwert, The Necessity of Artifice : Ideas in Architecture  (London: Academy Editions, 
1982), 127. 
176 The logical category of abduction which C. S. Peirce described as, “processes of thought 
capable of producing no conclusion more definite than a conjecture,” is addressed in detail in 
5. The Analogist. See too;   Charles S. Peirce and Carolyn Eisele, The New Elements of Mathematics  
(The Hague: Mouton [etc], 1976), 319-20. and;   Gell, Art and Agency: An Anthropological Theory. 

indexes (artworks), artists (makers of artworks), recipients (audiences 

for artworks) and prototypes (that which is represented by the 

artwork). The ability of these agents to act abductively upon one 

another resides, I argue, in their pre-disposing homological 

relationship. So where Gell says, “I propose that the category of 

indexes relevant to our theory are those which permit the abduction 

of agency and specifically social agency,”177 I propose instead that the 

category of architectural and archaeological practices relevant to this 

thesis are those which permit the “abduction of agency,” a permission 

founded upon the homological proximity, through antiquarianism, of 

architecture and archaeology. 

                                                
177 Art and Agency: An Anthropological Theory, 13. 
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ANALOGY AND THE SCANDAL 

The homological lineages of, for example, birds and bats or, 

architecture and civil engineering, are relatively straightforward to 

trace. In the one case anatomical dissection and the fossil record 

provide sufficient evidence for the common ancestry of avian and 

mammalian forelimbs, in the other, the disciplinary histories of two of 

the main modern professions which concern themselves with the 

construction of the designed environment is equally well 

documented.178 The commonalities in the lineages of other disciplines 

are more complex to unpick. However, this thesis argues that it is this 

commonality and its complexity which enables the transdisciplinary 

practitioner to navigate analogically between them. 

Analogy provides a method of practice for navigating and working 

directly in the space where homologically proximate disciplinary 

influences interact, and it is within this “space” that the resemblance 

between design and reconstruction is most clearly revealed. To make 

interdisciplinary work here amongst the complex, oblique, network of 

relationships established through homological proximity requires 

careful navigation employing the analogical tacking movements 

                                                
178 See for example: Andrew Saint, Architect and Engineer: A Study in Sibling Rivalry  (New 
Haven, Conn. ; London: Yale University Press, 2008). or;   Antoine Picon, French Architects and 
Engineers in the Age of Enlightenment  (Cambridge: Cambridge University Press, 1992). 

described above. For Stafford, it is within this “synthesising” space 

that, “the central idea of the analogical world view” 179 exists, that; 

all physical phenomena, from fallen stars, to Florentine stones, to 
magnified fleas, to the most skilfully chased silver goblets, can be 
cross-referenced, linked in reconciling explanation by the informed 
imagination.180 

Frascari shares Stafford’s view of the interconnectedness of the 

“analogical universe” and places Euclid alongside Plato and Aristotle 

as the triumvirate of founders of analogical thinking; 

in Euclid’s hands, the manipulation of geometric figures became the 
highest standard of logical reasoning. Yet these same manipulations 
were employed in divinatory procedures as a form of natural writing 
to be deciphered from the chance arrangement of things such as 
stars or lots or cracks.181 

This thesis follows this ancient lineage of analogical thinking through 

to its Enlightenment discrediting182 and then eventual restoration as a 

legitimate mode of reasoning through John Stuart Mill183 and, in 

                                                
179 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 23-24. 
180 Ibid. 
181 Frascari and Braham, "On the Mantic Paradigm in Architecture: The Projective Evocation 
of Future Edifices," 262. 
182 Francis Bacon et al., Novum Organum : With Other Parts of the Great Instauration  (Chicago: 
Open Court, 1994). 
183 John Stuart Mill, A System of Logic, Ratiocinative and Inductive: Being a Connected View of the 
Principles of Evidence and the Methods of Scientific Investigation, 8th ed. (New York: Harper & 
Brothers, 1882 [1843]). 
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particular Peirce with his detailed reappraisal and revival of the 

Aristotelian category of abduction.184 

A more explicit connection between Peirce’s philosophy and 

Stafford’s visual analogy is made by Frascari in his 1986 paper Semiotica 

Ab Edendo. He writes; 

In working out his semiotic doctrine Charles S. Peirce [...] deals with 
the inferential and iconic creation of images, an act which brings 
together realities which are more or less remote.185 

The practices with which this thesis is concerned are made at the 

juxtaposition of the disciplines of architecture and archaeology in 

scandalous space where their, “realities [...] are more or less remote.” 

In this scandalous space, between homologically related disciplines 

which ‘resemble’ one another and of which architecture and 

archaeology are but two, a form of interdisciplinary, analogical practice 

is required. Inevitably one discipline will be dominant – the one in 

which the practitioner is expert – and the other is a target discipline – 

here the practitioner is an outsider. The base discipline is in an 

analogical relationship with the target practice and the practitioner 

working there we might term, as I do in chapter 5, an Analogist. 

 

                                                
184 Peirce, Elements of Logic; Peirce, Hartshorne, and Weiss, Principles of Philosophy. 
185 Marco Frascari, ""Semiotica Ab Edendo," Taste in Architecture," Journal of Architectural 
Education (1984-) 40, no. 1 (1986): 7. 
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In 1967, Robert Smithson wrote that in the “monuments” of 

suburban New York he was witnessing, “ruins in reverse.” That, “the 

buildings don’t fall into ruin after they are built but rather rise into ruin 

before they are built.”1 This observation has, over the years, struck a 

chord with architects and archaeologists alike.2 In particular I was 

reminded of a sketch I had made early in the researching of this thesis, 

no more than a doodle really – a sketch reproduced here at Fig.1:8.3 It 

implies, at first glance, a clockwise circularity of architectural and 

archaeological processes; empty plot, to scaffolded construction, to 

completed building, to extended building, eventually to ruin, and so to 

excavated archaeological site. And then it seemed to me that this 

circularity might, with a little imagination, be undermined, that it could 

be read instead as; empty plot, to a sequence of ruins rising towards 

ever more complete states – as one might build a folly, to a building 

scaffolded for demolition, then to its site excavated to reveal earlier 

buried forms of itself. 
                                                
1 Robert Smithson, "A Tour of the Monuments of Passaic, New Jersey," in Robert Smithson: 
Writings of Robert Smithson, ed. Jack D. Flam (Berkeley, Calif. ; London: University of California 
Press, 1996 [1967]), 54. 
2 See for example: Leon van Schaik, ed. Ruins of the Future: Site Works from Ruins of the Future 
Competition, Adelaide Festival (Melbourne: RMIT, 2000).;   Nick Yablon, Untimely Ruins: An 
Archaeology of American Urban Modernity, 1819-1919  (Chicago: University of Chicago Press, 
2009).;   Caitlin DeSilvey and Tim Edensor, "Reckoning with Ruins," Progress in Human 
Geography (2012). and;   Gavin Lucas to Ruin Memories, 20.3.13, 2011, 
http://ruinmemories.org/modern-ruins-of-iceland/fast-ruins-nature-and-modernity-in-
iceland/. 
3 The first version was linear – that and the coloured disks are later revisions. 

 
 

Fig. 1:8 Alessandro Zambelli, The Circularity of Architectural and Archaeological 
Processes. 2009. 

The inversion is imperfect, yet revealed for me an uncanny mirroring 

of normative disciplinary processes – an uncanniness I will return to 

below. Smithson observes of one of Passaic’s “timeless” voids, “that 

monumental parking lot divided the city in half, turning it into a 

mirror and a reflection – but the mirror kept changing places with the 
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reflection. One never knew what side of the mirror one was on.”4 But 

architecture and archaeology are not only, or not simply, “reversals” 

of one another, they are situated reversals – places where design and 

reconstruction meet, where construction and ruin encounter one 

another. These sites of encounter outlined above are analogical sites, 

but they are also physical places in space and time occupied by people 

practicing in a variety of interdisciplinary forms. Fig. 1:1 characterises 

these sites as places and moments where my interdisciplinary practice 

has ‘tacked’ in order to navigate across disciplinary ripples towards 

archaeology. The Sites of Encounter texts which preface this and each of 

four subsequent chapters describe in detail some of these tacks. They 

are brief but they are specific and they build towards an account of 

how navigation between disciplines may be possible. 

In 2003, in order to satisfy a long-standing, yet casual, interest in 

archaeology I enrolled on an evening course at Birkbeck, University of 

London. This short course was part of their certificate in the Archaeology 

of the Palaeolithic and Mesolithic Periods.5 Although run by Birkbeck, the 

sessions were hosted by the U.C.L. Institute of Archaeology three 

hundred meters away to the north housed in a building founded by 

                                                
4 Smithson, "A Tour of the Monuments of Passaic, New Jersey," 56. 
5 Certificate in Archaeology of the Palaeolithic and Mesolithic Periods, Birkbeck, University of 
London, Faculty of Continuing Education, 2003-2004 taught by Dr. Norah Moloney. 

Tessa and Mortimer Wheeler in 1937 and to which it moved in 1958 

(Fig. 1:10).6 Birkbeck, itself established in 1823 as the London Mechanics’ 

Institute, was founded for the education of working adults and, because 

this was still its principal function in 2003, I was able to attend whilst 

simultaneously running my architectural practice.7 I was not 

particularly interested in acquiring an archaeology qualification, my 

intention at that time was simply to understand the subject in a little 

more detail – something to take me ‘out’ of architecture, briefly, once 

a week. 

As the course progressed, however, I became aware of a growing 

sense of familiarity with some of the materials we were using and with 

the techniques we were being asked to employ. Norah Moloney, who 

ran the evening class, is a specialist in lithic analysis8 and the room we 

used at the Institute also contained collections of lithic artefacts. In 

particular I remember two kinds of drawing which Norah asked us to 

tackle. The first were those in text books which we had been 

encouraged to refer to; sectional reconstructions of early buildings – 

drawings which seemed to me curiously like ‘planning stage’ 

                                                
6 Gabriel Moshenska, "Institute of Archaeology Celebrates," British Archaeology, no. 124 (2012). 
7 "The History of Birkbeck," Birkbeck, University of London, http://www.bbk.ac.uk/about-
us/history. 
8 See for example; N. Moloney and Michael J. Shott, eds., Lithic Analysis at the Millennium 
(London: Institute of Archaeology, University College London, 2003). 
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architectural drawings. That is, scaled drawings containing just enough 

information to be structurally and constructionally plausible and which 

often form the basis of applications for building licences from local 

government authorities in the U.K. 

The second, and more important, were drawings – rapid sketches 

really – that we, as a class, were asked to prepare of some of the stone 

tools available in the room. Fig. 1:9 is an example of one such sketch, 

the making of which, as I will explain below, proved to be an 

uncannily familiar and, in a (very) small way, a memorably 

transgressive act. 

That ‘uncanniness’ brings to mind, now, Sigmund Freud’s re-working 

and expansion of Ernst Jentsch’s 1906 work On The Psychology Of The 

Uncanny in his own essay of 1919.9 Freud agreed with Jentsch that 

certain uncomfortable, even frightening feelings of displacement, 

commonly described in remarkably similar terms across a number of 

European cultures and languages, could be defined most completely in 

the German word heimlich. And that; 

                                                
9 Jentsch, "On the Psychology of the Uncanny (1906) 1." 

among its different shades of meaning the word ‘heimlich’ exhibits 

one which is identical with its opposite, ‘unheimlich’. What is heimlich 

thus comes to be unheimlich.10 

 

Fig. 1:9 Alessandro Zambelli, Sketch of a Flint 
Burin, 2003. 

                                                
10 Freud, "The 'Uncanny' (1919)." 
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Heimlich and unheimlich both mean that, “what is familiar and 

agreeable,” but also, “what is concealed and kept out of sight”11 are 

simultaneously true. Freud continues; 

Schelling says something which throws quite a new light on the 
concept of the Unheimlich, for which we were certainly not 
prepared. According to him, everything is unheimlich that ought to 
have remained secret and hidden but has come to light.12 

To this we can add the uncanny apparition of the ‘double’. Whilst 

drawing the stone tools it seemed to me as though I were seeing, or in 

some other way sensing (the practice of drawing it) doubled. The 

drawings I was making in this archaeology class became somehow 

unhinged from both my discipline – architecture, and from the 

discipline towards which I was working – archaeology. At first it 

seemed that this doubled act of drawing was both architecture and 

archaeology, but I realised that it could not be part of archaeology (I 

was not an archaeologist) but neither would the products of this 

hybrid practice be recognised by architects as architecture. These 

drawings belonged to neither discipline. 

Unlike Freud who, in seeing himself reflected in the glass door of a 

train carriage failed to recognise this “inferior” and challenging 

                                                
11 Ibid., 345. 
12 Ibid. Freud quotes Schelling from Daniel Sanders’s Wörterbuch der Deutschen Sprache. 

double,13 I have been seeking, through this thesis, to understand the 

source and possible uses of this doubling, the effect of, “meeting one’s 

own image unbidden and unexpected.”14 This doubling, alongside the 

“repetition” Freud identified as underlying the unheimlich occurs, this 

thesis maintains, because of the parallel development of architectural 

and archaeological practices and their interconnected origins. 

Some years after this event I came across the following text which, for 

its uncanniness, is worth repeating at length; 

There is need for some degree of confidence if a good line is to be 
drawn exactly in the right place, but often the inexperienced 
draughtsman loses his nerve and judgment when confronted with an 
expensive and cleanly beautiful sheet of drawing-paper or linen. 

[...] a good word may be said, for mechanical pencils such as the 
Mars ‘Lumograph’, which allow the lead to be extruded or retracted 
at will and have moderately efficient devices for producing a sharp 
point. 

[...] if he wishes to learn his craft thoroughly he will be well advised 
to serve a period of apprenticeship to the old-fashioned, hand-
dipped pen, which is still used by some of the most supremely 
accomplished technical draughtsmen of our time. 

                                                
13 Ibid. 
14 Ibid., 371. 
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[...] it is of the utmost importance that every drawing should bear a 
drawn scale rather than a mere written note of the representative 
fraction. 15 

Somewhat like the text from Archaeology: An Introduction quoted above 

(pages 35-36) this text sounded, at least to my disciplined, 

professionalised ears, as though it might be about the training of an 

architect; the terms used for drawing tools and techniques though 

somewhat outmoded, would be familiar to an architect of a certain age 

– to those generations of architects who learned in precisely this way, 

with these tools, and those like me who had trained in these skills 

though they were already dying. But this quotation comes from a book 

called Archaeological Draughtsmanship – and it is about archaeological 

drawing practice. It was curiously unsettling to read this text for the 

first time – this was, after all, the secret knowledge of my profession, 

re-revealed to me, somewhat distorted, in a kind of undisciplinary 

mirror. 

This Site of Encounter, the confluence of Birkbeck and the Institute in the 

quiet after-hours Room 410 with its stone tools, all expertly presided 

over by Norah “offered” me, as an architect, and as I will argue in 

subsequent chapters, the opportunity to begin to make 

transdisciplinary work, moving my practice towards archaeology. 
                                                
15 Brian Hope-Taylor, "Archaeological Draughtsmanship: Principles and Practice. Part Ii: 
Ends and Means " Antiquity 40, no. 158 (1966): 110-12. 

 
 
Fig. 1:10 U.C.L. Institute of Archaeology under construction. 1957, The Institute of 

Archaeology. From: http://bit.ly/1HW0fpc (accessed 9 December 2015). 

 

 

 

 

 

Fig. 1:11 Opposite: Alessandro Zambelli, My hand, my W.H.S. 2012, Digital 
photograph. 

 

this image omitted for copyright reasons 
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DRAWING AND TIME 

above all, all excavation is fabrication. The object or monument is 
only brought to light through the act of seeking it, and whilst 
observing a certain number of rules of study and interpretation isn’t 
the archaeologist often taken for a discoverer? The discoverer must 
not compel the reality of the past but imagine it.1 

This thesis argues that the design practices of architecture and the 

reconstructive practices of archaeology are, in important respects, 

both kinds of propositional practice and it examines the 

interdisciplinary framework, through antiquarianism, which reveals 

this all but occluded unity of practice. For, once broken, the ancient 

discipline of architecture-antiquarianism cannot simply be stitched 

back together; Mary Shelley’s “gloomy monster” invoked by Barbara 

Stafford2 is not interdisciplinary – it is less, not more, than the sum of 

its parts – the sundered disciplines must, can only, be used together, 

simultaneously. Through analyses of the existing tools and techniques of 

each discipline – including what, in Instrumental Reconstruction below, I 

term ‘conceptual disciplinary tools’ – this thesis examines how the 

recently divided practices of these design-disciplines-made-professions 

may benefit from re-combinations of the systematic scientific (but not 

                                                
1 Schnapp, The Discovery of the Past: The Origins of Archaeology, 30. writing about Jorge Luis 
Borges’s short story of 1940; Jorge Luis Borges, "Tlön, Uqbar, Orbis Tertius," in Labyrinths: 
Selected Stories and Other Writings (Harmondsworth: Penguin, 1970). 
2 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 10. 
A detailed comparison of Mary Shelley’s “monster” and Homer’s Chimaera is made in 
Chapter 8. Chimaera: A Conclusion. 

only scientific) methodologies of archaeology and the speculative 

inventiveness of architecture. This chapter presents synopses of 

architecture and archaeology as disciplines of propositional making, 

resemblances between which are articulated through their respective 

drawing practices. This is achieved, in this chapter, through general 

accounts of the relationships between the terms; practice, discipline 

and profession, and specific analyses of how the practices and aims of 

architecture and archaeology have, historically, been distributed across 

them. 

Those practitioners whose discipline is normally, or often, drawing-

centered; animators, artists, architects, engineers, cartographers, 

product designers, graphic designers, illustrators, or those practitioners 

whose discipline – or their particular practice of it – is not drawing-

centered but who regularly engage with drawing in some way (such 

disciplines will be referred to as drawing-engaged in this thesis); 

anthropologists, archaeologists, geographers, scientists; their 

disciplines are in part defined by the products of those drawing 

practices and in some cases by the tools used to make those products. 

Robin Evans in particular notices this tendency; 

A plan, which can be any shape, may tend to be rectangular for a 
host of reasons, but the internal logic of parallel projection will push 
it that way too. Five minutes at a drawing board will convince 
anyone unfamiliar with the technique that this is the way things have 
to be set out. The instruments at your disposal will lead you to 
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produce frontal pictures of the several sides of boxes as soon as you 
have gained the slightest idea of what you are doing.3 

Or as anthropologist Clifford Geertz argues in a more generalised 

way; 

the shapes of knowledge are always ineluctably local, indivisible 
from their instruments and their encasements. One may veil this fact 
with ecumenical rhetoric, or blur it with strenuous theory, but one 
cannot really make it go away.4 

This thesis attempts to understand the representational drawing 

practices of architecture embodied in those practices and instruments 

and also, because of its latent design practices and the historical 

coincidences it shares with architecture, of archaeology too. In this 

thesis, this pair of linked professions are further understood first as 

disciplined practices nurtured and developed within the constraints of 

their parent professions, and secondly, through the examination of 

particular drawing techniques – techniques either overlooked by the 

disciplines or abandoned by them – which enable a loosening of their 

respective disciplinary constraints. To loosen those disciplinary 

constraints first requires an understanding of how those constraints 

have come to be established, and how they operate. 

                                                
3 Evans, The Projective Cast: Architecture and Its Three Geometries, 118. 
4 Clifford Geertz, Local Knowledge : Further Essays in Interpretive Anthropology  (London: Fontana, 
1993, 1983), 4. 

Further, this chapter develops the notion introduced above and 

developed further across the Sites of Encounter texts that the drawing 

tools of architecture and archaeology and the drawings made with 

them may be used as chronotopic devices to calibrate the divergent 

practices of their parent disciplines, revealing alternative narratives of 

the development of those disciplines. The idea of the chronotope was 

developed by Russian philosopher and literary critic Mikhail Bakhtin, 

and for literature he says that it; 

expresses the inseparability of space and time [...] spatial and 
temporal indicators are fused into one carefully thought-out, 
concrete whole. Time, as it were, thickens, takes on flesh, becomes 
artistically visible; likewise, space becomes charged and responsive 
to the movements of time, plot and history5 

One way of explaining the disciplinary resemblances between 

architecture and archaeology outlined above in 1. Reconstruction is to 

understand something of their development across time. If it is true 

that architecture and archaeology share, broadly, not simply certain 

tools, techniques and associated practices, but also hidden and 

unstated general aims, occluded by the language of their respective 

disciplines, then it will be possible to look at the relationship between 

those disciplines chronotopically. That is, the early reconstructive 

practices of architects, and the origins of archaeology as a profession 

within the British antiquarian movement “thicken[ed],” as Bakhtin 
                                                
5 Bakhtin, The Dialogic Imagination: Four Essays, 84. 
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writes above, through their tool use and artefact production. These 

unstated aims, I argue, include the production of artefacts and culture 

through design processes, and not simply their reproduction through 

what is usually termed reconstruction. This language of occlusion is 

made increasingly entrenched through the desire to make each 

practice more exclusive, more professional. 

In 6. London Stone Reconstructed the chronotope is used as a tool in its 

own right for making reconstructions; in an otherwise 

straightforwardly chronological review of drawing types and 

instruments, specific resemblances or tropes are identified regardless 

of their place in time or chronological sequence. 

This thesis explicitly examines drawing practices in architecture and 

archaeology, but it would be impossible to address these disciplines, 

and archaeology in particular, without touching upon one other. 

American archaeologist Philip Phillips notoriously wrote in 1955 that, 

“New World archaeology is anthropology or it is nothing.”6 Although 

this observation related to the particularly dependent relationships, as 

Phillips and others saw it, of archaeology to anthropology and to 

history, the general feeling that, “the archaeologist must borrow his 

                                                
6 Philip Phillips, "American Archaeology and General Anthropological Theory," Southwestern 
Journal of Anthropology 11, no. 3 (1955): 246-47.   Paraphrasing, as he admits, Frederick William 
Maitland’s similar comment regarding the relationship between anthropology and history;   
Frederic William Maitland, The Collected Papers of Frederic William Maitland, ed. H. A. L.  Fisher 
(Cambridge: University Press, 1911), 295. 

theoretical underpinning from the field of study his work happens to 

serve”7 was, according to Colin Renfrew, widespread at the time. 8 

This “Great Divide”9 between archaeology and anthropology as 

Renfrew described it in 1980, stemmed from an assumption, he writes, 

by the early pioneers of institutionalised American archaeology, that 

the paucity of physical remains in North America required that an 

anthropological narrative must be the only narrative worth telling. 

This ambiguous relationship continues to this day and generates a 

steady stream of literature and associated hand-wringing. A 2003 book 

referring also to the Phillips quotation observed that, “this uncertainty 

has not abated, and nearly 50 years later the relationship [between 

anthropology and archaeology] has become more strained.”10 Others 

are more relaxed about the connections between the two, 

“anthropological thought is infused into all strands of archaeology” 

wrote Chris Gosden in 1999.11 Less flexibly, and perhaps ironically, 

the current website of the Society for American Archaeology explains that, 

“archaeology is the study of the ancient and recent human past 

                                                
7 Phillips, "American Archaeology and General Anthropological Theory," 246. 
8 Colin Renfrew, "The Great Tradition Versus the Great Divide: Archaeology as 
Anthropology?," American Journal of Archaeology 84, no. 3 (1980). 
9 Ibid. 
10 Deborah L. Nichols, Rosemary A.  Joyce, and Susan D. Gillespie, "Is Archaeology 
Anthropology?," in Archaeology Is Anthropology, ed. Susan D. Gillespie and Deborah L. Nichols 
(American Anthropological Association, 2003), 3. 
11 Chris Gosden, Anthropology and Archaeology: A Changing Relationship  (London: Routledge, 
1999), 9. 
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through material remains. It is a subfield of anthropology, the study of 

all human culture.”12 

By contrast the hegemony of the ‘splitters’ in the U.K. can be seen in 

the work of contemporary archaeologists and anthropologists 

concerned with the teasing out, forging or re-establishing of 

relationships between archaeology, architecture, art and anthropology, 

the absolute separation of which for them has been felt to be 

problematic. Tim Ingold, for example, through his, The 4 A’s: 

Anthropology, Archaeology, Art and Architecture  seminars13 at the 

University of Aberdeen, analysed how art and anthropology may share 

goals and methodologies, and likewise for architecture and 

archaeology; how they may share homologous aims. Ingold wrote in 

2011, concerning the making of his associated book Redrawing 

Anthropology, that its production was; 

driven by an ambition to restore anthropology to life, and by the 
conviction that drawing – understood in the widest sense as a linear 
movement that leaves an impression or trace of one kind or another 
– must be central to our attempts to do so.14 

                                                
12 Society for American Archaeology, "What Is Archaeology?," Society for American 
Archaeology, http://www.saa.org/publicftp/public/educators/03_whatis.html. 
13 The name given by Tim Ingold variously to a course, seminars and workshops in the 
Department of Anthropology at the University of Aberdeen from 2003 until the publishing in 
2013 of:   Ingold, Making : Anthropology, Archaeology, Art and Architecture. 
I attended one of these seminars in March 2008. 
14 Redrawing Anthropology : Materials, Movements, Lines (Farnham: Ashgate, 2011), 2. 

And it is this, “impression or trace,” which fleshes out the move, in 

this thesis, towards the drawing, and drawing instrument-driven 

disciplinary account. The particularity of the relationship between 

architecture and anthropology, though not central to this thesis, is 

addressed somewhat in Site of Encounter: Aberdeen and serves to shed 

some light upon parallel interdisciplinarities in architecture and 

archaeology. 

The making, strengthening, erasing and re-making of normative 

disciplinary centres, of which the briefest of accounts above of the 

fluxes in the landscape of twentieth-century American 

anthropological/archaeological disciplinarity is but one, is not unusual. 

Along with lengthier but equivalent accounts for architecture, 

antiquarianism and archaeology in Europe set out below, this thesis 

will demonstrate that these shifts within and across disciplines that, 

either centrally or even only peripherally, use drawing practices are 

commonplace and on-going. This chapter and chapter 3. will ask what 

forces drive the formation of these centres; reinforcing some 

disciplines, proscribing others and ascribing value to them within the 

matrix of those other disciplines and professions. They will argue that 

these relationships work to reinforce each other – to establish the 

habitus; Pierre Bourdieu’s, “generative principle of regulated 
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improvisations,”15 and so define the discipline per se. In this view 

disciplinary centres are strengthened through self-replication; the 

establishment of learned institutions, university departments and, in 

architecture, as I shall go on to describe, the protection of either title 

or function through statute. I will argue that the disciplining of their 

constituent practices is strong in architecture and strengthening in 

archaeology. 

However, it is also a central contention of this thesis that the close 

resemblance of many practices, tools and techniques of archaeology 

and architecture, facilitate movement across those disciplines and 

work between them. That in particular it is the relationship between 

the drawn line and the drawing practice (either drawing-centered or 

drawing-engaged) within which it situates itself, and its functions – 

either propositional or descriptive – which provide the immediate 

evidence of this resemblance. 

                                                
15 Bourdieu, Outline of a Theory of Practice, 78. 

DISCIPLINES AND PROFESSIONS 

Practice, Discipline and Profession 

For Bourdieu practice “always implies a cognitive operation,” 16 a 

thought process. That thought process is “an operation of 

construction,”17 using ordering systems which “organize perception 

and structure practice.” Furthermore across time and “successive 

generations,” 18 Bourdieu argues that these “schemes of perception [...] 

tend to reproduce themselves in practices.” 19 

Architects and archaeologists practice inter alia; drawing, surveying, 

lecturing, excavating, administering the terms of a building contract, 

directing a university course, writing, artefact conservation etc. These 

practices are, according to Alan Warde’s Bourdieusian definition, 

“complex[es] of understandings, know-how and commitment, their 

purpose and function not reducible to the pursuit of ‘capital,’”20 where 

for Bourdieu capital is the “capital of authority;”21 the entry fee to 

practice in a particular “field.” Bourdieu’s own definition of practice is 

brief; 

                                                
16 Ibid., 97. 
17 Ibid. 
18 Ibid. 
19 Ibid. 
20 Warde, "Practice and Field: Revising Bourdieusian Concepts," 25. 
21 Bourdieu, Outline of a Theory of Practice, 40. 
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“[(habitus) (capital)] + field = practice”22 

The term “field” is broader than the term “discipline” used in this 

thesis, but contains it. For example “cultural production”23 is a field 

for Bourdieu but so too is the law profession.24 This thesis concerns 

itself only with this narrower definition and, except in quotation, the 

term discipline is used. ‘Habitus’ was touched upon above, as was 

“capital” which, according to Walther Matthias, “determines an 

agent’s position on the field or social space in general.”25 Matthias 

summarises Bourdieu’s formulation thus; 

The interplay of these elements leads to strategy or practice, i.e. our 
unconscious behavior that is in conformity with our interests and 
that aims at achieving our objectives by investing capital and fighting 
for capital.26 

These behaviours tend to be associated with one or a number of 

disciplines, “this disciplinary association provides,” according to 

Andreas Reckwitz, “states of emotion and motivational knowledge.”27 

At this point, the relationship disciplines have with capital changes; 

                                                
22 Distinction: A Social Critique of the Judgement of Taste, trans. Richard Nice (London: Routledge, 
2010), 95. 
23 The Field of Cultural Production: Essays on Art and Literature  (Cambridge: Polity Press, 1993). 
24 "The Force of Law: Toward a Sociology of the Juridical Field.," [La force du droit 
[Eléments pour une sociologie du champ juridique] ] Hastings Law Journal 38, no. 805 (1987). 
25 Matthias Walther, Repatriation to France and Germany: A Comparative Study Based on Bourdieu's 
Theory of Practice  (Wiesbaden: Springer Gabler, 2014), 11. 
26 Ibid., 15. 
27 Reckwitz, "Toward a Theory of Social Practices a Development in Culturalist Theorizing," 
249. 

Warde notes Bourdieu’s assertion that, “practices are performed in 

fields and that many diverse practices and fields are part of a process 

whereby profits are realized.”28 For Bourdieu these “profits” enable an 

agent to better position themselves within their chosen field 

(discipline). Moreover, practice is, for Warde, a cooperative and 

inwardly orientated system of behaviours and aims, as opposed to the 

competitive and outwardly orientated system of behaviours and aims 

of a discipline.29 

The term discipline for Joe Moran has; 

two principal modern usages: it refers to a particular branch of 
learning or body of knowledge, and to the maintenance of order and 
control amongst subordinated groups.30 

Where the “maintenance of order and control” are emphasised, then it 

would seem that any particular discipline in question is entering a 

phase of professionalisation. 

For Ernest Greenwood, “all professions seem to possess: (1) 

systematic theory, (2) authority, (3) community sanction, (4) ethical 

codes, and (5) a culture.”31 Early twentieth-century absolutist analyses 

of the social ‘body’ brought with them empirical definitions of social 

                                                
28 Warde, "Practice and Field: Revising Bourdieusian Concepts," 5. 
29 Ibid., 25.;   See also;  Bourdieu, The Logic of Practice. and   Outline of a Theory of Practice. 
30 Moran, Interdisciplinarity, 2. 
31 Ernest Greenwood, "Attributes of a Profession," Social Work 2, no. July 1957 (1957). 
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hierarchies of which this influential 1957 one by Greenwood is 

notorious. Mike Saks characterises the advocates of this type of 

approach as “trait writers,” one of two categories of the “taxonomic” 

method of defining a profession; 

trait writers [...] generated many differing ad hoc lists of attributes of 
professions [...]. Most lists included high level knowledge and 
expertise or related items as special features – alongside other 
characteristics such as codes of ethics, altruism, rationality and 
educational credentials.32 

Alternatively, the “functionalist” form of the taxonomic method saw; 

a functional relationship between professions and society [...] 
occupations with very esoteric and complex knowledge and 
expertise of great importance to society were usually seen as being 
granted a high position in the social system with state sanction in 
return for protecting the public and/or clients.33 

In any case by the time Greenwood was compiling his “ad hoc” list, 

taxonomic sociologies of this kind were already beginning to be 

replaced by various less empirical accounts of the professions and of 

what they might be constitute.34 Sociologists Robert Dingwall, Philip 

Lewis and Eliot Freidson, for example, saw the category of 

                                                
32 Mike Saks, "Defining a Profession: The Role of Knowledge and Expertise," Professions and 
Professionalism 2, no. 1 (2012): 2. 
33 Ibid. 
34 Ibid. 

‘profession’ as profoundly culturally and temporally contingent.35 

Whilst Jonathan Hill, writing from within architecture, specifically 

situates the rise of professionalism within late nineteenth-century 

economic instrumentalities; 

Capitalism requires the continual construction and destruction of 
objects, goods and ideas in the search for new markets. To the 
apparent benefit of practitioners, consumers and the state, 
organizations such as the professions are a response to the desire to 
contain and manage capitalism’s excesses.36 

Other analyses prefer to see the professional in relation to other 

categories of competence; the amateur37 for example. As outlined 

above, where once functionalist accounts saw ‘professional’ as 

designating a practitioner exercising their skill for financial gain only, it 

came later to suggest higher or purer motivations in the usage of that 

practitioner’s complex or specialised knowledge. Marjorie Garber 

notes that, “amateur status, at least on the surface, seems to be a 

guarantor of virtue.”38 This is a complete reversal of the terms 

professional and amateur as they are generally understood now. 

Garber refines this argument; 

                                                
35 Eliot Freidson, "The Theory of Professions: State of the Art," in The Sociology of the 
Professions: Lawyers, Doctors and Others, ed. Robert Dingwall and Philip Lewis (London: 
Macmillan, 1983), 26. 
36 Jonathan Hill, "Building a Drawing and Drawing a Building," Nordisk Architekturforskning—
Nordic Journal of Architectural Research 15, no. 4 (2002): 15. 
37 See Glossary for the meaning of this term as used in this thesis. 
38 Garber, Academic Instincts, 4. 
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like the terms of any binary opposition, amateur and professional (1) 
are never fully equal, and (2) are always in each other’s pockets. 
They produce each other and they define each other by mutual 
affinities and exclusions.39 

[...] the two categories of amateur and professional, apparently 
distinct, are not only mutually enfolding but mutually constructed 
and mutually policed.40 

Disciplinary shifts within and surrounding architecture have mirrored 

these changes. Andrew Saint, describing the early professionalisation 

of architectural practice, writes; 

For about a century from 1660, English architects (in the simple 
sense of those who designed buildings) tended to belong to one of 
two classes. There were the talented amateurs with architectural 
proclivities [...] and there were the higher building craftsmen, 
generally masons or carpenters by background. 

After about 1750 this balance broke up [...] by a long process 
recognizable in outline but blurred in detail, the practical craftsmen 
became master builders and the amateurs professional architects.41 

Writing in 1977, American sociologist Ralph Blankenship adopted a 

comparative system for defining professions in relation to 

“occupations” from which, he posited, they emerge; 

(1) The work becomes a full-time activity. (2) University training 
schools are established. (3) Local and then national professional 

                                                
39 Ibid., 5. 
40 Ibid., 9-10. 
41 Andrew Saint, The Image of the Architect  (New Haven ; London: Yale University Press, 1983), 
57. 

associations are formed. (4) The task is divided into preferred work 
and dirty work—the latter being delegated to others. (5) Those 
members who seek to upgrade the professions win power over the 
older members. (6) Neighboring occupations are brought under 
professional dominance. (7) Legal protection is sought through 
political influence. (8) A code of ethics is generated. 42 

And perhaps it is the inequitable division of labour inherent in (4) 

coupled with the disciplinary rapaciousness implied in (6) developing 

into the political power-base described in (7) disguised, as it might be 

seen, by the self-serving moral imperatives implied by the 

development of (8) which are, in large part, responsible for the 

suspicion in which professionals (as they would now be defined) have 

from time to time been regarded, “orthodox [...] economics,” say 

Dingwall and Paul Fenn, “treats professions as a particularly powerful 

type of restrictive combination, cartels backed by licensure laws,43 and 

that; 

the individualist collegial organisations of the professions and the 
hierarchical organisations of monocratic bureaucracy rested their 
authority on the same principles – functional specificity, the 
restriction of their domain of power, and the application of 

                                                
42 Ralph L. Blankenship, Colleagues in Organization : The Social Construction of Professional Work  
(New York: Wiley, 1977), 14f. 
43 Robert Dingwall and Paul Fenn, ""A Respectable Profession"? Sociological and Economic 
Perspectives on the Regulation of Professional Services," International Review of Law and 
Economics, no. 7 (1987): 52. 
The ‘caution’ to which this refers is quoted on p.67 
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impersonal standards on a universalistic basis, without regard to the 
personal characteristics or circumstances of their subjects.44 

Of course this view neglects the perceived need, perceived that is by 

the State, for impersonal standards, even, the imposition of those 

standards by that State in exchange for preferential access to relevant 

markets; 

Professions, in this account, are occupational associations which 
have contracted with the state, not merely to regulate their own 
members but also to regulate the behavior of others. The legislative 
act of licensing makes professionals indirectly accountable to the 
state rather than being the simple servants of their clients.45 

And again Hill’s view from architecture; 

The state offers legal protection, and a potential monopoly, to a 
profession in return for its safe management of an area of 
knowledge.46 

These competing tensions as they pertain to architecture and, to a 

lesser extent within archaeology, will be outlined later in this chapter. 

Dingwall and Lewis then ascribe a significant and influential power 

upon the professions – a power to remake the societies and the 

markets that founded them to suit their own selfish ends for, 

according to sociologist Everett C. Hughes; 

                                                
44 Dingwall and Lewis, The Sociology of the Professions : Lawyers, Doctors and Others, 3. 
45 Dingwall and Fenn, ""A Respectable Profession"? Sociological and Economic Perspectives 
on the Regulation of Professional Services," 61. 
46 Hill, "Building a Drawing and Drawing a Building," 15. 

Not only do professions presume to tell the rest of their society 
what is good and right for it: they can also set the very terms of 
thinking about problems which fall in their domain.47 

Freidson sums up the various negative views of the established 

professions; 

Economists have been inclined to note the closed, monopolistic 
character of the professionalised labour market [...]. Political 
scientists have been inclined to concern about professions as 
privileged private governments [...] And policy-makers have been 
inclined to see professional experts as overnarrow and insular in 
their vision of what is good for the public. 48 

Dingwall and Fenn begin to express a more balanced view, or at least 

a view which seeks to account for the contemporary condition of the 

professions emerging organically from competing external pressures, 

rather than from internal, self-serving and largely venal motivations. 

Instead they see the emergence of professionalism as the inevitable 

consequence of modern social complexities, and quote Adam Smith to 

demonstrate how confidence in professionals has shifted; 

We trust our health to the physician; our fortune and sometimes our 
life and reputation to the lawyer and attorney. Such confidence 
could not safely be reposed in people of a very mean or low 
condition. Their reward must be such, therefore, as may give them 
that rank in the society which so important a trust requires.49 

                                                
47 Dingwall and Lewis, The Sociology of the Professions : Lawyers, Doctors and Others, 5. 
48 Freidson, "The Theory of Professions: State of the Art," 19. 
49 Adam Smith, The Wealth of Nations  ([London]: Everyman's Library, 1991), 94. 
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Smith’s analysis prefigures that of Dingwall and Lewis who admit that; 

the professions have significant charismatic elements to their 
authority and organisation. Many features of their relationship to 
society are mysterious, in the old sense of the word.50 

Smith describes a relationship of trust which must, or at least ought, 

to exist between an individual and those that minister to matters 

which are directly personal to them: their money; their bodies and 

minds; their status within the network of social hierarchies. To which, 

architects might argue, could be added the condition of all of those 

matters – money, bodies, mind and social status – as they pertain to 

the network of the environments or theatres within which they are 

played out. Elsewhere in Europe the “mystery” and the accrual of 

“charisma” to which Dingwall refers went not with one’s profession 

per se, but with a particular professional’s educational credentials; 

In France one’s fortunes flowed from attending one of the grande 
écoles [...] Primary identity was not given by occupation, but by the 
status gained by élite education no matter what the particular 
speciality [...]. 

This is a far cry from Anglo-American professions, which gain their 
distinction and position in the marketplace less from the prestige of 
the institutions in which they were educated than from their training 
and identity as particular, corporately-organised occupations.51 

                                                
50 Dingwall and Lewis, The Sociology of the Professions : Lawyers, Doctors and Others, 3. 
51 Freidson, "The Theory of Professions: State of the Art," 25. 

In this account membership of any profession is simply a signifier of a 

liberal arts education (even if one’s profession is law or medicine) and 

the reputation of the institution from which that education was 

received is paramount. We have already seen in Bourdieu that a 

discipline (unlike a profession) intrinsically acknowledges its 

subjection to rules and regulation, rather than setting those rules for 

itself – or at least appearing to. Practicing within a discipline, I argue, 

is the performance of something narrower, perhaps, and more readily 

defined; medicine and law for example may require the performance 

of many disparate disciplines. Bourdieu and Jean-Claude Passeron 

writing about the secondary education system in France argue that; 

All pedagogic action (PA) is, objectively, symbolic violence in so far 
as it is the imposition of a cultural arbitrary by an arbitrary power.52 

Paul Atkinson contends that Bourdieu’s analysis is also applicable to 

other forms of institutionalised learning and, through this, suggests a 

certain kind of relationship between profession and discipline; 

education is marked by a system of violence: not the open palpable 
violence which the term normally connotes, but symbolic violence. 

                                                
52 Pierre Bourdieu and Jean-Claude Passeron, Reproduction in Education, Society and Culture, trans. 
Richard Nice (London: Sage, 1990), 5. 
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This operates through the imposition of meanings and definitions 
such that the real relations of power and interest are hidden. 53 

Whilst some professions; medicine and law again, but also 

architecture, define themselves, in part, through instruments of law, 

many require only the institution of a university course in their name. 

Either at university or, in architecture, through quasi-apprenticeships 

at ‘year-out’ practices,54 nascent professionals have their relationship 

to society modified through language and through training on tools 

closely allied with that discipline; 

The term discipline signifies the tools, methods, procedures, 
exempla, concepts, and theories that account coherently for a set of 
objects or subjects.55 

Tool and language shibboleths help to differentiate the tool user from 

those that do not, or cannot, and from those who use different tools 

and language. Therefore, as a professional thoroughly inculcated into 

the systems and ideologies of their discipline, confronting the 

seemingly familiar tools of an, homologous discipline is, as I have 

                                                
53 Paul Atkinson, "The Reproduction of the Professional Community," in The Sociology of the 
Professions : Lawyers, Doctors and Others, ed. Robert Dingwall and Philip Lewis (London: 
Macmillan, 1983), 237-38. 
54 Many professional courses require that students spend part of that course working in 
practice under the supervision of a qualified member of that profession. In architecture, in the 
U.K. this period of work experience is colloquially know as a ‘year out’. See also; Royal 
Institute of British Architects, "Becoming an Architect,"  
http://www.architecture.com/RIBA/Becomeanarchitect/Becominganarchitect.aspx. 
55 Julie Thompson Klein, Interdisciplinarity : History, Theory, and Practice  (Detroit: Wayne State 
University Press, 1990), 104. 

already argued, an uncanny experience. When a practitioner’s 

reasonable expectations of the experience and use of the ordinary 

tools of their discipline are upset, then the associated profession loses 

some of its coherence and a disciplinary transgression, a scandal, 

becomes available. These notions of disciplinary uncanniness will be 

developed further at the end of this chapter. 

Architects through, and because of, these systems of pedagogic 

inculcation, come to think, I would argue, of certain kinds of drawing 

practice and the tools associated with them as their own – as 

belonging to their profession – sketching for example, perhaps the 

production of sections and elevations, certainly the use of tee-squares 

or AutoCAD. This ownership can become very personal and reflexive. 

A drawing course module at one British school of architecture where I 

have taught, for example, describes the practice of architectural 

drawing thus, “architects use representational techniques to 

communicate with themselves.”56 The wider implications of the 

mastery of the skills needed to wield these tools are well understood 

and often enshrined in ‘professional practice’ modules of architecture 

courses. I have taught on a number of professional practice courses at 

a variety of schools of architecture and the quotation below seems 

                                                
56 Kingston University School of Architecture and Landscape, "Ar3014 Design Thesis 
Communication," in Module Guide (Kingston-Upon-Thames: Kingston University, 2011). 
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typical, promoting the specifically professional skills on this particular 

architecture course as; 

transferable since they are communicative, managerial, legal, 
political, ethical, philosophical, epistemological and numerical. The 
skills are not, in type, different from the skill needed to perform as a 
medical practitioner or hospital manager, for example.57 

For a professional practicing their profession, using its recognised 

suite of disciplines, within the confines of that profession (at least, as 

that profession is described by their professional bodies or 

organisations) can be a profoundly comforting experience. To be a 

member of a profession can be like the enfolding membership of a 

club or a family, a role reinforced through trials endured in order to 

gain entry to that profession and through rewards attained for 

practicing it in an exemplary fashion. The moment of initiation into a 

profession has something of the sense of personal epiphany. It is 

vocational; a calling. From a different part of one of the architecture 

course documents mentioned above; 

The communication of ideas and techniques requires practice. It is 
important when one is learning these skills, to understand the 
language before experimenting with it and making it your own. 58 

                                                
57 Architecture and Design The Sir John Cass Faculty of Art, London Metropolitan 
University, "The 'Key Features' Abbreviated Course Handbook for 2014: Professional 
Practice in Architecture (Riba 3),"ibid. (London: London Metropolitan University, 2014). 
58 Kingston University School of Architecture and Landscape, "Ar1014 Design 
Representation,"ibid. (Kingston-Upon-Thames: Kingston University, 2011). 

This module enables students to have a greater understanding of the 
common language used in the architectural profession and to 
develop methods of representation that underpin a more personal 
approach to design. 

To enable students to reach required levels of drawing, model 
making, recording and graphic techniques in preparation for 
professional practice. 59 

Emphasised is the learning of architectural “language” through 

repetition, through “practice” thus, “making it your own.” This 

language is a “common language” and clues to its form lie in 

“drawing, model making, recording and graphic techniques.” The 

whole effort directed towards the normalisation of architectural 

practice so that it eventually appears natural, “every established order 

tends to produce [...] the naturalization of its own arbitrariness,”60 

according to Bourdieu. But as we shall see this “naturalization” is not 

a passive effect of professionalisation but an important engine in its 

development. The relationship of a discipline to the academy is 

instructive; the course rubrics from the architecture courses surveyed 

above make no mention of the complex tripartite relations of 

profession to government to academy. 

                                                
59 "Ar3014 Design Thesis Communication." 
60 Bourdieu, Outline of a Theory of Practice, 164. 
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Fig. 2:1 Bodies that establish education standards – type of bodies. From: Jordi Farrando 
et al., “Architectural Practice around the World,” (Barcelona: Col-legi 
d’Arquitectes de Catalunya (COAC), 2005) 27 

Worldwide, many more of the bodies which establish educational 

standards in architecture are run centrally by the national government 

than those which, as in the U.K., are controlled from quasi non-

governmental organisations. (see Fig. 2:1 above). A situation which is 

rarer even than those countries whose standards are self-policed from 

within the academy.61 In this sense architecture courses like those in 

the U.K., or those which are entirely self-regulating, are freer to set the 

terms of their own professional profile but can seem more detached 

from their social contexts and constituencies. This social 

accountability is, of course, illusory since a profession’s very existence 

is always, as we have seen in Blankenship62 and in Dingwall and Fenn63 

above, contractually tied to the state. 

                                                
61 Jordi Farrando et al., "Architectural Practice around the World," (Barcelona: Col-legi 
d'Arquitectes de Catalunya (COAC), 2005). 
62 Blankenship, Colleagues in Organization : The Social Construction of Professional Work. 
63 Dingwall and Fenn, ""A Respectable Profession"? Sociological and Economic Perspectives 
on the Regulation of Professional Services." 

Within archaeology Jean Gero identifies a, “usually unacknowledged 

‘co production’ of knowledge with the social order.”64 and claims that: 

In archaeology, the strategies that bolster, protect and reward 
certitude reflexively feed into and feed from a wider socio-political 
world where hierarchical authority is asserted by the able and the 
powerful.65 

Below, I will look briefly at how the idea of archaeology is framed on 

the web pages for archaeology courses at two universities; just as 

above with architecture, the object of this analysis is not to draw 

detailed conclusions about how archaeology is taught at university – 

that task is not within the scope of this thesis – but instead to tease 

out general arguments about the institution and professionalisation of 

archaeology already stated above in this thesis, and continued later in 

more detail. 

                                                
64 Gero, "Honoring Ambiguity/Problematizing Certitude," 313. 
65 Ibid. 
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In 2012 The Institute of Archaeology at University College London advertised 

the goals of its general undergraduate course in archaeology in the 

following terms; 

Why Study Archaeology? 

• Acquire a wide range of transferable skills, such as teamwork, 
problem-solving and professional communication skills. 

• Combines academic study with practical hands-on experience 
through laboratory and fieldwork. 

• Offers the opportunity to become involved in new 
discoveries on field projects both in the UK and overseas. 

• Archaeology is an ever-expanding subject, giving all students 
the chance to contribute to original research. 

• Fosters creative and critical thinking. 
• Develop your writing and presentation skills. 
• Multidisciplinary subject which draws on a wide range of 

social & physical sciences, the arts and the humanities. 
• Archaeology is one of the most absorbing and sociable 

courses you will find anywhere. 
• Develop a multicultural perspective of past and present 

societies. 
• Develop an ability to communicate the relevance of the past 

to the problems of the present.66 

This text from the Institute’s public website attempts to situate 

archaeology within a system of higher educational choices and avoids 

directly addressing any putative disciplinary ‘subject’ of archaeology. 

                                                
66 UCL Institute of Archaeology, "Why Study Archaeology?,"  
http://www.ucl.ac.uk/archaeology/studying/undergraduate. 

Compare this with what the Stanford Archaeology Center in the U.S.A. 

says about itself; 

Human beings and their ancestors have roamed the earth for at least 
five million years, but only invented writing five thousand years ago. 
And for most of the period since its invention, writing only tells us 
about small elite groups. Archaeology is the only discipline that 
gives direct access to the experiences of all members of all cultures, 
everywhere in the world. Stanford’s Archaeology Program is unique 
in providing students with an interdisciplinary approach to the 
material remains of past societies, drawing in equal parts on the 
humanities, social sciences, and natural sciences. The program has 
three goals: 

I. To provide a broad and rigorous introduction to the analysis of 
the material culture of past societies, drawing on the questions 
and methods of the humanities, social sciences, and natural 
sciences. 

II. To relate this analysis to the practice of archaeology in the 
contemporary world. 

III. To help each student achieve a high level of understanding 
through concentrated study of a particular research area. 67 

Closer reading of these advertisements reveals important differences 

and are illustrative of archaeology’s still nascent professionalisation. 

The Stanford text implies “direct access” to the past and an 

“interdisciplinary” approach. U.C.L. instead emphasises the 

“multidisciplinary” and the applicability of archaeology to other social 

                                                
67 Stanford Archaeology Center, "Archaeology Undergraduate Program," The Trustees of 
Leland Stanford Jr. University, http://www.stanford.edu/dept/archaeology/cgi-
bin/drupal/archaeology-undergraduate-program. 
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spheres. Stanford foregrounds what it takes to be the aims of 

archaeology and situates itself within that profession in contrast to 

U.C.L.’s positioning of the academy as integral to a wider notion of 

society. Or more generally, recall Kingston’s solipsistic, unidisciplinary 

stance; the reinforcement of the notion of the profession as the 

ultimate aim of the academy’s existence. What is common, however, 

across the course rubrics of Kingston University, London Metropolitan 

University, Stanford University and University College London is that we see 

that their educational structures are primed to reproduce themselves, 

and that, as Atkinson has it, “cultural reproduction serves to preserve 

the appearance of neutrality while legitimating sectional interests.”68 

Atkinson reinforces what is, for Bourdieu and Passeron, the “illusion 

of the neutrality and the independence of the school system;”69 that is 

to, “conceal the social functions it performs and so to perform them 

more effectively.”70 It is this “neutrality” which Bourdieu and 

Passeron claim that through the arbitrary application of “pedagogical 

authority [...] gives the educational system its peculiar ability to mask 

the contribution it makes towards reproducing the class distribution of 

cultural capital.”71 Bourdieu’s notion of cultural capital is acquired, for 

architects, not simply in overcoming the social barriers, economic 

                                                
68 Atkinson, "The Reproduction of the Professional Community," 238. 
69 Bourdieu and Passeron, Reproduction in Education, Society and Culture, 141. 
70 Ibid., 178. 
71 Ibid., 199.or, in general, in; Schnapp, The Discovery of the Past: The Origins of Archaeology. 

hurdles and extended periods of complex skill acquisition required to 

complete an architecture course, nor does it reside only in the legal 

protection afforded either to function or to title, but also, I argue, to a 

kind of ownership over the tools and media of architectural 

production. The positioning of a profession within the socio-

economic matrix of other professions enables individual practitioners 

to acquire such capital, leveraged by the status of their profession. The 

status of architecture and archaeology has been accrued across time 

though both disciplinary necessity and political manoeuvring. This 

chapter will go on to look briefly at how this has happened in both 

professions. 

 

The Antiquary In Archaeology 

Archaeology in its current form emerged, as I will outline below, from 

the meta-discipline of antiquarianism when specialists within that 

movement began to recognise themselves as being distinct from one 

another.72 Before that archaeology had not been considered a discrete 

discipline but rather had been practiced by, amongst others, 

antiquaries or architects; landed gentlemen or clerics with time on 

their hands and buried curiosities on their estates and parishes or, at 
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least, on the estates of their clients. Although, as Rosemary Hill points 

out, the actual excavation was usually done by others, after all, 

“Gentlemen did not dig.”73 Antiquaries were principally collectors and 

travellers and practiced, by and large, without profit. There is evidence 

for antiquarian-like practices with Varro in first-century B.C.E. 

Rome74 or, in eleventh-century Song Dynasty China75 or, with Flavio 

Biondo, in fifteenth-century Rome.76 As we have seen, today we might 

describe these kinds of early antiquarian activity as amateur or, more 

pejoratively, amateurish. But from time to time the category of 

amateur has implied a kind of methodological objectivity and freedom 

from the constraints and temptations of having to earn a living and 

even, as Garber has identified, a moral rectitude of purpose.77 An 

objectivity and integrity now, ironically, ascribed to the professional 

alone; 

The antiquary’s aim was to gather and present uncommon objects, 
chosen for their individual qualities, which distinguished them from 
current objects because they symbolised a lost, invisible world. 
Carefully described, methodically displayed, these objects thus 

                                                
73 Rosemary Hill, "Gentlemen Did Not Dig: Review of the Society of Dilettanti: Archaeology 
and Identity in the British Enlightenment by Jason Kelly," London Review of Books 32, no. 12 
(2010). 
74 Arnaldo Momigliano, "Ancient History and the Antiquarian," Journal of the Warburg and 
Courtauld Institutes 13, no. 3/4 (1950). 
75 Patricia Buckley Ebrey, The Cambridge Illustrated History of China  (Cambridge: Cambridge 
University Press, 1996). 
76 Schnapp, The Discovery of the Past: The Origins of Archaeology. 
77 Garber, Academic Instincts. 

acquired new properties which made them different, precious, 
moving, material witnesses of time’s physical depth.78 

The breadth of these collections made the impartiality, as it would 

have been seen, of the amateur ideal in the first instance for the task 

of the analysis and speculative reconstruction of artefacts from those 

collections. The practices of these antiquarian precursors were a long 

way from the methodical analyses adopted by even Renaissance 

humanist collectors; 

Not only was there no sense of different periods in the past, with 
identifiable features, there was also an inability to look at objects or 
remains with a discriminating eye. No vocabulary existed to describe 
the remains of the past. It was even difficult to distinguish between 
natural and cultural objects. 79 

Who were the antiquaries practicing in those modes which would later 

develop into archaeology with its core modern activity of narrative 

creation from fragmentary evidence? Indications of the origins of a 

separate discipline of archaeology, though it would not, at the time, 

have been recognised as such, appear in the mid-fifteenth-century 

with the publishing of De Roma Instaurata and Roma Triumphans80 by 
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Biondo. Biondo was a humanist historian who, along with his 

contemporary Leonardo Bruni developed the three-period (antiquity, 

middle ages, and modern – though writing from a period which would 

now be described as early modern) history of human culture.81 Written 

between 1444 and 1448, the Instaurata is a text-only description of the 

ancient ruins of Rome. But this was just part of the emergence of an 

academic and systematic interest in antiquity at the end of the 

fifteenth-century. Cristoforo Buondelmonti, for example, was 

searching for, and then drawing, in c.1450, what he claimed were the 

ruins of Troy82 whilst in the 1440’s Leon Battista Alberti was writing a 

general method of archaeological surveying, though this still consisted 

of largely textual descriptions of proto-archaeological tools and 

processes.83 Arnaldo Momigliano assigns the roles of the first 

systematic antiquaries to Carlo Sigonio, (c.1524-1584) Fulvio Orsini 

(1529-1600), Augustinus Rotundus (1520-1582) and Justus Lipsius 

(1547-1606); 

                                                
81 Historiarum Ab Inclinatione Romanorum Imperii Decades  (Venice: Tommaso de'Blavi, 1484). 
82 Christophorus de Bondelmontibus, "Christophorus De Bondelmontibus. Liber Insularum 
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83 Leon Battista Alberti et al., Leon Battista Alberti's Delineation of the City of Rome (Descriptio Vrbis 
Romæ)  (Tempe, Ariz.: Arizona Center for Medieval and Renaissance Studies, 2007). 
See also reconstruction of Alberti’s surveying instruments made as a student architectural 
project at McGill University;   Studio ARCH 531 to Architectural Intentions from Vitruvius 
to the Renaissance, 4 October, 2012, http://bit.ly/1RaxqXz. 

They improved on Varro because they combined literary, 
archaeological and epigraphical evidence, their preference being for 
literary and epigraphical texts. They slowly pieced together Roman 
chronology, topography, law and religion: they discovered “Roma 
sotterranea.” They progressively occupied new provinces by 
extending their research to Greece, to the local antiquities of France, 
Germany and England and to the oriental kingdoms. They 
commented on historians and supplemented historians, but usually 
did not claim to be historians. They modelled themselves on 
Biondo’s Roma Triumphans which was not a history, but a systematic 
survey.84 

In Elizabethan England, a new sense of national awareness pricked by 

the work of the collectors and cataloguers of a century earlier 

encouraged the formation of loose associations of like-minded 

antiquaries. Historian of the antiquarian movement Graham Parry lists 

the disparate antiquarian disciplines which grew from these new-found 

nationalistic urges and which began to be used in concert, “these 

methods included philology, etymology, numismatics, comparison 

(both of texts and objects), linking written sources with material 

remains and publication of results.” 85 This antiquarianism which 

would later develop into archaeology emerged, therefore, from the 

fusion of an array of other recently established disciplines. The new 

availability of expertise – expertise which, as Parry outlines in the 

quotation above, related to specialised elements of antiquity, also 

founded a new desire to make dedicated studies of the antique in more 
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holistic modes. That this new holism was necessary emerged from the 

gradual realisation that the shattered fragments of the past, now that 

enough of them had been systematically collected seemed, as Alain 

Schnapp argues,86 to be revealing a picture of that past quite different 

from the compressed timescale of the one expected. It also became 

clear that new investigative and interrogatory tools were required for 

this altogether more systematic project; 

Chronicles up to the sixteenth century tended to repeat material 
from existing compilations, and consisted largely of accounts of 
events, without much commentary or interpretation. The writing of 
history along lines we might recognise as modern, in which evidence 
is weighed and evaluated, sources are recognised to have grades of 
reliability and commentary plays a significant role, began [...] in the 
1530s 87 

Architects from this period were often also antiquaries and at that 

time those disciplines were not so readily separable. As Schnapp notes 

in relation to Raphael’s archaeological project, “the expertise of the 

antiquary was inseparable from the practice of the architect.” 88 

In France from the seventeenth-century,89 and from the eighteenth-

century elsewhere,90 recording and then making reconstructions from 
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the ruins of ancient Rome became not simply a regular, but a central, 

part of the education of the architect/antiquary. As we have seen, one 

of the earliest systematic attempts at making such reconstructions 

were those to be undertaken by Raphael for Pope Leo X – a project 

interrupted almost before it had begun by Raphael’s death. Raphael 

was most famous then, as now, for his paintings and frescoes, but the 

popes were well aware of his architectural prowess through his work 

for Cardinal de’ Medici as well as for the Pope himself. Andrea 

Palladio too, in a more personal and private capacity, was driven to 

reconstruct and, as I shall describe in detail below in the Epilogue, with 

Villa Madama, regularise or ‘correct’ what he found, in spite of the 

physical evidence.91 

The eventual separation of architecture from antiquarianism was both 

longer coming than the separation of antiquarianism from archaeology 

and, as I shall describe below, more fraught with disciplinary 

protectionism and fractiousness. But also, as we shall see, this 

particular split, antiquary from architect, loosened other bonds 

between practices hitherto considered, at least amongst architects, as 

‘belonging’ within architecture. In particular various types of surveying 

– land, measured, building and quantities – began to separate into 

                                                                                                           
90 Linda Hart, "Exploiting the Classical Past: Student Restoration Drawings from the French 
and American Academies in Rome," Architronic 2, no. 3 (1993). 
91 Dana Arnold and Stephen Bending, eds., Tracing Architecture : The Aesthetics of Antiquarianism 
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discrete disciplines and then into professions of their own. An on-

going loss still keenly felt by many architects today.92 

 

The Society of Antiquaries 

By the latter part of the seventeenth-century antiquarian matters in 

England were being overseen by the newly chartered Royal Society.93 

John Aubrey, for example, known principally for his work as a 

biographer, began the systematic recording of ancient monuments. In 

particular in 1649 he started work at Avebury, accurately plotting the 

location of the standing and absent stones and deducing for the first 

time that they were pre-Roman; work presented to the Society in 

1663.94 In addition he wrote Monumenta Britannica, the “first credible 

archaeological treatise in English.”95 The collection of skills and 

interests this work sets out were amongst those which began to define 

a suite of specifically archaeological practices, easing archaeology out 

of and away from antiquarianism; in particular the tools and 
                                                
92 See for example;   Robert D. Hindle and Pantaleo Rwelamila, "Resistance to Change: 
Architectural Education in a Turbulent Environment," Engineering Construction and Architectural 
Management 5, no. 2 (1998). or;   Gary D. Holt, "British Construction Business 1700-2000: 
Proactive Innovation or Reactive Evolution?," Construction Innovation 15, no. 3 (2015). 
93 See for example; Rosemary Sweet, "Founders and Fellows," in Making History : Antiquaries in 
Britain, 1707-2007, ed. S. McCarthy and B. Nurse (London: Royal Academy of Arts, 2007). or;   
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First Rise  (New York: Johnson Reprint Corp., 1968). 
94 Parry, "Earliest Antiquaries," 39. and;   Susan M. Pearce, Visions of Antiquity : The Society of 
Antiquaries of London 1707-2007  (London: Society of Antiquaries of London, 2007), 24. 
95 Parry, "Earliest Antiquaries," 39. 

techniques to systematically interrogate bodies of knowledge in order 

to form plausible narratives.96 Thus a centre began to set around a 

coherent discipline of archaeology. Not yet ready to call itself 

archaeology, nevertheless the archaeology-leaning antiquaries felt the 

pressing need to divorce themselves from the narrower remit of the 

Royal Society, its interests directed, according to Parry, “principally 

towards the phenomena of the natural world, [with] little interest in 

antiquities.”97 Under pressure, in any case, from Isaac Newton and his 

specifically scientific cabal a new, unambiguously antiquarian, society 

was formed. On 5th December 1707 Humfrey Wanley, John Talman 

and John Bagford inaugurated the Society of Antiquaries of London.98 It 

was at the Society of Antiquaries that the work of archaeology in England 

began to be systematically established through rigorous, and for the 

time, relatively transparent disquisition, “upon this great table” writes 

Christopher Evans, “the past was sorted, ordered and adjudicated.”99 
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Fig. 2:2 George Cruikshank, The Antiquarian Society (detail). 1812, coloured 
engraving, 20.5 x 39.5 cm. Derrick Chivers collection. From: Rosemary 
Sweet, “Founders and Fellows,” in Making History: Antiquaries in Britain, 
1707-2007, ed. S. McCarthy and B. Nurse (London: Royal Academy of 
Arts, 2007), 67. 

The “adjudication” to which Evans alludes, upon the “great table” 

illustrated whimsically by George Cruikshank (Fig. 2:2), came to rest 

upon the twin scientific bases of what later became modern 

archaeology; the great “sorting” of typology and the disciplining “order” 

of stratigraphy. Schnapp sees the invention, or the “construction of 

[the] specific tool”100 of typology as a particularly antiquarian 

achievement. Specifically, as I will argue below in Instrumental 

Reconstruction, I would classify typology in this sense, as a conceptual 

disciplinary tool.101 

With these systems in place, Schnapp identifies the subsequent 

establishment of modern archaeology as building over three “waves;” 

The first wave, in a challenge to written tradition, established the 
importance of objects over texts in matters of historical proof [...]  
The second wave confirms a theory of archaeological evolution [...] 
the encoding of a rigorous and exact science of archaeological 
remains. To rid archaeology of the dross of antiquarianism a third 
wave was necessary, that of comparative stratigraphy.102 

It was Johann Joachim Winckelmann in particular who definitively 

oversaw the fracturing of archaeology from its philological roots; what 

architectural critic Jonathan Hale refers to as the “art-historical 
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uncertainties” of Winckelmann’s “world of catalogued styles.”103 In 

fact Winckelmann’s stylistic systematisation was a radical attempt to 

organise what had become a chaotic flood of visual data; a “stylistic 

analysis” as Michael Shanks, writing in 2007, describes it.104 Analyses 

picked up a generation later as we have seen by the great innovatory 

typologists, George Cuvier and Jean-Baptiste Lamarck. These late 

eighteenth-century inquiries were based on the assumption that style 

per se develops in a chronologically ordered way.105 Nevertheless linear 

stylistic development best fitted the available evidence – that is, and 

this is were Winckelmann was most radical, the development of the 

visual style of the artefacts not the artefacts themselves nor even their 

associated texts or the inscriptions upon their surfaces. As Dana 

Arnold and Stephen Bending emphasise, Winckelmann; 

chose instead to make physical monuments totally subservient to 
verbal texts [...]. Removing ancient monuments from their historical 
and material contexts, Winckelmann insists that the material past is 
only of value in so far as its study aspires to the status of poetry.106 

By the early nineteenth-century the locus of archaeological innovation 

had shifted to Scandinavia. In Denmark, Christian Jurgensen 

Thomsen helped established pre-history as a viable, researchable, kind 
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of history. Thomsen founded the Museum of Northern Antiquities in 

Copenhagen as a physical demonstration of his notion of the three-

age (stone, bronze and iron) system of human prehistory,107 

establishing once and for all a scientific and discipline-discrete basis 

for, what was still at that point, a loosely-defined and overlapping set 

of activities. 

Thus archaeology began to establish its own set of practices uniquely 

designed to interrogate pre-history. According to Schnapp these 

practices became further established through systematic excavations 

of the kind performed by Boucher de Perthes. Beginning in 1837 and 

culminating in his Antiquités celtiques at antédiluviennes in 1847, de 

Perthes revolutionised the modern notion of holistic, total excavation. 

For Schnapp, de Perthes occupies a pivotal position in the 

development of archaeology as a fully independent, scientific, 

discipline; 

Boucher de Perthes succeeded in making the final part of his life [...] 
a ‘work of science’ in the service of human history – this was the 
paradox of a man who seemed less equipped than many of his 
predecessors to become the founder of a discipline.108 

Of profound significance in the U.K., but to whom Schnapp accords 

little international influence except in championing an “evolutionary 
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typology,” was General Pitt-Rivers.109 Augustus Lane Fox Pitt-Rivers 

was a General in the British army who transformed archaeology in the 

U.K. through a methodical and meticulously documented approach to 

excavating remains, many of them found on his own estates. Or as 

Edward Harris110 has bathetically put it, “his method was perhaps a bit 

more systematic than that of his predecessors.”111 It is in particular 

Pitt-Rivers’ use of drawing as the central practice in his new 

archaeological method which is of interest here.112 Stuart Piggott 

emphasises that, “the illustrations are not ancillary, but the main 

matter of the reports, the text being a comment on the plates,”113 (Fig. 

2:3). 

Despite Piggott’s assertion that Pitt-Rivers work, as represented by 

Excavations in Cranborne Chase,114 “make a break in every respect with all 
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that had gone before,”115 Harris believes that, “even the excavations of 

General Pitt-Rivers, in the last decades of the century, contributed 

little, if anything, to the notions of archaeological stratigraphy.” 

Stratigraphy in its methodological, almost scientific sense, for Harris, 

did not begin to be addressed at all until at least 1915 with the 

publication of J. P. Droop’s Archaeological Excavation.116  

Alongside Pitt-Rivers’ shift towards the illustrative was his new quasi-

scientific, quasi-legalistic, attention to archaeological inquiry as 

evidence gathering; the development of new systematic rigour through 

the notion of legal proof; 

he introduced the concept that archaeological evidence should be 
able to stand up in a court of law. Accordingly, he introduced modes 
of group-adjudication and cited named ‘witnesses’ to excavation 
finds.117 

Much of what Winckelmann, Thomsen, de Perthes and Pitt-Rivers 

instituted remains – the varying fortunes of scientific and then 

phenomenological emphasis notwithstanding; 

It was a long, slow march which led to the emergence of 
archaeology – not its status nor its object, but its method, 
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constructed upon its trinity of principles: typology, technology and 
stratigraphy.118 

 

Fig. 2:3 Augustus Henry Lane Fox, Section through excavations at London Wall, Pitt-
Rivers, 1867. From: Augustus Henry Lane Fox, “A Description of 
Certain Piles Found near London Wall and Southwark, Possibly the 
Remains of Pile Buildings,” Journal of the Anthropological Society of London 
5(1867). lxxi. 

And, as we have seen, the backing of a quasi-legalistic authenticity. But 

it is, as this thesis argues, precisely archaeology’s “status” and more 

particularly its “object” which became occluded; its association, 

through antiquarianism, with the overtly propositional discipline of 

                                                
118 Schnapp, The Discovery of the Past: The Origins of Archaeology, 37. 

architecture now profoundly uncoupled, as it sought to further 

centralise and fortify its new disciplinary concerns. 

The first international, specifically archaeological, society the Instituto di 

Corrispondenza Archeologica, had been founded in Rome in 1829,119 

followed closely in 1832 by the Deutsches Archäologisches Institut in 

Berlin,120 and in 1834 by the Comité des Travaux Historiques et Scientifiques 

in Paris.121 The creation of these European institutions were signs, I 

would argue, of the incipient professionalisation of the new discipline, 

the consolidation of its centre, its separation from other, previously 

associated, disciplines. In the U.K. the Congress of Archaeological Societies 

was founded in 1898 to sweep up the various small, local 

archaeological societies formed in the wake of the popularisation of 

the discipline at the hands of Pitt-Rivers and with Arthur Evans’ 

discoveries at Knossos.122 The foundation of a more centralised 

organisation had to wait until 1935 with the Prehistoric Society,123 

followed by Tessa and Mortimer Wheeler’s Institute of Archaeology in 
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1937124 and in 1944 by the Council for British Archaeology with its 

specifically educational remit.125 Other organisations in the U.K. have 

followed regularly culminating, perhaps, in 2008 with the current 

professional body, the Institute for Archaeologists replete with Charter,126 

Code of Conduct and all the other appurtenances of 

professionalisation;127 

[its members must] subscribe to an ethical code of conduct, have 
demonstrated their competence and made a commitment to 
developing their skills through Continuing Professional 
Development, and are subject to the oversight of their peers – the 
essential elements of professionalism.128 

At least so goes, in somewhat abbreviated form, the more or less 

standard history of archaeology as an independent discipline and, 

ultimately, profession. But what of its practice? What of the 

archaeological things used by archaeologists in the making of 

archaeology? Might, for example, the drawings and tools of the 

discipline tell a more nuanced tale and with unexpected disciplinary 
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aims – one which reveals rather than occludes its more speculative 

ambitions? Ambitions it shares, I argue, with architecture. 

 

The Antiquary in Architecture 

Architecture as a legally defined profession is a recent phenomenon, 

but encompasses a suite of ancient disciplines and, as practiced in the 

mode we understand today, its origins are obscure. That is, prehistoric 

buildings have been excavated which are too complex for their design 

and erection to have been accomplished by anyone that had not 

specialised in those activities; as architectural historian Spiro Kostof 

puts it, “buildings of substantial scale or a certain degree of complexity 

must be conceived by someone before construction of them can 

begin.”129 One method for attempting to trace the early development 

of architectural practice is through the coeval development of its tools. 

Maya Hambly writes of the history of these drawing tools; 

There is sufficient evidence from the layout and construction of 
major surviving buildings to establish that, in the ancient 
civilisations of Egypt, Babylon and Greece, use was made of some 
form of geometrical instruments. 130 

Kostof sees the first direct evidence of someone performing 

something like the function that we would now associate with that of 
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an architect in the figure of the twenty-seventh-century B.C.E. 

Egyptian “prototypical architect”131 Imhotep, the “King’s Chancellor,” 

a man, “revered for his great wisdom as a scribe, astronomer, 

magician, and healer.”132 Kostof describes the architectural profession 

of Imhotep’s time in terms uncannily like those which exist in the 

early twenty-first-century; 

Traditionally [...] architects have been associated with the rich and 
the powerful. Their services were required by the state and the 
church, the wealthier classes, administrative bodies, and affluent 
business concerns such as guilds and corporations. This association 
did not always assure the architects a favored standing in the social 
hierarchy, but it sufficed, at the very least, to set them apart from 
the laboring classes.133 

The long overlap of Egyptian and Greek civilisations, especially during 

the Ptolemaic period (323 B.C.E. – 31 B.C.E.)134 influenced cross-

cultural technical expertise, “that early Greek architects also acquired 

engineering skills in Egypt is possible,”135 argues Dieter Arnold. 

Though for Stephen Quirke this trade in technical knowledge may not 

have extended to a stylistic accommodation, “as in sculpture, there is 

no clear evidence in large-scale monumental architecture for a hybrid 

                                                
131 Kostof, The Architect : Chapters in the History of the Profession, 3. 
132 Ibid. 
133 Ibid. 
134 Dieter Arnold, Temples of the Last Pharaohs  (New York ; Oxford: Oxford University Press, 
1999), 143. 
135 Ibid. 

Egyptian-Greek style before the Roman Period.”136 Nevertheless, for 

Kostof, the particular status of architects persisted across the two 

cultures, architects he argues, “were not workmen but rulers of 

workmen, as Plato puts it; they contributed knowledge, not 

craftsmanship.”137 

What is lacking from Greece at the time of Plato is any evidence of 

the direct products of that architectural profession (though there is 

some before and, of course, after). Not, that is, evidence of the 

buildings themselves of which there is much, but the tools through 

which they were designed; drawings and drawing instruments. This is 

a well recognised absence; 

This curious gap has prompted one scholar [...] to advance the thesis 
that the Greek architect never made plans or elevations for the 
buildings he undertook to design. He did not, strictly speaking, 
design buildings [...]. He was rather a master craftsman, like the 
shipwrights responsible for the Greek triremes. 138 

                                                
136 Stephen Quirke, "Ptolemaic Architecture: Some Examples," University College London, 
http://www.ucl.ac.uk/museums-static/digitalegypt/art/ptolarchitecture.html. 
137 Kostof, The Architect : Chapters in the History of the Profession, 3. 
138 Ibid., 11. 
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There do also exist much earlier drawings which appear, Kostof and 

others have argued, to have been made by architects. For example 

Ostrakon139 22.3.30a, b (Fig. 2.4) held at The Metropolitan Museum of Art 

in New York is listed in their online catalogue as a “Plan for a temple 

garden” (c.2030-1640 B.C.E.),140 an interpretation made in 1922 by 

Herbert Winlock,141 but which has also been interpreted by Arnold as 

being an architectural drawing of the hypostyle at the mortuary temple 

of Mentuhotep at Deir el-Bahari.142 Yet the purpose and authorship of 

these drawings remains contentious. In Kostof’s view the modern 

function of the architect would, then, have been split between the 

architect working with, “verbal descriptions” and that, “central agent 

of the art of architecture,” the stone mason.143 

                                                
139 An Ostrakon, is, amongst other things, “A fragment of soft stone or pottery bearing 
jottings or a writing exercise.” Darvill Timothy, "Ostrakon," in The Concise Oxford Dictionary of 
Archaeology Online (2nd Edition) (Oxford: Oxford University Press, 2009). 
140 The Metropolitan Museum of Art, "Plan for a Temple Garden," The Metropolitan 
Museum of Art, http://www.metmuseum.org/collection/the-collection-
online/search/561915. 
141 H. E. Winlock, "The Egyptian Expedition 1921-1922 Part Ii," Bulletin of the Metropolitan 
Museum of Art 17(1922): 26-27. 
142 Dieter Arnold, Der Tempel Des Königs Mentuhotep Von Deir El-Bahari, 2 vols. (Mainz am 
Rhein: P. von Zabern, 1974). 
143 Kostof, The Architect : Chapters in the History of the Profession, 11. 

Kostof accepts that some drawings must have been lost but stops 

short of agreeing that there would have been ‘sets’ of, for example, 

construction drawings; 

The very standardization of form was a process in which architects 
participated; to think that their proposed solutions over time, and 
the treatises some of them wrote about these solutions, went 
entirely unillustrated seems unlikely.144 

 

Fig. 2:4 Plan for a Temple Garden (?). c.2030-1640 B.C.E. Ostrakon 22.3.30. The 
Metropolitan Museum of Art, New York. From: The Metropolitan 
Museum of Art, http://bit.ly/1QG6HSv (accessed 14 December 2015). 

  

                                                
144 Ibid., 14-15. 
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Fig. 2:5 Partial plan on a Nineteenth Dynasty Ostrakon (?) c. 1540-1292 B.C.E. BM 
41228. From: Alexander Badawy, Le Dessin Architectural Chez Les Anciens 
Égyptiens; Étude Comparative Des Représentations Égyptiennes De Constructions  
(Le Caire,: Imprimerie nationale, 1948). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 2:6 Partial side elevation of an altar. c. 1550-1292 B.C.E. From: 
Alexander Badawy, Le Dessin Architectural Chez Les Anciens 
Égyptiens; Étude Comparative Des Représentations Égyptiennes De 
Constructions  (Le Caire,: Imprimerie nationale, 1948). 
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The central involvement of an architect or architect-like figure seems 

likely, I would argue, when nearly two thousand years earlier, New 

Kingdom Egyptians were using almost every system of projection still 

in use today.145 Figs 2:5, 2:6. and 2:7. show respectively and, albeit in 

fragmentary form; a plan,146 an elevation147 and, more curiously, a 

hybrid plan/elevation.148 The plan (Fig. 2:5) is between approximately 

3,202 and 3,307 years old and is, at least in the fragment which 

survives, entirely conventional. That is, it is orthographically drawn 

(the lines of projection from object to picture plane are parallel) and 

includes no other projection or drawing types. The circa 3,307 to 

3,558 year old detailed elevation of an altar (Fig. 2:6) is also 

orthographically projected and looks startlingly modern. The drawing 

of the “Domain Royale” (Fig. 2:7) on the other hand can be read as a 

conventional plan with additional elevational elements, but the 

elevational elements, mostly doorways, are too systematically 

represented to be a random affectation. It is perhaps more like a ‘flat’ 

axonometric, or a planimetric; drawing types which depict both ‘true’ 

(i.e. scalable and not distorted) plans and ‘true’ elevations. But it is not 

exactly those either; it is a drawing type lost to the discipline of 
                                                
145 A period conventionally given as 1550-1064 B.C.E. Some architectural drawings remain 
from even earlier periods – see Chronotopic Reconstruction in 6. London Stone Reconstructed. 
146 Corinna Rossi, Architecture and Mathematics in Ancient Egypt  (Cambridge: Cambridge 
University Press, 2004), 145. 
147 Alexander Badawy, Le Dessin Architectural Chez Les Anciens Égyptiens; Étude Comparative Des 
Représentations Égyptiennes De Constructions  (Le Caire,: Imprimerie nationale, 1948). 
148 Ibid. 

architecture; or perhaps it simply never caught on. These categories of 

drawing, those without discipline, will be explored and their use as 

design tools in interdisciplinary, scandalous space described in the 

next chapter, and their experimental use demonstrated across the Sites 

of Encounter texts. 

During the period of the New Kingdom in ancient Egypt, all of these 

kinds of drawing, conventionally thought of as developing in the late 

medieval period and coming into common usage during the early 

modern period, already existed, even as far back as Imhotep in the 

Third Dynasty.149 To be sure, Imhotep was unlike any architect that 

existed subsequently; we do not know whether his position and 

practice were typical though, given his status as a courtier, that seems 

unlikely. 

  

                                                
149 Dates for the Third Dynasty vary but all lie between 2,686 and 2,520 B.C.E. 
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Fig. 2:7 The Domain Royale at Amarna. 18th Dynasty (New Kingdom), hybrid 
plan/elevation. From: Alexander Badawy, Le Dessin Architectural Chez Les 
Anciens Égyptiens; Étude Comparative Des Représentations Égyptiennes De 
Constructions  (Le Caire,: Imprimerie nationale, 1948). 
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It is conventional to say that the origins of fully modern architectural 

representation and associated modes of building production can be 

found in European drawings of the fifteenth and sixteenth-

centuries,150 and this coincides with the development, as we have seen, 

of an academic antiquarianism, an antiquarianism which included 

architectural drawing-like representations; William Vertue’s proto-

isometric drawing for a tomb for Henry VI151 for example, or Basilius 

Amerbach’s precise sketches and plans of the Roman remains at 

Augst.152 There were many others. Yet even if the Egyptian evidence is 

treated as anomalous, as architectural historian James Ackerman 

points out, these early modern drawings were not the first; 

Among the Reims drawings of Villard are several that reflect a 
milestone in the formations of the conventions for the 
representation of architectural works and projects.153 

In these drawings is found a recovery of the ancient projection types 

outlined above and which foreshadows their further development in 

the early Renaissance; 

                                                
150 See for example;   Mario Carpo, The Alphabet and the Algorithm  (Cambridge, Mass. ; 
London: MIT Press, 2011). or;   Kostof, The Architect : Chapters in the History of the Profession, 15. 
or;   Evans, "Architectural Projection," 21. or;   Pérez-Gómez and Pelletier, Architectural 
Representation and the Perspective Hinge, 9-10. 
151 Anthony Gerbino and Stephen Johnston, Compass and Rule : Architecture as Mathematical 
Practice in England, 1500-1750  (New Haven, Conn. ; London: Yale University Press, 2009), 28. 
152 Schnapp, The Discovery of the Past: The Origins of Archaeology, 148. 
153 Ackerman, Origins, Imitation, Conventions: Representation in the Visual Arts, 28. 

We know little about Gothic architectural drawing. All but a few 
examples are lost; probably drawings were rarely made. In the 
absence of a concept of scale drawing, the utility of drawing as a 
means of communication between the designer and builder would 
have been minimal [...] We have to assume that architects and 
master masons were able to design in their heads and that they 
explained their ideas verbally and through models and templates. 154 

This myth of the participation of architects in quasi-mysterious, even 

super-human, practices is perpetuated not only in Ackerman’s analysis 

but also in Ken Alder’s; 

Certain artisans, such as masons, had long possessed secret 
stereographic methods for calculating the various block faces 
needed to build, say, a Gothic vault. 155 

Again, we have the unlikely notion that the extreme complexity of, 

say, a gothic cathedral might have grown organically, un-modelled in 

drawn form and, at least in part, wrought through secret, lost 

architectural practices, or through a mental acuity unavailable to 

modern architects. Arnold Pacey, arguing for the existence of 

Medieval architects, cites the full sized drawings of cathedrals (of 

which there is some evidence) and explains their scarcity through their 

necessary incorporation into the buildings themselves.156 Sociologist of 

science David Turnbull offers an alternative narrative which 
                                                
154 Ibid., 31. 
155 Ken Alder, "Making Things the Same: Representation, Tolerance and the End of the 
Ancien Regime in France," Social Studies of Science 28, no. 4 (1998): 516. 
156 Arnold Pacey, Medieval Architectural Drawing: English Craftsmen's Methods and Their Later 
Persistence (C.1200-1700)  (Stroud: Tempus, 2007), 59. 
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incorporates aspects of both arguments; the necessary technical 

architectural knowledge sufficient to explain the persistence of 

complex Medieval buildings and which explains the relative lack of 

surviving architectural drawings. What we might term architectural 

knowledge, he argues, was distributed amongst masons incorporating 

this with a range of simple, template-based, tools and with an essential 

local knowledge. He argues that their technical expertise was not 

mysterious but developed over time and locally, and where cathedrals 

were, “conceived as sites of experimental practice.”157 

For Kostof the modern-looking architectural drawing, despite its 

scarcity, began, unequivocally, with Villard de Honnecourt, “the oldest 

extant project drawings are those in the Rheims palimpsest”158 and 

that this was, “the incubator for the maturation of architectural 

drawing.”159 So Ackerman must be right that; 

it was not until the thirteenth century that the emergence of the new 
image of the architect is complete, but by then the intellectual 
detachment of the designer from the work force was so 
commonplace that it could be decried as excessive. 160 

Kostof argues against the notion of the distributed, or non-existent, 

medieval architect, for him “anonymous teamwork or the conjuring of 
                                                
157 David Turnbull, "The Ad Hoc Collective Work of Building Gothic Cathedrals with 
Templates, String, and Geometry," Science, Technology & Human Values 18, no. 3 (1993): 316. 
158 Kostof, The Architect : Chapters in the History of the Profession, 74. 
159 Ackerman, Origins, Imitation, Conventions: Representation in the Visual Arts, 41. 
160 Ibid. 

scholarly churchmen cannot seriously be entertained.”161 Nevertheless, 

it is an idea which, as we have seen above, has been persistent even 

amongst architects and some architectural historians. Indeed, Kostof 

cities references to specific medieval and early renaissance architects, 

even though their individual identities are now lost. It is to these early 

European architects that the intimation of secret knowledge becomes 

attributed; 

Lodges were enjoined not to divulge trade secrets to outsiders. The 
Regensburg Convention of 1459, for example, expressly states that 
“no workman, nor master, nor journeyman shall teach anyone, 
whatever he may be called, not being one of our handicraft and 
never having done mason work, how to take the elevations from the 
ground plan.” 162 

It was, of course, not unusual for trades and craft organisations to 

guard the practices and tools of their members’ livelihoods in this way, 

but perhaps surprising to find drawing tools and design techniques 

now considered so universal and which are certainly taught to many 

British children at high school, treated in this protective way. 

It is in this context – the secrecy surrounding simple projection of 

“elevations from ground plan,” for example – that drawings like those 

made by Paolo Uccello (Fig. 2:8) and Sebastiano Serlio (Fig. 2:9) – 

three-dimensional, transparent, geometrically predictable projections – 

                                                
161 Kostof, The Architect : Chapters in the History of the Profession, 77. 
162 Ibid., 89. 
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must have appeared almost miraculous. Certainly it was not long 

before these new practices – new because of their novel systematic 

reproducibility, and the reproducibility of the books within which their 

systems were printed – became learnable and available to a growing 

number of practitioners. Fred Dubery and John Willats’s somewhat 

partial, but laudably clear diagram of “Drawing Systems”163 (Fig.2:10) 

demonstrates the proliferation of technical drawing types during the 

Renaissance which, I would argue, drove this increased availability. 

Architectural critic Mario Carpo is more specific – beginning with 

“Leon Battista Alberti’s invention of architectural design,” he argues 

that; 

a building is the identical copy of the architect’s design; with 
Alberti’s separation in principle between design and making came 
the modern definition of the architect as an author.164 

Later, the development of systematically reproducible drawings types, 

culminating in their use for the production of predictably precise 

engineering artefacts in, as we shall see, Napoleonic France (pp.154-

155), and the protection of these practices through the erection of 

legally defended professional bodies at their centres, will be outlined 

below. 

                                                
163 Fred Dubery and John Willats, Drawing Systems  (London: Studio Vista, 1972), 6. 
164 Carpo, The Alphabet and the Algorithm, x. 

 

Fig. 2:8 Paolo Uccello, Vase in Perspective. c.1460. Ink on 
paper, 29 x 24.5 cm. Uffizi Gallery, (Gabinetto dei 
Disegni), Florence. Available from: Wikimedia 
Commons, http://bit.ly/1QqLzBo (accessed 16 
December 2015). 
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It is surprising only that some of the erstwhile practitioners of these 

mathematically and geometrically predictable drawing techniques 

should have taken, in some places, and as I will outline below, two 

hundred years to begin to form themselves into those professional 

organisations. 

 

The Prix de Rome competition for architecture students at the Académie 

Royale de Peinture et de Sculpture ran from 1720 until 1968 and straddled 

this two-century long transition, sending its best students to draw the 

ruins of ancient Rome and to make reconstructions from those ruins. 

From a time when distinctions between design disciplines were 

emerging, and then being formalised, these surveys and 

reconstructions demonstrate, I would argue, an increasingly 

suppressed disciplinary fluidity (Fig. 2:11). These French students of 

architecture were not alone in their reconstructive endeavours; the 

American Academy in Rome from the late nineteenth-century also 

demanded “envois” of these kinds from their Fellows.165 

                                                
165 Hart, "Exploiting the Classical Past: Student Restoration Drawings from the French and 
American Academies in Rome." 

 

Fig. 2:9 Sebastiano Serlio Perspective. 1545. Ink on paper. 
From: Sebastiano Serlio, The Second Book of Architecture  
(Holborn, London: Robert Peake, 1611 [1545]). f.17. 
Available from: Archive.org, http://bit.ly/1YmGk4I 
(accessed 17 December 2015). 
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Fig. 2:10 Fred Dubery and John Willats, The Historical Development of 
Drawing Systems in the West. From: Fred Dubery and John 
Willats, Drawing Systems  (London: Studio Vista, 1972), 6. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 2:11 Ferdinand Dutert, The Roman Forum Under The Last Of The Antonines  
[survey and Reconstruction]. 1874, Chinese ink and watercolor on paper 
glued to canvas, 98 x 335 cm. From: Roberto Cassanelli, Ruins of Ancient 
Rome: The Drawings of French Architects Who Won the Prix De Rome, 1786-
1924  (Los Angeles: Getty Museum, 2002). 76. 
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But during its long life, the Prix de Rome whilst exhibiting – at least 

until its later years – resemblances between architecture, 

antiquarianism and archaeology, ultimately promoted the institution of 

strong disciplinary centres reinforcing the incipient divide between 

those disciplines; as Julien Guadet, the winner in 1864, wrote upon his 

return to Paris; 

The academy rule required the reconstruction of an ancient 
monument during our third year [...] I can say I did the best I could; 
yet I did so reluctantly. It is work [...] I do not believe in [...] what 
were forums, basilicas, libraries, or temples meant to be? I cannot 
say [...] So the work consists of a reconstruction that seems as 
impossible to me and – why not say it frankly – as absurd as a 
modern writer who, however distinguished a Latin expert he may 
be, sets about to reconstruct the missing parts of Cicero and 
Tacitus.166 

As Linda Hart notes, Constant Moyaux, the winner in 1861, had 

already expressed discomfort with what he saw as the forced 

association between architecture and archaeology; 

Moyaux was one of the first pensionnaires to express doubts 
concerning the archaeological value of the exercise of the envois. 
Archaeologists had expressed reservations for years in relation to 
the restoration drawings167 

                                                
166 Cassanelli and David, Ruins of Ancient Rome: The Drawings of French Architects Who Won the 
Prix De Rome, 1786-1924, 5. 
167 Hart, "Exploiting the Classical Past: Student Restoration Drawings from the French and 
American Academies in Rome," 14. 

The divorce of archaeology from architecture and their 

institutionalisation as distinct, professionalised disciplines was already 

irreversible when some of the Ecole des Beaux-Arts architect-

archaeologists were sent in 1798 by Napoleon as members of The 

Egyptian Institute of Sciences and Arts to be part of his military campaign 

to Egypt in order to record and, at times, reconstruct the ancient 

cultures found there. One of the leaders of this cultural invasion was 

the engineer and geometer Gaspard Monge the inventor of the scaled 

exploded drawing, a type discussed in detail below;168 

The architectural and engineering professions, which had 
maintained close links since the time of the Renaissance, became 
gradually isolated from one another in France during the course of 
the eighteenth century169 

The American Academy as Hart observes had, by 1925, already 

definitively split the architectural and historical/archaeological tasks of 

their fellows; 

In the spirit of collaboration on which the American Academy in 
Rome was founded, two fellows worked on this project for the 
Temple of Concord, produced in 1925. They were Homer Rebert, 
Classical fellow, who wrote the analysis of the remains, and Henri 

                                                
168 Undisciplined Drawing #4: The Exploded Drawing in 3. Undiscipline. 
169 Picon, French Architects and Engineers in the Age of Enlightenment, publicity synopsis. 
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Marceau, an architect who was responsible for decisions on 
construction details and for executing the drawings.170 

Their published findings now read like an uncomfortable hybrid of 

Beaux-Arts influenced drawing and reconstruction, and proto-modern 

scientific archaeological analysis.171 

 

The Society of Architects and Antiquaries, and The Society of British 

Architects 

December 7 1819 – On this day, Ten Gentlemen met at the 
Freemasons’ Tavern, London, for the purpose of establishing a 
Club, which they had previously deliberated on, and which they 
conceived might be rendered conducive to friendly, social, and 
scientific purposes.172 

It is proposed that the Members occasionally furnish the Society 
with an Essay on a Subject of Antient Architecture, or some branch 
of Antiquity, connected with Domestic Economy, or the Fine 
Arts.173 

Although the Royal Institute of British Architects was the society for 

professional architects which eventually won through from the 

                                                
170 Hart, "Exploiting the Classical Past: Student Restoration Drawings from the French and 
American Academies in Rome," 15. 
171 Homer F. Rebert and Henri Marceau, "The Temple of Concord in the Roman Forum," 
Memoirs of the American Academy in Rome 5(1925). 
172 John Britton, "An Address, Read before the Society of Architects and Antiquaries of 
London, at the First Meeting of Their Third Session " in Tracts, ed. British Library (London: J. 
Moyes, 1821), 14. 
173 Ibid., 16. 

plethora of similar-sounding nineteenth-century organisations, the 

development of the Society of Architects and Antiquaries of London (S.A.A.) 

provides, as I shall go on to explain, a useful background to, and a 

gauge for, the tensions developing between architecture and 

antiquarianism. I would also argue that the birth, brief life, and 

dissolution of the S.A.A. marks a key (extended) moment in the shift 

from amateur antiquary to professional architect. The mainstream 

antiquary at this time was already almost an archaeologist; the Society of 

Antiquaries was a hundred years old and, as we have seen, the ground-

breaking proto-archaeological work of Winckelmann in Germany was 

already in the past, while de Perthes in France and Thomsen in 

Denmark were, as we have seen, definitively splitting archaeology 

from antiquarianism. An influential handful of those in England that 

yearned for the old gentlemanly pursuits of collecting, sought refuge 

in the S.A.A alongside architects whose discipline, as I shall outline 

below, was also already on a different professional path. For their part 

these architects were trying, one final time, and with what they hoped 

might prove to be fellow travellers, to regain an earlier more inclusive 

form of their discipline. They knew that architecture had been 

systematising and regularising itself for decades and that innocently 

wandering, for example, the buried Roman Forum and collecting and 

reconstructing ancient civilisations into existence, could now only be 

construed as a rather naïve form of practice. 
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The Society of Architects and Antiquaries was founded on 7 December  

1819174 into a London rife with new and competing learned societies. 

Architects were attempting to free themselves from the strictures, and 

the indifference, of the Royal Academy, itself founded only in 1760. 

According to M. H. Port although the R.A. “included architects and 

provided schools, its provision for architectural training was 

negligible.” 175 Amongst those nascent architectural societies were: the 

Architects’ Club (1791-c.1830); the London Architectural Society (1806); the 

S.A.A. itself and the Architectural Society (1831).176 Other organisations 

seriously mooted at this time, but never actually formed, included an 

institution for the “Cultivation and Encouragement of Architecture” 

in 1819 and an architectural students’ society in 1817.177 It was the 

Society of British Architects formed in 1834 which would become the 

Institute of British Architects and, in 1837, the Royal Institute of British 

Architects.178 

The S.A.A. at the time of its foundation looks anachronistic in 

hindsight, but its members’ intuition was that although archaeological 

interests were beginning to be served by specifically archaeological 

                                                
174 Ibid., 14. 
175 M. H. Port, Founders of the Royal Institute of British Architects (Act. 1834–1835), 
(Oxford: Oxford University Press, 2012), http://bit.ly/1kbHP8o. 
176 Ibid. 
177 Ibid. 
178 Angela Mace and Robert Thorne, The Royal Institute of British Architects: A Guide to Its Archive 
and History  (London: Mansell, 1986). 

institutions (or at least the idea of such narrowly focussed 

organisations), their historic connections with architecture were being 

severed, at a cost to both disciplines; 

Nor are the Architectural Antiquities of our own kingdom less 
entitled to our inquiries, and our admiration. They are numerous, 
various, and replete with interest. Till the present century, they have 
been either disregarded by the Architect, and professional Artist, or 
not considered of sufficient importance to be measured, delineated, 
and studied. 179 

This sat unhappily with other more forward-looking aspects of the 

aims of the proto-S.A.A.’s founders who demanded, “an institution 

adequate to the present state of society, science, and taste.”180 To 

relegate the antiquarian sensibility to one simply of ‘taste’ 

demonstrates that the architects in the club had misunderstood the 

direction that antiquarianism had been taking for at least a century 

towards its own professionalisation. Unperturbed, the Society meant 

to, “employ [its] influence and means in promoting a more general 

knowledge of the principles, utility, and beauties of Architecture.”181 

Beauty and science to the ten “gentleman” founders were certainly not 

seen as mutually antagonistic, but for the time being their associated 

disciplinary trajectories were, and had begun to seem, I would argue, 

                                                
179 Britton, "An Address, Read before the Society of Architects and Antiquaries of London, at 
the First Meeting of Their Third Session " 6. 
180 Ibid., 11. 
181 Ibid., 14. 
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irrevocably divergent. Compare this with the professed aims of those 

other architects intent on forming a different institution, some of 

whom had been involved in the project of the S.A.A. According to 

Port they were, “motivated to form a professional society by the lack 

of formal training available, especially compared with France, Italy, or 

Germany [...] and by the public’s contempt for their profession.”182 

Like the S.A.A., they were concerned that, “provision for architectural 

training was negligible.”183 But the cultural aims of the nascent Institute 

were different from those of the S.A.A.; more “practical” as they 

would have seen it, “the ‘Cultivation and improvement of practical 

Architecture, and the general advancement of the Art and Science’; 

with meetings, library, and museum, as previously proposed, and a 

collection of building materials for experiment.”184 

Because of the central educational aims of this new institute, it was 

conceived from the beginning as a substantial seat of learning 

containing a library and museum, and requiring a minimum of 

demonstrable competence for membership; 

On election a member would present plans and specifications of a 
building of his own designing. In contrast to the decision taken at 

                                                
182 Port, Founders of the Royal Institute of British Architects (Act. 1834–1835). 
183 Ibid. 
184 Ibid. 

the Freemasons’ tavern, engaging in ‘any mechanical trade’ or 
estimating or measuring for hire would ipso facto disqualify. 185 

There was no requirement for any kind of built manifestation of this 

competence, only an ability to correctly demonstrate the shibboleths 

of disciplined drawing practice. The development of a syllabus further 

contributed to the exclusivity of a new Institute already bruised from 

internal tensions concerning the right, or not, to membership of 

surveyors. In particular Port observes that, “those architects who also 

acted as surveyors were discriminating between themselves and the ill-

defined body of measurers.”186 Committee member and eminent 

architect Edward Cresy did attempt to distinguish between those who 

undertook, “measuring and valuing works on behalf of Builders, 

except those executed from the Member’s own designs or 

directions”187 Cresy was also a member of the British Archaeological 

Association188 and it is interesting to observe that he saw no conflict 

here – the bonds, presumably, between architecture and archaeology 

stronger, in his view, than those between architecture and surveying. 

That this admissions policy, based upon whether the surveyor in 

question measured for a builder or for themselves, never became as 

                                                
185 Ibid. 
186 Ibid. 
187 Ibid. 
188 Gordon Goodwin, Edward Cresy(1792–1858), (ibid.2004), 
http://www.oxforddnb.com/view/article/6681  
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clear-cut as the Institute’s founders would have liked is amply 

demonstrated in the attitude of a figure as revered as John Soane who, 

when approached by the Institute to adjudicate on the matter of 

admitting surveyors, “declared measuring to be ‘the stepping-stone to 

professional knowledge and very frequently the only way a young 

practitioner could obtain a livelihood.’”189 This distinction between 

makers and thinkers persists in architectural drawing practice, and in 

design in general – to draw for a builder or other fabricator, or to 

draw for oneself, that is to use drawing practice to build with or to use 

it to think with. Soane saw no relevant distinction between 

“livelihood” and “invention” and was able to also say to architecture 

students at the Royal Academy, “architecture is an art purely of 

invention, and invention is the most painful and the most difficult 

exercise of the human mind.”190 Perhaps it is this “pain,” – the 

discomfort felt once the security of strong and familiar disciplinary 

centres is breached or is abandoned for cognate disciplines – which is 

both the allure and the treachery of interdisciplinary practice. To 

practice within architecture or within surveying, within archaeology or 

                                                
189 M. H. Port, Founders of the Royal Institute of British Architects (Act. 1834–1835), 
(ibid.2012), http://bit.ly/1kbHP8o. 
190 John Soane and Arthur T. Bolton, Lectures on Architecture ... As Delivered to Students of the Royal 
Academy from 1809 to 1836 ... Edited ... By A. T. Bolton ... With 120 Plates, Etc  ([London], 1929), 
119. 

within antiquarianism is to, “give up the safety of competence.”191 The 

creation and continued presence of the Royal Institute of British Architects 

(of which I am a member) does not so much police the boundaries of 

a clearly delineated discipline but rather, I argue – an argument central 

to this thesis – that it and institutions like it192 attempt to build and 

fortify a consolidated centre from whose gravity it is difficult for 

erstwhile transdisciplinary practitioners to escape. 

 

                                                
191 Rendell, "Cut on the Bias: Relating Art and Architecture through Interdisciplinarity and 
Transdisciplinarity." 
192 The Chartered Institute for Archaeologists received its Royal Charter on 9 December 
2014. 
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This thesis makes specific and general claims about the disciplines of 

architecture and archaeology, and about interdisciplinary practice 

between them. The general claims posit a terrain of disciplinary 

centres and ripples of influence, each reinforcing or interfering with 

every other. The greater the proximity – Fig. 1:1 illustrates proximity 

as physical, measurable, closeness whereas in reality this ‘proximity’ is 

one of homological resemblance – the greater the efficacy of the 

scandalous practice, until proximity is so great as to render the 

products of their combined practice either identical or, if not identical, 

then at least commonplace (e.g. architecture with interior design, 

architecture with structural or civil engineering, anthropology with 

archaeology). However, practitioners of both archaeology and 

architecture have made meaningful interdisciplinary work between 

their disciplines and various forms of art practice, and this Site of 

Encounter will outline some of these interdisciplinarities. 

This Site of Encounter differs from others in this thesis; like Site of 

Encounter: Aberdeen, below, it describes a transdisciplinary move 

towards a discipline which is not archaeology, but unlike all of the 

others I would consider this encounter unsuccessful or, perhaps, 

unsatisfactory. The extremity of the differences between my practice 

and that of the artists and curators involved was too great to be 

meaningfully bridged in this instance but which nevertheless now 

provides essential intelligence about that particular transdisciplinary 

trajectory, useful for future interdisciplinary work. As a counterpoint I 

will also describe an instance of an archaeology-art interdisciplinarity 

of deep and uncanny resonances not only for its constituent 

disciplines, but for architecture too. 

I am an architect and Fig. 2:12 shows the kind of thing that I do. Or 

rather, it describes one aspect of one kind architectural practice as 

popularly conceived. In fact this image, taken from Wikipedia’s entry 

for “Architect,”1 purports to show an architect at his drawing board 

but, a little research into the provenance of the illustration2 and a 

closer look at what the draftsman is actually drawing indicates that he 

is more likely to be an engineer, practicing engineering. 

I qualified as an architect in the U.K. about 20 years ago. Unusually, 

though far from uniquely for a ‘qualified’ architect, I am also a Ph.D. 

student. But in addition, according to some, and as I shall go on to 

explain, I am also an artist. Can architectural practice also be a form of 

art practice? 

                                                
1 Wikipedia, "Architect," Wikipedia, http://en.wikipedia.org/wiki/Architect. 
2 "Opreist Stäende Tegnebræt Med Vandret Tegnelinial," Teknisk Ukeblad 11, no. 21 (1893): 
159. 
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Fig. 2:12 Architect at Work. 1893. From: “Opreist Stäende Tegnebræt 
Med Vandret Tegnelinial,” Teknisk Ukeblad 11, no. 21 
(1893): 159. Available from: Wikimedia Commons, 
http://bit.ly/1NCOxfX (accessed 19 December 2015). 

Many have thought so – even that it must necessarily be so.3 But while 

this thesis does inevitably touch upon that question, it will ask first 

whether a practitioner of the kind of work depicted in Fig. 2:12 – let 

us concede for a moment that it is architecture – might call themselves 

an artist. 

This thesis has argued that between homologically-related disciplines 

and between architecture and archaeology in particular, lies a 

scandalous space of transgressive practice. One winter’s evening in 

2009 the architectural and archaeological practice described in this 

thesis was allowed to transgress towards territory normally reserved 

for art practice, or at least one particular form of art practice. Very 

rapidly particular problems associated with the architecture-towards-

art transdisciplinarity not evident in the navigation towards 

archaeology, began to emerge because, as I shall go on to explain, just 

as I do not consider myself an archaeologist I also do not consider 

myself an artist. 

                                                
3 The names of just a few will suffice:  Goethe in;   J. K. Moorhead, ed. Conversations of Goethe 
with Johann Peter Eckermann, 1st ed. (New York: Da Capo Press, 1998).;   John Ruskin, Lectures 
on Architecture and Painting, Delivered at Edinburgh in November, 1853  (New York: John Wiley, 
1854).;   Ada Louise Huxtable, Architecture, Anyone? Cautionary Tales of the Building Art, 1st ed. 
(New York: Random House, 1986).;   Steven Holl, "What Is Architecture (Art?),"  The 
Brooklyn Rail: critical perspectiveson arts, politics and culture(2013), 
http://www.brooklynrail.org/2013/09/criticspage/what-is-architecture-art. 



 
 

 114 

Fig. 2:13 shows the home page for the website of an arts project 

instigated by Marion Nancarrow of the B.B.C. and Penny Florence of 

the Slade School of Art and called The View From Here.4 The work of four 

invited artists was interpreted and transformed into a series of radio 

dramas by selected writers and then broadcast by the B.B.C. World 

Service. These radio dramas were then further interpreted by Ph.D. 

students from the Slade School of Art and the Bartlett School of Architecture 

and the products of this interpretation twice exhibited. 

 

Fig. 2:13 Home page of ‘The View From Here’ website. University College London. 
Available from: http://bit.ly/1PfrXig (accessed 12 January 2013). 

                                                
4 University College London, "The View from Here: A Collaborative Project between the 
Graduate Departments of the Slade School of Fine Art, the Bartlett School of Architecture & 
Bbc World Drama 2008/9," University College London, 
http://www.ucl.ac.uk/theviewfromhere/. 

On the night of this first exhibition (Fig. 2:14)5 visitors volunteered to 

respond to any of the works on display with work of their own. This 

work would be displayed at a later exhibition which would include all 

of the View From Here work; artwork, radio dramas, work by Slade and 

Bartlett students and the work made by their respondents. 

I was one of the Bartlett students asked to contribute and Fig. 2:16 

(left) reproduces pages from the booklet which accompanied the 

second exhibition.6 It shows my work alongside the work of my 

respondent (though it is not the content of work itself which is 

pertinent here). In fact, although eventually exhibited at various times 

throughout the View From Here process, it was never really my 

intention, at the time of their making, that these images would be 

exhibited in the way that they eventually were or, indeed, necessarily 

exhibited at all. This urge to exhibit, I later realised, is an art-practice 

compulsion, not necessarily an architecture-practice one; primary 

outlets for architectural work conventionally being quite other than 

exhibition-orientated – buildings for example – with the exhibition of 

representations of those buildings, at least in my experience, being 

either peripheral outputs or central only in the sense that they might, 

                                                
5 Fig. 2:15 shows a the same work at a later exhibition. 
6 Sophie Handler et al., "The View from Here," ed. University College London (London: 
unpublished, 2009). 
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indirectly, generate more built (and paid) work. For the artist, 

according to Brian O’Doherty in 1976, the “white cube”-style gallery 

was an outward sign of the artists’ almost religious urge to exhibit, 

indeed for O’Doherty this type of gallery was “constructed along laws 

as rigorous as those for building a medieval church”7 and that 

artworks themselves were “religious verities.”8 The art establishment’s 

later move out of the ‘white cube’ is documented by, amongst others, 

Steve Wright and Gregory Sholette, who outline the “ever-increasing 

pressure [...] to work collaboratively through social and participatory 

formats, often in a public context outside the white cube.”9 It is 

certain that, as an architect, I have felt no particular desire to exhibit 

my work within or without the ‘white cube,’ either whilst in 

architectural practice (as conventionally meant) or whilst researching 

this thesis – though the testing of certain aspects of the ‘practice’ 

elements of it have sometimes seemed to demand it.10 Another spread 

from the same View From Here booklet, Fig. 2:16 (right), shows the 

layout of the Slade’s gallery spaces, a list of the Ph.D. students from 

both schools and where in the gallery we were exhibiting. 

                                                
7 Brian O'Doherty, Inside the White Cube: The Ideology of the Gallery Space, Expanded ed. (Berkeley, 
Calif.; London: University of California Press, 1999), 15. 
8 Ibid., 7. 
9 Gregory Sholette to e-flux, 30 July, 2012. 
10 See The Moves of London Stone p.274 where my work was, under very controlled 
circumstances, exhibited once again. 

 

 

 

 

Fig. 2:14 Alessandro Zambelli, The Decorative Frame exhibited at The View From Here 
‘Research Spaces’ event, [first exhibition]. 2009, Digital inkjet prints on paper, 
under glass in square timber frames on easels, 50 x 50 cm. Photograph: 
Michiko Oki. 

this image omitted for copyright reasons 
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At this point I will digress, again, briefly in order to provide some 

background for what follows. In 1968 the architect Hans Hollein 

wrote that; 

A true architecture of our time will have to redefine itself and 
expand its means. 
Many areas outside traditional building will enter the realm of 
architecture, as architecture and ‘architects’ will have to enter new 
fields. 
All are architects. Everything is architecture.11 

This was more a manifesto for a hoped-for awakening of an otherwise 

moribund architectural profession than a statement of that 

profession’s current state. Hollein saw an opportunity for a drastic 

widening of what architecture and architects could be and who could 

be an architect. At about the same time Joseph Beuys was making a 

similarly ideal, though now more famous, call for society to become its 

own work of art, claiming that, “every human being is an artist,”12 

John Cage in a similar vein had said in an interview in 1965 that, 

“everything we do is music.”13 Cage and Beuys’s statements were and 

                                                
11 Hans Hollein, "Alles Ist Architektur," Bau 1(1968). 
12 Joseph Beuys, "I Am Searching for Field Character 1973," in Energy Plan for the Western Man: 
Joseph Beuys in America: Writings by and Interviews with the Artist, ed. Carin Kuoni (New York, 
N.Y.: Four Walls Eight Windows, 1990), 22. Although Peter Schata reports that this 
statement by Beuys dates back to 1970:   Peter Schata, "Social Sculpture Colloquium," in Social 
Sculpture Colloquium: Goethe-Institute Glasgow, ed. Shelley Sacks (Glasgow: Social Sculpture 
Forum, Goethe-Institut Glasgow in Oxford, London 1995), 11-12. 
13 Richard Kostelanetz, Conversing with Cage, 2nd ed. ed. (New York, N.Y. ; London: 
Routledge, 2003), 74. 

are, I would argue, as problematic as Hollein’s; Cage and Beuys, in this 

sense just like Hollein, were intent upon rediscovering or re-engaging 

with a totalising, social art, bequeathed to all as a social birth-right. 

Although Beuys was later careful to point out that any given person, 

although they might be an artist in the sense of being part of the, 

“social organism as a work of art,” might also become “a specialist in 

a certain way; one studies chemistry, another sculpture or painting, a 

third becomes doctor.”14 

Wright, commenting in 2007, noticed a problem with this drive 

towards universality, observing that, “in the absence of a performative 

frame, objects and actions are ill inclined to change their ontological 

status and to become art,”15 asking, can everyone be regarded as an 

artist if their ‘art-practice’ is not, in some way, explicitly framed as 

such? That, “without the validating framework of the artworld, art 

cannot be recognized as such, which is one reason why it is from time 

to time useful to reterritorialize and assemble it in an art-specific 

space.”16 

                                                
14 Caroline Tisdall, Art into Society, Society into Art: Seven German Artists  (London: I.C.A., 1974), 
48. 
15 Stephen Wright, "Users and Usership of Art: Challenging Expert Culture," European 
Institute for Progressive Cultural Policies, http://bit.ly/1IObyjy. 
16 "The Future of the Reciprocal Readymade (the Use-Value of Art) " Apexart, 
http://www.apexart.org/exhibitions/wright.htm. 
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Fig. 2:15 Alessandro Zambelli, The Decorative Frame 
exhibited at The View From Here ‘Research Spaces’ 
event, [here exhibited at the B.B.C.]. 2009, 
Digital inkjet prints on paper, under glass in 
square timber frames on easels, 50 x 50 cm. 
Photograph: Tat Lam. 

The supposed universal availability of arts practice to all-comers has, I 

would argue, at least one unfortunate side-effect. I would want to ask, 

what happens when someone is called an artist who does not 

habitually practice as an artist? Does it make any difference if they 

habitually practice as an architect? What is to be made of the 

accumulated skills, knowledges, acquired techniques and social 

networks which are apparently, and at best, made interchangeable by 

these careless category slippages or, at worst, rendered worthless by 

them? 

It is this kind of category slippage which results in the sort of thing 

which happened in the pages of the View From Here catalogue; when I 

read the exhibition catalogue on the opening night of the exhibition I 

was surprised to find myself described as an artist. Now, my work had 

been made in a school of architecture by an architect (myself) and was 

designed for the investigation of archaeological practice, but this work 

was instead exhibited at the galleries of a school of art; the work was 

described as art and, crucially, its maker as artist. After the event I 

wondered why I had been so troubled by the situation I’ve just 

described, especially considering that my research is centered about 

and, even, seeks to promote disciplinary fluidity. 

One might have thought, and I would argue, that for the word artist, 

or architect, or archaeologist to mean anything, that surely it must 

this image omitted for copyright reasons 
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adhere, however broadly conceived, to certain sets of practices, 

techniques and aims which are differently centered from other 

disciplines even if those same practices, techniques and aims shift over 

time and through space. For art-practice Wright would disagree; 

a growing number of artists and artists collectives are questioning 
the need for art to heed the frame, however broad: in the place of 
the sacrosanct artwork, some are favouring an art which remains 
open and process-based, showing scant concern for the usual 
criteria of showing and disseminating, refusing to subordinate 
process to any extrinsic finished product17 

  

                                                
17 "Users and Usership of Art: Challenging Expert Culture". 
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Fig. 2:16 Excerpts from Exhibition Catalogue, 2009. University College London. From: 
Sophie Handler et al., “The View from Here,” ed. University College 
London (London: unpublished, 2009). 
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It is doubtful, I would argue, whether, for the purposes of this thesis, 

it is even useful to think of art-practice as a single discipline as such; 

echoing Chris Smith and Linden Reilly’s enquiry, “if disciplines are 

characterised by questions, is art characterised by questions, and if so 

which questions? And is art (practice) a discipline?”18 In my own 

interdisciplinary research and practice it is important to be able to say 

that, ‘I am an architect, using the tools and techniques of architecture 

and archaeology, towards archaeology, to produce work which is a 

hybrid of both.’ But without working definitions of ‘architect’ and 

‘archaeologist’ these objectives, I would argue, become meaningless. 

And so, rather than dwell upon the work itself, I want to look briefly 

instead at the contexts of the work and how the work was exhibited at 

this art gallery as opposed to how architecture is often displayed. But 

also at how the architectural work was talked about at the exhibition 

because, of course, architectural work is also, indeed often, exhibited. 

On this occasion traditional and recognizable relationships of work 

and practice to institution, space and audience were uncomfortably 

subverted yet, in the terms of this thesis, the work was not allowed to 

meaningfully transgress and no scandal ensued, resulting merely, in my 

view, in an awkward overlaying of disciplines. The event sought to be, 

                                                
18 Chris Smith and Linden Reilly, "What Work Does the Artwork Do? A Question for Art," 
Journal of Visual Art Practice 6, no. 1 (2007): 11. 

but for my work was not, interdisciplinary in the sense used in this 

thesis; the overlapping of art and architecture on this occasion allowed 

for no scandalous space between them. 

The products of art and of architecture are viewed differently, I would 

argue, even when both are in a gallery and even when they look 

superficially similar. Above all they are thought about and talked about 

differently. The works at The View From Here were viewed and 

discussed as if they constituted finished ‘pieces’; those pieces might 

signify something outside of themselves but they were not seen as 

developing fragments of larger works which, conceived as 

architecture, and in my practice, they certainly were. 

This uncomfortable, stillborn interdisciplinarity need not be the 

outcome of course. Sometimes art makes seamless and powerful 

interdisciplinary work with its partner practice – with archaeology for 

example. There are a number of art practitioners working prominently 

at this intersection; Mark Dion at the Tate Thames Dig19 and Janet 

Hodgson with The Pits at Whitefriars in Canterbury or Piltdown 

Bungalow at Uppermill in Yorkshire20 are just two better known 

examples. Another piece of work where the boundaries between 
                                                
19 Dion, Archaeology. 
20 Centre for Fine Art Research, "Piltdown Bungalow, Uppermill, Yorkshire by Janet 
Hodgson," Birmingham City University, http://cfar-biad.co.uk/index.php/researchers/409-
janet-hodgson/237-piltdown-bungalow-uppermill-yorkshire. 
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archaeology and art were successfully tested is exhibited at the Hugh 

Lane gallery in Dublin. 

The painter Francis Bacon died in 1992. From 1961 he had lived and 

worked from his studio at 7 Reece Mews in London (Fig. 2:17). In 

1998 the entire contents of the studio were donated to the Dublin City 

Gallery in the city of Bacon’s birth 89 years earlier. The gallery elected 

to move the contents of the studio to Dublin, reconstruct the space 

and replace its contents in their ‘original’ locations. The Gallery 

explains what happened next; 

The team [...] comprised archaeologists who made the survey and 
elevation drawings of the small studio, mapping out the spaces and 
locations of the objects and conservators and curators who tagged 
and packed each of the items, including the dust. The walls, doors 
floor and ceiling were also removed [...]. Over 7,000 items were 
found and these were catalogued.21 

The archaeologists had used the ordinary practices and tools of their 

discipline to ‘excavate’ Bacon’s studio. In the words of Blaze 

O’Connor, one of the archaeologists involved, these practices seemed 

perfectly normal, “taphonomic forces, accumulation, sedimentation, 

reuse, repeated activity, truncation, chaîne d’opératoire – these staples 

                                                
21 Margarita Cappock, "Francis Bacon Studio: History of Studio Relocation," Dublin City 
Gallery The Hugh Lane, http://www.hughlane.ie/history-of-studio-relocation. 

of the archaeological thought process were all at home here.”22 Then 

those practices and tools were used again, but this time outside of the 

ordinary ambit of the archaeologists’ discipline, in art-practice mode, 

to rebuild the studio. More a process of remaking than reconstruction 

this act of putting back the artefacts excavated represents an 

impossible archaeological ideal achieved, “this must have been one of 

the few cases in which the ideal of replacing archaeological deposits as 

they were found was actually achieved in practice.”23 Perhaps not even 

‘remaking’ does justice to this uncanny act of performative doubling – 

the transformation of Bacon’s studio from a locus of art-practice, 

through archaeological practice to an object of art installation in its 

own right, “the strangeness and theatre of archaeology as a discipline 

that the project revealed to me; archaeology as a performance 

event.”24 The archaeology as performance, as theatre, intimated by 

Michael Shanks and Christopher Tilley above were, here, 

choreographed and performed through conventional archaeological 

acts of excavation and drawing (Figs. 2:18, 2:19, 2:20 and 2:21);25  

                                                
22 Blaze O'Connor, "Dust and Debitage: An Archaeology of Francis Bacon’s Studio," in 
Archaeologies of Art: Papers from the Sixth World Archaeological Congress (University College Dublin: 
UCD Scholarcast, 2008), 3. 
23 Richard Bradley, "Discovery and Excavation," Scottish Archaeological Journal 27, no. 1 (2005): 
8. 
24 O'Connor, "Dust and Debitage: An Archaeology of Francis Bacon’s Studio," 3. 
25 Mary McGrath, "A Moving Experience," CIRCA 92 (2000). 
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Fig. 2:17 Carlos Freire, Francis Bacon in 
his studio, 7 Reece Mews, London. 
1977, Photograph. MB Art 
Collection. Available from: 
The Francis Bacon MB Art 
Foundation, 
http://www.mbartfoundation.
com (accessed December 21, 
2015). 

 

 

 

 

 

 

 

Fig. 2:18 Perry Ogden, The studio before ‘excavation.’ 
2001, Photograph. Dublin City Gallery, 
The Hugh Lane.:. Available from: Perry 
Ogden, http://bit.ly/1NH7bU1 (accessed 
December 21 2015). 

 

 

 

 

 

 

 

 

 

 

Fig. 2:19 Left and above: Archaeologists ‘excavating’ the studio prior to its 
reconstruction in Dublin. Photograph. Dublin City Gallery, The 
Hugh Lane.   

this image omitted for copyright reasons 
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Fig. 2:20 John Sutherland, archaeologist, Superposition of three scale drawings of Bacon 
Studio. 1998. Dublin City Gallery, The Hugh Lane. From: McGrath, Mary. 
2000. ‘A Moving Experience’, CIRCA 92: 20-25, 22-23.  

this image omitted for copyright reasons 
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Fig. 2:21 John Sutherland, archaeologist, Scale drawing from Bacon Studio. 1998. 
Dublin City Gallery, The Hugh Lane. From: McGrath, Mary. 2000. ‘A 
Moving Experience’, CIRCA 92: 20-25, 22.  

this image omitted for copyright reasons 
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The principle of all archaeological excavation is the removal of 
features one by one in the reverse order to which they accumulated. 
This is carried out, in theory, in as much detail as is necessary to 
reconstruct the site, long after the actual process of excavation has 
removed it, allowing sufficient evidence to be obtained to begin to 
understand the evolution of the site and to interpret its periods and 
structures.26 

Yet at the level of the individual ‘find,’ a much trodden upon and 

paint-splattered still from Sergei Eisenstein’s Battleship Potemkin (Fig. 

2:22), excavated from a deep level of the Studio, invites other 

speculative kinds of reconstruction; intimate moments in the life of 

Bacon himself perhaps. This personal aspect of excavation, always 

present in the reconstruction of Bacon’s Studio as it is in Victor 

Buchli’s poignantly vacant London flat,27 has also been understood by 

the archaeologists at work in Reece Mews, recalling their, “arrival each 

morning when we would step across the threshold of the studio 

doorway, and into the space which, in spite of its dismantling in 

London, journey across the Irish Sea and reconstruction in Dublin, 

still felt as if it belonged to Bacon.”28 

 

                                                
26 Barbara Dawson and Margarita Cappock, Francis Bacon's Studio  (Dublin: Hugh Lane Gallery, 
2001), 20. 
27 Buchli and Lucas, Archaeologies of the Contemporary Past. 
28 O'Connor, "Dust and Debitage: An Archaeology of Francis Bacon’s Studio," 2. 

In general, through this thesis, I have been investigating what happens 

when architectural practice is allowed to purposefully spill towards the 

realms of archaeology (where that discipline is construed as a design 

discipline, a discipline of speculative, propositional making). Yet, as 

Fig. 1:1 maps, and as these ‘sites of encounter’ describe, other 

trajectories I have navigated have occasionally targeted other 

disciplines, testing transdisciplinary techniques of resistance to 

stronger or weaker disciplinary centres. This is not to argue any 

necessary malevolence on the part of strong professionalised 

disciplines, since disciplinary centres do serve important cultural 

functions. Interesting, ground-breaking and moving work continues, 

of course, to be made deep in architecture and archaeology and in the 

multiplicities of art-practice, but for work to be self-critical it must 

look not just to its centres, nor even its peripheries – in fact this thesis 

argues that there are no peripheries as such, merely a weakening of the 

influences of disciplines – but to the space between disciplines where 

those influences are weak and available to interdisciplinary practice. 

Later, this thesis will argue for particular qualities of this scandalous 

space; a logico-cognitive network29 and a Deleuzian felt-like “smooth 

space”30 all conducive to strategies of analogical navigation. And in 

                                                
29 Outlined in this thesis in 5. The Analogist. 
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this analogical universe, though I may produce art-like artefacts, I am 

not quite an artist. But neither am I perhaps, any more, simply an 

architect. 

 

Fig. 2:22 Sergei Eisenstein, Film still of a screaming nurse from The Battleship Potemkin 
(1925) ‘excavated’ from Francis Bacon’s studio, 1998. Dublin City Gallery, The 
Hugh Lane. From: O’Connor, Blaze. 2008. “Dust and Debitage: An 
Archaeology of Francis Bacon’s Studio.” In Archaeologies of Art: Papers from 
the Sixth World Archaeological Congress, edited by Ian Russell, 2-9. University 
College Dublin: UCD Scholarcast. 

 

 

 

 

 

 

 

Fig. 2:23 Opposite: Giovanni Cattaneo, An Italian magazine case with a comprehensive 
set of brass instruments in a velvet lined tray, c.1850. Alessandro Ubertazzi 
Collection. Milan. From: Hambly, Maya. 1988. Drawing instruments 1580-
1980 (Sotheby’s Publications: London). Plate VII. 

                                                                                                           
30 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, xiii. Outlined in this 
thesis in Chimaera: A Conclusion. 
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THE UNDISCIPLINARY 

Architects do not make buildings; they make drawings of buildings.1 

Nowadays, we know what kinds of drawings architects make. They 
have been codified by tradition, by profession and by legislation. 2 

Having worked in architectural practice since 1993 I am in no doubt 

that over the last thirty years many of the tools and techniques most 

closely associated with the practice of architecture have been 

abandoned and superseded by new tools, techniques and associated 

practices. Some of these tools and techniques had remained 

unchanged for centuries; Maya Hambly comprehensively describes the 

shifts in drawing instrument design and function from the late 

Renaissance3 until what Mario Carpo has described as “the digital 

turn.”4 “Not long ago, in the nineties,” wrote Carpo in 2010, “no one 

doubted that a ‘digital revolution’ was in the making – in architecture 

as in all aspects of life, science, and art.”5 Yet Carpo is describing a 

revolution which, in his view, never happened – at least not in the way 

we think it did. “Today” he continues, “the very expression ‘digital 

                                                
1 Blau, Kaufman, and Evans, Architecture and Its Image: Four Centuries of Architectural 
Representation, 21. 
2 Frascari, "Models and Drawings: The Invisible Nature of Architecture ". 
3 Hambly, Drawing Instruments 1580-1980. 
4 Mario Carpo, ed. The Digital Turn in Architecture 1992-2012 (Chichester: Wiley, 2012). In fact 
Carpo credits Peter Eisenman with the coining of this phrase. 
5 The Alphabet and the Algorithm, ix. 

revolution’ has fallen into disuse, if not into disrepute.”6 His view, 

echoing that of Peter Eisenman writing in 1992, is that the object of 

architecture has remained relatively stable. Eisenman wrote, “since 

architecture has traditionally housed value as well as fact, one would 

imagine that architecture would have been greatly transformed. But 

this is not the case.”7 In fact I would argue for a greater change than 

either Carpo writing recently, or Eisenman writing twenty three years 

ago, admit to. In any case, in this thesis the absolute degree of 

disciplinary change is less relevant than how the tools and techniques 

of that discipline, whether analogue or digital, mirror and influence 

that change and what happens when those tools and techniques are no 

longer needed or are considered irrelevant to that discipline. In 

addition to these abandonments is another, related, class of tools and 

techniques; those which have only ever been seen as peripheral to 

more mainstream architectural drawing, rarely used in conventional 

architectural practice8 and so remain unadopted by it or any other 

discipline. In both cases – the abandoned and the unadopted – this 

thesis proposes that their loose connection to normative disciplinary 

centres enables them to be more readily used in the scandalous space 

                                                
6 Ibid. 
7 Peter Eisenman, "Visions Unfolding: Architecture in the Age of Electronic Media," in The 
Digital Turn in Architecture 1992-2012, ed. Mario Carpo (Chichester: Wiley, 2012 [1992]), 16. 
8 Practice whose aim is physical construction (usually buildings or parts of buildings) requiring 
contracts of appointment, which uses standard or bespoke forms of building contract and 
which needs and seeks to conform to building codes and other statutory building legislation. 



UNDISCIPLINE 
 

 129 

between disciplines. These tools and techniques are, or have become, 

this thesis argues, undisciplined;9 they are neither disciplined by 

centralised professions, nor do they seek to discipline, those 

interdisciplinary practitioners who use them. 

The category of the undisciplined as used in this thesis has been 

developed through the Chronotopic Chart introduced below in 6. London 

Stone Reconstructed. The Chart is a device useful for establishing non-

temporally adjacent connections between, in this case, architectural 

and archaeological tools, techniques, key figures and events. The idea 

of the chronotope and its uses in this thesis will be introduced and 

developed in more detail in that chapter. However, two brief 

examples, one from architectural practice and one from archaeological 

practice, will serve to set the scene for the more detailed analyses of 

the complex relationships between professions and disciplines already 

addressed above, and the modes of representation they employ to be 

dealt with below. The second half of this chapter will survey a small 

number of undisciplined drawings types. The ones selected are simply 

those which I have sufficiently developed for them to be described in 

detail and to begin to use experimentally on the propositional 

reconstruction drawings in 7. Chimaera: A Conclusion. The Chronotopic Chart 

itself lists other, less developed, undisciplined drawing types, but they, 
                                                
9 The term ‘undisciplined’ is used differently here from Bremner and Rodgers term 
‘undisciplinarity’ which they use to define interdisciplinary work between hitherto 
unconnected disciplines. 

along with their characteristics and implications, are not the subject of 

this thesis. 

In the late 1990s, as computer-aided design (C.A.D.) computer 

software became more sophisticated and useful, some of its 

developers turned their minds and their businesses towards the 

emulation of traditional architectural drawing techniques and styles. 

California-based Pallisades Research,10 for example, wrote a plug-in – a 

supplementary piece of software, usually made by a different company 

and designed to function more or less seamlessly within the principal 

software – called Squiggle. Squiggle, when accessed from within 

AutoCAD would render simple vector lines and curves in a variety of 

free-hand or faux-manually drawn styles. In the early versions of such 

software these effects would only be visible in printed versions of the 

drawing; on screen, lines retained their appearance of machine-

wrought accuracy. One of the more popular11 of these line styles in 

architectural practice at the time was called, simply, Steady (Fig. 3:1). 

                                                
10 Now known as AAY: http://www.aay.com/files/Squiggle_6.pdf 
11 Based anecdotally on my own memory of the medium-sized practice I worked for at the 
time. Also it is unclear how the six titles map onto the five images depicted but again, my 
memory tells me that “Steady” is the second from the right. 
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Fig. 3:1 John Haley, Choose from several different drawing styles. 2002, Digital image. 
SignatureCAD. From: Anon. 2002. Squiggle 5 for Windows: User’s Manual 
(Insight Development Corporation: San Ramon). 

At the Tenth International Congress of Egyptologists in 2008 Ulrike 

Fauerbach described a second-century B.C.E. Egyptian drawing that 

had been recently discovered at the pylon of Edfu – the monumental 

entrance structure to Edfu’s Ptolemaic temple – as “a design drawing 

for the two staircases in the pylon.”12 Fauerbach outlines how the 

complexity of the design would have required that the masons 

physically bring the drawing with them across a number of levels as 

the staircase slowly rose through the building, much as one would 

                                                
12 Ulrike Fauerbach, "Stairway to Heaven: Interpreting a New Architectural Drawing from the 
Temple of Edfu," in Tenth International Congress of Egyptologists (University of the Aegean, 
Rhodes2008), 90. 

expect building contractors today to use architects’ drawings. No 

problem since the invention of paper, but this physical drawing was 

instead a 1:1 scale, 3 m × 1.2 m pre-shaped stone drawing, the plan of 

the staircase etched into its surface. Finally this drawing, having 

reached the top of the staircase and the end of its design function, was 

inserted into the ceiling of one of the pylon’s rooms, its intended 

resting-place all along, so becoming, as Fauerbach recounts, part of 

the building itself. This act intimates an altogether unexpected kind of 

relationship of architect to drawing to building. A relationship where 

the drawing is the building, or at least part of it, shifting the hitherto 

centre of the architectural profession conventionally understood 

today, leaving behind architectural functions of contract 

administration and site supervision, and adopting instead direct, 

unified techniques of building representation and construction. The 

Edfu drawing sits liminally where the practices of architecture 

intersect with the practices of building construction; the secrets of this 

joint practice to be hidden away, it must have seemed, for eternity, the 

stone drawing belonging now to the building rather than to its maker. 

How can we account for the mimetic qualities of both of these kinds 

of drawing – electronic and masonry – their tendency in the one case 

to resemble earlier forms of itself and in the other to become the very 

thing it began its life representing? Steady is described in a slightly later 

User’s Manual thus, “the Steady style looks like an architect’s steady 



UNDISCIPLINE 
 

 131 

hand”13 a branding of one particular drawing style as ‘belonging’ to 

architecture, belonging, even, to architects themselves, confirming a 

particular kind of drawing as being ‘owned’ by architecture and its 

practitioners, tapping into the caché associated with these mysterious 

practices and attempting to sell back to those architects secret, 

intimate practices which they had already assumed they owned. 

These examples – Edfu and Squiggle –  illustrate a tight, enfolded and 

yet often obscured, connection between architecture and the media of 

its expression  – a disciplined connection which it is important to 

understand if the radical nature of the undisciplined is to be understood. 

The practice of these kinds of concealed, technical, professional 

knowledge had, as we have already seen, taken root by the late middle-

ages forging, Robin Evans argues, a new alliance between abstract 

thought and drawing.14 Evans implies that this conjunction first 

manifested itself most fully in one drawing type in particular; 

The earliest more or less consistent orthographic projection of a 
building to have survived is a large, detailed elevation of the 
Campanile of S. Maria del Fiore, preserved in the Opera del Duomo 
in Siena and thought to be a copy of an original by Giotto, produced 
after 1334. [...] To say that this was the first instance is not to deny 
the existence of many drawings of a similar sort – plans, elevations 
and sections – going back to the second millennium BC. But the 

                                                
13 Anon., Squiggle 5 for Windows: User's Manual  (San Ramon: Insight Development 
Corporation, 2002), 10. 
14 Evans, Translations from Drawing to Building and Other Essays. 

Campanile drawing required two imaginative steps never before 
taken together, as far as I know. First, a completely abstract 
conception of projector lines; secondly, an ability to conceive of the 
thing being represented (the surface of the building as not 
equivalent to the surface of representation – not quite).15 

James Ackerman also has emphasised that, “the major achievement of 

Renaissance architects had been to establish for architecture the 

convention of orthogonal drawing.”16 The power and, I would argue, 

seductive utility of “orthographic projection” meant that a mere 

hundred years after the making of the campanile drawing, Evans’s 

practical/theoretical alliance seemed intimately entwined and 

unbreakable. Marco Frascari maintains that this physical intimacy is 

reflected in the language used to describe and circumscribe these tools 

and techniques and acts upon them through metaphor and metonymy; 

The metonymic instruments are the square and the compass, which 
are the same as those used by carpenters and builders in 
construction. The metaphorical instruments are divided in two 
categories. On one side we have the graphic lines derived from the 
chalk-lines and metric markings used to lay out the building. On the 
other hand we have the parallel bar or T-square which establishes 
the rectilinear ordering developed from the plumb-lines or grid-lines 
with which the building is laid out.17 

The impact that the tools and techniques of architecture have had on 

the buildings they have helped build has depended upon their 
                                                
15 Ibid., 166. 
16 Ackerman, Origins, Imitation, Conventions: Representation in the Visual Arts. 
17 Frascari and Braham, "On the Mantic Paradigm in Architecture: The Projective Evocation 
of Future Edifices," 265. 
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accuracy, their legibility, their portability, their relative transparency as 

a medium, as well as upon their reproducibility. These attributes and 

contexts; the tools that made them, the media of which they were, and 

continue to be made, and the practices within which those tools and 

that media are embedded is, in Pierre Bourdieu’s terms, the habitus of 

the practitioners of design-centered and to some extent design-

engaged disciplines. Bourdieu has variously defined the habitus as 

systems of “durable, transposable dispositions,”18 a “mental and 

corporeal schemata of perceptions, appreciations, and action,”19 and as 

a “generative principle of regulated improvisations.”20 The habitus 

becomes, in this account, embodied in objects and their spatial 

relationships. It is also, crucially, “the product of internalization of the 

principles of a cultural arbitrary capable of perpetuating itself after PA 

[pedagogic action] has ceased.”21 For the architect this includes the 

tendency for arbitrarily selected drawing projection types – say 

orthographic as opposed to perspectival systems – to seem to become 

natural and inevitable products of the practice of architecture itself. 

An “internalization” perpetuated, as we have seen, through the 

training regimes of schools of architecture and commercial practice. 

This is truer still in departments of archaeology where students are 

                                                
18 Bourdieu, Outline of a Theory of Practice, 72. 
19 Ibid., 78. 
20 Ibid. 
21 Bourdieu and Passeron, Reproduction in Education, Society and Culture, 31. 

trained to make drawings in even more tightly prescribed modes than 

in architecture, perhaps because archaeology courses tend to be 

shorter than architectural ones, or that archaeological drawing is rarely 

seen as central to archaeological practice.22 In the U.K., for example, 

illustration is taught, if at all, as a single module at undergraduate level 

and planning is picked up on the job or at training excavations. In the 

U.S.A., by contrast, the formal teaching of drawing is rare and in any 

case there are no universal standards to teach. 23 

So if the habitus is concretised in, for example, the pylon of Edfu and 

the archaeologists’ drawings which followed its construction and 

abandonment, or the C.A.D. drawing of, “generic detached suburban 

houses” mediated by Squiggle, what does this say about the drawings 

which pre-described those buildings or the ones which reconstruct 

them or, indeed, the tools with which those kinds of representation 

were made? Or, more pertinently, what would happen to these 

drawing practices were they freed, a little, from such “internalization”? 

The disciplinary shifts described above leave casualties; abandoned or 

unadopted drawing types in particular. These undisciplined drawing 

types, I would argue, enable the practitioners of them to make work 

                                                
22 See Site of Encounter: Institute of Archaeology below. 
23 Personal correspondence with archaeologists: Lesley McFadyen, Birkbeck, University of 
London; Lizzy Middleton, Cambridge Archaeological Unit; Lorna Richardson, Institute of 
Archaeology, UCL; Charlotte Frearson, Institute of Archaeology, UCL; Julie Cassidy, 
Northamptonshire County Council; Colleen Morgan, University of California, Berkeley and 
Sara Perry, University of York. 
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freer of Bourdieu’s “internalization” than would otherwise be 

possible. They are drawing types which, in this account, are useful but 

which are also external to any centralising professionalised discipline. 

As Andrew Barry and Georgina Born comment, “a commitment to a 

discipline is a way of ensuring that certain disciplinary methods and 

concepts are used rigorously and that undisciplined and undisciplinary 

objects, methods and concepts are ruled out.”24 What follows, 

therefore, are a series of case studies, each examining briefly one type 

of undisciplined drawing and asking; what would happen if, instead, 

we ‘ruled them in?’ In outline they are: 

(1) The Multi-Informational Image; a type of drawing made briefly 

prominent by Giovanni Battista Piranesi in the mid-eighteenth-century 

to become almost immediately abandoned after his death; the term 

‘multi-informational’ was coined by archaeologist Susan Dixon;25 (2) 

The Mise-en-Scène Illustration; used ubiquitously in archaeology but 

incorporated almost unrecognisably into architecture through the 

“staffage”26 of presentation drawings. This drawing type has been too 

                                                
24 Barry and Born, "Interdisciplinarity: Reconfigurations of the Social and Natural Sciences," 
1. 
25 Susan M. Dixon, "The Sources and Fortunes of Piranesi’s Archaeological Illustrations," in 
Tracing Architecture : The Aesthetics of Antiquarianism, ed. Dana Arnold and Stephen Bending 
(Oxford: Blackwell, 2003). 
26 The word “staffage” can mean “accessories” or “decoration,” but in the late eighteenth and 
early nineteenth-centuries, it was used usually in connection with painting to mean a group of 
humans or animals whose inclusion sought to animate a visual work: David Gethin John, 
Images of Goethe through Schiller's Egmont  (Montreal ; London: McGill-Queen's University Press, 

universally useful to have ever been adopted by any particular 

discipline; (3) The Exploded Drawing; a type used infrequently in 

architecture but which is employed ubiquitously in many vernacular 

drawing practices and incorporated, I would argue (though again 

almost unrecognisably) into archaeology through the Harris Matrix 

and other types of seriation diagram. Again this drawing type has 

remained unadopted by any particular discipline. 

                                                                                                           
1998), 195. [John’s translation of the Brothers’ Grimm definition at: Jacob Grimm and 
Wilhelm Grimm, Deutsches Wo ̈Rterbuch  (Leipzig,: S. Hirzel, 1854).] 
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UNDISCIPLINED DRAWING #1: 
The “Multi-informational image” 

There can be dizzying juxtaposition of unlike imagery: a stark 
geometric section next to a palpable view, or an over-sized detail – 
perhaps sketchily drawn – next to a bird’s-eye view – perhaps 
rendered with richly textured shadows. The individual images are 
distinguished often in dramatic ways by being set against a white 
void or more commonly within a trompe-l’oeil framing device. 
These devices include a curling piece of parchment nailed or roped 
into place, and sometimes a bracketed stone plaque. They can be 
layered one upon another, sometimes obscuring one image in favour 
of another.27 

The multi-informational image never became a popular means of 
illustration. The practitioners of archaeology soon rejected it as they 
embraced what they believed were more rational and objective goals 
and methods.28 

Susan Dixon conjectures that Piranesi’s realistic representation of 

three-dimensional space in his archaeological etchings of the late 

1750s and early 1760s was an attempt to establish, “the place of the 

monument in its geographic setting, generally if not specifically.”29 

Piranesi’s drawings (Fig. 3:2)30 are contrasted with those of Francesco 

Bianchini, a seventeenth-century figure Dixon places as Piranesi’s 

precursor in the production of these “capricci.” Bianchini’s own 

                                                
27 Dixon, "The Sources and Fortunes of Piranesi’s Archaeological Illustrations," 49. 
28 Ibid., 64. 
29 "Piranesi and Francesco Bianchini: Capricci in the Service of Pre-Scientific Archaeology," 
Art History 22, no. 2 (1999): 196. 
30 Giovanni Battista Piranesi, Contenente Gli Avanzi De' Monvmenti Sepolcrali Di Roma E Dell'agro 
Romano, 4 vols., vol. 2, Le Antichitá Romane (Rome: Salomoni, 1784). 

drawings although constructed as entirely fanciful narrative 

compositions engage with the notion that, “the artefact was not just 

partial remain of the past, but also proof of that past,”31 an 

observation Dixon identifies as central also to Piranesi’s work and to 

the future of the “burgeoning” profession of modern, scientifically 

based archaeology.32 Piranesi was not the first to employ these 

wunderkammer-like, “multi-informational” images as Dixon defines 

them in the quotation at the beginning of this section. George Vertue 

had already been graphically assembling the collection of objects and 

drawings characteristic of the multi-informational image and arranging 

them realistically in a staged-looking three dimensional ‘scenes’ (Fig. 

3:3).33 Unlike Piranesi’s drawings, Vertue’s more strictly realistic stage 

set arrangement appears as if it had only just been vacated by its team 

of antiquaries, architects and other proto-archaeologists. What is it 

that makes these particular types of graphical interface at once so 

familiar but also unsettling in their uncanny, rule-bending mode of 

representation? 

  

                                                
31 Dixon, "Piranesi and Francesco Bianchini: Capricci in the Service of Pre-Scientific 
Archaeology," 194. 
32 Ibid., 185. 
33 McCarthy and Nurse, Making History: Antiquaries in Britain, 1707-2007. 
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Fig. 3:2 Giambatista Piranesi, Cutaway view of the Mausoleum of Augustus, 1756, 
Etching. From: Giovanni Battista Piranesi, Contenente Gli Avanzi De’ 
Monvmenti Sepolcrali Di Roma E Dell’agro Romano, 4 vols., vol. 2, Le 
Antichitá Romane (Rome: Salomoni, 1784) Plate LXII.  
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Fig. 3:3 George Vertue, Excavation of a Hypocaust at Lincoln. 1740, Pen, ink and 
watercolour on paper, 33.4 x 48.5 cm. Society of Antiquaries of London. 
From: McCarthy, S., and B. Nurse. 2007. Making History: Antiquaries in 
Britain, 1707-2007 (Royal Academy of Arts: London). 127.  

this image omitted for copyright reasons 
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The Piranesi etching (Fig. 3:2) as Dixon argues is unusual (though not 

unknown) for its time,34 but it would also be very familiar to modern 

makers of technical drawings (architects, surveyors, engineers etc). It 

incorporates within it drawings of different types of projection and at 

different scales. What is unfamiliar in Piranesi to modern eyes is the 

fictional space within the picture-plane created to organise these 

disparate elements, creating the illusion that they are all accessible 

simultaneously to any figures that may wander into it. Where this 

juxtaposition would otherwise be impossible in real space, Piranesi 

introduces a realistically rendered drawing inside the drawing, often 

pinned to a ‘real’ surface within it. 

This is no straightforward verisimilitude; these types of Piranesian 

image are hyper-realistic, that is, although rendered realistically the 

scenes depicted could never actually exist; the representation of the 

same objects at different scales on the same picture plane undermines 

this. Hovering somewhere between technical and client presentation 

drawing types, these drawings, though beautiful, require effort to 

interpret – to separate projection types and scale differences. Vertue’s 

drawing on the other hand maintains the fiction of reality, the plan 

and section drawing pinned to the side of the excavation is odd, but 

plausible. The temporal register, too, of each drawing – the Piranesi 
                                                
34 Dixon describes precedents for the multi-informational image as well as a small number of 
coeval users of similar systems; Dixon, "The Sources and Fortunes of Piranesi’s 
Archaeological Illustrations," 472. 

and the Vertue – is quite different, where normative expectations of 

forward-looking architecture and backward-looking archaeology are 

curiously inverted. That is, Vertue’s overtly archaeological drawing 

awaits commencement of the excavation depicted in order to complete 

the project, whereas the narrative drive evident in Piranesi’s Vedute is 

missing in his multi-scalar, multi-projection, multi-informational etchings. 

Compare Piranesi’s and Vertue’s drawings with the more modest 

drawing in Fig. 3:4 which I produced for issue to a building 

contractor. 

 

Fig. 3:4 Alessandro Zambelli, Alexandra Road Kitchen Extension: Section, Detail, and 
Axonometric. 2014, Digital and hand-drawn ink on paper. 
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The proposal is for a small-scale extension to a house in south 

London and although unusual in some respects (it is coloured and 

includes an axonometric view) yet I would argue that this drawing, and 

the many others like it, made regularly by architects, are versions of 

the multi-informational image, developed to be useful to builders and 

craftsmen on a building site. It is possible, I would argue, to imagine a 

drawing type, exemplified by the multi-informational drawings of 

Piranesi and Vertue, developing into the useful, practical versions of 

the type shown in Fig.3:4 yet retaining the richness and temporal 

ambiguity missing from it. But this did not happen. The drawings of 

both Piranesi and Vertue exist, uncertainly, at the threshold between 

archaeology and architecture – undisciplined – and because of this 

have become abandoned, claimed by neither architecture nor 

archaeology. 

UNDISCIPLINED DRAWING #2: 
The Mise-en-Scène 

Reconstruction in archaeology is a contested territory – long gone are 

the simple assertions of, for example, Grahame Clark, writing in 1960, 

that, “archaeology may be simply defined as the systematic study of 

antiquities as a means of reconstructing the past.”35 Simon James 

reflecting the more recent and widespread relativistic turns in systems 

of thought and praxis explains that; 

Except in rare cases, we are not actually reconstructing the true 
appearance of people or places in the past, since most of the 
evidence is missing and what remains has been altered by time [...] 
we should perhaps call these simulations, not reconstructions [...] 
but the term “reconstruction” is established and we are stuck with it. 

Even if you follow the rules, the only certain thing about any 
reconstruction drawing is that it is wrong. The only real question is, 
how wrong is it?36 

If an archaeologist picks up a pen or a pencil and draws, say, the 

foundation stones of an incomplete building, or an archaeological 

illustrator sketches into the drawing of a hypothetical settlement a 

group of figures in period clothes (say animal skins), we might 

describe these drawings as reconstructions and claim that one of their 

purposes is to reconstruct once completed artefacts (buildings) or 

                                                
35 Grahame Clark, Archaeology and Society: Reconstructing the Prehistoric Past  (London: Methuen & 
Co. University Paperbacks, 1960), 17. 
36 James, "Drawing Inferences: Visual Reconstructions in Theory and Practice," 22. 
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cultures (family groups and their built contexts and practices). If an 

architect picks up the same pen or pencil and draws the foundation 

stones of an incomplete building, or if that architect sketches into the 

drawing of a hypothetical settlement a group of figures in period 

clothes (say jeans and tee shirts), then we might describe these as 

“design” drawings; their purpose to predict, promote or, more 

precisely, to prophesy a non-existent state of affairs.37 The two sets of 

drawings, we are led to believe, have utterly different purposes. I 

propose that the opposite is in fact true, and that the strength of the 

apparent divergence of the design/reconstruction dichotomy may be 

partly explained through what Evans has described as the 

“directionality” of representation; 

In painting [...] the subject, or something like it, is held to exist prior 
to its representation. This is not true of architecture, which is 
brought into existence through drawing. The subject matter (the 
building or space) will exist after the drawing, not before it.38 

In Evans’s view when a landscape or a portrait is painted, the 

imaginary direction of projection is from object to picture plane, that 

is the object pre-exists its representation yet, when an architect, or any 

designer, draws a proposal for an, as yet, unrealised object then, Evans 

                                                
37 The term prophesy is used in this context by architect and film-maker Eleanor Suess, a term 
she appropriates for architecture from film-maker and artist Michael Snow.:   Eleanor Suess, 
"Prophecy and Memory: Wavelength as Architectural Drawing," The International Journal of the 
Arts in Society 5, no. 5 (2010). 
38 Evans, Translations from Drawing to Building and Other Essays, 165. 

claims, that the imaginary projection has “reversed directionality.”39 

Nor does Evans believe that such directionality is an inert attribute of 

an object, which he describes, rather, as the, “not so passive agency of 

projection.”40 Neither is this ability of the various practices of 

architecture to act upon one another through the intimate connection 

between drawing and building, if we follow Frascari, temporally 

bound, “architecture is based on geometric acts of prediction which 

are used to evoke future constructions.”41 Frascari describes the 

“mantic” nature of architectural practices, the “divinatory” power of 

drawing to produce architecture, “like histories, architectural 

projections are attempts to make the future constructions available 

and usable. They are quite literally ‘self-fulfilling’ prophecies.”42 As 

Eleanor Suess also observes in relation to Evans’s temporal 

organisation of drawing practice, “this inherent reversed directionality 

is prophetic in nature.”43 Projection is a carrier of not simply dumb 

images, or even of meaning per se, but has, for Evans, agency and, for 

Frascari, a kind of intentionality. 

                                                
39 Ibid. 
40 "Architectural Projection," 20. 
41 Frascari and Braham, "On the Mantic Paradigm in Architecture: The Projective Evocation 
of Future Edifices," 262. 
42 Ibid., 263. 
43 Eleanor Suess, "Doors Don’t Slam: Time-Based Architectural Representation," in Consuming 
Architecture: On the Occupation, Appropriation and Interpretation of Buildings, ed. D. Maudlin and M. 
Vellinga (Routledge, 2013), 245. 
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Like propositional architectural drawings, which Evans describes as 

having reversed directionality, archaeological drawings, I would argue, 

may also be understood as propositional. To demonstrate the reversed 

directionality of archaeological drawings, but also to highlight the 

problems associated with failing to recognise this consequent 

propositional power, I have examined one more or less randomly 

selected, though well known,44 example of archaeological 

reconstruction to demonstrate the issues at stake. 

Excavations at Mezhirich in central Ukraine, a site discovered in 

1965,45 have revealed the remains of several Upper Palaeolithic 

mammoth-bone structures beneath modern buildings (Fig. 3:5 left).46 

This area, and what had been uncovered there, were described by 

Richard Davis in 1986 as one of the, “most spectacular manifestations 

of late Pleistocene culture anywhere in the world.”47 Davis goes on to 

describe how in this area of the East European Plain that, “after years 

of excavation beginning in the 1870’s, archaeologists recognized by 

the late 1920’s that some of the huge heaps of mammoth bone were 

remains of dwellings.”48 Olga Soffer attributes this realisation to the 

                                                
44 A full scale model of this example is on permanent public display at the Museum of 
Paleontology in Kiev. 
45 Olga Soffer, The Upper Paleolithic of the Central Russian Plain  (Academic Press, 1985). 
46 Ibid. 
47 Richard S. Davis, "Review: The Upper Paleolithic of the Central Russian Plain by Olga 
Soffer," Science [New Series] 232, no. 4753 (1986): 1024. 
48 Ibid., 1025. 

introduction of more advanced, more systematic, excavation 

techniques from the U.K.49 I would argue that allied to these technical 

changes it is possible to read the change in perception of the 

archaeological finds as a form of design process. That the recognition 

of the mammoth bones as a building material, made available by the 

adoption of new tools and techniques, allowed archaeologists to 

imagine – that is design – a building which might be made from them; 

these designs are like the buildings which would once have inhabited 

the central Russian plains but they are not them; they are new, they 

exist now. This design process is revealed in archaeology, I would 

argue, in the modes of representation used, ostensibly, to make 

reconstructions; the plan, the model, the contextual, inhabited 

illustration. But I would also maintain that these drawing types, 

analogous to those in architecture, are sometimes (and definitely in the 

case of the M. Wilson drawing we will come to in Fig. 3:7) curtailed in 

their speculative possibilities in a way which I will address below. 

Conventional archaeological ‘planning’ drawings (Fig. 3:5 right) show 

the Mezhirich site – a site which would have been analysed before 

excavation began in order to establish what kinds of structure might 

be found there just as, in architecture, a site might be analysed in 

advance of designing a new building; in this case the history, 

                                                
49 Soffer, The Upper Paleolithic of the Central Russian Plain, 11. 
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topography, soil conditions, surrounding climate and a host of other 

contextual conditions would have been assessed. 

 

Fig. 3:5 Olga Soffer, Mezhirich Dwellings 4 and 3. 1979 and 1976, Photograph and 
plan. From: Soffer, Olga. 1985. The Upper Paleolithic of the Central Russian 
Plain (Academic Press). 76 and 74. 

The archaeological plan drawing is a survey of the excavated artefacts 

in situ. But it is already a selective drawing since much contextual 

material will have been edited or, as Jean Gero defines it, “cleaned” 

out, “archaeologists ‘clean their data’ all the time by simply classifying 

objects: pottery types, house forms, stages of production etc.”50 

Archaeologist and critic Lesley McFadyen writes; 

In archaeology we draw to make something of what someone else 
has made in the past, and we draw after we have excavated the thing 

                                                
50 Gero, "Honoring Ambiguity/Problematizing Certitude," 320. 

that was made. This puts archaeologists off from thinking about 
their drawing as a creative practice in itself.51 

Thus, the archaeological survey, in its selectivity, is already a 

reconstruction – that is, this thesis argues, propositional; it projects 

forward with “reversed directionality” to the finished product; the 

finished “design.” 

 

Fig. 3:6 I. G. Pidoplichko Mezhirich Dwelling 1 Reconstruction. 1976. Museum of 
Palaeontology, Kiev. From: Soffer, Olga. 1985. The Upper Paleolithic of 
the Central Russian Plain (Academic Press). 397. 

Fig. 3:6 shows a physical, structural (it omits only external skin) 

reconstruction52 of the excavated artefacts made through assessment 

                                                
51 McFadyen, "Practice Drawing Writing Object," 35-36. 
52 Soffer, The Upper Paleolithic of the Central Russian Plain. 
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of the characteristics of the building materials available and the logic 

of the inhabitants’ supposed requirements; a set of requirements 

which, in architecture, would constitute a kind of retrospective “client 

brief”. For if, as is argued, this is a dwelling then, since it is a dwelling, 

it must provide a suite of programmatic functions to do with what is 

generally understood to constitute domestic inhabitation. To complete 

the reconstructive cycle at Mezhirich, this design, (see the final 

illustration of a similar dwelling at Fig. 3:7)53 draws together edited 

versions of the work that has gone before and packages it for client, 

that is in archaeology, public, consumption. As archaeologist 

Stephanie Moser points out, these popular images, though often 

viewed suspiciously by archaeologists, nevertheless feed back into the 

assumptions of those same archaeologists and archaeological 

illustrators when making their own reconstructions.54 Writing about 

the persistence of visual imagery in general and about archaeological 

representation in particular Moser says; 

artists and illustrators working in classical, medieval, Renaissance, 
and antiquarian traditions singled out a set of potent symbols or 
icons that communicated the essence of our primal existence. 

                                                
53 John Waechter, Man before History  (Oxford: Elsevier-Phaidon, 1976). 
54 S. Moser, "Archaeological Representation: The Visual Conventions for Constructing 
Knowledge About the Past," in Archaeological Theory Today, ed. Ian Hodder (Cambridge: Polity 
Press, 2001). 

Archaeologists have not discarded these visions but continue to slot 
their ideas into the established pictorial frameworks. 55 

Moser further argues that archaeological illustration unwittingly 

influences more ‘academic’, that is more supposedly objective, 

drawings and illustrations thus shoring up their conventional 

representational tropes. Reinforcing this sense of discomfort – a kind 

of anxiety generated in some archaeologists by their own drawings, 

archaeologist Judith Berman writes; 

Some images seem to take on a life of their own, to persist over long 
stretches of time. These images endure because they readily sustain 
polyvalent, mutable readings, because they are psychologically 
potent projections, and because they provide visual support for 
histories and narratives. They also may be used to create and 
maintain boundaries. 

Visual conventions or stereotypes provide both artist and audience 
with a parsimonious mode of expression: a world of meaning 
through a single image. Conventions immediately, simply, and 
effortlessly convey the elements of a situation or story so that we 
can properly “read” it. 56 

But the consequences of these kinds of drawing are more far-reaching. 

It is precisely this policing of disciplinary centres which has stifled 

invention across disciplines – as much, this thesis argues, in 

architecture as in archaeology – even as it is necessary in order to 

                                                
55 Ibid., 266. 
56 Judith C. Berman, "Bad Hair Days in the Paleolithic: Modern (Re)Constructions of the 
Cave Man " American Anthropologist, New Series 101, no. 2 (1999): 288. 
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concentrate the political effectiveness of a particular discipline – its 

power or, to use Bourdieu’s terminology, its disciplinary “capital.” 

To return to the Mezhirich narrative, other interpretive outcomes are 

not, indeed cannot, be entertained; in Wilson’s stark but beguilingly 

beautiful, family (one presumes) group, it is not simply the certitude of 

the poses of the subjects themselves which closes off other 

reconstructive possibilities but the qualities of the drawing itself which 

do. The scene (though staged-looking) is, in its rendering, assured and 

seamlessly crafted; it asks us to collude in the fiction it portrays, its 

case for authenticity, as generally argued by Moser, bolstered by 

countless other representations just like it.57 

This phenomenon – the closing down of interpretative possibilities 

and the rendering safe of ambiguity – is recognised in some quarters 

of academic archaeology. Gero again; 

regularly the ambiguity is removed from the underdetermined 
instance by the archaeologist justifying a single most plausible 
interpretation (or the one that occurs to her as most plausible), and 
building it into further assumptions as though no other options 
existed.58 

But the embedding and normalising of these “assumptions” seems to 

be less well understood generally by archaeologists, where 

                                                
57 Moser and Gamble, "Revolutionary Images: The Iconic Vocabulary for Representing 
Human Antiquity." 
58 Gero, "Honoring Ambiguity/Problematizing Certitude," 315. 

authoritative interpretation and consequent reconstruction is seen as 

an essential outcome for the public consumption of archaeology.59 In 

architecture the persuasive power of representation and, I would 

argue, its manipulation, is better understood and its uncertainties even 

embraced. Though this understanding does sometimes make these 

techniques available to occasional misuse.60 

It is this either/or, even aleatory, quality present in many architectural 

drawing practices which is often lost in archaeological reconstruction 

especially when the illustrator is not the excavating archaeologist or 

the purpose of the illustration is not to understand the building through 

the act of drawing but instead to attempt to establish a direct and 

authoritative connection to some putative past.  

  

                                                
59 Gary Gibbons, "Visualisation in Archaeology Project: Final Report," (English Heritage, 
University of Southampton, 2012). 
60 The ability of architects and other urban-scale designers to manipulate computer-generated 
exterior views of their proposals has resulted in planning applications for some projects to 
require (albeit informally) “verified imagery” of those proposals and the production of a body 
of literature related to it - see for example;  Roger Cusson and Jamie Cardoso, Realistic 
Architectural Visualization with 3ds Max and Mental Ray, 2nd ed. (Burlington, MA: Focal Press, 
2010). 
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Fig. 3:7 M. Wilson, A family group in front of a mammoth bone dwelling. 1976. From: 
Waechter, John. 1976. Man Before History (Elsevier-Phaidon: Oxford). 
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Archaeological illustrator Kelvin Wilson writes, “the very nature of 

imagemaking is, simply, that it is fabricated. Artists work by a set of 

rules wholly different from those employing them. Choices made by 

the brush are, for instance, incapable of the pen’s ambiguity, and 

cannot avoid conjecture.”61 In not recognising the propositional 

nature of the drawings they produce, that they are ‘made-up’ anew – 

“fabricated,” in Wilson’s terms – archaeologists risk deadening the 

speculative potential latent within their own reconstructions. 

Though latent, the propositional characteristics of archaeology are not 

lost on all archaeologists. Recall Michael Shanks’s siting of 

archaeology as a productive practice – his confusion and then delight 

at discovering that, “the drafting paper I was using was highly 

susceptible to stretch and shrink in the damp January weather and by 

my gas fire in the garage, used as office, under the railway arches;”62 

his appreciation of the intimate relationship between draftsperson, 

drawing instrument and drawing medium. 

Recall also James demanding of archaeologists that they ask of their 

reconstructions, “how wrong is it?”63 a question which might be 

followed, on occasion, by an acceptance of this wrongness: to let the 

                                                
61 Kelvin Wilson, "This Is Not Archaeology: The Interpretive Design of the Past [Abstract]," 
in York Heritage Research Seminars, ed. Sara Perry (University of York2014). 
62 Pearson and Shanks, Theatre/Archaeology, 3. 
63 See p.138 above;   James, "Drawing Inferences: Visual Reconstructions in Theory and 
Practice," 22. 

paper stretch; to use the margin of error built in to the tools, 

techniques and associated practices of archaeology, and of architecture 

too; to embrace the messiness of some drawing techniques and to 

employ new tools and techniques which have not, as this chapter 

argues, been circumscribed by the disciplines to which they have 

become allied. 

Figs. 3:8 and 3:9 show, I would argue, architectural versions of the 

Wilson ‘family group’ archaeological illustration (Fig. 3:7). Selected 

simply because I have lectured at both locations – Oxford Brookes 

University and the University of Brighton – and because I used each 

of the images depicted during the lecture at their respective, related, 

School of Architecture, though I might have used many other similar-

looking images to illustrate the point. 
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Fig. 3:8 John Henry Brookes Building, Oxford Brookes University. Building completed 
2014. Building and 3-d rendering: Design Engine Architects. Available 
from: Design Engine, http://www.designengine.co.uk/obunltb/ 
(accessed 24 December 2015). 

 

Fig. 3:9 Hassell Studio, Proposal for a new engineering building at the University of 
Brighton. 2015, 3-d rendering. From: Mark, Laura. 2015. “Hassell 
reveals £14m Brighton advanced engineering centre.” In The Architects’ 
Journal Online. (accessed 24 December 2015). 

These mise-en-scènes are made using sophisticated tools and techniques, 

in each case the proposed building is emphasised in subtly heightened 

colour and dramatic single or two-point perspective. The staffage of 

each is exactly that; the building’s putative users are literally in the 

foreground yet they are merely ciphers – a background motif to the 

architecture itself. Even copious use of the ‘motion blur’ tool in Fig. 

3:9 using Adobe Photoshop64 cannot disguise the statuesque isolation 

of its restless occupants. “Human figures are conventionally used to 

express scale in architectural drawing”65 explains Alex Anderson, yet I 

would agree with Anderson that they are also capable of much more 

than this. He argues that, “elements of architecture can respond 

actively to human gesture, that spaces shape themselves to affect 

sensations in particular ways, and that the human body is a direct 

agent of architectural composition.” For Frascari, about whom 

Anderson is writing, the figures of conventional architectural staffage, 

“have lost any ontological dimension,”66 their existence, I would argue, 

is enslaved to the architecture represented. 

  

                                                
64 Adobe Photoshop CS6, the version I currently use, has fourteen blur tools each in turn 
capable of many subtle variations of effect. 
65 Alex T. Anderson, "On the Human Figure in Architectural Representation," Journal of 
Architectural Education (1984-) 55, no. 4 (2002): 238. 
66 Marco Frascari, "The Body and Architecture in the Drawings of Carlo Scarpa," Res: 
Anthropology and Aesthetics 14, no. Autumn (1987): 124. 

this image omitted for copyright reasons 

this image omitted for copyright reasons 
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Fig. 3:10 Kelvin Wilson The building of Stonehenge. From: Wilson, Kelvin. 2011. “The 
Use of Narrative in Archaeological Reconstruction Art.” In Prehistorya 
Anabilim Dalı Konferanslari. Istanbul. Available from: Paleoberkay, 
http://bit.ly/1QSoms1 (accessed 28 December 2015). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:11 Kelvin Wilson, Castellum Hoge Woerd Utrecht. From: Toebosch, Theo. 
2014. ‘Van de Romeinse paarden rest de mest’ Available from: NRC, 
http://bit.ly/1QSmsaZ, (accessed 28 December 2015). 
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Wilson’s archaeological illustrations operate in a different register 

altogether. They depict the exceptional within the ordinary; the focus 

of the image is continuously diverted to ‘back of house’, filmicly 

illustrated scenes or details, narrative detail constantly seeking to upset 

the supposed principal subject matters. In Fig. 3:10 a famous event – 

the erection of Stonehenge – is depicted. Yet in Wilson’s illustration 

building work becomes secondary to the incidental activities of the 

people involved; a woman, smiling (or grimacing) carries a dish, 

workers shelter from a sudden downpour under rush mats, the eye is 

drawn to the detail of the knots in the rope holding one of the 

megaliths. Only then does the viewer notice the henge itself. 

In Fig. 3:11 a procession leaves a fortified citadel, but the camera-like 

view has yet to zoom in to the main event (the viewer is sure that it 

will, because that is how films work) instead is glimpsed the untended 

and swampy back gardens of the buildings on the processional route. 

Detail of broken fences is instantly recognisable from any likely 

viewers’ own contemporary experience. 

None of this is gratuitous staffage, these mise-en-scènes are paused 

moments of dramatic tension. Architectural drawings never, and 

archaeological drawings rarely, do this – but they might. 

UNDISCIPLINED DRAWING #3: 
The Exploded Drawing 

Evans’s notion of directionality embodied in drawings – conventional 

where an extant object or scene is represented (an artist’s painting, a 

botanist’s illustration); reversed where the representation prophesies 

an object or scene (an architect’s plan or, as argued here, an 

archaeologist’s reconstruction) – is upset when considering the 

exploded drawing. There are many different types of exploded 

drawing used across many different kinds of discipline as well, as I 

shall argue, as outside of disciplinary influence – the ‘cut-away’ or the 

‘assembly’ drawing for example. What is common to all of them, I 

would say, is their ambiguous relationship to both pre-existing artefact 

and proposed artefact. Take for example the IKEA bed illustrated in 

Fig. 3:12.67 The bed already exists, an example of it lies (flattened, 

admittedly) in the box from which you have just extracted the 

assembly drawing. That particular bed has never been assembled 

before, of course, so the drawings must describe a prototype of that 

bed which would have been assembled (months, perhaps even years 

ago, in a factory) previously. Nevertheless your particular bed, the one 

in the opened box on the floor, has never been assembled before – for 

that task you need the ‘propositional’ drawing in your hands. Much 

                                                
67 IKEA, "Kura: Reversible Bed 38x75"," (Leiden Netherlands: Inter IKEA Systems B.V., 
2003), 26. 
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the same kind of temporal ambiguity resides in the Lego assembly 

drawing (Fig. 3:13)68 too, though in perhaps even more equivocal 

ways; 

the hierarchy of the carton is such that the builder sees the 
completed kit on the cover, then the parts list, and then the kit 
through assembly until they have a finished product that matches 
the cover. Individual steps are not broken down and 
compartmentalized in comic strip style, but rather left open and free 
as is to prompt free forward and back motion through the stages of 
build.69 

According to Nick de la Mare above, in the Lego drawing there is also 

a directional – in Evans’s terms – relationship to the box cover and a 

fluid connection between the illustrated assembly stages. It is the 

ubiquity of the drawing type as well as the ambiguity of its temporal 

direction which, in this thesis, make exploded drawings undisciplinary. 

Fig. 3:14 depicts a drawing utilising a projection type familiar in 

architecture – it is drawn in perspective,70 yet exploded drawings 

utilising any projection type (axonometrics, as much as the 

perspectives utilised in the Richard Rogers drawing, may be exploded, 

though they are almost always three-dimensional representations) are 

not part of what might be thought of as an architect’s standard 

                                                
68 Adam Reed Tucker, "Lego Architecture: Fallingwater, Mill Run, Pennsylvania," (Billund 
Denmark: The Lego Group, 2009). 
69 Nick de la Mare, "What Lego Can Teach Us." 
70 Barbie Campbell Cole and Ruth Elias Rogers, eds., Richard Rogers + Architects (London: 
Academy Editions, 1985), 140. 

repertoire of drawings. Drawing in schools of architecture, when it is 

formally taught at all, includes, typically, instruction in drawing 

elevations, sections, plans, possibly perspectives and three-

dimensional electronic drawings. Exploded drawings are considered 

useful in a limited number of ‘live’ building situations; they are an aid 

to communicating with building contractors when all else has failed 

(Fig. 3:15).71 

  

                                                
71 Zambelli, A. University College London, London, UK. Unpublished drawing, 2005 



UNDISCIPLINE 
 

 150 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:12 IKEA, Bed Assembly Drawing. 2003. From: IKEA. 2003. “KURA: 
Reversible Bed 38x75”.” In, 14. Leiden Netherlands: Inter IKEA Systems 
B.V. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:13 Adam Reed Tucker, Fallingwater Building Instructions. 2009. From: 
Reed Tucker, Adam. 2009. “Lego Architecture: Fallingwater, 
Mill Run, Pennsylvania.” In, 108. Billund Denmark: The Lego 
Group. 
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Fig. 3:14 Richard Rogers + Architects, Autonomous House. 1978. From: Cole, Barbie 
Campbell, and Ruth Elias  Rogers (eds.). 1985. Richard Rogers + Architects 
(Academy Editions: London). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:15 Alessandro Zambelli, Balustrade Assembly 
Detail. 2005. Bates Zambelli Architects. 
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Frank Ching has been writing books about architectural drawing for 

over thirty years and some of them have become standard manuals 

for, especially first year, architecture students. In perhaps his best-

known work, Architectural Graphics,72 he lists and demonstrates a range 

of drawing types, yet he makes little mention of the exploded drawing, 

a type which he nevertheless makes ample use of in his explanations 

of other drawing types (Fig. 3:16).73 

I would argue that for Ching, the exploded drawing is a drawing about 

drawings and becomes invisible as a useful type in its own right, 

existing only peripherally to the discipline of architecture. Exploded 

drawings are vernacular drawings after all; they are designed to be used 

and understood by as broad a constituency of potential users of the 

products they describe as possible. That is why organisations as 

diverse as IKEA and Lego employ them ubiquitously as assembly 

drawings readily legible and actionable to the inexpert.74 Many 

disciplines use versions of the exploded drawing but none with which 

this thesis concerns itself have claimed ownership over it. 

                                                
72 Francis D. K. Ching, Architectural Graphics, 5th ed. (Hoboken, N.J.: Wiley, 2009). 
73 Ching makes use of the exploded drawing type in many of his books both to explain 
buildings and to explain drawings, for example in:   Architecture : Form Space & Order  (New 
York ; London: Van Nostrand Reinhold, 1979).and;   Building Construction Illustrated  (New 
York ; London: Van Nostrand Reinhold, 1975). 
74 de la Mare, "What Lego Can Teach Us". 

 

Fig. 3:16 Francis D. K. Ching, The Plan [exploded]. 1975. From: Ching, 
Francis D. K. 2009. Architectural Graphics (Wiley: Hoboken, 
N.J.). 45. 

this image omitted for copyright reasons 
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 Indeed, their most common use as I have argued above is a very 

prosaic one — for the non-professional assembly of furniture or 

D.I.Y. motor maintenance (from IKEA and Vitsœ to Haynes 

maintenance manuals) or of toys (Lego, Meccano, etc). In this way the 

exploded drawing is an interdisciplinary mode of representation 

because, I argue, it is shorn of strict disciplinary association. 

Nevertheless, these kinds of drawing have not been without influence 

in both architecture and archaeology. Architects have, in my 

experience, used them to impress other architects, to test their own 

draftsmanship and sometimes to criticise normative representational 

practices within architecture itself.75 Or they might be used to 

emphasise the perceived machine-like qualities of a building or of a 

building type (Fig. 3:14 again). 

Exploded drawings are uncommon in archaeological drawing practice 

and they are certainly not taught as a standard drawing type.76 But 

their usefulness as a static, visual reconstruction of assembly sequence 

has found an outlet, altered almost beyond recognition I would argue, 

in the diagrammatic representation of depositional layers in the 

exploded archaeological layers of the seriation diagram and in the 

Harris Matrix in particular. Seriation diagrams, sequence diagrams or 

                                                
75 See for example:   Kevin Rhowbotham, Form to Programme  (London: Black Dog Publishing, 
1995). or;   Bernard Tschumi, The Manhattan Transcripts  (London: Academy Editions, 1981). 
76 See note 23 p.132. 

stratigraphic matrices are, in this thesis, ‘conceptual disciplinary tools’ 

used to stratigraphically organise features excavated on archaeological 

sites.77 They typically record how archaeological deposits and features 

lie in proximity to one another and suggest a subjective local 

framework for those strata; that is, not when the strata were laid down 

but in what order.78 Though widespread, these kinds of matrices, and 

there are many varieties, are quite controversial with some 

archaeologists; they record where an artefact is in relation to other 

artefacts and, in a limited way, when it was laid down, but not what or 

why it was there in the first place, and they explicitly ignore any socio-

political or cultural context.79 The Harris Matrix developed by Edward 

Harris in Winchester in 1974 (Fig. 3:17)80 is one such seriation 

diagram. 

  

                                                
77 See for example:   Michael J. O'Brien and R. Lee Lyman, Seriation, Stratigraphy, and Index 
Fossils: The Backbone of Archaeological Dating  (New York ; London: Kluwer Academic/Plenum, 
1999); Martin Carver, Archaeological Investigation  (London: Routledge, 2009); School of Society 
Development Department of Museology and Archaeology, Nanjing Normal University, 
"Principles of Archaeology," (Nanjing: Nanjing Normal University, 2008). or;   William H. 
Marquardt, "Advances in Archaeological Seriation," Advances in Archaeological Method and Theory 
1(1978). 
78 Harris, Principles of Archaeological Stratigraphy: Second Edition. 
79 See for example:   Julie K. Stein, "Deposits for Archaeologists," Advances in Archaeological 
Method and Theory 11(1987). and;   S. N. Collcutt, "Archaeostratigraphy: A Geoarchaeologist's 
Viewpoint," Stratigraphica Archaeologica 2(1987): 11. 
80 Harris, Principles of Archaeological Stratigraphy: Second Edition. 
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Fig. 3:17 Edward Harris, Harris Matrix and explanatory drawings. From: Harris, 
Edward. 1989 [1979]. Principles of archaeological stratigraphy: second edition 
(Academic Press: London). 39. 

An analogical interrogation draws connections between what a Harris 

Matrix is visually like, but also how it is visually different from the 

stratigraphy revealed in the physical archaeological excavation it 

purports to represent. Likewise, in architecture, an analogical 

interrogation would ask how the balustrade assembly detail drawing at 

Fig. 3:15 relates to the components themselves as the carpenter puts 

them together on the building site. For example, I would argue that it 

is important to the meaning of the Harris Matrix that it appears to be 

layered just as the archaeology itself is layered, just as the drawn 

architectural junction is exploded in a visually logical way even if it is 

not necessarily assembled as a builder subsequently might. 

Homologically interrogated, the architect’s exploded perspective and 

the archaeologist’s Harris Matrix as types of exploded drawing reveal, 

I would argue, their common origins in the eighteenth-century 

demand for engineering standardisation. Ken Alder describes how the 

compulsion to standardise weapons components during the French 

Revolution meant a coeval standardisation in the means of their 

representation, resulting in drawings and diagrams which could be 

used outside of their local representational cultures (Fig. 3:18)81 such 

that the products of those drawings could be become interchangeable 

from one side of the expanding Napoleonic empire to the other. Alder 

concludes that, “these drawings make possible the exercise of power 

by enabling their possessors to master phenomena on a scale 

inaccessible to others.”82 The increased practical leverage that these 

kinds of representation provided to those able to effectively wield 

them, transformed these drawing techniques into powerful political 

tools. 

                                                
81 Gaspard Monge Count de Peluse, Description De L'art De Fabriquer Les Canons, Faite En 
Execution De L'arrete Du Comite De Salut Public, Du 18 Pluviose De L'an 2 De La Republique 
Francaise Une Et Indivisible  (Paris: Imprimerie du Comite de Salut public, 1794). 
82 Alder, "Making Things the Same: Representation, Tolerance and the End of the Ancien 
Regime in France," 510. 
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Fig. 3:18 Gaspard Monge, Etoile Mobile, Instruments pour les Visites. From: 
Count de Peluse, Gaspard Monge. 1794. Description de l’art de fabriquer les 
canons, faite en execution de l’arrete du Comite de Salut public, du 18 pluviose de l’an 
2 de la Republique francaise une et indivisible (Imprimerie du Comite de Salut 
public: Paris). Plate LVI. 

However, Alder goes on to argue that the urgent and totalising need 

of the revolution meant that this honing of the means of 

representation, the sharpening of the tools of drawing, and the 

consequent increase in their agency, their instrumentality, gave rise to 

a loss in their multivalent ability to signify; that they were no longer, 

“thick with material obstinacy, and thick with diverse meanings.”83 

Alder argues that, “in the hands of these revolutionary engineers, 

                                                
83 Ibid., 537. 

mechanical drawing went from being a pictorial representation of an 

artifact, to a rigorous (“thin”) definition of its physical form.”84 Alder 

divides this kind of “mechanical drawing” into two kinds; the 

rationalising and “realistic” perspectival drawing developed during the 

renaissance, and the “projective” drawing developed for “designing” a 

variety of artefacts including buildings.85 Amongst this second 

category one might therefore place the assembly, or exploded, 

drawing. 

The architects’ seldom used exploded perspective and the 

archaeologists’ seriation diagram as types, with their origins in the 

need for engineering standardisation in Napoleonic France, reveal the 

easy slippage between disciplines for this sui generis mode of technical 

drawing. 

The multi-Informational image, the mise-en-scène illustration and the 

exploded drawing share, I argue, certain undisciplinary relationships of 

temporal and spatial manipulation. In particular the mise-en-scène and 

the exploded drawing appear to pause conventional linear temporal 

flow; the mise-en-scène simply awaiting the recommencement of the 

action depicted, whereas the exploded drawing implies that the ‘action’ 

might continue in either temporal direction. There is, I would argue, a 

temporal uncertainty which inheres to the exploded drawing; the 
                                                
84 Ibid., 504. 
85 Ibid., 510-14. 
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Autonomous House (Fig. 3:14) and the Balustrade Assembly Detail (Fig. 

3:15) are rendered as if paused in time; their constituent parts 

‘exploded’ for clarity and, like the installation work of Cornelia Parker 

in Cold Dark Matter or of Damien Ortega in Cosmic Thing,86 await 

merely the implosive moment of reconstruction. Spatially 

manipulative, all three undisciplined drawing types exhibit different 

stances towards their extension into the world; the multi-informational 

image constructs an explicitly artificial world whereas the filmic space 

of the mise-en-scène appears realistic and is, because of that, 

unexpectedly familiar. The exploded drawing makes no attempt to 

mimic a realistic world, inhabiting instead the space of the picture-

plane only. In a propositional reconstruction below I attempt to combine 

these apparently opposed temporal and spatial systems; to reconcile 

drawing types once either architectural or archaeological (or both) 

which have become either abandoned or abstracted beyond simple 

resemblance. 

 

                                                
86 Cornelia Parker, Cold Dark Matter: An Exploded View (1991) is a garden shed which has 
literally been blown up, the fragments of which are invisibly suspended around a bright light 
as if frozen in the instant just after the explosion. Damien Ortega, Cosmic Thing (2002) is one 
of a series of works called collectively The Beetle Trilogy and Other Works. Here the parts of 
Volkswagen Beetle have been disassembled and, again, invisibly suspended in relationship to 
one-another as if drawn in a maintenance manual. 



 
 

 157 

 

 

 

 

 

 

 

 

SITE OF ENCOUNTER: Aberdeen 
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Having been invited by Tim Ingold of the School of Social Science & 

Anthropology at the University of Aberdeen to a seminar concerned with 

the parallel practices of anthropologists, architects and artists, I was 

asked to return to run one of a series of workshops intended to 

demonstrate to a range of social scientists the drawing practices of 

architects.1 

The workshop was one of an on-going series organised by Katy Fox, a 

Ph.D. student in the Anthropology department. She explained to the 

participants; 

Unlike architects or archaeologists, for instance, social scientists’ 
postgraduate research training does not include training in drawing, 
drafting and notational skills other than writing. This is what I 
would like to redress through the workshops. Particular emphasis 
will be given to the development of graphic skills as an observation 
technique to be used in fieldwork research. To this effect, the 
workshops will include more ‘classical’ approaches from art (live 
drawing, portraits, landscapes, artefacts, non-representational 
approaches to art,…), but also tuition from practitioners from 
disciplines that use graphic representational skills in their everyday 
practice [...] to reach a reasonable level of descriptive and technical 
skill in observation and representational techniques.2 

                                                
1 This workshop was jointly funded by the UCL Graduate School Research Project Fund and 
the Bartlett’s Architecture Research Fund. 
2 Personal correspondence with Dr. Katy Fox, Department of Anthropology, University of 
Aberdeen, 20.04.2008. 

 

Fig. 3:19 Alessandro Zambelli, Cover to workshop guidelines 
document. As produced and issued to workshop 
participants. 2008. 
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This workshop provided me with an opportunity to observe how 

anthropologists might draw given the opportunity; what they would 

choose to draw, how those choices might compare with those 

drawings made by architects and also, for the workshop participants, 

an opportunity to understand how architectural drawing practices 

might be used within their discipline. The idea was that through a 

series of workshops run by a variety of practitioners who used 

drawing in their everyday practice, the attending anthropologists and 

geographers would learn to draw or at least have made available to 

them a variety of drawn representational techniques ordinarily 

associated with other disciplines. 

The method I employed required participants to make architectural 

drawings of spaces depicted in a film; to draw those spaces at a variety 

of scales to represent plot elements in those drawings and to imagine 

and draw (design) spaces implied but not visible in the movie. I called 

the workshop Fictional Space and Architectural Drawing: a workshop for 

social scientists at the University of Aberdeen. The film I selected was Alfred 

Hitchcock’s 1954 film Rear Window. The reasons for this choice of film 

were fourfold: a readily visible room layout and the fixed nature of the 

camera made explicit the architecture of the film-set; the clear 

connection between plot and space made easier, for the workshop 

participants, the designing of the hidden spaces; I had run a similar 

project with first year architecture students; I had already drawn a 

general plan of the set of Rear Window for my M.A. thesis3 and a book 

had recently been published containing plans of many of Hitchcock’s 

film sets including Rear Window.4 I made a thirty minute edit of the 

film and ran it on a loop throughout the workshop. The drawings of 

the spaces were to be to scale and the group was issued with A4 sheets 

combining photographs of the Rear Window set and scale rules and A3 

sheets of gridded paper (Fig. 3:20). 

Because of the small group size the workshop, during the first 

morning, became quite discursive and the drawings quite unguided by 

me with individual participants trying out drawing techniques which 

interested them. 

The second session was much more directed and I had produced a 

1:50 drawing of a typical bedroom/bathroom layout in highly 

conventional format AZ_01 (Fig. 3:21) and then made a more 

idiosyncratic 1:5 detail from it AZ_02 (Fig. 3:22) which, although still 

conventional, also included narrative-driven detail. These became 

models for the drawings produced by the group. 

                                                
3 Alessandro Zambelli, "Collapsing Space: Anachronism and Diy," (London [unpublished]: 
University of East London, 1999). 
4 Steven Jacobs, The Wrong House: The Architecture of Alfred Hitchcock  (Rotterdam: 010 
Publishers, 2007). 
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During this session I made sketches in response to queries raised by 

the group of which AZ_03 (Fig. 3:23) is an example. I have below 

divided my analysis of the drawings produced by the participants into 

a non-exhaustive set of categories; projection, scale, line control, 

section, conventional symbols, narrative and presentation. The first 

part of the reference number refers to the workshop participant, the 

second to one of their drawings and the letter to a detail from that 

drawing. 

The first session was discursive and participants made drawings with 

only quite generalised instruction. The second session was more 

directed and many key concepts of architectural drawings were 

discussed, demonstrated and, in general, rapidly grasped. 

There were four participants and, for the sake of anonymity, are 

referred to as follows: 

Participant 01 Ph.D. student, Department of Anthropology 
Participant 02 Ph.D. Student, Department of Anthropology 
Participant 03 Honorary Research Fellow, Department of Anthropology 
Participant 04 Lecturer, School of Geosciences, Geography and Environment 

The following are lightly edited excerpts from the post workshop 

report produced for the Bartlett funding committee. The figures 

referred to are gathered together from p.165 onwards: 

Projection 

In general the notion of orthogonal projection was well understood. 

01_01 (Fig. 3:24) This plan mostly obeys the conventions of orthogonal 

projection. However on closer inspection it is clear that the book is not 

drawn at right-angles to the picture plane – page edges are visible at the 

bottom. The book, then, is drawn as if the drawing audience were its 

reader. 

01_03 (Fig. 3:25) This drawing is structured as an isometric (with an 

oblique floor plan) but objects drawn on the floor plane are shown in true 

plan; bed, piano, table (the table appears to be projected downwards – as if 

away from the figure standing next to it). Objects against the back wall, 

however, are shown in true elevation; bookshelves, chest of drawers.  I had 

explained and briefly demonstrated the construction of axonometrics (true 

plan) but this drawing appears to be an intuitive hybrid of several 

projection types. 

Scale 

In general the notion of drawing to scale (after a relatively brief 

explanation) was readily grasped. 

Line Control 

This was most difficult for the participants and may be because line control 

is often a function of drafting experience and confidence.  It is also the 

least straightforward to teach. 
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Jacobs S. 2007  The Wrong House: The Architecture of Alfred Hitchcock

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:20 Alessandro Zambelli, Rear Window set photo collage with standard architectural 
scales. As produced and issued to workshop participants. 2008. Rear Window set 
photomontage from: Jacobs, Steven. 2007. The Wrong House: the architecture 
of Alfred Hitchcock (010 Publishers: Rotterdam). 281. 

this image omitted for copyright reasons 
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02_02 (Fig. 3:28) The drawing experience of participant 02 is unknown but 

this drawing suggests at least some. Lines are firmly drawn and those which 

were, presumably, considered inappropriate are drawn over. 

01_01 & 01_03b (Figs. 3:24 & 3:26) In general Participant 01 seemed 

uncomfortable with the more technical aspects of ‘architectural’ drawing 

but close examination of her drawings 01 and 03 show a much more sure 

touch in, for example, the cigarette packet and standing figure. 

03_03 (Fig. 3:30) Again the drawing of certain kinds of object – the 

dancer’s hand, flowers – are more assured than that of other kinds of 

object – the chair, the door for example. 

Section 

This related to orthographic projection but is one of its more difficult 

aspects – slicing through what the drawing describes and representing what 

one ‘imagines’ might be revealed there. 

03_02 (Fig. 3:29) The drawing is not the only example of the ‘collapsing’ of 

wall thicknesses to a single line but serves to illustrate what is common 

practice amongst those learning architectural drawing for the first time. 

This way of drawing walls may be thought of as either a scale issue or as 

the manifestation of a particular understanding of the ‘section’. 

Conventional Symbols 

One of the few aspects of architectural drawing which must be learned by 

rote. The drawing conventions discussed were quickly assimilated. 

04_01a (Fig. 3:31) Participant 04 is a geographer which may explain his 

interest in and ready grasp of conventional drawing symbols; dotted lines 

to indicate hidden edges, a partially drawn surface treatment as shorthand 

for a whole surface. These were all mentioned by me during the workshop 

but were more explicitly used in this drawing than in those by others. 

04_02a (Fig. 3:32) Participant 04 overtly set out to manipulate or subvert 

those conventions. This drawing attempted to overlay the physical layout 

of the film set with a kind of perceptual map from the point of view of the 

film’s main protagonist, L.B. Jeffries. 

02_01c (Fig. 3:27) The notion of the plan was presented as a real view, no 

different from, say, an elevation. Nevertheless conventionalised symbols 

for, in this case, brassware (taps) appear. 

Narrative 

The idea of narrative in drawing wasn’t explicitly discussed as such but was 

heavily implicit in the structure of the workshop. 

03_02 & 03_03 (Figs. 3:29 & 3:30) Narrative is highly explicit in the 1:50 

drawing especially as it relates to the detail. 

Presentation 
I made no explicit mention of the presentational aspects of architectural 

drawing and indeed had not intended to address them, but several issues 

were raised by the drawings produced. 

02_02 (Fig. 3:28) The drawing sheet was explicitly organised which may be 

a result of the confidence noted above; ideas are tried out in an organised 

way (in text and sketch in marginalia to the left of the main drawing). 

03_03 (Fig. 3:30) This detail and 02_02 (Fig. 3:28) above were cropped 

tightly to the area designated in their respective 1:50 layouts although 

02_02 strays outside presumably for the sake of illustrating key elements of 

the drawing (relaxed posture, cigarette). 
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At this workshop social scientists working out of their “base” 

disciplines of anthropology and geography, made drawings within an 

overtly architectural context. It is important to note the small number 

of participants and hence the consequently small pool of drawings 

from which the necessarily anecdotal conclusions were being drawn. 

Throughout I compared the drawings of the workshop group to those 

produced by first year architecture students as the only other group 

which learns architectural modes of drawing from first principles. 

When first year architecture students attempt architectural drawing for 

the first time a variety of issues arise. A straw poll of teachers of 

architectural drawing revealed the following as a list of the most 

difficult aspects of drawing for first year students: 

• the shifting nature of scale, from 1:1 to 1:10 to 1:100 etc. 

• hierarchy of line and line weight and line value, so walls should 

be thicker in outline than in hatching. 

• Confidence with line when sketching, wanting to rub out the 

line and start again. 

• The nature of the sketch. 

In addition to these categories and those listed by me above (and there 

is much overlap) an architecture student will be assessed on how they 

interpret a brief; develop ideas, invent space and form from it – 

although these goals might be very loosely interpreted. In the 

workshop, the drawing of spaces not always visible or only briefly 

glimpsed stood in as a kind of shorthand for these creative aspects of 

architectural design. 

The greatest difference between drawings produced during the 

workshop and drawings made by novice architecture students lay in 

two broad areas; drawing content from the workshop participants was 

significantly richer – a feature which may be put down to the age, 

experience and education of the participants. Scale also, one of the 

principal objects of the workshop, was much more readily grasped 

than might have been expected. 

Although one of the key objectives of the workshop was to ensure 

that spaces and rooms drawn were fleshed out with detail – both 

conventionally architectural but also with furniture and personal 

effects – this did not prove to be a difficult lesson to impart as it often 

is with architecture students of even quite advanced standard. Also 

significantly and even if, as has been noted, drawing experience and 

confidence might have been lacking, there was clear willingness to 

tackle complex drawings. What was of greatest interest for me was the 

ability of these social scientists to very quickly target those aspects of 

either drawing technique, drawing content or even drawing ‘meaning’ 

which interested them. They were also able to quickly sort through the 
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barrage of information in my various presentations to select those 

elements which enabled them to further those interests. 

The drawings produced were interesting as experiments in what a 

drawing by an anthropologist, drawing in an architectural mode, might 

look like, and that was how I analysed them at the time. But they are 

also interesting when understood simply at the level of the physical 

line or “trace” as Ingold would categorise it.5 That is, to think in 

particular of the materiality of the lines in the drawings made in the 

workshop, rather than the putative object of those drawings. To 

ignore the disciplinary affiliation of the marks’ makers such that the 

most that it would be possible to conclude about those makers would 

be something, say, about the confidence with which they drew those 

marks, or perhaps the skill with which their drawing tools were 

wielded. From this observation this thesis argues that these lines, 

when looked at in this way, lose some, perhaps most, of their 

disciplinary affiliation. 

So, if designing and reconstructing are homologous practices – that 

gathering together of fragments in one place referred to above – then 

the disciplines that produced them seem to be less strictly bound, and 

the physicality of the drawings themselves more prominent. To return 

                                                
5 Tim Ingold, Lines : A Brief History  (London: Routledge, 2007), 39-71. 

briefly to Figs. 3:25 and 3:26; when looked at in this mode, at some of 

these seemingly disparate parts of the drawing in detail, then the 

disciplines out of which they were produced seem to become less 

relevant, to exert less influence on their production. Line confidence is 

foregrounded and its ‘sketchiness’ invites a speculative rather than 

prescriptive engagement with it. This drawing which one might 

analyse as a drawing by an anthropologist, drawing in an architectural 

mode, becomes something, in this view, quite other when looked at 

through a specifically undisciplinary lens. 

These workshop participants were not archaeologists though their 

discipline is, I would argue, sufficiently interconnected in ways 

outlined above (pp.74-75). Neither is anthropology, in the view of the 

workshop organiser, a drawing-engaged discipline though she would 

like it to be more so. However, as a description of disciplined 

practitioners navigating towards another discipline – towards 

architecture for the participants, towards anthropology for me (see 

Fig. 1:1) – it is instructive in the general context of this thesis. 
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Fig. 3:21 Alessandro Zambelli, AZ_01. 2008, Photocopy, ink on paper. 

Fig. 3:22 Alessandro Zambelli, AZ_02. 2008, Photocopy, pencil on paper. 

Fig. 3:23 Alessandro Zambelli, AZ_03. 2008, Photocopy, pencil on paper. 
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Fig. 3:24 Participant 01, 01_01. Detailed plan of ‘Miss 
Torso’s’ sitting room, originally at 1:5. 2008, 
Photocopy, pencil on paper. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:25 Participant 01, 01_03. ‘Composer’s’ apartment in hybrid three-dimensional 
projection. 2008, Photocopy, pencil on paper. 
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Fig. 3:26 Participant 01, 01_03b. Detail of standing figure from 
01_03 above. 2008, Photocopy, pencil on paper. 
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Fig. 3:27 Participant 02, 02_01c. Detail of bathroom from ‘Miss 
Torso’s’ Apartment, originally at 1:50. 2008, Photocopy, 
pencil on paper. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:28 Participant 02, 02_02. Detailed drawing of ‘Miss Torso’s’ apartment, originally at 
1:5. 2008, Photocopy, pencil on paper. 
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Fig. 3:29 Participant 03, 03_02. Plan of ‘Miss Torso’s’ apartment, originally at 
1:50. 2008, Photocopy, pencil on paper. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:30 Participant 03, 03_03. Detailed drawing of ‘Miss Torso’s’ apartment, originally at 
1:5. 2008, Photocopy, pencil on paper. 
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Fig. 3:31 Participant 04, 04_01a. Detail from plan of ‘Miss Torso’s’ apartment showing 
external deck, originally at 1:50. 2008, Photocopy, pencil on paper. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3:32 Participant 04, 04_02a. ‘Conceptual’ plan of 
Jeffries apartment and courtyard, not to scale. 2008, 
Photocopy, pencil on paper. 

Fig. 3:33 Opposite: Archaeological Tell Model, Ashmolean 
Museum. Photograph: Alessandro Zambelli, 
2014. 
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ARCHAEOLOGY IS LIKE ARCHITECTURE IN REVERSE 

Presented on the one hand with a section drawn by an archaeologist 

and, on the other, with one drawn by an architect, what is to be made 

of their visual similarities? Fig. 4:1 shows a section through typical, 

generic, foundations of two load-bearing masonry walls, it is a 

pedagogic, technical drawing intended for architects and is 

propositional in its intent.1 Fig. 4:2 reproduces a section through the 

foundations of a specific building (the remains of which at the time 

were believed to be the palace of the Roman governor of Britain, not 

far from where London Stone is housed) – it is also a technical 

drawing though, in this instance, intended for archaeologists.2 

Are the resemblances between these drawings to be found in their 

graphic likeness and in their similarity of subject matter alone? How 

are their differences to be interpreted? In particular, what is to be 

made of drawings (for example, Fig. 4:3 is another survey and 

reconstruction by a Prix de Rome winner) produced by those whose 

discipline at the time of that drawing’s production described itself as 

neither architecture nor archaeology and whose drawings are difficult 

to categorise along current, normative, disciplinary lines? 2: Discipline 

argued that homologies in the development of architecture and 
                                                
1 William Barr McKay and John McKay, Building Construction, Etc. Vol. 4.  (London: Longmans 
& Co., 1938). 
2 Peter Marsden, "The Excavation of a Roman Palace Site in London, 1961-1972," Transactions 
of the London and Middlesex Archaeological Society 26(1975). 

archaeology, evident in the visual resemblance between their drawings, 

of which Figs. 4:2 and 4:3 are but two examples was, and continues to, 

relate to commonalities between the tools and techniques of the two 

disciplines. 

This chapter further contends that the Darwinian concept of 

divergence3 helps explain these shared visual similarities. We know 

that the common ancestry of archaeology and architecture, embodied 

in the drawings reproduced below (and countless other like them) is 

complex. For example, evidence suggests4 that architecture is an older 

discipline than archaeology but, as outlined in the previous chapter, 

their relationship to antiquarianism, their most recent common 

ancestor, is direct but not straightforward to parse. Also difficult to 

unravel is the extent to which these disciplines have since diverged, 

each developing within its own “isolated environment”5 – recall the 

drawing on p.61 of the radical skeletal reorganisation of tetrapod 

forelimbs across species and through time – and then becoming 

professionalised in order to shore themselves against intrusions from 

cognate disciplines. 

  
                                                
3 See:   Francis Darwin, ed. The Foundations of the Origin of Species: Two Essays Written in 1842 and 
1844 by C. Darwin. (Cambridge: University Press, 1909). and;   Jerry A. Fodor and Massimo 
Piattelli-Palmarini, What Darwin Got Wrong  (London: Profile, 2010). 
4 See p.95 above. 
5 Eldon D. Enger, Frederick C. Ross, and David B. Bailey, Concepts in Biology, 13th ed. (New 
York: McGraw-Hill Higher Education, 2009). 
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Fig. 4:1 Typical footing details. 1938. From: McKay, William Barr, and John McKay. 
1938. Building Construction, etc. Vol. 4. (Longmans & Co.: London). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4:2 Peter Marsden, Section through the remains of a building which was at the time 
thought to be the Roman Governor’s Palace at Cannon Street, London. 1975. From: 
Marsden, Peter. 1975. ‘The Excavation Of A Roman Palace Site In 
London, 1961-1972’, Transactions of the London and Middlesex Archaeological 
Society, 26: 1-102. 
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Fig. 4:3 François-Joseph Toussaint Uchard, The Temple of Mars the Avenger. 1843. 
From: Cassanelli, Roberto, and Massimiliano David. 2002. Ruins of Ancient 
Rome: the drawings of French architects who won the Prix de Rome, 1786-1924 
(J.P. Getty Museum: Los Angeles). 106. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4:4 Sample Context Recording Sheet. 1989. From: Museum 
of London. 1994. Archaeological Site Manual (Museum 
of London: London). 3.1.1. 
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This thesis argues, therefore, that there are also hidden resemblances 

between architecture and archaeology which are not straightforwardly 

manifested in their drawing practices; terms (like ‘structure’ and 

‘feature’ used above), tools and techniques which may not look or 

function in an obviously similar way – whose resemblance have 

become occluded. In this thesis, for a homological resemblance to 

prevail, the tools or techniques in question must simply have been the 

same thing at the point in the past at which they began to diverge 

from each other in either form or function, or both. What is pertinent 

here is that despite, as I have argued above, the persistent similarities 

between the purposes to which these drawings and others have been 

put, the purported objects of each of their respective disciplines have, 

since the mid-nineteenth-century, become radically estranged. 

The differences are important then because, I would argue, they 

conceal yet deeper resemblances; for example to return to the ‘McKay’ 

and Peter Marsden drawings, the conventions of delineating the edges 

of a structure (in architecture) or feature (in archaeology) – the 

variation in terminology is instructive –  are sufficiently different to be 

able to identify and posit reasons for those differences. Whereas the 

architect must, in general, propose a structure in defiance of its 

immediate context; the foundation must resist the ground within 

which it sits, the archaeologist instead proposes a feature which, often, 

is as important (though this will depend upon the intended audience 

of the drawing) as the context of the matrix within which it sits.6 In 

short, often the architect’s drawing emphasises strong edges whilst 

that of the archaeologist is often softer, highlighting subtle changes in 

the, “compaction,” “composition” or “particle size” of the 

surrounding terrain (Fig. 4:4).7 The Uchard drawing, and many like it 

from the Prix de Rome ‘envois,’ tend to accentuate surface; even when 

the drawings are sections or sectional elevations. Often the sectioned 

material is rendered white or pale with little detail so as not to distract 

from the verisimilitude of the reconstructed surface. Their sameness, 

though, is as deep as these differences, in fact, as I shall argue later in 

chapter 5, resemblance and difference are part of the same analogical 

system of interdisciplinary signification. 

It would take an exhaustive survey of drawings from both architecture 

and archaeology, drawings made for a wide diversity of purposes and 

by a multitude of different hands, to make definitive assertions about 

general practices and their associated products. Yet the few examples 

above and others throughout this thesis show, I would argue, a clear 

differentiation between drawing conventions and, simultaneously, a 

sometimes occluded resemblance, a resemblance which resides in the 

fact that, and as this thesis argues, archaeologists have always, just as 

                                                
6 See p.298 for a definition of the archaeological term ‘matrix.’ 
7 All terms which might found in a context recording sheet;   Museum of London, 
Archaeological Site Manual, 3rd ed. (London: Museum of London, 1994). 
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have architects, made propositional drawings. Two brief quotations 

will suffice to demonstrate something of the depth and character of 

this resemblance, as archaeologist Simon James explains recounting 

his own experience of excavation and recording; 

As we dug I created interpretive sketches of the buildings, based on 
the groundplans, the form of the foundations, and the properties of 
the timber [...] and other materials known or expected to have been 
used.8 

James, I would maintain, is describing a design process; as he draws, 

he speculates about what the remains he describes might be 

reconstructed into – his “interpretive sketches” are, in this thesis, 

propositional. To briefly requote Alain Schnapp on Jorge Luis Borges, 

“isn’t the archaeologist often taken for a discoverer? The discoverer 

must not compel the reality of the past but imagine it.”9 Working from 

this ‘imaginative,’ – that is speculative – and propositional basis, this 

chapter will establish the mechanisms of resemblance at work between 

architecture and archaeology and which operate despite their 

divergence and subsequent isolationism briefly outlined above, and 

which, I would argue, set pre-conditions for the interdisciplinary, 

visual, analogical practices required for navigation through scandalous 

space. 

                                                
8 James, "Drawing Inferences: Visual Reconstructions in Theory and Practice," 30. 
9 Schnapp, The Discovery of the Past: The Origins of Archaeology, 30. 

ORGANISING THE NATURAL WORLD 

In this thesis homology, for the reasons outlined below, is understood 

to underpin relationships of resemblance. In the biological sciences 

homologous features are equivalent parts of two or more organisms 

with a last common ancestor, regardless of whether those parts differ 

in form, size, or function (Fig. 1:7) whereas analogous features are 

different parts of unrelated organisms which nevertheless perform a 

similar function.10 Furthermore, this ‘unrelatedness’ is a relative 

condition rather than an absolute one, a characteristic which I shall 

explain in detail in the next chapter. 

There are three components to the difference between the concepts of 

homology and analogy: first, whether the parts being compared are 

developmentally equivalent; second, whether the organisms have a last 

common ancestor; and third, whether the parts are functionally 

equivalent. Notice, however, that the concepts of homology and 

analogy place only two of these components in direct opposition 

(equivalent versus different parts, common versus divergent ancestry). 

The third component is not a diametric proposition; homologues may 

or may not be functional equivalents, whereas analogues are invariably 

functionally equivalent. Thus, strictly speaking, homology and analogy 

are not precisely opposite concepts as they are commonly supposed to 
                                                
10 Jane B. Reece, Campbell Essential Biology, 9th ed. (San Francisco: Benjamin Cummings, 2010), 
472. 
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be because they posit opposing conditions for two but not all three of 

their salient ingredients.11 For this reason homologous and analogous 

relationships sometimes appear to be different kinds, or extremes, of 

the same class of correspondence, and at other times they appear to 

be utterly different systems of resemblance. In fact I would argue that 

there is no reason why both conditions should not, in different 

situations, apply. Indeed, it is one of the methods of this thesis to use 

both homologues and analogues to untangle the complex relationships 

of practice and representation in architecture and archaeology. This 

thesis contends that between disciplines of propositional making, as 

that category is defined in chapter 1, and between architecture and 

archaeology in particular, there exist deep correspondences which are 

the result of their homologous development – that is a development 

of resemblance through interconnected origins – and the resultant 

strictures of the subsequently created analogous space between them. 

It is instructive to look further at the differences between homology 

and analogy as biologists use those terms, for that is the basis of their 

comparison in this thesis and the context in which the word homology 

was first used. 

The idea of biological homology came into common usage in the mid-

nineteenth-century when the biologist and comparative anatomist 

                                                
11 Karl J. Niklas, The Evolutionary Biology of Plants  (Chicago, Ill. ; London: University of Chicago 
Press, 1997), 303. 

Richard Owen began systematically setting out distinctions between a 

homologue, “the same organ in different animals under every variety 

of form and function,” and an analogue, “a part or organ in one 

animal which has the same function as another part or organ in a 

different animal.”12 Prior to that the word homologue was used to 

signify more general notions of agreement or proportion, much closer 

therefore, as we shall see later in this chapter, to early definitions of 

analogy.13 Consequently when, in the eighteenth-century, the earliest 

systematic theorists of evolution were developing homological systems 

of classification, homology was not a word they used. It certainly 

never featured in the written work of Jean-Baptiste Lamarck. 

Lamarck was born in 1744, a soldier, botanist and evolutionary 

theorist, he was amongst the first to propose a mechanism for the 

perceived alteration of inherited traits in a population of organisms 

across generations.14 It is a clear sign of the power of Lamarckian 

                                                
12 Richard Sir K. C. B. Owen, On the Archetype and Homologies of the Vertebrate Skeleton  (London, 
1848), 7. 
Owen was the first to clearly set out the differences between homologous and analogous parts 
of an organism. But other than the distinction of having coined the term ‘dinosaur’ his 
influence, until recently, has been minimal, due probably to his opposition to Darwin’s theory 
of natural selection;   Nicolaas A. Rupke, Richard Owen: Biology without Darwin  (Chicago, Ill.: 
University of Chicago Press, 2009). 
13 Alan Boyden’s 1943 review of this subject is particularly useful;   Alan Boyden, "Homology 
and Analogy: A Century after the Definitions of "Homologue" and "Analogue" of Richard 
Owen," The Quarterly Review of Biology 18, no. 3 (1943). 
14 See:   Ben Waggoner and Brian Speer, "Jean-Baptiste Lamarck (1744-1829)," University of 
California, Berkeley, http://www.ucmp.berkeley.edu/history/lamarck.html. or;   Stephen Jay 
Gould, The Structure of Evolutionary Theory  (Cambridge, MA ; London: Belknap Press of 
Harvard University Press, 2002), 58. 
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evolution that his version of the force that drives adaptation in the 

natural world is often understood to be synonymous with Darwinian 

“natural selection” even though, as I explain below, it describes a 

somewhat different mechanism. Nevertheless, at the beginning of the 

nineteenth-century, his was one of earliest systematic attempts to 

explain resemblance of form across animal species. Evolution by 

inheritance of acquired characteristics therefore is known as 

Lamarckism and is the idea that an organism can transfer 

characteristics, acquired during its lifetime, directly to its offspring. 

This idea, though it did not originate with Lamarck, was promulgated 

by him and has become synonymous with his name. As Michael 

Ghiselin notes, “‘Lamarckian’ notions of use and disuse, the 

inheritance of acquired characteristics, and the direct action of the 

environment were generally taken for granted by scientists and lay 

persons alike.”15 Lamarck described the action of two forces in 

particular: “le pouvoir de la vie” or, the “complexifying force” was a 

general process happening continuously creating ever more complex 

anatomies in all natural organisms.16 Overlaid onto this was, “l’influence 

des circonstances,” or, the “adaptive force,” this force worked upon the 

complexifying organs but its outcomes depended upon how the body 

                                                
15 Michael T. Ghiselin, "Darwin: A Reader’s Guide," Occasional Papers of the California Academy of 
Sciences, no. 155 (2009): 29. 
16 Lamarck, Histoire Naturelle Des Animaux Sans Vertèbres, Presentant Les Caracteres Generaux Et 
Particuliers De Ces Familles, Leurs Genres, Et La Citation Des Principales Especes Qui S'y Rapportent. 

was being used throughout its functioning lifetime. If a particular 

organ remained unused, it might even disappear. This would for 

Lamarck explain, for example, the length of a giraffe’s neck – 

lengthening, as he saw it, across the generations as individual giraffes 

stretched parts of their necks to reach otherwise inaccessible leaves, 

and then passing those acquired attributes directly to their offspring. 

Lamarck’s near contemporary and countryman George Cuvier, on the 

other hand, cared little for gradualist theories of evolution. Instead, he 

tasked himself with the recording of natural, functional forms (and 

not, as he saw it, simply of superficial resemblance), and proposed 

lineages between them. Cuvier says, of the taxonomical task of 

cataloguing the natural world; 

If the subdivisions have not been established arbitrarily, but are 
based on true fundamental distinctions, on the essential 
resemblances of beings, that method is the surest means of reducing 
the properties of beings to general rules, of expressing them in the 
fewest words, and of stamping them on the memory.17 

But Cuvier’s new taxonomy was not based purely upon simple 

resemblance, but upon functional lineages, a mechanism which, for him, 

typically resulted in formal similarity between specific organs. 

Architectural historian Joseph Rykwert writes, “the old taxonomies, 

                                                
17 Cuvier et al., The Animal Kingdom Arranged in Conformity with Its Organization ... With Additional 
Descriptions of All the Species Hitherto Named, and of Many Not before Noticed, by Edward Griffith ... 
And Others. 
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based on resemblance, are broken by Cuvier’s new principle. Function 

and its hierarchical disposition of the organism from within is the 

dominant principle of classification.”18 This is an altogether more 

subtle use of homological analysis; resemblance, in this technical 

sense, begins to lose its connection with simple ‘shape,’ and to draw 

upon relationships of analogy. 

                                                
18 Joseph Rykwert, "Semper and the Conception of Style," in The Necessity of Artifice : Ideas in 
Architecture (London: Academy Editions, 1982), 127. 

HOMOLOGICAL NARRATIVES IN ARCHITECTURE 

One application of homological analysis outside of biology or the 

natural world, was that instigated by Jean-Nicolas-Louis Durand in the 

early nineteenth-century and continued by Gottfried Semper. Their 

project is interesting in the context of the arguments of this thesis for 

two reasons: firstly, the homological strategy it employs is totalising; 

its application an attempt to bring order to an entire discipline, “the 

systematization of architectural knowledge,”19 according to Leandro 

Madrazo, and secondly; that discipline is architecture. If I hesitate to 

introduce it here, it is not because my intention is to prove that 

different architectures may be homologically related to one another. 

Instead, I would wish to argue for a broader project, one which 

demonstrates that architecture may be homologically related to other 

disciplines; disciplines ordinarily thought of as being outside of itself, 

or related to it in only trivial, or historical and so now obsolete, ways. 

In particular I would claim that homology, in this sense, is a precursor 

to other transgressive, interdisciplinary, ways of practising architecture. 

Architecture critic Mari Hvattum says that Semper’s endeavour is, “a 

comparative theory [...] based on the availability of commensurable 

entities and is dependant on the continuity of certain factors 

                                                
19 Leandro Madrazo, "Durand and the Science of Architecture," Journal of Architectural 
Education 48, no. 1 (1994): 12. 
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throughout historical change,”20 that the basis of this ‘comparison’, 

therefore, is an essentially unchanging series of meaningful object 

groups or ‘motifs’ – whether those motifs are buildings or natural 

anatomies – and that; 

The primacy of the motif, with its relative independence of material, 
its relative stability through time and the constant appropriation and 
re-evaluation of ancient motifs, constituted, according to Semper, 
the essence of architectural evolution.21 

It is clear here that Semper’s intuition regarding functional, anaphoric, 

comparison was, for Hvattum, the same as Cuvier’s and thus, for me, 

wholly relevant to the argument here; that resemblances might persist 

across seemingly disconnected categories, betraying their common, 

homological connections. 

Durand, at the turn of the eighteenth and nineteenth centuries seized 

on the comparative systems of analysis being developed by Cuvier in 

zoology, and sought to apply them to architecture both in the type of 

construction employed and in the kinds of building designed. In 

general Durand’s work has a functionalist flavour in its advocacy of 

                                                
20 Mari Hvattum, "Gottfried Semper: Towards a Comparative Science of Architecture," arq: 
Architectural Research Quarterly 1, no. 01 (1995): 69. 
21 Ibid., 70. 

modular building techniques and in the streamlining of construction 

procedures.22 Durand describes his intellectual project thus; 

if the only [architectural] objects that it is essential to be familiar 
with were culled [...] and if I reassembled them in just one volume 
[...] this would offer artists a general [...] panorama of architecture 
[...] if I classified the edifices and monuments according to their 
kinds; if I arranged them in order of their degree of likeness; if in 
addition I drew them to the same scale. [...] To arrive at my goal 
more certainly, I have excluded from this collection not only all 
objects that offered no interest of themselves but also those that 
resembled more or less closely other pieces of major interest [...] 
Restorations whose authenticity is doubtful will also be found 
here.23 

His work was, by his own admission, partial but he also saw its brevity 

and handiness as its strength. 24 Recueil et parallèle des édifices de tout genre, 

anciens et modernes,25 once Durand had completed it, passed through 

many editions until finally falling out of print in 1840. But the 

importance and abiding influence of this kind of Cuvierian single-

volume reference work may be traced forward, for example, in the 

                                                
22 See for example:   Elizabeth Gilmore Holt, From the Classicists to the Impressionists: A 
Documentary History of Art and Architecture in the 19th Century  (London; New York: University of 
London P.; New York University Press, 1966), 199. or;   Alberto Pérez-Gómez, "Durand and 
Functionalism," in Architecture and the Crisis of Modern Science, ed. Alberto Perez-Gomez 
(Cambridge: MIT, 1983), 312. 
23 J. N. Durand, "Summary of Lectures on Architecture," in A Documentary History of Art, ed. 
Elizabeth Gilmore Holt (New Haven ; London: Yale University Press, 1986), 201. 
24 Ibid., 200-01. 
25 Jean Nicolas Louis Durand, Recueil Et Parallele Des Edifices De Tout Genre, Anciens Et Modernes, 
Remarquables Par Leur Beaute, Par Leur Grandeur, Ou Par Leur Singularite, Et Dessines Sur Une 
Meme Echelle. Par J.N.L. Durand, Architecte Et Professeur D'architecture a L'ecole Polytechnique  (Paris: 
l'Auteur, 1801). 
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Banister Fletcher series of architectural encyclopaedias. Indeed, A 

History Of Architecture was sub-titled On The Comparative Method from its 

first edition in 1896 until its editors changed the organising structure 

of the book in its nineteenth edition in 1987.26 The intentions of this 

“History” are made abundantly clear through its iconic “Tree of 

Architecture” illustration (Fig. 4:5).27 A tree which grew through 

successive editions to include ever loftier architectural styles but 

always springing from the same contextual roots with its main trunk 

passing through and building upon the same canonical European 

über-styles. Architecture critic and art historian Dalibor Vesely writes 

of Durand and his, as he sees it, quixotic project; 

It is generally accepted that Durand was the first to attempt 
successfully to lay the foundation of an architectural order without 
direct reference to existing tradition, referring instead to a state of 
architectural autonomy [...] what unfolds before us is not a history 
of architecture, but a collection of systematically selected examples, 
organized into a comparative survey similar to the comparative 
studies and taxonomies of contemporary science.28 

                                                
26 Banister Fletcher and Dan Cruickshank, Sir Banister Fletcher's a History of Architecture, 20th ed. 
/ edited by Dan Cruickshank. ed. (Oxford: Architectural Press, 1996). 
27 Banister Fletcher and Banister Fletcher, A History of Architecture on the Comparative Method: For 
the Student, Craftsman, and Amateur, 5th ed., rev. and enl. / by Banister F. Fletcher ... ed. 
(London: B. T. Batsford, 1905). 
28 Dalibor Vesely, "Architecture and the Conflict of Representation," AA Files 8(1985): 22. 

 

Fig. 4:5 Banister Fletcher, The Tree of Architecture. 1905. 
From: Fletcher, Banister, and Banister Fletcher. 
1905. A History of Architecture on the Comparative 
Method: for the student, craftsman, and amateur (B. T. 
Batsford: London). iii. 



RESEMBLANCE 
 

 182 

Vesely is critical of the ‘scientific’ tendencies of Durand’s project, and 

of Enlightenment positivism in general. As Alberto Pérez-Gómez 

characterises it; 

Two hundred years after Galileo and Descartes, architecture lost its 
metaphysical dimension, and the relation between theory and 
practice reached a critical state. After Durand [...] architecture could 
no longer be a privileged form of reconciliation between man and 
his world, between the fluidity and evanescence of everyday life and 
the immutable and eternal dimension of ideas.29 

In Vesely’s view, sometime in the seventeenth-century architecture 

became separated from its historic and symbolic roots, and even 

though it continued to reference those roots, such referencing was, 

and to some extent continues to be, a hollow enterprise, “its beauty 

stripped and replaced with valueless aesthetics.”30 Certainly when 

Durand is capable of asking, “where is the necessity of running after 

all these parts of beauty? [...] The architect therefore must concern 

himself with arrangement alone.”31 Vesely’s concerns that the baroque 

and Enlightenment theorists of architecture were seeking to create a, 

“new order [...] based upon formal principles situated outside 

history”32 would seem to have some basis. 

                                                
29 Pérez-Gómez, "Durand and Functionalism," 323. 
30 Vesely, "Architecture and the Conflict of Representation," 22. 
31 Durand, "Summary of Lectures on Architecture," 209. 
32 Vesely, "Architecture and the Conflict of Representation," 22. 

In a more subtle way Vesely is also critical of Semper’s more complex 

development of Cuvierian taxonomies. Whereas Durand’s system 

developed from the classification of formal architectural elements, 

Semper’s taxons were symbolic “motifs” which were not simply 

assembled like Durand’s elements but instead grew from complexes of 

formal and functional relationships. Semper even developed a 

mathematical notation in an attempt to describe these complexes, 

insisting that, “comparative theory of building therefore presents a 

logical method of inventing, which we vainly seek in rules of 

proportion and obscure principles of aesthetics.”33 Vesely treats this 

aspect of Semper’s comparative method with a somewhat respectful 

wariness; 

The richness of symbolic mediation between the ideal and the real 
nature of things was replaced by hypothetical experiment, in which 
the distinction between that which is only possible and that which is 
factual lost its meaning.34 

Its success would have meant the transformation of architecture 
into an instrumental discipline with a formal purpose but with no 
explicit meaning, making it an instrument of pure ars inveniendi.35 

“Ars inveniendi” is a seventeenth-century term associated with 

Gottfried Leibniz and indicating a set of methods for discovering 

                                                
33 Semper, The Four Elements of Architecture and Other Writings. 
34 Vesely, "Architecture and the Conflict of Representation," 22. 
35 Ibid., 24. 
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truths through mathematical or logical interrogation,36 that is, the 

tautological logic of deduction.37 

Though this thesis argues that architecture’s “material,” as Hvattum 

puts it, has not been as independent as Semper believed; at times, and 

as argued in chapter 2, this material has been conflated with other 

disciplinary tools, techniques, associated practices and artefacts, and 

with archaeology in particular. The applicability of Semper’s 

architectural/zoological connections to architecture/archaeology as a 

linked pair of disciplines is clear and demonstrable and derives directly 

from Durand’s pioneering work thirty to forty years earlier, and from 

Cuvier. Hvattum writes; 

As methodological precedents he referred [...] to Cuvier and Durand 
– signaling that his use of biology as a source of inspiration was to 
be understood in a radical and concrete sense.38 

This transition – from a comparison based on the appearance of 
parts to a comparison based on a set of relations – mirrors quite 
accurately the transition that took place from Durand to Semper.39 

It is not clear that Semper was as in thrall to the kind of positivism of 

which Vesely accuses Durand. Where Vesely sees conflict between 

Semper’s scientific and, as he sees it, invasively instrumental, system of 

                                                
36 Witold Marciszewski, "The Principle of Comprehension as a Present-Day Contribution to 
Mathesis Universalis," Philosophia Naturalis 21(1984): 525-26. 
37 See 5. The Analogist below for descriptions of types of logical reasoning. 
38 Hvattum, "Gottfried Semper: Towards a Comparative Science of Architecture," 69. 
39 Ibid., 72. 

“comparison,” and a residual, even false, love of the symbolic, 

Hvattum instead perceives this tension between, “his sensitive 

recognition of the symbolic significance of architecture, and [...] the 

proto-positivism implied in his ‘science of invention.’”40 as a more 

complex, even productive, force. 

In fact, as Rykwert believed, human agency and instrumentality dictate 

the course of disciplinary (in this case architectural) evolution; 

The works of man are therefore microcosmic and mirror the laws of 
nature: but they do so to satisfy both maker and user; they do not 
follow natural laws as if in obedience to some blind necessity.41 

For the first evolutionary theorists, Cuvier amongst them, homology 

constituted a connecting network of formal lineages, a network driven 

by the need to live and multiply in constantly changing environments. 

For the network of disciplinary lineages which concerns us here, the 

drive to ‘make’ is also, as we saw in 2. Discipline, subject to 

environmental pressures. But as Rykwert claims above, Darwinian 

natural selection or, “obedience to some blind necessity,” as he put it, 

cannot be the motor which drives variation or evolution in 

propositional artefactual production within disciplines of making, 

because the catalyst for change is not “blind” genetic mutation but 

                                                
40 Ibid., 68. 
41 Rykwert, "Semper and the Conception of Style," 129. 
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free-thinking human agency, the very instrumentality against which 

Vesely rails, a catalyst I will return to in the next chapter. 

This instrumentality has other consequences. Semper insists, for 

example, on the creativity of the homology-founded analogical 

relationship. Hvattum explains; 

With Semper, thus, the ‘taxonomy of architecture’ has become 
productive, not primarily representative. Aesthetics has become a 
mode of production, based on the full availability of its ‘raw-
material,’ the cultural conditions themselves.42 

For this thesis homology provides the “raw material” and analogy is 

the method through which those materials may be put to use. 

                                                
42 Hvattum, "Gottfried Semper: Towards a Comparative Science of Architecture," 74. 

FROM HOMOLOGY TO ANALOGY 

As I have implied above, it is easier to see the formal similarities 

between, say, a toaster and a building, than it is to see the occluded 

resemblances between Barbara Stafford’s; “fallen stars,” “Florentine 

stones,” “magnified fleas” and “chased silver goblets”43 or between an 

artist’s reconstructed studio44 and the Harris Matrix for a shaped 

fragment of oolitic limestone.45 I say ‘occluded’ because the network 

of connections between the various artefacts has become too complex 

to adequately describe homologically. Referring to word-meanings, 

Ludwig Wittgenstein described this type of complexity as a, “network 

of similarities overlapping and criss-crossing: sometimes overall 

similarities, sometimes similarities of detail,”46 a condition he referred 

to as “family resemblance.”47 For Wittgenstein, though, the “strength 

of the thread” of resemblance, “does not reside in the fact that some 

one fibre runs through its whole length, but in the overlapping of 

many fibres.”48 But if resemblances turn out to be unrelated to 

“family,” then that resemblance, according to Wittgenstein, is more 

akin to what he called “concept,” they, “lead us to make 

                                                
43 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 23-24. 
44 See my description of the Francis Bacon studio reconstruction project above at p.121. 
45 See the 6. London Stone Reconstructed below. 
46 Wittgenstein, Philosophical Investigations, 66 p.32. 
47 Wittgenstein’s first use of hem term occurs in;   Culture and Value: A Selection from the 
Posthumous Remains, trans. Peter Winch, 2nd ed. (Oxford: Blackwell, 1998). 
48 Philosophical Investigations, 67 p.32. 
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investigations; are the expression of our interest, and direct our 

interest.”49 I will return to and expand upon this image of 

“overlapping fibres” in the conclusion below with Giles Deleuze and 

Felix Guattari’s use of “felt” and “fabric” analogies, 50 arguing that 

they might constitute the structure (or perhaps, more correctly, anti-

structure) of scandalous space. 

This shift from homological relationships to analogical ones, the kind 

I propose for scandalous space, is treated as a complete change of 

category in the biological sciences, whereas in the social sciences the 

shift is a more complex, a more gradual, one. It is possible, I would 

argue, to trace a line of homological thinking and analysis in a variety 

of socio-political discourses, though cultural critic Raymond Williams 

admits that even those kinds of discourse have their roots in biology. 

Williams says, “the concept of ‘homology’ was developed in the life 

sciences, where it included a radical distinction from ‘analogy.’ 

‘Homology’ is correspondence in origin and development, ‘analogy’ in 

appearance and function.”51 

In the political and social sciences it has been Karl Marx and his 

followers who have provided the most fertile territory for the 

development of a homology of social practice. In 1859 Marx wrote; 

                                                
49 Ibid., 510 p151. 
50 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia. 
51 Williams, Marxism and Literature, 105. 

In the social production of their life, men enter into definite 
relations that are indispensable and independent of their will [...]. 
The sum total of these relations of production constitutes the 
economic structure of society, the real foundation on which rises a 
legal and political superstructure and to which correspond definite 
forms of social consciousness.52 

Marx is describing a connection between economic “base” and 

cultural “superstructure,” and he uses the term “correspond” to do it. 

That this correspondence might be homological in character, I would 

argue, has been picked up and developed in two different, but in 

themselves also interconnected, ways. I will firstly set out an overview 

of these two strands of Marxist homological thinking, and then 

develop each in more detail. 

Firstly, I will account for the particularity of art-cultural practice and 

institutions by introducing a strand of thinking whose origins lie with 

György Lukács’s detailed analysis of superstructural phenomena in 

literature, principally in The Historical Novel of 1937,53 and which is 

given overall form through Louis Althusser’s general development and 

critique of base and superstructure.54 This analysis was later developed 

by Lucien Goldmann in Towards A Sociology Of The Novel in 196355 and 

                                                
52 Karl Marx, ed. A Contribution to the Critique of Political Economy (London, : Lawrence and 
Wishart, 1971), 75. 
53 György Lukács, The Historical Novel [Der Historische Roman], trans. Hannah Mitchell and 
Stanley Mitchell (London: Merlin Press, 1962). 
54 Louis Althusser et al., Lire Le Capital  (Paris: François Maspero, 1965). 
55 Lucien Goldmann and Alan Sheridan, Towards a Sociology of the Novel  (London: Tavistock 
Publications, 1977). 
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in Fredric Jameson’s Marxism And Form (1971),56 but was most fully 

cultivated in Williams’s Base And Superstructure In Marxist Cultural Theory 

(1973),57 and in Marxism And Literature (1977),58 an analysis returned to 

in detail below. 

Simultaneously, in the second strand of homologically-interpreted 

Marxism, homology has been used to describe and explain certain 

patterns of social practice; what Marcel Mauss and then Pierre 

Bourdieu have called the habitus.59 The roots of this analysis lie also 

with Lukács, but this time in his notion of “class consciousness”60 – 

that is the self-realisation by individual strata of society that the social 

structures of which they are a part are contingent and not universal or 

eternal. This discourse was further picked up (only to be repudiated) 

in the various structuralisms of Claude Lévi-Strauss and then 

Althusser.61 Later, Bourdieu, developing a discourse between the 

“structural functionalism” of Emile Durkheim62 which proposed 

                                                
56 Fredric Jameson, Marxism and Form: Twentieth Century Dialectical Theories of Literature  (S.l.: 
Princeton U Pr., 1971). 
57 Raymond Williams, "Base and Superstructure in Marxist Cultural Theory," in Problems in 
Materialism and Culture : Selected Essays (London: New Left Books, 1980). 
58 Marxism and Literature. 
59 Marcel Mauss, "Les Techniques Du Corps," Journal de Psychologie XXXII, no. 3-4 (1934). 
and;  Bourdieu, Outline of a Theory of Practice. 
60 György Lukács, Geschichte Und Klassenbewusstsein, Etc  (pp. 341. Berlin, 1923).First published 
as; 'History and Class Consciousness' 
61 Again in; Althusser et al., Lire Le Capital. 
62 For example see; Emile Durkheim, De La Division Du Travail Social: Etudes Sur L'organisation 
Des Societes Superieures  (Paris, 1893). 

structural connections between interrelated social “sub-systems,” and 

the “methodological individualisms”63 of Karl Popper and Friedrich 

von Hayek,64 invited us to recognise “the real principle of the 

structural homologies” which existed between the “sub-systems” of 

practice, which constitute the habitus.65 In particular, Bourdieu, like 

Williams saw a paradigm of an, “experimental science of the 

dialectic”66 as the underpinning base of social discourse. 

More recently, Anthony Giddens rejecting, like Bourdieu, the notion 

that structure and agency are in opposition, developed this middle 

ground through his theory of “structuration.”67 Giddens suggests in 

The Constitution of Society that homological analysis has often only been 

bluntly used to make spurious connections between “stages of social 

evolution and the development of the individual personality.”68 

Instead, according to political sociologist Will Atkinson, Giddens 

                                                
63 Joseph Schumpeter’s term for Max Weber’s theory which sees society as the aggregative 
sum of individual agency, in;   Max Weber et al., Economy and Society. An Outline of Interpretive 
Sociology. Edited by Guenther Roth and Claus Wittich. (Translators: Ephraim Fischoff [and Others].)  
(New York: Bedminster Press, 1968). 
64 See for example; Karl R. Popper, The Poverty of Historicism  (pp. xiv. 166. Routledge and 
Kegan Paul: London, 1957). 
65 Bourdieu, Outline of a Theory of Practice, 83-84. 
66 Ibid., 72. 
67 Anthony Giddens, The Constitution of Society: Outline of the Theory of Structuration  (Cambridge: 
Polity, 1984). 
68 Ibid., 239. 
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proposes, “a homology between the social space of positions and the 

‘symbolic space’ of lifestyles.”69 

So, to begin with the first strand of argument, Williams in Marxism and 

Literature is clear that, “essential homology or correspondence of 

structures [...] can be discovered by analysis” and that, “there may be 

no direct or easily apparent similarity, and certainly nothing like 

reflection or reproduction”70 between superstructure and the base 

upon which it is founded. Williams is clear that homology is a 

different kind of analysis, perhaps even a richer one, than simple 

mirroring or copying. He is also at pains to emphasise that many, 

often tortuous, theories have been developed to explain connections 

or correspondences between base and superstructure, but he suggests 

that all of these convolutions go away or at least become much easier 

to comprehend, much less strained, if base and superstructure are 

instead thought of as being somehow entwined rather than simply 

lying side by side. The complex intertwining of terms in a relationship 

of resemblance is a good description of the relationship between 

homologically related disciplines and, in particular, the 

transdisciplinary movement away from a practitioner’s “base” 

discipline in which they are ‘grounded’ towards the “superstructural” 

discipline which is their target. Again, this movement is meaningful 

                                                
69 Atkinson, "Anthony Giddens as Adversary of Class Analysis," 545. 
70 Williams, "Base and Superstructure in Marxist Cultural Theory," 33. 

because, according to Williams, superstructure “reflects” base. In the 

terms of this thesis there exists a homological relationship between 

them. 

During the 1970s Williams and others were also tackling the 

complexities of base-superstructure resemblance in the arts; Jameson 

in particular reflected on the apparent mismatch between art and the 

society it was purportedly reflecting. As Jonathan Culler writes in 

reviewing Jameson’s Marxism And Form shortly after its publication in 

1972; 

For a Marxism of this kind the relationship between literature and 
society is not one of reflected content (the content of a work reflects 
the state of society) but of formal homology. Whatever its subject, 
the literary work will bear in its form the traces of the most 
significant features of contemporary reality.71 

Because of this misfit, to think of superstructure as a simple mirror of 

base is, for Williams, to misconstrue even the term “correspondence;” 

The usual consequence of the base-superstructure formula, with its 
specialized and limited interpretations of productive forces and of 
the process of determination, is a description – even at times a 
theory – of art and thought as ‘reflection’.72 

                                                
71 Jonathan Culler, "Review: Marxism and Form; Twentieth-Century Dialectical Theories of 
Literature. Princeton, N. J., Princeton University Press, 1972 Pn98 .C6 J3," The Modern 
Language Review 69, no. 3 (1974). 
72 Williams, Marxism and Literature, 95. 
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In this way he insists that despite reductivist interpretations of art and 

society as reflections of base and superstructure they, in fact, perform 

no mere doubling, or re-emphasising of the society which produces it. 

Williams notes that others, but principally Althusser during the 1960s, 

had theorised an intervening substance or process mediating between 

base and superstructure – society and art. Jameson claimed in a later 

text, The Political Unconscious that mediation is essential to a Marxist 

reading of society,73 but that in any case what Althusser was actually 

doing was mistaking homology for mediation and that it was 

homology to which he, Althusser, was really objecting. Reinforcing 

this reading of Jameson’s position with regard to Althusser’s 

“mediation,” Williams says; 

It is difficult to be sure how much is gained by substituting the 
metaphor of ‘mediation’ for the metaphor of ‘reflection’. On the 
one hand it goes beyond the passivity of reflection theory; it 
indicates an active process, of some kind. 

[...] mediation, in this range or use, then seems little more than a 
sophistication of reflection.74 

Furthermore, according to critic William Dowling, the kind of 

homology to which Althusser objects is; 

                                                
73 Fredric Jameson, The Political Unconscious: Narrative as a Socially Symbolic Act  (London: 
Routledge, 2010). 
74 Williams, Marxism and Literature, 99. 

the sort asserted by Lucien Goldmann in The Hidden God, [...] in 
which a social situation [...] an ideology [...] and art [...] are found to 
share a structural identity deriving in the last instance from 
economic and class relations.75 

And it is precisely this complex of relations – the social, the 

ideological and the artistic – reacting to relations of economy and 

class, which is teased out by both Williams in his analysis of art-

practice superstructures, and by Bourdieu in his more generalised view 

of the centrality of social-practice. 

After addressing, and dismissing, reflection and mediation as possible 

models for the base-superstructure homology, Williams moves on to 

the terms “correspondence” and “resemblance” themselves – perhaps 

they will provide adequate models; 

At one level correspondences are resemblances, in seemingly very 
different specific practices, which may be shown by analysis to be 
both direct and directly related expressions of and responses to a 
general social process.76 

Whilst beginning to use metaphors of stratification Williams implies 

that the shifting relationships between these terms of varying affinity 

are too slippery to achieve the required consistency of meaning-

transfer, “correspondences are neither resemblances nor analogies but  

                                                
75 William C. Dowling, Jameson, Althusser, Marx : An Introduction to the Political Unconscious  
(London: Methuen, 1984), 71. 
76 Williams, Marxism and Literature, 104. 
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displaced connections.”77 Williams also moves abruptly away from 

describing connections of simple resemblance towards the positing of 

relationships of affinity defined by their disconnection, “the plausibility 

of the relation depends [...] on the consequent deduction of a 

displacement or even an absence.”78 His argument, at this stage, has 

moved quite definitively away from homology per se, onto a different 

level, or even category, of relationship altogether. Williams, in the 

quoted texts above, is building “correspondence” into a complex of 

“reflection,” “resemblance,” “displacement,” “absence” and 

“analogy.” This thesis uses precisely the term “analogy” for this 

meshing of multifarious terms. Williams continues; 

Any of these levels may be loosely described as ‘homology’ [...] It 
extends from a sense of resemblance to one of analogy, in directly 
observable terms, but it includes also, and more influentially, a sense 
of corresponding forms or structures79 

Williams sees analogy as merely a special case of homology, but in so 

doing, I argue, he undermines its particular power; a power which, as 

we shall see in the next chapter, enables ‘correspondence’ to be a 

creative force rather than simply a static descriptive condition. 

Writing of the larger social context of his critique of the society-

literature homology, Williams reminds us that, “correspondence and 
                                                
77 Ibid. 
78 Ibid. 
79 Ibid., 105. 

homology are then not formal but specific relations: examples of real 

social relationships, in their variable practice, which have common 

forms of origin.”80 When writing in these more general terms about 

social practice, rather than in the more specifically arts-based mode I 

have been setting out above, then, I would argue that the 

discontinuities fundamental to Bourdieu’s habitus inform this more 

useful model for understanding and developing the implications of 

this broader use of homology. In this thesis the shift from Williams’s 

profound homologies of “resemblance”81 to his more thinly argued 

analogous similarities of, “appearance and function” 82 requires the 

increasingly oblique connective strategies hinted at by Bourdieu (and 

outlined below) in order to sketch out a useful interdisciplinary space. 

Bourdieu quotes Marx at the beginning of his Outline of a Theory of 

Practice, and in this quotation Marx notes that, in general, societies 

view the world as a series of objects not practices, and that a theory of 

practice had, instead, been hijacked and developed by idealism, but 

that this development was necessarily abstract because, “idealism 

naturally does not know real concrete activity as such.”83 In response, 

it was Bourdieu’s project in Outline to establish a scientific basis for a 

                                                
80 Ibid., 105-06. 
81 Ibid. 
82 Ibid., 105. 
83 Bourdieu, Outline of a Theory of Practice, vi. quoting;   Karl Marx, "Theses on Feuerbach," 
Marxists Internet Archive, https://www.marxists.org/archive/marx/works/1845/theses/.  
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discourse on human behaviour; he described this thesis as a 

“reflection on scientific practice which will disconcert both those who 

reflect on social sciences without practicing them and those who 

practice them without reflecting on them.”84 

First Bourdieu questions the social contexts of science and asks how 

language might influence, for example, linguistic research.85 This kind 

of tight homological connection, he claims, happens in art too just as 

Williams had claimed it did in relation to base and superstructure. 

According to Bourdieu historians have been more concerned with 

what the final object-orientated intentions of the artist have been, 

“unaware of the limits inherent in his point of view on the object,”86 

rather than asking about the process itself, and what that process 

might mean, or how it might mean. But for Bourdieu, the production 

of practice is not straightforwardly generated from a fixed rubric, but 

rather disciplinary propriety is sensed so that necessarily poorly defined 

boundaries are able to be self-policed; 

The unifying principle of practices in different domains which 
objectivist analysis would assign to separate ‘sub-systems’, such as 
matrimonial strategies, fertility strategies, or economic choices, is 
nothing other than the habitus, the locus of practical realization of 

                                                
84 Bourdieu, Outline of a Theory of Practice, vii. This is a quotation used by this edition’s translator 
Richard Nice as if from the main body of the text. However, these words are not to be found 
elsewhere in the book. 
85 Ibid., 1. 
86 Ibid., 2. 

the ‘articulation’ of fields which objectivism [...] lays out side by side 
without the means of discovering the real principle of the structural 
homologies or relations of transformation objectively established 
between them87 

As social anthropologist Gregory Acciaioli explains, “it is precisely the 

areas of lack of fit in these homologies that allow the deployment of 

strategies that constitute practice.”88 In the context of Bourdieu’s use 

of homology as an interdisciplinary, connective principle, Acciaioli 

explains that; 

In Bourdieu’s usage, polythesis or the ‘confusion of spheres’ is a 
result of applying the same generative schemes to a number of 
different logical universes in a manner that is approximate without 
an understanding of the conditions of its own approximation (that 
is, the respect in which the two universes can be considered partially 
congruent). Such an application thus allows for fuzzy homologies89 

For example, in discussing the schema of “pertinent oppositions” in 

the Kabyle society of Algeria, Bourdieu worries that any, “term could 

thus enter into an infinite number of connections if the number of 

ways of relating to what is not itself were not limited to a few 

fundamental oppositions.” 90 Thus Bourdieu begins to circumscribe 

and to restrict the potential cascade of meaning implied by a purely 

                                                
87 Ibid., 83-84. 
88 Gregory L. Acciaioli, "Knowing What You're Doing: A Review of Pierre Bourdieu's 
Outline of a Theory of Practice," Canberra Anthropology IV, no. 1 (1981): 39. 
89 Ibid., 49. 
90 Bourdieu, Outline of a Theory of Practice, 112. 
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(fuzzy) homological analysis of society, the “fuzzy logic of society” 91 

as he describes it. He is concerned that this kind homology – a kind 

which I argue in the next chapter is really analogical – may be used 

indiscriminately, “when one tries to push the superimposition of the 

various series beyond a certain degree of refinement.”92 He is also 

concerned that it might (presumably in the wrong hands) be used to 

connect the unconnectable; 

true rigour does not lie in an analysis which tries to push the system 
beyond its limits, by abusing the powers of the discourse which 
gives voice to the silences of practice and by exploiting the magic of 
the writing which tears practice and discourse out of the flow of 
time. It is only when practical metaphor, scheme-transfer effected 
on the hither side of discourse, becomes metaphor or analogy that it 
is possible, for example, to wonder like Plato whether ‘it was the 
earth that imitated woman in becoming pregnant and bringing a 
being into the world, or woman that imitated the earth.’93 

We have already begun to see, then, that it is the interplay of similarity 

and difference94 which provides the fine balance of homological 

resemblance with the energy required to escape disciplinary confines 

and which projects practice into the interdisciplinary medium of 

analogy. Masaomi Kobayashi offers, I would argue, a salutary warning 

                                                
91 Ibid., 163. 
92  ibid., 155-56. 
93 Ibid., 156. 
94 See Glossary for the meaning of this term as used in this thesis. 

to any would-be ‘analogists’ who ignore the necessity for an equivalent 

engagement with both difference and resemblance; 

All practitioners of interdisciplinarity must therefore be cautious 
about homologization, which is achievable only if they are also 
capable of differentiation. In order to make an interdisciplinary 
study, in other words, they need to be continuously situated in an in-
between space, where they are conscious of both similarities and 
differences between two individual entities [...] so as to make 
continuously critical exchanges between discourses.95 

The intellectual milieu responsible for the excessive caution expressed, 

for example, by Bourdieu as that, “simple contrariety [...] analogy”96 

flows still, I argue, from Enlightenment prejudices against analogical 

thinking sketched out above and analysed in more detail below. 

Bourdieu also sees no hope for an analogical reasoning based upon a 

logical framework, and his “fuzzy” system would seem to preclude a 

basis in reason for analogical thinking at all.97 It is precisely such a 

logical framework which I will seek to establish in the the next 

chapter. 

Played out, these two socio-political homological strands, each 

founded upon Marx’s base and superstructure, seem somewhat 

simpler to reconcile. Williams’s particularity of art-cultural phenomena 

and institutions examined through the lens of Marxist homological 

                                                
95 Kobayashi, "The Pursuit of Interdisciplinarities: A Critique of Cultural Studies," 171. 
96 Bourdieu, Outline of a Theory of Practice, 112. 
97 Ibid., 163. 
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structures; and Bourdieu’s “scheme-transfer” within localised social 

practice. But there is a potential problem here; how can the 

mechanisms of homology cope with relationships which include 

difference when they are founded upon correspondences of 

resemblance? Stuart Hall writes; 

The unity formed by this combination or articulation, is always, 
necessarily, a ‘complex structure’: a structure in which things are 
related, as much through their differences as through their 
similarities. This requires that the mechanisms which connect 
dissimilar features must be shown since no ‘necessary 
correspondence’ or expressive homology can be assumed as given. 
It also means since the combination is a structure (an articulated 
combination) and not a random association that there will be 
structured relations between the parts, i.e., relations of dominance 
and subordination.98 

Hall is surely right to highlight the potential hierarchical perils of 

homological relationships, yet agents – practitioners – acting across 

these “dissimilar features” (let’s call them dissimilar, but homologically 

connected, disciplines) necessarily work, I have argued above, from one 

base knowledge framework or episteme toward another. This base 

episteme, in this thesis, is the discipline outwards from which the 

transdisciplinary practitioner navigates. This ‘base’ discipline has a 

position prior to the target discipline making, I would argue, 

hierarchical structures inevitable. But that is not the same as, “relations 

                                                
98 Stuart Hall, "Race, Articulation and Societies Structured in Dominance," in Sociological 
Theories: Race and Colonialism (Unesco, 1980), 325. 

of dominance and subordination,” instead they could be and, as I will 

argue in the next chapter, are, in scandalous space, generous 

relationships of offer and proposition. 

Treading a path between, on the one hand, a structural functionalist 

world-view which understands society as a single complex yet 

balanced system,99 and on the other, a hermeneutic tradition of 

interpretive sociology,100 Giddens provides a possible antidote to the 

imbalances of homological hierarchies, and simultaneously provides a 

concrete example of the action of homology as discussed by Williams 

and Bourdieu. Giddens is wary of what he calls, “homological 

compression” which he sees as one of the, “four dangers which 

evolutionary thought courts.”101 Homological compression is the 

erroneous, in Gidden’s view, notion, “that there is a homology 

between the stages of social evolution and the development of the 

individual personality,”102 that as a society becomes more complex and 

gains, “more control over the natural world,”103 so “progress” is 

“mirrored by [...] personality development.”104 More specifically, this 

view holds, and Giddens directly quotes Herbert Marcuse here, that as 

societies become more complex and “immediate satisfaction,” 
                                                
99 Anthony Giddens, Sociology, 7th ed. (2013), 78. 
100 The Constitution of Society: Outline of the Theory of Structuration, xxii. 
101 Ibid., 2. 
102 Ibid., 239. 
103 Ibid., 240. 
104 Ibid., 239-40. 
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“pleasure,” and “joy” are replaced by “delayed satisfaction,” “restraint 

of pleasure” and “toil,”105 so the individual is repressed through the 

agency of homology. Giddens view is that there is scant evidence for 

any such progression or ‘evolution’ in either society or in its 

individuals.106 

Against the, “imperialisms of the subject” of “interpretive sociologies” 

and the “imperialism of the social object” of functionalism and 

structuralism, Giddens instead proposes a theory of, “social practices 

ordered across space and time” with society and individual actors 

practising “recursively” upon one another.107 It is this reflexivity, the 

balancing of agency and structure which may provide a response to 

Williams’s rejection of reflection as the engine of homology. 

Understood in this light, Williams’s society-to-literature 

correspondence could be thought of as just another way of saying that 

the novel, as a product of arts-practice, is also a form of practice as 

Bourdieu uses that term, and that the habitus associated with such 

practice is as prone to the “fuzzy homologies” of base and 

superstructure as other kinds of habitus; 

                                                
105 Herbert Marcuse, Eros and Civilization: A Philosophical Inquiry into Freud  (London: Sphere 
Books, 1969). 
106 Giddens, The Constitution of Society: Outline of the Theory of Structuration. 
107 Ibid., 2. 

There is an interaction of all these elements [of superstructure] in 
which, amid all the endless host of accidents (that is, of things and 
events whose inner interconnection is so remote or so impossible of 
proof that we can regard it as non-existent, as negligible), the 
economic movement finally asserts itself as necessary.108 

This “interaction” is indeed a picture of homological correspondence, 

but the excesses of correspondence; “the endless host of accidents” 

which Williams dismisses, are the creative by-products – the 

epiphenomena – of the homological structure itself. I will return to 

the analogical nature and interdisciplinary uses of epiphenomena in 

more detail below. Bourdieu writes about analogy only obliquely and 

quite guardedly, it seems to me – perhaps because he sees no clear role 

for it in describing the processes of social life – in his description of 

“fuzzy homology,” a category which precisely describes what this 

thesis maintains are analogical relationships rather than homological 

ones. Although here they are far from fuzzy but can instead, I would 

maintain, be quite clearly described. Not only is analogy the means by 

which meaning can be carried, anaphorically, forward, but Bourdieu 

suggests a different kind of structure for “fuzzy” homological 

reasoning itself, “the universe thus undergoes a division which can be 

said to be logical, though it seems to break all the rules of logical 

division.”109 Thus Bourdieu hints at a logical underpinning to his 

homological (in this thesis analogical) schema; an underpinning which 
                                                
108 Williams, Marxism and Literature, 80. 
109 Bourdieu, Outline of a Theory of Practice, 112. 
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I will introduce now, and then extend into analogical schemas in 5. The 

Analogist. 

ANALOGY IN ANTIQUITY AND ITS BASIS IN LOGIC 

What might it mean if an architect were to record an artefact at an 

archaeological excavation? What if that recording were made using 

(accidental) hybrid architectural/archaeological drawing techniques 

but the purpose of that drawing was simply to take its place in the 

project archive amongst other drawings made by archaeologists? And 

what if those architectural drawings were presented at, say, an 

archaeological conference, or workshop?110 What would all this signify 

for that architect’s practice on the one hand, or for the practice of 

archaeology on the other? This thesis maintains that the products of 

this kind of ‘scandalous practice’ would still be intelligible (and not 

trivial) because the suites of artefacts and practices, techniques and 

tools used in archaeology and architecture already have a relationship 

of shared ancestry. That is, they share a homological relationship from 

which basis – in a sometimes explicit, sometimes occluded, yet 

common, inherited structure – new analogically realised tools 

techniques and practices may develop. 

Analogy is a common word which disguises its own complex 

development; it is at once a stand-in for all kinds of metaphor and, for 

Plato, the first to systematically analyse its nature and usages, the glue 
                                                
110 See Site of Encounter: Must Farm where my drawing of a bronze age ‘stake’ was both 
presented at an archaeological conference and archived with other drawings from the 
excavation. This drawing and the circumstances surrounding its production were presented at 
the Theoretical Archaeology Group conference (TAG), Chicago in 2013. 
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which holds the world together. In the Timaeus, Plato says that in 

order for two superficially unlike things to be successfully combined, 

say earth and water, or fire and water, they must be joined by a third 

thing which shares some of their already common underlying 

structure. For Plato this bond must share “proportion” with both of 

the terms it is seeking to unite or to fuse. At least, proportion is how 

the word is normally translated. For although the English word 

‘analogy’ has its roots in the Attic Greek word which Plato uses, 

a0nalogi/a, to which it is strongly connected phonetically,111 

“proportion” tends to be used in English translation because as Plato 

immediately goes on to explain the universe is a geometrical and 

proportionally related construct. Nevertheless, some translators have 

used the homophone ‘analogy’ instead. In fact, Stafford uses a 

translation which employs this version when she says, “analogy was 

‘the most beautiful bond possible,’” and references the Timaeus. She 

does not say whose translation she uses, though it is very close to 

                                                
111 See for example;  Plato, Timaeus, ed. Benjamin Jowett, trans. Benjamin Jowett (1998). 
“But two things cannot be rightly put together without a third; there must be some bond of 
union between them. And the fairest bond is that which makes the most complete fusion of 
itself and the things which it combines; and proportion is best adapted to effect such a 
union.” 
or; Timaeus and Critias, trans. Desmond Lee and T. K. Johansen, New ed. (London: Penguin, 
2008). 
“But it is not possible to combine two things properly without a third; for there has to be 
some bond in the middle to hold them together. And the finest bond is one that effects the 
closest unity between itself and the terms it is combining; and this is best done by a 
proportion.” 

James Anderson’s English rendering of Paul Grenet’s French, “of all 

bonds the most beautiful is analogy.”112 

Plato’s understanding of a0nalogi/a (let’s use the English version 

which Stafford favours – analogy) underpins the argument of this 

thesis for a deep resemblance, or proportion, between divergent and 

therefore superficially dissimilar practices of propositional making, 

and it is Plato’s argument which underpins Stafford’s visually 

analogical exemplars in Visual Analogy.113 For Plato’s student, Aristotle, 

analogical union is a species of metaphor and, crucially for the account 

of analogy given by Stafford and developed in this thesis, a kind of 

visual metaphor; 

Metaphor by analogy means this: when B is to A as D is to C, then 
instead of B the poet will say D and B instead of D. And sometimes 
they add that to which the term supplanted by the metaphor is 
relative. For instance, a cup is to Dionysus what a shield is to Ares; 
so he will call the cup ‘Dionysus’s shield’ and the shield ‘Ares’ cup.’ 
Or old age is to life as evening is to day; so he will call the evening 
‘day’s old-age’ or use Empedocles’ phrase; and old age he will call 
‘the evening of life’ or ‘life’s setting sun.’ Sometimes there is no 
word for some of the terms of the analogy but the metaphor can be 
used all the same. For instance, to scatter seed is to sow, but there is 
no word for the action of the sun in scattering its fire. Yet this has 

                                                
112 James F. Anderson, "Analogy in Plato," The Review of Metaphysics 4, no. 1 (1950). translates 
the epigraph from Grenet’s book; Paul Bernard Grenet and Appendix Plato, Les Origines De 
L'analogie Philosophique Dans Les Dialogues De Platon, Etc  (pp. 299. Paris, 1948), 7. 
113 Barbara Maria Stafford, "The Magic of Amorous Attraction," in Visual Analogy: 
Consciousness as the Art of Connecting (Cambridge, Mass. ; London: MIT Press, 1999). 
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to the sunshine the same relation as sowing has to the seed, and so 
you have the phrase ‘sowing the god-created fire.’114 

The visual nature of Aristotle’s explanation is not accidental; the 

words, the images and their analogical relationship appear tightly 

(though not, I would argue, inextricably) connected to one another. 

Their analogical relationship is one of balance, as the distribution of 

the ABCD notation reveals, and one of proportion – an operation 

performed on one side of the inference must be matched by an 

equivalent operation on the other. Furthermore, in this way meaning 

is carried forward across the analogical medium of the text and 

imagery. As Anderson notes; 

here it is a question simply of metaphorical proportion, or 
proportionality [...] For in its essence metaphorical analogy or 
proportion consists in the transference, in virtue of some perceived 
likeness of relations.115 

But if, for Plato, analogy (proportion) describes and explains the 

structure of the world, then for Aristotle the attribute which lends 

analogy its agency is something quite different. The conceptual tool 

Aristotle uses is usually translated as ‘abduction.’ C. S. Peirce’s use of 

abductive reasoning to explain and promote scientific thought as a 

                                                
114 Aristotle, Longinus, and Demetrius of Phaleron, Poetics. Longinus: On the Sublime. Demetrius: 
On Style, trans. Stephen Halliwell, W. Hamilton Fyfe, and Doreen C. Innes, 2nd ed. 
(Cambridge, Mass. ; London: Harvard University Press, 1995), 1457b. 
115 Anderson, "Analogy in Plato," 114. 
 

creative mode of reasoning will be explored in detail in the next 

chapter and in particular its critical position in the formation of the 

analogically-sensitive medium of scandalous space. 

 



 
 

 197 

 

 

 

 

 

 

 

 

SITE OF ENCOUNTER: Institute of Archaeology 

 

 

 

 

 

 

 

 

 



 
 

 198 

To understand something of how drawing is taught to archaeologists I 

participated, in 2010, in an undergraduate illustration course module at 

the U.C.L. Institute of Archaeology.1 The course documents distributed at 

the beginning of the semester listed the following drawing instruments 

as either necessary or useful for the course; 

Pencils – 2H for general illustrations; Rubber; Pencil Sharpener; 
Ruler – with raised edge to take ink without smudging; Callipers; 
Dividers; Compass; Flexicurve; Rotring Pens (or equivalent type) for 
inking up illustrations; Isograph – refillable; Rapidograph – with 
cartridge refill sizes 0.5, 0.35, 0.25 are the most useful. 

The following items are very useful: 

Indian Ink, Process White; Fine Paint Brush; T Squares; Set Squares; 
Engineers Squares; Template Former for profiles: Small Square 
Block (used for drawing pot rims etc) e.g. 4” x 4” Wood Block; 
Masking Tape; Magnifying Glass; Drawing Board (A3 size most 
useful) – any light-weight board will do.2 

In fact, it was quite straightforward to assemble most of the items 

listed for the photograph at Fig. 4:63 because although I am not an 

archaeologist and even though some of the instruments are virtually 

obsolete in conventional architectural practice, I am an architect and 

already owned most of them; with three or four exceptions the tools 
                                                
1 The Institute of Archaeology, University College London, ARCL 2036 Archaeological 
Illustration and Imaging, Year 2/3, 0.5 Unit. 
2 University College London Institute of Archaeology, "Arcl2036 Archaeological Finds 
Illustration," in Module Guide (London: UCL, 2009). 
3 Ibid. 

are identical with those used in what would now be a somewhat 

outmoded form of architectural practice. 

The class was a second year archaeology optional module and when 

attended as part of an undergraduate course in archaeology would 

have required the completion of the first year core module, Introduction 

to Archaeological Field Methods and Techniques. I was generously allowed, 

not only to sit in on the lectures and seminars, but also to participate 

in the drawing and photography activities.4 

The following are lightly edited excerpts from my post-session notes. 

The figures referred to are gathered together from p.203 onwards: 

  

                                                
4 My thanks to Stuart Laidlaw, the course coordinator. 
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Fig. 4:6 ARCL 2036 Archaeological Illustration and Imaging: “Most of the following will be 
needed for the course.” Photomontage: Alessandro Zambelli. 
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Sessions 1 and 2: “Drawing Pottery” & “Practice in drawing various types 

of pottery from whole pot to sherds, plain and decorated” 

(Figs. 4:8, 4:9 & 4:10) 

In the exercises concerned with the illustration of pottery that the drawing 

should be orthogonally and not perspectivally projected was emphasised, 

though this was not technically described and none of the above 

terminology was used. The difference was described (quite efficiently) by 

pointing and gesturing and talking ‘around’ the various notions of drawing 

and projection type. Furthermore, page layout and linetype conventions 

were strict and often emphasised, and in general simplicity of drawing 

seemed to be equated with some notion of objectiveness or transparency 

of representation. 

The process of drawing itself began in an extremely tactile way; with the 

constant turning over of the sherds between fingers; one of the least 

architectural aspects of the process. 

Session 3: “Drawing Worked Flint Artefacts” 

(Figs. 4:11 & 4:12) 

This procedure differed somewhat from the lithics illustration 

demonstrated the following week, in which some techniques included 

drawing and/or marking around flint tools directly on to a white board or, 

in our case, onto paper. 

Session 4: “Drawing Metalwork Artefacts”  

(Fig. 4:13) 

In the following week’s metalwork session we were advised not to 

concentrate on or represent any features formed after the object had been 

discarded. In particular, signs of corrosion were to be ignored as these were 

deemed secondary to the recording of the artefact beneath. 

Session 6: “Drawing with Microscope and Video” 

(Figs. 4:7, 4:14 & 4:15) 

 

Fig. 4:7 Olympus CX41 Microscope and Drawing Tube [the equipment used 
was similar to that illustrated]. 2010. From: Gulf Benthic 
Taxonomy Assessment, LLC. http://bit.ly/1YTAQPh 
(accessed 30 December 2015). 

this image omitted for copyright reasons 
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This session’s lecturer, Sandra Bond, had set up a microscope with a 

‘drawing tube’ such that an image of a sheet of paper (along with the 

illustrator’s hand and pencil) is superimposed on to the enlarged object. We 

each took it in turns to use this set-up. We traced the teeth (still attached to 

their mandible) of an animal. In the meantime we were encouraged to draw 

one of a variety of ‘organic’ objects provided. This was the least formal of 

all of the drawing sessions. 

My drawing of the rabbit skull strays the furthest of all my drawings from 

any of the conventions described during earlier sessions. There was some 

doubt expressed at the effectiveness of the dark background as I began 

drawing it (and I was unsure too as to whether it would work). I think that 

this kind of ‘speculative’ drawing is unusual. I asked the module leader 

whether axonometric drawings or other ‘scalable’ drawing techniques 

(scalability being one of the reasons archaeologists might draw rather than 

photograph an artefact) would ever be made of the rabbit cranium. He said 

never. He did say, however, that sometimes complex forms would be 3d 

scanned to produce a 3d model of the artefact. 

Session 9 [content was actually that advertised for Session 8]: “Digital 

recording and imaging using a variety of cameras and methods” 

In this session the camera was the principal tool for recording artefacts. 

Software such as Adobe Photoshop and Adobe Illustrator were then used 

in one of two ways: either to manipulate the raw image in a technical way 

or in a graphically superficial way. For example the photograph of rabbit 

teeth in Fig. 4:14 is an amalgamation, made in Photoshop, of a series of 

identically framed photos of the teeth. Each shot has a very narrow depth 

of field and each is focussed to a subtly different depth. The resulting 

image is crisply in focus for the full depth of the artefact – in this case the 

rabbit mandible. The other way the image manipulation software was used 

was to attempt to highlight different aspects of the raw photograph by 

applying a number of different proprietary filters to it. In architecture this 

might have appeared naïve, even gimmicky. 

 

In general, it was the concentrated conveying of many drawing 

conventions to these archaeology students in a condensed period of 

time relative to the more drawn out, more discursive pedagogy 

prevalent in schools of architecture which was to me most surprising, 

resulting in what amounted almost to a kind of suppression of 

individualistic expression or experimentation with alternative 

techniques. My own ‘unauthorised’ experiments in drawing technique 

were indulged presumably because of my sui generis position within the 

class and perhaps even because of a presumed drafting expertise. I 

had, for example, been asked in one of the earlier sessions by one of 

the research assistants if, since I was an architect, I could recommend 

any books to do with the construction of perspectives. A salutary 

reminder – perhaps even an unconscious policing – of our respective 

disciplinary expertise. 
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If, as I have argued above (p.72), architecture is a drawing-centered 

discipline and archaeology is drawing-engaged, then the disparities in 

representational freedoms I have just described, are readily 

understood. Yet, an increase in speculative modes of drawing in 

archaeology can only benefit its reconstructive practices. There is an 

overtly speculative reconstructive drawing practice in archaeology; the 

collaborations of Lesley McFadyen with university-based architecture 

‘units’5 for example, or that with which Victor Buchli and Gavin 

Lucas’s The Archaeology of Alienation,6 explicitly engages, respectively; 

the speculative possibilities for architecture revealed at the scale of 

archaeological deep time, and in the propositional, narrative, character 

of fragmentary remains revealed through the lens of archaeological 

‘excavation.’ 

But this kind of work is marginalised from professional archaeology 

and architecture alike because, I would argue, it is not precisely 

understood as design by those not directly engaged in its creation, nor 

is it often employed systematically. For architecture, forays into 

                                                
5 See for example:   Peter Karl Becher and Matthew Bartnett Howland, "Troy X: Rebooting 
the Western City," (Unpublished project brief: The Architectural Association, Diploma Unit 
3, 2011). and;   Jennifer A. Baird and Lesley McFadyen, "Towards an Archaeology of 
Archaeological Archives," Archaeological Review from Cambridge 29.2(2014). 
6 Victor Buchli and Gavin Lucas, "The Archaeology of Alienation: A Late Twentieth-Century 
British Council House," in Archaeologies of the Contemporary Past, ed. Victor Buchli and Gavin 
Lucas (London: Routledge, 2001). 

archaeology seem to be more common; a large archaeological 

excavation may employ an architectural consultant, though that 

architect is less often as self-consciously aware of the interdisciplinary 

possibilities of their work as is, for example, architect Pedro Azara at 

Tell Masaikh and Qasr Shemamok; in a paper provocatively sub-titled 

What Does an Architect among Archaeologists Really Do?; 

the relationships between architectural practice and theory, 
architecture and anthropology, and architecture and archaeology 
have been able to offer a new point of view on how [...] buildings 
could have been articulated and used, on their meaning, and on 
possible reasons for their construction.7 

Nevertheless this still, it seems to me, only presages such ‘possibilities’ 

and in such cases architecture remains subservient, ‘offering,’ in the 

Latourian sense introduced above, and described in more detail below, 

its disciplinarity to archaeology and receiving little in return. 

  

                                                
7 Pedro Azara et al., "Architecture and Archaeology: What Does an Architect among 
Archaeologists Really Do? (the Case of Tell Masaikh, Syria, and Qasr Shemamok, Iraq)," in 
ASOR (American Schools of Oriental Research) Annual Meeting (Baltimore2013). 
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Fig. 4:8 Alessandro Zambelli, Session 1: Section and elevation of whole pot. 2010. 

 

 

 

 

 

 

 

 

 

 

Fig. 4:9 Alessandro Zambelli, Session 1: Sketch section and elevation of whole pot. 
(from my session notes). 2010. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4:10 Alessandro Zambelli, Session 2: Section and elevation of potsherd. 2010. 
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Fig. 4:11 Alessandro Zambelli, Session 3: Lithics: ventral and dorsal faces. 2010. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4:12 Alessandro Zambelli, Session 3: Sketch of 
ventral and dorsal faces (from my session 
notes). 2010. 
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Fig. 4:13 Alessandro Zambelli, Session 4: Elevation and section of corroded metal blade. 
2010. 
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Fig. 4:14 Alessandro Zambelli, Session 6: Photograph and ventral drawing of a rabbit 
cranium. 2010. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4:15 Alessandro Zambelli, Session 6: Photograph and drawing of human temporal bone 
fragment [cranium outline drawn post-session]. 2010. 

 

Fig. 4:16 Opposite: Alessandro Zambelli, Chimaeric Reconstruction drawing [fragment]. 
2011-2013. 
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SCANDALOUS PRACTICE 

In this thesis, analogy is adopted as a method of transgressive, visual 

practice. This practice functions because a homological relationship 

exists between two disciplines, a homology which, founded upon 

common suites of tools and techniques has been occluded, and is 

rediscovered through the intimately related practices of design and 

reconstruction. This is a mode of interdisciplinarity which manifests 

itself in categories of drawing and recording interrogated, and 

sometimes modified, to reveal processes, in archaeology, more 

commonly associated with design, and processes, in architecture, more 

commonly associated with reconstruction. In order to produce work 

between these different practices of making, new or, the retrieving of 

old, sometimes obsolete or abandoned, undisciplined tools and 

techniques is required.1 These are further developed and employed in 

6. London Stone Reconstructed. 

How are the tools and techniques, practice within what I argue is the 

analogical, navigable, space between architecture and archaeology, to 

be characterised? What form of practice is it possible to sustain at this 

intersection? And crucially, what is to be gained from practising there? 

This thesis seeks to answer these questions and to posit a role for this 

kind of practice in relation to its parent disciplines. Between design 

                                                
1 See 3. Undiscipline above. 

and reconstruction and between architecture and archaeology, 

therefore lies, I argue, a scandalous space for transgressive practice 

where scandalous artefacts may be made. 

Throughout this thesis I have characterised this interdisciplinary, 

analogy-sensitive, space as ‘scandalous.’ The term scandal derives from 

Claude Lévi-Strauss’s The Elementary Structures of Kinship which, recast 

in this thesis, provides a medium for the kind of interdisciplinary 

practice outlined above.2 Lévi-Strauss divides social praxis into that 

which is “natural” and which spontaneously obeys universal laws, and 

the “cultural” which tends towards imposed norms and which allows 

itself to be contingently rule-governed. Lévi-Strauss asks us to, 

“suppose then that everything universal in man relates to the natural 

order, and is characterized by spontaneity, and that everything subject 

to a norm is cultural and is both relative and particular.”3 But for Lévi-

Strauss there are also situations where both of these erstwhile mutually 

exclusive categories are able to operate simultaneously, for example, in 

the taboo against incest. Lévi-Strauss writes, “here therefore is a 

phenomenon which has the distinctive characteristics both of nature 

and of its theoretical contradiction, culture. The prohibition of incest 

has the universality of bent and instinct, and the coercive character of 

                                                
2 Lévi-Strauss, The Elementary Structures of Kinship, 10-11. 
3 Ibid., 8. 
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law and institution.”4 Lévi-Strauss provides a lengthy account of his 

evidence for the universality of the incest taboo explaining the 

occasional occurrence of consanguineous marriage, amongst other 

exceptions, as differences in degree rather than fact. The result, for 

him, of this unresolved conflict is a “scandal;” 

We are then confronted with a fact, or rather, a group of facts, 
which [...] are not far removed from a scandal: we refer to that 
complex group of beliefs, customs, conditions and institutions 
described succinctly as the prohibition of incest, which presents, 
without the slightest ambiguity, and inseparably combines, the two 
characteristics in which we recognize the conflicting features of two 
mutually exclusive orders.5 

Put another way, where a particular social activity conforms to both 

spheres simultaneously, that is, where it ordinarily belongs within one 

realm of activity but allows itself to be governed by the contingent 

rules of another, Lévi-Strauss says that a scandal occurs. Of course 

Lévi-Strauss’s exemplar is one of strong social taboo whereas 

interdisciplinary practice is, generally, somewhat less proscribed. 

Rather than his unresolved confrontation between the “natural” and 

the “cultural” of the incest taboo, instead I propose, in this thesis, a 

confrontation between that category of making activities which are 

not rule-governed for any given practitioner, set against the normal 

making activities for that same practitioner which are rule-governed. 

                                                
4 Ibid., 10. 
5 Ibid., 8. 

What happens, for example, when expert practitioners who would 

normally practice within their own discipline and within the 

extraordinary legal constraints which govern that discipline – for 

example engineers making cars or bridges, or architects designing 

buildings – begin to practice outside of their ordinary area of 

expertise, but in a way which renders them more liable than non-

experts for the outcomes of their work? Those practitioners begin, I 

would argue, to operate at the fringes of the law; the engineer building 

a go-cart, perhaps, the architect erecting a shed. This kind of making is 

normal, of course; both activities appear to be natural or universal 

practices – building toys for children6 or small vernacular buildings7 – 

anyone might have a go. These activities only become problematic 

when things go wrong; the shed collapses onto a visitor or the go-cart 

fails at speed, ploughing into passers-by. For the professional, laws of 

caveat venditor8 obtain and they are rendered extraordinarily liable for 

those incidents. 

In this thesis, the situation of the architect practising outside of their 

discipline and navigating towards a homologically related one, is not 

                                                
6 See for example:   Antonia Fraser, A History of Toys  (London: Spring Books, 1972). or;   
Anthony Burton, "Design History and the History of Toys: Defining a Discipline for the 
Bethnal Green Museum of Childhood," Journal of Design History 10, no. 1 (1997). 
7 See for example:   Rudofsky, Architecture without Architects: A Short Introduction to Non-Pedigree 
Architecture. or;   R. W. Brunskill, Vernacular Architecture: An Illustrated Handbook, 4th ed. 
(London: Faber, 2000). 
8 Generally translated as ‘let the seller beware.’ Marco Pistis, "From Caveat Emptor to Caveat 
Venditor - a Brief History of English Sale of Goods Law," Mondaq, http://bit.ly/1LgfJUz. 
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legally ambiguous – not quite, and certainly that is not the focus of 

this thesis – instead it is ambiguous in terms of disciplinary affiliation; 

in this account and, loosely following Lévi-Strauss, it is ‘scandalous.’ 

Like Lévi-Strauss’s taboo, the interdisciplinary scandal necessarily 

remains unresolved. These forms of practice are brought on by what 

Jacques Derrida describes as a “rupture” or a “redoubling”9 and Lévi-

Strauss’s “scandal” as, “something [which] no longer tolerates the 

nature/culture opposition.”10 Propositional making in this scandalous 

space is the knowing but non-professional use of the tools and 

techniques of one discipline within the ordinary professional field of 

another related one and scandalous artefacts are the unresolved and 

hence fertile products of this kind of practice. 

I have argued above that movement across scandalous space requires 

navigation through tacking manoeuvres. This chapter will argue that 

these ‘tacks’ are analogical in character and, further, that scandalous 

space is logically structured and that it is this logical structure which 

ultimately makes Barbara Stafford’s “analogical universe” 11 a legible, 

and not capricious, space for “sites of encounter.” 

                                                
9 Jacques Derrida, Writing and Difference, trans. Alan Bass (London: Routledge, 2001), 351. 
10 Ibid., 357. 
11 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 82. 

Working at the intersections of “neurobiology, cognitive science and 

the new philosophy of mind,”12 Stafford has found common, 

interwoven, ground between those categories in visual culture. 

Although recently more concerned with neuroscientific connections 

with the visual arts, between 1991 and 2001 she wrote a series of 

books and curated exhibitions centered upon the “history and theory 

of imaging and visualization modalities.”13 These works seek to 

contextualise contemporary, visually-centered, cultural practices and to 

re-legitimise, as she sees it, this re-emergence of pre-Enlightenment 

visual practice. A re-emergence which this chapter seeks to account 

for in logical and cognitive processes. 

                                                
12 "Paying Attention: The Fine Art and Neuroscience of Visual Awareness," The Comparison 
Project, Drake University, https://comparisonproject.wordpress.drake.edu. 
13 "Barbara Maria Stafford: Bio," Barbara Maria Stafford, 
http://barbaramariastafford.com/curriculum-vitae-bio.html. 
Key amongst these are:   Body Criticism: Imaging the Unseen in Enlightenment Art and Medicine  
(Cambridge, Mass. ; London: MIT, 1991).;   Artful Science: Enlightenment, Entertainment and the 
Eclipse of Visual Education  (Cambridge, Mass. ; London: MIT Press, 1994).;   Good Looking: 
Essays on the Virtue of Images  (Cambridge, Mass. ; London: MIT Press, 1996).;   Visual Analogy: 
Consciousness as the Art of Connecting. and;   Barbara Maria Stafford and Frances Terpak, Devices of 
Wonder: From the World in a Box to Images on a Screen  (Los Angeles, Calif. ; [Great Britain]: Getty 
Research Institute, 2001). 
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LOGIC AND THE ROLE OF ABDUCTION IN ANALOGY 

In its most general sense, abduction is a process of justifying an 
assumption, hypothesis or conjecture for its role in producing 
something in which the abducer has declared an interest. [...] 
Abductions of this sort have an unmistakably pragmatic character. 
They are justifications of use without being evidence of the truth of 
the hypotheses in question.14 

It is a key aim of this chapter to establish and examine the constituent 

parts of Stafford’s “analogical universe,” the space, in this thesis, of 

interdisciplinary production. In this endeavour it is C. S. Peirce who, 

at the turn of the nineteenth into the twentieth-century, provided a 

foundation for analogy in entirely rational modes of thinking without 

the necessity (except in one or two crucial passages which I will return 

to below) for recourse to mysticism or obfuscation, who forged 

plausible and consistent connections between logic and analogy,15 and 

who, along with John Stuart Mill, was at the vanguard of the 

reawakening of analogical thought as a valid category of reasoning 

after its long Enlightenment dormancy.16 Some of Peirce’s writings on 

logic were direct ripostes to Mill’s work, and Peirce often mentions 

                                                
14 D.M. Gabbay and J. Woods, A Practical Logic of Cognitive Systems: The Reach of Abduction: Insight 
and Trial  (Elsevier Science, 2005), 40. 
15 Peirce, Hartshorne, and Weiss, Principles of Philosophy. 
16 See:   Schleifer, Analogical Thinking: Post-Enlightenment Understanding in Language, Collaboration, 
and Interpretation. and;   Philip Vogt, John Locke and the Rhetoric of Modernity  (Lanham, MD: 
Lexington Books, 2008). 

Mill by name.17 Yet ultimately it is Peirce who picks up on the 

Aristotelian category of abduction18 and who rigorously pursues the 

logical foundations of it and of analogy. 

In seventeenth and eighteenth-century Europe analogical reasoning 

fell from grace, to re-emerge in nineteenth-century England and 

America with a new, logical, underpinning, returning to it some of the 

rational legitimacy which Ronald Schleifer and Stafford argue it had 

lost. Analogy’s loss of favour is important to understand in the 

context of this thesis because it highlights criticisms of analogical 

reasoning (and hence, practice) which were pertinent then, and 

continue to be so. These criticisms are covered in more detail below in 

7. Chimaera: A Conclusion. 

As scientific reasoning, championed by institutions such as The Royal 

Society in England or the Academia Leopoldina in Germany began, first, 

in the middle years of the seventeenth-century, to infiltrate 

philosophical thinking in the universities of the Low Countries and in 

the coffee houses of England,19 so forms of practice which hinted at 

superstition or un-rigorous thinking retreated. Francis Bacon in 

                                                
17 See for example; Charles S. Peirce and Christine Ladd-Franklin, "Charles S. Peirce at the 
Johns Hopkins," The Journal of Philosophy, Psychology, and Scientific Methods XIII, no. 26 (1916): 
719. 
18 Peirce, Elements of Logic. 
19 William E. Burns, "A: Academies and Scientific Societies," in Science in the Enlightenment: An 
Encyclopedia (Santa Barbara, Calif. ; Oxford: ABC-Clio, 2003). and;   Roy Porter, The 
Enlightenment: Britain and the Creation of the Modern World, 2nd ed. (Basingstoke: Palgrave, 2001). 
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particular was keen to expose the practice of what later came to be 

known as “false analogy,”20 and in general what he called “fanciful 

analogy”21 in all its guises; modes of reasoning which he believed 

would confuse the “understanding.” Though he did grudgingly admit 

that, “substitution by analogy is useful, but less sure, and therefore to 

be adopted with some judgment.”22 Baruch Spinoza too, using his 

‘Geometric Method’ of argumentation23 – that is to proceed logically, 

via propositions, proofs and axioms – saw no space for anything other 

than the strictest of scientific evidence. It needed the intuition of Mill 

developing his “Mill’s Methods” of induction24 based on logic and 

scientific reason, further developed by Peirce, to establish a purely 

logical schema for analogy, and to eventually, I would argue, break 

through the residual Enlightenment distrust of analogical thinking. 

A prodigiously cross-disciplinary practitioner in his own right (Peirce’s 

work was never interdisciplinary in the sense used in this thesis), 

Peirce studied chemistry at Harvard and was a practicing geodesist, in 

which field he largely earned his living.25 He also practiced philosophy 

                                                
20 Mill, A System of Logic, Ratiocinative and Inductive: Being a Connected View of the Principles of 
Evidence and the Methods of Scientific Investigation, 491-94. 
21 Bacon et al., Novum Organum : With Other Parts of the Great Instauration, 159. 
22 Ibid., 227. 
23 E. M. Curley, ed. A Spinoza Reaser: The Ethics and Other Works (London: Penguin, 1996). 
24 Mill, A System of Logic, Ratiocinative and Inductive: Being a Connected View of the Principles of 
Evidence and the Methods of Scientific Investigation. 
25 Joseph Brent, Charles Sanders Peirce: A Life, Rev. and enl. ed. (Bloomington, Ind.: Indiana 
University Press, 1998). 

and logic whilst writing on mathematics, physics, spectroscopy, 

astronomy, anthropology, psychology, history, and economics.26 For a 

time he taught logic at Johns Hopkins University until rumours of a 

romantic relationship with the woman who later became his second 

wife before divorcing his first, found disapproval with the university 

authorities, and he was obliged to leave.27 

For a period of over fifty years Peirce wrote many things – books and 

papers, but mostly lecture notes – about the nature, number and type 

of logical reasoning.28 Sometimes he changed the names of key terms 

but his core intuition, that reasoning was tripartite and that abduction 

was at the heart of creative – in his terms, analogical – thinking 

remained constant; 

These three kinds of reasoning are Abduction, Induction, and 
Deduction. Deduction is the only necessary reasoning. It is the 
reasoning of mathematics. It starts from a hypothesis, the truth or 
falsity of which has nothing to do with the reasoning; and of course 
its conclusions are equally ideal [...] Induction is the experimental 
testing of a theory. The justification of it is that, although the 
conclusion at any stage of the investigation may be more or less 
erroneous, yet the further application of the same method must 
correct the error [...] It never can originate an idea whatever. No 

                                                
26 Ibid. 
27 The somewhat mysterious origins of Juliette Froissy – or possibly Juliette Pourtalai – no 
doubt contributed to Charles’s problems: Vitaly Kiryushchenko, "In the Net of Abductions: 
On Juliette Peirce's Identity," http://www.helsinki.fi/science/commens/papers.html (2009). 
28 Kenneth Laine Ketner, "The Published Works of Charles Sanders Peirce," Institute for 
Studies in Pragmaticism, College of Arts and Sciences, Texas Tech University, 
http://www.pragmaticism.net/works/. 
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more can deduction. All the ideas of science come to it by the way 
of Abduction. Abduction consists in studying facts and devising a 
theory to explain them. Its only justification is that if we are ever to 
understand things at all, it must be in that way.29 

Logical reasoning before 1865 had been thought of as divided into 

two broad categories – deductive and inductive.30 Peirce outlines their 

definition and use, and expands upon them in the passage above and 

in many other places; some are quoted below. But in addition to 

deduction and induction, Peirce argued for a third mode of logical 

reasoning which, as I shall show in detail below, he typically refers to 

as abduction. For Peirce, abduction is related to inductive reasoning, 

but separate from it; 

the scientific method involves three phases or stages: abduction 
(making conjectures or creating hypotheses), deduction (inferring 
what should be the case if the hypotheses are the case), and 
induction (the testing of hypotheses).31 

In part because of the complexity of Peirce’s terminology, but also 

because his use of key terms shifted over time, set out below is a brief 

glossary illustrated with representative, although sometimes 

conflicting, definitions from Peirce himself: 

                                                
29 Peirce, Pragmatism and Pragmaticism, 5:145. 
30 Robert Burch, "Charles Sanders Peirce," The Metaphysics Research Lab, Center for the 
Study of Language and Information (CSLI), Stanford University, 
http://plato.stanford.edu/entries/peirce/. 
31 Ibid. 

Abduction. This term is central to Peirce’s logic and it is also central 

to this chapter. Peirce writes, “the whole operation of reasoning 

begins with Abduction [...]. Its occasion is a surprise,” and that, 

“abduction, [symbolically] convey[s] a general concept of the truth, – 

but not to assert it in any measure.”32 Abduction accounts for the 

process of creating an explanatory theory, that is, one abduces ‘a’ from 

‘b’ having determined that ‘a’ is more or less sufficient, but not 

necessary for ‘b.’ Peirce describes, below, how Aristotle had used the 

term, and how the confusion between it (abduction) and its synonym 

retroduction began; 

There are in science three fundamentally different kinds of 
reasoning, Deduction (called by Aristotle sunagwgh or anagwgh), 
Induction (Aristotle’s and Plato’s epagwgh) and Retroduction 
(Aristotle’s apagwgh, but misunderstood because of corrupt text, 
and as misunderstood usually translated abduction). Besides these 
three, Analogy (Aristotle’s paradeigma) combines the characters of 
Induction and Retroduction.33 

Despite Peirce’s explanation of the Aristotelian primacy of the term 

retroduction over abduction, the latter became the more common 

                                                
32 Charles S. Peirce, The Essential Peirce : Selected Philosophical Writings. Vol. 2, 1893-1913  
(Bloomington, Ind. ; London: Indiana University Press, 1998), 2:287. 
33 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:65. 
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term in logic34 and, except in quotation or for clarification, is the term 

used in this thesis. 

Retroduction. Peirce also used this word synonymously with 

abduction, and consequently it is also a central term in his logical 

system. A brief survey I conducted of when he uses either ‘abduction’ 

or ‘retroduction’ in his published texts betrays no general shift from 

one term to the other.35 

At times his definition of retroduction follows the standard model for 

abduction, “the order of the march of suggestion in retroduction is 

from experience to hypothesis.”36 However, difficulties arise when 

Peirce later also uses the term “hypothesis” interchangeably with 

retroduction, admitting, for example, “hypothesis (or, as I now term it, 

retroduction).”37 In this thesis I have tended to ignore this slippage 

because in general Peirce’s definition of hypothesis is less clear and is 

set out less often than that for retroduction. 

Hypothesis. Peirce concedes to the shifting status of hypothesis in his 

own logical system; in the quotation above, but also when he 

                                                
34 The Stanford Encyclopedia of Philosophy, for example, has no separate entry for 
‘retroduction’ and refers to it only within its general entry for Peirce.;   Burch, "Charles 
Sanders Peirce". 
35 Commens Digital Companion to C. S. Peirce provides a searchable database of key Peircean 
terms. http://www.commens.org/. 
36 Peirce, Elements of Logic, 2:755. 
37 Charles S. Peirce and Arthur Burks, Reviews, Correspondence, and Bibliography  (Bristol: 
Thoemmes, 1998), 8.228. 

disarmingly admits, for example, “in almost everything I printed 

before the beginning of this century I more or less mixed up 

Hypothesis and Induction.” 38 

Because of the overlap in Peirce’s usage of the words abduction, 

retroduction and hypothesis, I have tended to omit retroduction and 

hypothesis in favour of abduction when discussing his logical system. 

Here, for example, Peirce’s use of hypothesis is perfectly synonymous 

with his use of abduction and retroduction elsewhere, “hypotheses 

give us our facts. Induction extends our knowledge. Deduction makes 

it distinct.”39 

So, of all the terms Peirce uses to describe the kind of logical, creative, 

reasoning which he is interested in, abduction is the most stable. Yet 

even abduction has a somewhat fluid meaning; he describes its 

characteristics on many occasions and each time tries out different 

words to define it. It is worth, then, quoting at length another of these 

definitions if only to give a flavour of how Peirce grappled with this 

term; 

Abduction is the process of forming an explanatory hypothesis. It is 
the only logical operation which introduces any new idea; for 
induction does nothing but determine a value, and deduction merely 
evolves the necessary consequences of a pure hypothesis. 

                                                
38 Ibid., 2:227. 
39 Charles S. Peirce et al., Writings of Charles S. Peirce : A Chronological Edition  (Bloomington : 
Indiana University Press, c1982-, 1980-2000), 1:283. 
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Deduction proves that something must be; Induction shows that 
something actually is operative; Abduction merely suggests that 
something may be. 

Its only justification is that from its suggestion deduction can draw a 
prediction which can be tested by induction, and that, if we are ever 
to learn anything or to understand a phenomena at all, it must be by 
abduction that this is to be brought about. 

No reason whatsoever can be given for it, as far as I can discover; 
and it needs no reason, since it merely offers suggestions.40 

What does come through each time Peirce tests the term, either 

through writing or through speaking (many of his extant writings are 

transcriptions of his lectures or are his lecture notes), is, I would 

argue, a desire to use it to connect the mathematical positivism of 

logic with a kind of creative reasoning, to answer the question of how 

science hypothesises and creates new ideas. Peirce recognizes the 

enormous power of the “suggestion” of abductive reasoning in this 

respect, but he believes that it is also a form of reasoning 

fundamentally in tune with the natural functioning of the human mind 

and at times when abduction, for him, fails to bridge that gap, he 

forces the issue, “I am quite sure that you must be brought to 

acknowledge that man’s mind has a natural adaptation to imagining 

correct theories of some kind.”41 

                                                
40 Peirce, Pragmatism and Pragmaticism, 5:171. 
41 Ibid., 5:591. 

Elsewhere, Peirce attempts to frame this pseudo-evolutionary notion 

of “natural adaptation” within some kind of scientific method, he 

writes; 

Retroduction goes upon the hope that there is sufficient affinity 
between the reasoner’s mind and nature’s to render guessing not 
altogether hopeless, provided each guess is checked by comparison 
with observation.42 

But “sufficient affinity” is not, I would argue, so very far from 

“natural adaptation” in its reliance upon the mystical and the ineffable, 

and if not that, then Peirce was making very large claims for the hard-

wiring into a “reasoner’s mind” of a natural pre-disposition to 

resonate with “nature’s” (and here Peirce implies “mind” also). Peirce 

gets us close to a description of the detailed mechanism of analogy, at 

least one that is sufficient to explain how it might perform a 

mediating, creative, role between practices in scandalous space. He 

clearly wrestled in general with the nature of creative modes of 

reasoning and although he established a broad mechanism for it – 

logic – he could not reduce its principal operator any further than to 

name it abduction. He was, however, very clear about the role this 

mechanism played in the realm of scientific discovery, and in his later 

writings Peirce turned increasingly to the task of understanding the 

                                                
42 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:121. 
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apparent success of the scientific paradigm; the almost uncanny ability, 

as he saw it, of scientists to ‘get it right’; 

The abductive suggestion comes to us like a flash. It is an act of 
insight, although of extremely fallible insight. It is true that the 
different elements of the hypothesis were in our minds before; but it 
is the idea of putting together what we had never before dreamed of 
putting together which flashes the new suggestion before our 
contemplation.43 

Peirce even appeals to the authority of science’s early prophets for 

evidence of that for which he himself can provide no evidence; the 

instinct to reason abductively; 

The third kind of reasoning tries what il lume naturale, which lit the 
footsteps of Galileo, can do. It is really an appeal to instinct. Thus 
reason, for all the frills it customarily wears, in vital crises, comes 
down upon its marrow-bones to beg the succour of instinct.44 

As I shall argue below it fell to the discipline of cognitive science to 

break open the ‘black box’ of abduction, to better understand how it 

might bridge from the logical to the creative. 

It is worth setting out systematically, at this point, the steps Peirce 

took in the foundation of his logic and abduction-based analogical 

system to better understand the function it serves, in this thesis, in 

                                                
43 Peirce, Pragmatism and Pragmaticism, 5:181. 
44 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:630. 

scandalous space. Recalling that for Peirce, over the course of his 

writings, hypothesis and analogy were interchangeable, he writes; 

Suppose I enter a room and there find a number of bags, containing 
different kinds of beans. On the table there is a handful of white 
beans; and, after some searching, I find one of the bags contains 
white beans only. I at once infer as a probability, or as a fair guess, 
that this handful was taken out of that bag. This sort of inference is 
called making an hypothesis. It is the inference of a case from a rule 
and a result. We have, then – 

DEDUCTION 
Rule.  - All the beans from this bag are white. 
Case.  - These beans are from this bag. 
∴ Result.  These beans are white. 

INDUCTION 
Case.  - These beans are from this bag. 
Result.  - These beans are white. 
∴ Rule.  - All the beans from this bag are white. 

HYPOTHESIS 
Rule.  - All the beans from this bag are white. 
Result.  - These beans are white. 
∴ Case.  - These beans are from this bag. 45 

According to Peirce, an argument is said to be abductive when 

unrelated facts are connected through some (albeit very little) evidence 

by, as I will demonstrate below, an inquirer or agent. This is described 

                                                
45 Peirce, Elements of Logic, 2:623. 
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by Peirce’s appeals to “affinity” and “flashes” of “insight” which may 

be neatly summed up as a “hunch.”46 

For Peirce it was a short step from abduction to a logical definition of 

analogy. Peirce describes analogy in a number of similar but not 

always identical ways. For example, already quoted above but worth 

repeating (and recall again that for Peirce abduction and retroduction 

are interchangeable), “besides these three, Analogy (Aristotle’s 

paradeigma) combines the characters of Induction and 

Retroduction.”47 Or, “in 1867, I produced what I considered, and still 

consider proof that all arguments are of three kinds Deduction, 

Induction and Hypothesis, with a supplementary kind Analogy sharing 

in the nature of Induction and of Hypothesis.”48 And more confused 

still, “besides these three types of reasoning there is a fourth, Analogy, 

which combines the characters of the three, yet cannot be adequately 

represented as composite.”49 Peirce could describe analogy perfectly 

well logically through logical formulae,50 yet he could never quite pin 

down the role of analogy amongst the other terms – though he was 

sure that it had a key and over-arching position, “he seemed to have 
                                                
46 T. Sebeok and J.U. Sebeok, ""You Know My Method" a Juxtaposition of Charles S. Peirce 
and Sherlock Holmes," in The Play of Musement, ed. Thomas A. Sebeok (Bloomington: Indiana 
University Press, 1981). 
47 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:65. 
48 Charles S. Peirce and Carolyn Eisele, Historical Perspectives on Peirce's Logic of Science : A History 
of Science, 2 vols. (Berlin ; New York: Mouton Publishers, 1985), 2:876-77. 
49 The New Elements of Mathematics, 4:38. 
50 See for example;   Peirce, Elements of Logic, 2:513. 

some hesitation about whether arguments from analogy should be 

construed as inductions [...] or abductions,”51 as Robert Burch puts it. 

For clarity, and as a typical snapshot of Peirce’s understanding of 

analogy at a particular point in time, Thomas Anderson Goudge’s 

definition, “analogical inference thus consists of an induction and an 

abduction followed by a deduction” and that “induction, abduction, 

and deduction are interwoven” 52 is a useful one. Peirce himself writes 

of analogy that it, “is the inference that a not very large collection of 

objects which agree in various respects may very likely agree in 

another respect.” 53 The example he uses to illustrate this point is, with 

the benefit of hindsight, charmingly unfortunate, “for instance the 

earth and Mars agree in so many respects that it seems not unlikely 

they may agree in being inhabited.”54 

Abduction then, for Peirce, is the central term in the development of 

analogical thinking, it is also central to the practice-constituted 

analogical environments of Bruno Latour and Alfred Gell to be 

examined later in the chapter. For Peirce it allowed the possibility that 

the void between Aristotelian logic and nineteenth-century scientific 

intuition might be bridged. For this thesis, abduction provides a 

logical foundation for demonstrating that the constituent practices of 
                                                
51 Burch, "Charles Sanders Peirce". 
52 Goudge and Peirce, The Thought of C. S. Peirce, 143. 
53 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:69. 
54 Ibid. 
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archaeology and architecture are available to interdisciplinary, 

analogical use and that consequently their design and reconstructive 

objectives are less discrete than they might otherwise appear to be. 

Yet, Peirce’s definitions of analogy do not go far enough for the 

purposes of this thesis; Peirce’s analogy lacks the fluidity and 

extensiveness required to make it the defining method of navigating 

scandalous space in the sense I derive from Stafford when she 

describes it as, “linked in reconciling explanation by the informed 

imagination.”55 Furthermore I would argue that Peirce’s equivocation 

regarding the status of abduction and analogical reasoning – its 

susceptibility to syllogistic explanation and yet, for him, its 

simultaneous “appeal to instinct” – undermines, in this view, its 

availability to detailed manipulation in scandalous space, and the 

ability of the interdisciplinary ‘analogist’ to navigate with it. 

Perhaps other, scientific, interdisciplinary fields may provide a more 

detailed account of abductive processes. 

                                                
55 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 24. 

ANALOGICAL REASONING IN COGNITIVE SCIENCE 

what he adores, if he is a good pragmaticist, is power; not the sham 
power of brute force, which, even in its own specialty of spoiling 
things, secures such slight results; but the creative power of 
reasonableness, which subdues all other powers, and rules over 
them with its sceptre, knowledge, and its globe, love.56 

A man must be downright crazy to deny that science has made 
many true discoveries. But every single item of scientific theory 
which stands established today has been due to Abduction.57 

Peirce’s advocacy of Aristotelian abduction as the motor of scientific 

discovery gained currency in the years following his death in 1914, and 

about the creative role of this form of logical reasoning he could not, 

as we can see from the quotations above, have been clearer. This role 

for creativity in Peirce’s thinking is emphasised by Sara Barenna; 

Charles S. Peirce was always interested in investigating how reason 
functions and in explaining how new ideas arise [...] he arrived at a 
conception of reason as being profoundly creative.58 

Yet, I would argue, that it was not until the middle of the twentieth-

century that there appeared a useful and scientific expansion of the 

notions and processes of abduction and analogy. 

                                                
56 Peirce, Pragmatism and Pragmaticism, 5:520. 
57 Ibid., 5:172. 
58 Sara Barrena, "Reason and Imagination in Charles S. Peirce," European Journal of Pragmatism 
and American Philosophy 5, no. 1 (2013): 9. 
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The philosopher of science, Mary Hesse, in her 1963 book Models and 

Analogies in Science59 explains that analogical models are tools for 

expanding understanding of physical processes which proceed by 

“extending” such understanding as already exists as, she puts it, in 

“non-arbitrary” directions.60 She invents the term, “neutral analogy” to 

distinguish this kind of reasoning from, “positive analogies” which are 

the tautological products of deductive logic and from, “negative 

analogies” which, for Hesse, produce only nonsense.61 The neutral 

analogy owes to its key constituent part, abduction, the exploration 

and sometimes transgression of the boundaries of the traditional 

analogical model which had been derived from the biological sciences. 

Hesse emphasises the creative analogical reasoning intuited by Peirce; 

theoretical concepts are to be understood as derived by analogy 
from situations familiar in observation and describable in 
observational terms. [...] analogy may give a basis for inductive 
analogical argument from systems that are known to exist and 
whose behaviour is known, so that by general induction, or what 
Newton called the ‘analogy of nature’, the behaviour of their less 
familiar analogues may be reasonably predicted.62 

                                                
59 Hesse, Models and Analogies in Science. 
60 Ibid., 144. 
61 Ibid., 28. 
62 "Models Versus Paradigms in the Natural Sciences," in The Use of Models in the Social Sciences, 
ed. Lyndhurst Collins (London: Tavistock Publications, 1976), 7. 

Analogical reasoning becomes, as Peirce had already guessed, a 

powerful tool for inferring the most likely, or best, explanation from 

uncertain data. As Hesse explains; 

there will generally be some properties [...] about which we do not 
yet know whether they are positive or negative analogies, and these 
are the interesting properties, because, as I shall argue, they allow us 
to make new predictions.63 

Her theory of positive, negative and neutral analogies reveals a path 

from a pre-nineteenth-century realm of logical reasoning, via Peirce’s 

discoveries regarding proto-creative reasoning, toward, I would argue, 

an analogical world of (logic-founded) resemblance and difference. 

For Hesse, positive analogies exist where model and object of 

investigation share known features; their relationship is clear and 

unambiguous.64 This type of analogy is defined by the shared 

properties or relations between its terms. Negative analogies exist 

where model and object of investigation do not share particular or 

readily recognisable features. These analogies are defined by 

differences which, for Hesse, are too profound to bridge. But, when it 

is unclear which kind of analogy is in operation, Hesse invokes the 

notion of the neutral analogy.65 A profoundly heuristic mode of 

reasoning, the terms of this type of analogy remain, for Hesse, in a 
                                                
63 Models and Analogies in Science, 4-5. 
64 Ibid., 8. 
65 Ibid. 
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constant state of potential. In scientific inquiry, this potentiality is 

crucial because in this form alone, according to Hesse, can analogy 

pose questions, suggest novel hypotheses and allow us to make new 

predictions. However, this rigid tripartite division of analogical types 

might, I would argue, more usefully be replaced with a continuum of 

analogical positions; positive, neutral and negative relegated instead to 

a set of handy indicators of analogical ‘strength.’ This kind of labelling 

of analogical types is returned to below with the work of Dedre 

Gentner. With Hesse’s analogical analyses we are poised at the point 

where the strictures of formal Aristotelian-Peirceian logic begin to fail 

and the prolific and fertile complexities of Stafford’s analogical 

universe, and the scandalous space of interdisciplinarity, can begin. 

For scandalous space to be the effective locus for sites of 

interdisciplinary encounter, its structure must be conducive to the 

kinds of undisciplinary practice described in the previous chapter. This 

chapter has been arguing that this structure is, in fact, a medium 

sensitive to analogical processes, specifically transdisciplinary 

navigation. However, this argument does not yet account in detail for 

how analogy works. The most developed and sustained work in this 

field has been done within cognitive psychology.66 The sciences of 

cognition – how people process information, make judgments etc. – 

                                                
66 It should be noted that cognitive psychologists, unlike Peirce, treat analogical reasoning as a 
form induction. 

are of particular relevance to this account because of the central role 

that is granted to analogy by them in the realm of perception. Not 

only does, for example, cognitive scientist and philosopher Douglas 

Hofstadter claim that analogy is at, “the core of cognition”67 but he 

goes further, echoing Stafford’s analogical universe, “to me [...] 

analogy is [...] the very blue that fills the whole sky of cognition – 

analogy is everything, or very nearly so.”68 

Gentner, who is central to current research on the role of analogy in 

the acquisition of spatial learning and the virtual modelling of those 

analogical structures,69 states clearly her position with regard to the 

kind of thing that analogy is. It is, she explains, all about “relational 

similarity;” 

Theories of analogy distinguish the following processes: (1) retrieval: 
given some current situation in working memory, a prior similar or 
analogous example may be retrieved from long-term memory; (2) 
mapping: given two cases in working memory, mapping consists of 
aligning their representational structures to derive the commonalities 
and projecting inferences from one analog to the other. Mapping is 
followed by (3) evaluation of the analogy and its inferences and 
often by (4) abstraction of the structure common to both analogs. A 
further process that may occur in the course of mapping is (5) 

                                                
67 Douglas R. Hofstadter, "Epilogue: Analogy as the Core of Cognition," in The Analogical 
Mind : Perspectives from Cognitive Science, ed. Dedre Gentner, Keith James Holyoak, and Boicho 
N. Kokinov (Cambridge, Mass. ; London: MIT Press, 2001), 499. 
68 Ibid. 
69 For example;   Dedre Gentner and S. Christie, "Language and Cognition in Development," 
in The Cambridge Handbook of Psycholinguistics, ed. M. M. Spivey, K. McRae, and Joanisse M. 
(University of Connecticut, In Press). 
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rerepresentation: adaptation or of one or both representations to 
improve the match.70 

What becomes immediately apparent is the shift from Hesse’s 

divergent understanding of analogy as a means of exploiting difference 

between terms, and Gentner’s emphasis on convergence, that is 

similarity, in order to, “improve the [analogical] match.” 71 We have 

already seen above in 4. Resemblance that it is the interplay of difference 

and similarity which provides the motive force for the 

transdisciplinary move between disciplines. More crucial, however, to 

my interest in the processes at work in scandalous space, is Gentner’s 

analysis of mapping operations. She explains that, “analogical mapping 

is the process of establishing a structural alignment between two 

represented situations and then projecting inferences,”72 and that, “as 

a natural outcome of the alignment process, candidate inferences are 

projected from the base to the target. These inferences are 

propositions connected to the common system in one analog, but not 

yet present in the other.”73 Later in this chapter we shall see that the 

notion of the proposition becomes central to an understanding of the 

analogical mechanisms at work in scandalous space. 
                                                
70 Dedre Gentner and J. Colhoun, "Analogical Processes in Human Thinking and Learning," 
in Towards a Theory of Thinking, ed. B. Glatzeder, V. Goel, and A. von Müller, On Thinking 
(Berlin: Springer-Verlag, In Press), 3. 
71 Ibid. 
72 Dedre Gentner, Keith James Holyoak, and Boicho N. Kokinov, The Analogical Mind : 
Perspectives from Cognitive Science  (Cambridge, Mass. ; London: MIT Press, 2001), 200. 
73 Gentner and Colhoun, "Analogical Processes in Human Thinking and Learning," 3. 

With Gentner, Hesse’s individual analogical models, the standard 

scientific analogical paradigm, where one thing is related to one other 

thing only – become instead suites of analogical structures mapped 

onto one another in a dynamic process,74 a view supported by the 

argument in his thesis that analogical types exist on a continuum from 

positive through neutral to negative. Gentner says; 

structure mapping theory states that an analogy between analogs A 
and B is a set of mappings between the two sets of predicates that 
represent A and B75 

In structure mapping theory a predicate is a property of, or relation 

between, cases which can be affirmed or denied by the argument 

represented in that mapping. Furthermore, structure mapping, 

according to Gentner, relies upon the notion of the “systematicity 

principal” which states that; 

A predicate that belongs to a mappable system of mutually 
interconnecting relationships is more likely to be imported into the 
target than is an isolated predicate76 

Analogy for Gentner is a network of mappings which works best 

when it is part of a system of (using Hesse’s terminology) “neutral” 

terms which are of undecided status. As Gentner maintains above, 
                                                
74 Cameron Shelley, Multiple Analogies in Science and Philosophy  (Amsterdam: John Benjamins, 
2003). writes extensively about multiple analogies as a development of Gentner’s structure-
mapping theory. 
75 Gentner, "Structure-Mapping: A Theoretical Framework for Analogy," 158. 
76 Ibid., 163. 
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because they are models for and of one another (that is “mutually 

interconnecting”) they constantly augment one another. In short, the 

very multiplicity of analogies in a system makes the mapping itself 

easier to achieve. It is this dense network of analogical potential which 

facilitates the transdisciplinary tacking movement across that system 

posited above in 1. Reconstruction. 

 
Fig. 5:1 Dedre Gentner, Kinds of Predicate. From: Gentner, Dedre. 1983. ‘Structure-

mapping: A theoretical framework for analogy’, Cognitive Science, 7: 155-70. 

Gentner’s analysis of different kinds of mappings in analogical mode, 

and the networks created by them (Fig. 5:1),77 embrace both physical 

attributes and attributes of appearance, that is, an analogy of the 

visual. Gentner, then, has developed a way of categorising analogous 

or analogy-like relationships which builds upon Hesse’s system of 

                                                
77 Ibid., 161. 

positive, negative and neutral analogies. But now, through this 

analysis, rather than addressing single analogous relationships, we can 

think of suites of analogies forming sets of relationships. This web of 

relations begins to establish an environment the medium of which is 

analogy itself. Gentner’s mapping table clearly has its roots in Hesse’s 

division of analogy types: literal similarity is like Hesse’s positive, 

tautological analogy; so many attributes are shared from base to target 

that no new association is likely to be drawn; the abstraction is a form 

of impoverished analogy – it functions analogically, yet reveals 

nothing. An anomaly78 is like a negative, nonsensical analogy, an 

association between base and target with such scarce resemblance 

between them, visual or otherwise that, according to Hesse and to 

Gentner, nothing novel could come of it. However, in this thesis I do 

not draw as a clear division between neutral and negative analogy as 

there is in Hesse’s definition. Instead, here, these analogical 

relationships are treated as extremes of one another – the extreme 

negative analogy producing nonsensical or trivial outcomes. In less 

extreme situations, scarce resemblance is strengthened through the 

juxtaposition itself and through the specific context of Gentner’s 

analysis. So, though Gentner may be right in her terms to dismiss, 

“coffee is like the solar system,” and as we shall see in 7. Chimaera: A 

Conclusion, Hesse warns against what she sees as this kind of trivial 

                                                
78 See Glossary for the meaning of this term as used in this thesis. 
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association where it may be possible that “relation exists between any 

two pairs of terms whatever,”79 this type of correspondence is, 

nevertheless, an important one for the analogical universe. Its power is 

context-governed, that context being the principal analogical 

relationship of which the “anomaly” (again, in anything other than 

extreme manifestations) is an epiphenomenon80 and where the pre-

figuring homology resides in the statement itself. In this thesis, this 

creative juxtaposition reignites the homological connection between 

sundered disciplines. 

To ensure that Stafford’s, “interconnectedness of everything” does 

not fall foul of Enlightenment-style purges as its early modern 

predecessors did, this thesis has attempted to demonstrate its basis in 

rigorous, rational visual processes. These logical forms can be seen to 

be applicable to human understanding in that they are central to 

cognitive processes. Indeed, Peirce’s pragmatic philosophy had already 

demanded this. He asks us to, “consider the practical effects of the 

objects of your conception. Then, your conception of those effects is 

the whole of your conception of the object.”81 

                                                
79 Mary Brenda Hesse, "On Defining Analogy," Proceedings of the Aristotelian Society 60(1959): 79. 
80 Analogy as an epiphenomenon of homological juxtaposition is discussed below in The 
Spandrel. 
81 Charles S. Peirce, "Illustrations of the Logic of Science Ii: How to Make Our Ideas Clear," 
Popular Science Monthly 12(1878). 

ANALOGICAL THINKING IN ART 

Another pragmatist philosopher, Randall Dipert, has produced work 

that concerns the often accidental and certainly sometimes surreal 

relationships produced by “negative” or “anomalous” analogical 

relationships.82 Dipert goes back to Peirce, not directly for his work on 

logic, but for his contribution to semeiosis (as Peirce called it).83 

According to Dipert, Peirce’s contribution to the notion, proliferation 

and superfluity of what Hesse later called negative (anomalous for 

Gentner) analogous relations stems from his insistence on the sign’s 

threefold nature. Where Ferdinand de Saussure’s system was dualist, 

Peirce’s triad acknowledges the added existence of an observer and, 

through the independent agency of that observer, the creation of a 

new sign; for Peirce, a sign is a sign because it is interpreted by 

somebody; 

it has been found that there are three kinds of signs which are all 
indispensable in all reasoning; the first is the diagrammatic sign or 
icon, which exhibits a similarity or analogy to the subject of 
discourse; the second is the index, which like a pronoun 
demonstrative or relative, forces the attention to the particular 
object intended without describing it; the third [or symbol] is the 

                                                
82 Dipert, "Reflections on Iconicity, Representation, and Resemblance: Peirce's Theory of 
Signs, Goodman on Resemblance, and Modern Philosophies of Language and Mind." 
83 It is semeiosis (or sometimes semiosis) and not semiology, because Peirce’s work on the 
philosophy of signs was made independently of that done by Saussure;   Burch, "Charles 
Sanders Peirce".   and for a detailed comparison of the Peircean and Saussurean systems see;   
Gérard Deledalle, Charles S. Peirce's Philosophy of Signs: Essays in Comparative Semiotics  
(Bloomington, Ind.: Indiana University Press, 2000), 107. 
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general name or description which signifies its object by means of 
an association of ideas or habitual connection between the name 
and the character signified.84 

And according to Dipert, Peirce claimed; 

that resemblance or similarity, what he termed ‘iconicity’, is an 
important part of the general phenomenon of linguistic, artistic, and 
even mental representation. Peirce also argued that iconicity was a 
supremely important part of symbolic logic, that logical symbolisms 
should be as iconic as is useful for the study of inference, and that 
‘all necessary reasoning without exception is diagrammatic’85 

On the “object” side of Peirce’s triad signs come in three varieties 

(Fig. 5:2): “iconic” signs; which resemble what they signify; “indexical” 

signs; which causally or gesturally connect to what they signify; and, 

“symbolic” signs, which are linked by convention to what they signify. 

Paul Thagard and Cameron Shelley observe that, “Peirce does not 

seem to have connected his two highly original insights,”86 that is; the 

centrality of the visual to his triadic system of signification, and his 

resurrection of Aristotelian abduction, “we know of no text in which 

he discusses abduction as diagrammatic or iconic. But there are 

                                                
84 Peirce, Hartshorne, and Weiss, Principles of Philosophy, 1:369. 
85 Dipert, "Reflections on Iconicity, Representation, and Resemblance: Peirce's Theory of 
Signs, Goodman on Resemblance, and Modern Philosophies of Language and Mind," 373. 
86 P. Thagard and C. P. Shelley, "Abductive Reasoning: Logic, Visual Thinking, and 
Coherence," ed. M. L. Dalla Chiara (Dordrecht: Kluwer, 1997). 

instances of abductive thinking that are most plausibly interpreted as 

pictorial.”87 

Dipert’s analysis of Peirce’s analogical system centres on the artwork 

and its traditional mode of signification that is, the iconic,88 – the 

visual – the fact that it resembles something else.89 He asks; 

If I draw what someone would reasonably take to depict the Moon 
‘above’ what someone would reasonably take to depict a mountain 
in a painting, and thereby to convey the thought that the depicted 
moon ‘is’ above the mountain, I do not merely intend to create an 
idle resemblance with regard to the two (differently spatial) forms of 
aboveness. Rather, I am seeking to get you to notice this 
relationship as a resemblance or analogy.90 

 

 

 

 

 

Fig. 5:2 Opposite: Peirce’s Sign System. Illustration [much abridged]: Alessandro 
Zambelli. 

                                                
87 Ibid. 
88 See Glossary for the meaning of this term as used in this thesis. 
89 Nelson Goodman, Languages of Art : An Approach to a Theory of Symbols  (Indianapolis: 
Hackett, 1976). and;   Ways of Worldmaking  (Hassocks: Harvester Press, 1978). has much to 
say on this subject and Dipert at times sets his own analysis of representation in art in direct 
opposition to Goodman’s 
90 Dipert, "Reflections on Iconicity, Representation, and Resemblance: Peirce's Theory of 
Signs, Goodman on Resemblance, and Modern Philosophies of Language and Mind," 384. 
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Dipert shifts emphasis from the static, logical formulation of a case 

that is, to a deliberate placing of the terms of the would-be analogical 

relationship in meaningful juxtaposition. Furthermore he writes; 

I create one object to be like another with respect to certain 
properties, with the further intent that you notice these shared 
properties and thereby regard the created object as signifying the 
other.91 

From a sedentary, Peirceian logic rendered in the idealised language of 

the syllogism, Dipert introduces instead the notion of the interested 

protagonist and with it the force of agency. A move which, for the 

purposes of this thesis, provides scandalous space with a form of 

occupation by inhabiting agents. Dipert’s other innovation concerns 

the accidental relationships which develop as by-products of the 

primary mappings; these extras or excesses are a kind of analogical 

left-over from the, “moon over the mountain” type of relationship. 

Dipert observes; 

It would be an extraordinarily pure and rare iconic sign in which all 
of its artifactual aspects were regarded as resembling, and intending 
to resemble, the signified object. If I were using lashed sticks to 
make pictorial representations (rather than forming non-pictorial, 
symbolic representations, i.e., words), then the arrangement of the 
sticks might be iconic but the lashings themselves – noticeably 
artificial, and perhaps even intended to be recognized as artificial [...] 
for the purpose of enticing an attempt to decipher the whole 

                                                
91 Ibid. 

complex as a non-natural arrangement against the background of 
nature – are not iconic.92 

He observes firstly, that the picture does not simply have an idle 

resemblance to the real thing depicted; the artist expects an observer – 

a cognitive agent, or Peirce’s Interpretant (see Fig. 5:2) – to actually 

notice this resemblance. Secondly, and most importantly for the 

notion of analogical excess, although the picture is meant to resemble 

reality it might also, accidentally or intentionally, resemble other things 

too; other paintings or other square things for example. These 

associations, these “anomalous” and visual analogical mappings, 

multiply in a more or less uncontrollable way. Mapping the non-

iconic, the symbolic, the unlikely, the excessive, the overlooked – 

mapping coffee onto the solar system perhaps, or Rebecca Daisy’s 

sweetstuff stall onto a London Underground train as I will do below – 

are acts of what Thagard and Shelley would call “visual abduction.”93 

                                                
92 Ibid., 385. 
93 Thagard and Shelley, "Abductive Reasoning: Logic, Visual Thinking, and Coherence." 
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THE SPANDREL, THE ANALOGICAL UNIVERSE AND 

SCANDALOUS SPACE 

The notion of productive or creative excess exists in other fields. In 

architecture a spandrel for example, according to Banister Fletcher is, 

“the triangular space between the curve of an arch and the square 

inclosing it.”94 More generally we can say that it is usually the space 

between a curved form, in two or three dimensions, and its bounding 

form, and it is this definition which is used by the evolutionary 

biologists Stephen Jay Gould and Richard Lewontin in their 1979 

paper The Spandrels of San Marco and the Panglossian Paradigm.95 Here, I 

would argue, they begin to account in detail for how analogical 

relationships might be excessive and how that excess might facilitate a 

transgressive and creative movement. In Gould and Lewontin’s view 

an architectural spandrel is a tectonic element, a “space left over”96 

after other key elements have performed their structural or decorative 

tasks. They then note that these left-overs sometimes perform 

important tasks unavailable to the (usually larger) architectural 

structures and forms. In Saint Mark’s basilica in Venice, Gould and 

Lewontin note that the spandrels which frame the central dome do 

                                                
94 Fletcher and Fletcher, A History of Architecture on the Comparative Method: For the Student, 
Craftsman, and Amateur, 695. 
95 Gould and Lewontin, "The Spandrels of San Marco and the Panglossian Paradigm: A 
Critique of the Adaptationist Programme." 
96 Gould, The Structure of Evolutionary Theory, 1250. 

exactly this (Fig. 5:3)97 providing pictorial narratives which, far from 

being architectural wastage, are crucial to understanding the liturgical 

cathedral.98 

When brought back into their base discipline of evolutionary biology, 

a spandrel is, for Gould and Lewontin, an unintentional by-product, 

or “epiphenomenon,” of the principal forces of evolutionary 

development. An epiphenomenon is a “secondary symptom”99 of a 

principal cause or, for early psychologist James Mark Baldwin, a “by-

product, a spark thrown off by the engine, the brain.”100 By-products, 

moreover, which may become as critical as main evolutionary 

characters in defining species boundaries. Gould and Lewontin 

characterise conventional understanding of the ‘programme’ of natural 

selection as; 

so powerful and the constraints upon it so few that direct 
production of adaptation through critique of the adaptationist 
programme its operation becomes the primary cause of nearly all 
organic form, function, and behaviour.101 

                                                
97 Giandomenico Romanelli, Venice: Art & Architecture  (Köln: Könemann, 2005). 
98 The formal aspects of a Christian church – its layout for example – which are a reflection of 
the rites of the branch of Christianity to which it belongs. See for example;   Allan Doig, 
Liturgy and Architecture: From the Early Church to the Middle Ages  (Aldershot: Ashgate, 2008). 
99 Oxford English Dictionary, "Epiphenomenon"  (Oxford University Press, 2015). 
100 James Mark Baldwin, History of Psychology: A Sketch and an Interpretation, vol. II (London: 
Watts & Co., 1913), 60-61. 
101 Gould and Lewontin, "The Spandrels of San Marco and the Panglossian Paradigm: A 
Critique of the Adaptationist Programme," 584-85. 
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But as they go on to demonstrate, these epiphenomena are not 

random non-sequiturs. In fact, when used as models for propositional 

making, epiphenomena, this thesis argues, tend towards the “negative” 

in Hesse’s terms, or the “anomalous” according to Gentner and, as 

such, are dismissed in conventional analyses of analogical reasoning. 

Yet Gould and Lewontin are able to recast them as fundamental to an 

understanding of evolutionary biology. This thesis argues that in this 

sense analogical epiphenomena are crucial to analogical and creative 

reasoning; 

that the constraints themselves become more interesting and more 
important in delimiting pathways of change than the selective force 
that may mediate change when it occurs.102 

In this reading it is not simply that a spandrel is an unintentional by-

product, instead it is a constraint of the geometry of the architecture 

and, for Gould and Lewontin, of the evolutionary process itself. It is a 

constraint which not only modifies the form or the mechanism as the 

case may be, but becomes, in itself, an object or force of interest – it 

becomes an end in its own right. Charles Darwin admitted, “I am 

convinced that natural selection has been the main, but not the 

exclusive means of modification.”103 And for Peirce, “analogies are 

                                                
102 Ibid., 581. 
103 Charles Darwin, On the Origin of Species by Means of Natural Selection, or the Preservation of 
Favoured Races in the Struggle for Life  (London: John Murray, 1859), 4. 

never perfect, for an analogy that should be made perfect would be 

more than an analogy.”104 

The complex, but ultimately explicable, nature of the scandalous space 

between homologically-related disciplines is what, I would argue, 

Darwin and Peirce are describing; the homological engine of Darwin’s 

system of speciation, as much as Peirce’s logical medium of analogy 

within which that engine sits. It is these imperfections, which Darwin 

and Peirce recognised, that Gould and Lewontin have found an 

apposite architectural/biological analogy to explain. Peirce saw 

analogy as a common organising principle in both scientific enquiry 

and creative thinking, and in fact drew no distinction at all between 

these modes of mental activity. But it is Donald Campbell (quoted on 

p.41) in Physics, The Elements,105 Hesse and others who recognise the 

power of analogy when used to imagine scientifically. 

                                                
104 Charles S. Peirce, Charles Hartshorne, and Paul Weiss, Scientific Metaphysics  (Bristol: 
Thoemmes, 1998), 6:325. 
105 Norman Robert Campbell, Physics. The Elements  (pp. vii. 565. University Press: Cambridge, 
1920). 
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Having established what analogical reasoning consists of, Gentner and 

Dipert help us understand the cognitive uses of analogy in visual 

realms while Gould and Lewontin provide an explanation for how 

Gentner’s multiple analogies, and in particular how the excessive and 

the incongruous strains of analogical thinking, might carry meaning. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5:3 Overleaf: Gaddi, The Spandrels of San Marco. Magnus Archives. From: 
Romanelli, Giandomenico. 2005. Venice: art & architecture (Könemann: 
Köln). 49. 
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So, far from retreating back into realms of the ineffable, this thesis 

argues that each of these analogical strands is capable of being 

unpicked and its base and target analogies established and understood, 

and that these kinds of analysis or unpicking may specifically be 

performed on the matted (felt-like) and tangled relationships between 

homologically-related disciplines such as architecture and archaeology. 

Stafford, unlike Gentner, appears to embrace the incongruous 

juxtaposition of the nearly-anomalous (Gentner) or the nearly-negative 

(Hesse), and where Dipert mentions it only obliquely Stafford, instead, 

emphasises the, “visuality of consciousness” where works of art might 

be models of the world – effecting analogical relationships between 

the artists’ inner world and outer worlds.106 Stafford cites various 

examples in Visual Analogy but returns on several occasions to 

seventeenth-century cabinets of curiosity, wunderkammer or the 

kunstkabinett, “cabinets of curiosities, composed of various woods 

with marble, ivory, snakeskin, enamel, or tortoiseshell inlays, 

simultaneously revealed and concealed the discontinuities that went 

into forming them.”107 Often barely controlled and scarcely 

understood these pre-Enlightenment models of the universe were 

legible, according to Stafford, using the language of analogy only 

through the agency of the collector, “not unlike the cosmos, artificial 
                                                
106 Barbara Maria Stafford, Echo Objects: The Cognitive Work of Images  (Chicago ; London: 
University of Chicago Press, 2007). 
107 Visual Analogy: Consciousness as the Art of Connecting, 121. 

worlds required an individual hand to order them and an embodied 

eye to perceive them. Disparate objects, gathered in different places 

and at separate times, had to be ‘hyperlinked’ through the viewer’s 

insightful ‘jumps.’”108 For this Analogist, “to think in the presence of a 

cryptic Wunderkammer [...] required a calculus of combinations for 

inferring the connections among thousands of unknown aspects or 

ciphers.”109 Stafford, for me, synthesises (though she does not explain) 

something like Gentner’s analogical network; its “patterning” and 

“hyperlinking” networks of “intersecting coordinates” with motivating 

forces. At the same time these also resemble Dipert’s inhabiting agent; 

with “individual hand” and “embodied eye,” so circumscribing her 

analogical universe. Invoking Gottfried Leibniz, Stafford imagines this 

universe entirely and completely comprehensible, “Leibniz hoped that 

this [...] would lead to a transdisciplinary ‘art of conjecture’ (ars 

conjectandi) helping us to arrive at legitimate hypotheses about an 

increasingly complex universe.”110 

Schleifer in Analogical Thinking111 provides a performance specification 

for this kind of universe. Extracted from his lengthy qualification, the 

                                                
108 Ibid., 121-22. 
109 Ibid., 122-25. 
110 Ibid., 125. 
111 Schleifer, Analogical Thinking: Post-Enlightenment Understanding in Language, Collaboration, and 
Interpretation. 
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following are pertinent to this thesis and my use of analogical 

reasoning. Analogy, or analogical “thinking” as Schleifer has it; 

is opposed to Enlightenment thinking, and is consequently not 
concerned with such Enlightenment preoccupations as accuracy, 
simplicity, generalizability, reduction, synecdochical hierarchies, 
equation, and cause and effect [...] 

is the networking of the understanding [...] 

is the resemblance between relations rather than terms [...] 

is cultural knowledge that brings together complementary parts and 
wholes, individuals and collectives, moments and sequences, in 
order to make provisional sense and achieve constellations of ideas 
[...] 

marks both difference and likeness [...] 

stands between language (conceived as systematic semiotics) and the 
world (conceived in terms of more or less collaborative action) [...] 

gathers together scattered factors and, to one degree or another, 
judges the importance of its gathering [...] 

calls for a content of apprehended configurations and a method of 
multiplied narratives [...] 

does not reduce difference to the same, nor does it satisfy itself with 
the contingency and accident of arbitrary likeness [...] 

is irreducibly complex’112 

Stafford maintains as does Schleifer and others113 and as already 

outlined above, that in the period spanning the years of the 

                                                
112 The work of extracting these definitions and the paraphrased format of them used here is 
by Stephen Bernard Hawkins, "Review: Ronald Schleifer, Analogical Thinking: Post-
Enlightenment Understanding in Language, Collaboration, and Interpretation.,"  Electronic 
Book Review(2007), http://www.electronicbookreview.com/thread/electropoetics/entangled. 

Enlightenment, particular and inclusive interdisciplinary modes of 

reasoning – the modes Schleifer lists above – were abandoned, and 

that their inclusivity was replaced with “an exaggerated awareness of 

difference.”114 According to Stafford, it was a tragedy for 

Enlightenment thinking that analogical reasoning became identified 

with occultism and mysticism and, in general, a kind of sloppy, or 

even deliberately malicious thinking, or perhaps no thinking or 

reasoning at all. Instead the practical magic of medieval modes of 

cognition, Stafford explains, was replaced with the textuality of 

allegorical115 reasoning.116 The allegory, according to Stafford, unlike 

the analogy, is a powerful one-to-one mapping, a profoundly 

hierarchical substitute for the complex, creative, unpredictability of 

analogy.117 For Stafford, “putting the visible into relationship with the 

invisible and manifesting the effect of that momentary unison”118 as a 

way of understanding the world became, after the seventeenth-

century, unfashionable, even heretical. 

Stafford, like Peirce before her, implies that analogous reasoning is a 

natural form of thinking, that it represents, perhaps, an Eden of lost 
                                                                                                           
113 See for example; Michael Randall, Building Resemblance : Analogical Imagery in the Early French 
Renaissance  (Baltimore, Md. ; London: Johns Hopkins University Press, 1996). concerning 
resemblance in sixteenth-century French literature in particular. 
114 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 10. 
115 See Glossary for the meaning of this term as used in this thesis. 
116 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 16. 
117 Ibid., 2. 
118 Ibid., 23-24. 
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interdisciplinary innocence to which we must return. Visual Analogy 

and her later work Devices of Wonder119 together provide, above all, a 

practical attempt at proposing and implementing this “humanistic 

cognitive science with bridging/analogy at its artful core;”120 a return, 

therefore, to pre-Enlightenment epistemes. On the other hand, 

Stafford’s assertion that Enlightenment allegory must inevitably result 

in the “gloomy monster” of Mary Shelley’s Frankenstein;121 that, 

“exaggerated singularity” of, “romantic individualism” which therefore 

is, “impossible to analogize”122 is less convincing. Rather, I would say, 

Dr. Frankenstein’s monster is an analogical tautology, a tragic and 

cruel attempt at synthesising late Georgian art and science but, more 

than that, like Gentner’s “literal similarity,” and Hesse’s, “positive 

analogy,” the overlaying of human parts upon other human parts 

simply renders itself terminally self-referential. The opposite, in fact, 

of Homer’s negatively analogical, but natural hybrid, the Chimaera,123 a 

scandalous creature to which I will return below in the conclusion. 

                                                
119 Anonymous, Stafford and Terpak, Devices of Wonder: From the World in a Box to Images on a 
Screen. 
120 "Review Of: Visual Analogy Consciousness as the Art of Connecting, Barbara Maria 
Stafford," MIT Press, http://mitpress.mit.edu/catalog/item/default.asp?ttype=2&tid=8534. 
121 Mary Wollstonecraft Shelley [uncredited in this 1st Edition], Frankenstein: Or the Modern 
Prometheus, 3 vols. (London: Lackington, Hughes, Harding, Mavor, & Jones, 1818). 
122 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 10. 
123 Homer et al., The Iliad, VI. 179-82. 
See Glossary for the meaning of this term as used in this thesis. 

It was part of the project of Enlightenment thinking, according to 

Stafford, to lessen, even eliminate, resemblance. This had, as I have 

argued above, been mirrored by the taxonomists of evolution. 

‘Lumpers’ and ‘splitters’ have long argued and still argue about where 

species boundaries begin and end; skeletal morphology now long 

having given way to behavioural characters and even more recently to 

genetic kinship124 as a means by which to name creatures differently 

from one another. And Stafford is a profound lumper; we have 

already seen that she maintains, “all physical phenomena [...] can be 

cross-referenced, linked in reconciling explanation by the informed 

imagination.”125 This is a radical project but is crucial to her 

conception of an analogical universe – an interconnectedness of 

everything. For scandalous space, however, an all-inclusive 

interdisciplinarity is not necessary or even possible. The space 

available between architecture and archaeology is circumscribed by the 

way it may be navigated, and the reasons for its existence are quite 

prescriptive. Tacking in this scandalous space is delicate and 

sometimes fraught for it is here that design and reconstruction are 

almost, but not quite, the same. They are the same in that they share 

significant purposes and aims, and different in that their divergence 

                                                
124 Roger Lewin, Human Evolution : An Illustrated Introduction, 4th  ed. ed. (London: Blackwell 
Science, 1999). 
125 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 23-24. 
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has accrued to them subtly, and sometimes radically, different tools, 

techniques and language. 

ANALOGY AS PROPOSITION 

In the penultimate paragraph of Visual Analogy Stafford hints at an 

alternative direction from which a systematic basis for analogy might 

arise; a possible theory of, “fallen stars and florentine stones”126 which 

appears to owe nothing to logic or the cognitive sciences. Here she 

briefly outlines the basis for a kinship between her view of analogy 

and Latour’s notion of the “proposition;” 

I like to think that restorative and enlivening analogy can continue 
to perform in the modern world much like Bruno Latour’s 
‘propositions.’ As the name indicates, a proposition does not pertain 
to language, it is not a statement. Rather, it is an offer extended by 
one body or thing to another inviting it to relate in a new manner. 
Each entity is forced to pay attention to the other, and, in so doing, 
both diverge from their customary paths to venture onto territory 
which, although it appears foreign from each of their unique vantage 
points, nonetheless belongs to an interdependent existence.’ 127 

Stafford describes the way that Latour personifies the terms of his 

analogy-like notion of the proposition. Latour himself describes the 

proposition in this way; 

I do not use this term in the epistemological sense of a sentence that 
is judged to be true or false (for this I reserve the word ‘statement’), 
but in the ontological sense of what an actor offers to other actors. 
The claim is that the price of gaining analytical clarity – words 
severed from world and then reconnected by reference and 
judgment – is greater and produces, in the end, more obscurity than 

                                                
126 Ibid., 169. 
127 Ibid., 183. 
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granting entities the capacity to connect to one another through 
events.128 

Gentner had already used the term “proposition” (see p.200) when 

describing the kind of inferential connection from which her 

analogical mappings are constructed and Latour’s proposition 

functions in a similar way, through with crucial differences. These 

propositions, he claims, are like facts flowing through a “network” – 

facts, moreover, which allow themselves to be altered by the medium 

through which they flow.129 This network, unlike the simple mapping 

functions of Hesse and Gentner, forms an economy of, or exchange 

medium for, analogical terms. Latour tells us that operations within 

this network do not tread paths between an experiential view of the 

world and our contingent cultural constructions of it, a condition 

which he declares “utterly wrong,”130 and which results, in his view, in 

the static construction of the “statement.” 

The diagram reproduced in Fig. 5:4 outlines Latour’s view of these 

severely restricted kinds of reasoning or action, “with this classical 

model, we imagine our statements to be twice constrained, not only by 

the world but also by our mental and cultural equipment.”131 

                                                
128 Latour, Pandora's Hope : Essays on the Reality of Science Studies, 309. 
129 "A Well-Articulated Primatology: Reflexions of a Fellow Traveller," 8. 
130 Ibid., 366. 
131 Ibid. 

 

Fig. 5:4 Bruno Latour, The Dualist Model. From: Latour, Bruno. 2000. 'A Well-
Articulated Primatology: Reflexions of a Fellow Traveller.' in Shirley 
Strum and Linda Marie Fedigan (eds.), Primate Encounters: models of science, 
gender, and society (University of Chicago Press: Chicago ; London). 366. 

Instead for Latour, a proposition is a relationship between entities 

which welcomes and plays upon difference, thus emphasising 

resemblance and existing in complete opposition to the statement,132 

which, instead, emphasises the gap or lack between entities or terms. 

Following on from this, Latour introduces the idea of  the “articulate” 

and “inarticulate” proposition. Inarticulate propositions are, I would 

argue, like Hesse’s positive analogies and hence are tautological. 

Latour’s articulate propositions, however, are not like Hesse’s neutral 

analogies, but much more like the almost nonsensical, anomalous, and 

fecund, negative analogy. This is Latour’s example; in A Well 

Articulated Primatology he recounts conversations with, and papers 

delivered by, colleagues at the 1996 Wenner-Gren conference in 

                                                
132 See Glossary for the meaning of this term as used in this thesis. 
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Teresopolis.133 He describes how the work of these researchers, many 

of them investigating typical animal behaviours and in particular those 

of primate species, revealed for him an opportunity for describing and 

engaging in human thinking and practice outside of conventional and 

normative patterns. For example one primatologist, Thelma Rowell, 

had commented in relation to her own work; 

I tried to give my sheep the opportunity to behave like chimps, not 
that I believe that they would be like chimps, but because I am sure 
that if you take sheep for boring sheep by opposition to intelligent 
chimps they would not have a chance.134 

As with Gentner’s, “coffee is like the solar system” this appears to be 

nonsense, an analogy stretched too far. Rowell is, of course, already 

convinced, but Latour explains why he believes that her proposition is 

not trivial. For him, “‘sheep are intelligent chimps’ is an articulated 

proposition since it offers to establish a connection between two 

completely different entities that will give meaning to both.”135 This is 

where a statement of difference is transformed into a proposition of 

resemblance. Even so, if this argument is not to fall foul of the old 

Enlightenment criticisms of analogical obfuscation and mysticism it 

must be given broader context which Latour does as follows; 

                                                
133 Changing Images of Primate Societies: The Role of Theory, Method and Gender 
134 Latour, "A Well-Articulated Primatology: Reflexions of a Fellow Traveller," 368. 
135 Ibid., 374. 

A whole new philosophy of scientific practice resides in this 
extraordinary statement: ‘to give the opportunity to behave’ is not 
the same thing as ‘imposing a bias onto’ animals that cannot say a 
thing.136 

So when presented with the extraordinary juxtaposition of sheep and 

chimpanzee behaviours, Latour checks it against his dualist model of 

the statement; 

Are the sheep really intelligent [Latour enquires of Thelma Rowell] 
or did you invent what they are? Or is it a combination, a resultant 
of both? ‘None of the above,’ she [...] would answer. ‘By placing 
them, quite deliberately and quite artificially, into the paradigm of 
intelligent chimp I gave [the sheep] a chance to express features of 
behavior hitherto unknown.’ 137 

It would not be difficult to list the obvious homological similarities 

between chimps and sheep which are both, after all, mammalian and 

quadrupedal. Nevertheless the wilful and artificial act of drawing each 

species outside of their normal milieu – circumventing the “bias” – 

and having once established that homological relationship, does reveal 

hitherto concealed complexes of resemblance. 

In Primatology, Latour, like Dipert before, begins to bring these 

propositional relationships of difference back to something like the 

system of logical relationship described in Peirce, Hesse and Gentner; 

                                                
136 Ibid., 368. 
137 Ibid. 
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propositions are good or bad depending on whether they are 
articulate or inarticulate. ‘Boring sheep are boring sheep’ is an 
inarticulate proposition since it repeats tautologically what a sheep is 
[...] ‘Sheep are intelligent chimps’ is an articulated proposition since 
it offers to establish a connection between two completely different 
entities that will give meaning to both [...] The first sentence is a 
repetition – A is A. The second is, to use a philosophical term, a 
predication – A is B – that is, something else, on which it now 
depends to gain its meaning138 

Latour’s analysis of this novel way of understanding behaviours 

between different animal species is not as a statement of difference 

which merely confirms a gap or a lack, but is a series of propositions, 

which “offer” this difference as a kind of gift to the other since a 

proposition, even in common parlance,  is always suggested freely 

even as it implies reciprocity. Latour’s diagram of the proposition (Fig. 

5:5)139 emphasises the prevailing directionality of the analogical 

manufacture of meaning as it flows from entity to entity and as the 

articulation of each proposition describes, in this thesis, a diagonal 

tacking motion across propositional forces and a responsiveness to 

them which lies in direct opposition to the gap-obsessed statement. 

                                                
138 Ibid., 374. 
139 Ibid., 373. 

 

Fig. 5:5 Bruno Latour, The Difference between a Statement 
and a Proposition. From: Latour, Bruno. 2000. 'A 
Well-Articulated Primatology: Reflexions of a 
Fellow Traveller.' in Shirley Strum and Linda 
Marie Fedigan (eds.), Primate Encounters: models of 
science, gender, and society (University of Chicago 
Press: Chicago ; London). 373. 

The proposition then, is a network of meaning-generating 

relationships or, as Latour would have it, “offers” between disparate 

objects or notions which are given that meaning through the contexts 

of their surrounding networks. Because they are offers, and because 

the passage of exchange, tacking across the network of propositions, 

is not composed of straight swaps (they are gifts after all), they are 

also, I maintain, analogous relationships. 

If Latour’s account of the proposition does suggest a system for how 

analogues relate to one another, “what an actor offers to other 

this image omitted for copyright reasons 
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actors,” the final step in this chapter’s aim of describing the 

mechanism of transdisciplinary navigation operating in scandalous 

space, is to account for precisely what is doing the acting; who is 

doing the propositioning. 

AGENCY IN SCANDALOUS SPACE 

Gell in his 1998 work Art and Agency140 provides an account of the 

network of interactions and relationships between the various agents 

in the episteme of art, an account which also provides a plausible 

account of how, in the terms of this thesis, scandalous space is 

occupied and through what agencies. Gell begins, in Art and Agency, by 

identifying what kind of thing, for the anthropologist, art should not 

be. Art should not be, he argues, an indicator of aesthetic sensibility 

nor should the anthropologist use cultural relativism to understand the 

significance of an artwork; 

the ‘anthropology of art’ focuses on the social context of art 
production, circulation, and reception, rather than the evaluation of 
particular works of art, which, to my mind, is the function of a 
critic.141 

If art for the anthropologist is not an aesthetic concern then, even 

more emphatically for Gell, neither is it a medium that communicates 

through language or even a language-like system of communication; 

Nor am I happy with the idea that the work of art is recognizable, 
generically, in that it participates in a ‘visual’ code for the 
communication of meaning. I entirely reject the idea that anything, 
except language itself, has ‘meaning’ in the intended sense.142 

                                                
140 Gell, Art and Agency: An Anthropological Theory. 
141 Ibid., 2-3. 
142 Ibid., 6. 
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Gell’s anthropological view of the artwork is not entirely negative, 

since from it he proceeds to build a new system of signification; 

In place of symbolic communication, I place all the emphasis on 
agency, intention, causation, result, and transformation. I view art as 
a system of action, intended to change the world rather than encode 
symbolic propositions about it.143 

For Gell, art is a form of practice, and this means that anthropology 

has something meaningful to say about it.144 This argument provides, 

for this thesis, a basis for beginning to talk about other practice-based 

epistemes in terms of their structures of agency. In fact Gell’s system 

of art is entirely structuralist in the most straightforward way and so 

available, I would argue, to appropriation for the architecture-

archaeology interdisciplinarities of this thesis; 

The art object is whatever is inserted in to the ‘slot’ provided for art 
objects in the system of terms and relations envisaged.145 

Fully described and with all terms in the network of art agency laid out 

so that all combinations of them may be accessed, the schema for 

Gell’s theory therefore looks like Fig. 5:6; the Art Nexus. 146 

                                                
143 Ibid. 
144 Ibid., 7-11. 
145 Ibid., 7. 
146 Ibid., 28. 

 

Fig. 5:6 Alfred Gell The Art Nexus. From: Gell, Alfred. 1998. Art and Agency: an 
anthropological theory (Clarendon: Oxford). 29. 
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Gell posits a system of agents which define the operation of art-

practice, and where each of the terms in the Nexus are defined thus; 

1. Indexes: material entities which motivate abductive inferences, 
cognitive interpretations, etc.; 

2. Artists (or other ‘originators’): to whom are ascribed, by 
abduction, causal responsibility for the existence and characteristics 
of the index; 

3. Recipients: those in relation to whom, by abduction, indexes are 
considered to exert agency, or who exert agency via the index; 

4. Prototypes: entities held, by abduction, to be represented in the 
index, often by virtue of visual resemblance, but not necessarily.147 

Gell, like Dipert, uses the artwork as a locus for his analogical system. 

But he also follows Peirce and Peirce’s analysis of  abduction for its 

motivating force because,148 for Gell and explicit in the quotation 

above, this network of  relationships is driven by the action of  

abduction on the agents he describes. Abduction is his preferred 

motivating force because, as Gell tells us, neither induction nor 

deduction will suffice to interpret inferences made from indexes.149 

For Gell, abduction binds together and drives the various agents 

described in his Nexus, and as we have seen in Peirce an, “analogical 

inference [...] consists of an induction and an abduction followed by a 

                                                
147 Ibid., 27. 
148 Ibid., 13-14. 
149 Ibid., 13. 

deduction.”150 Gell takes us through various scenarios derived from 

the Nexus where each term is related to every other term in the 

schema. So for example we may have the simple statement;151 

 

Fig. 5:7 Alfred Gell The Art Nexus. From: Gell, Alfred. 1998. Art and Agency: an 
anthropological theory (Clarendon: Oxford). 33. 

From an Index (artwork) on the Agent (A) axis to the point at which it 

acts, in the Nexus, on an Artist on the Patient (P) axis we are able to 

consider the effect – the power – of an artwork on its creator. Gell 

says of this surprising scenario that, “in certain instances, it is an 

agency in the material of the index, which is held to control the artist, 

who is a patient with respect to this transaction.”152 As with Latour’s 

chimp-enhanced sheep, or Gentner’s solar system-enhanced coffee, an 

“offer” is made by the “index” to the “artist” to use their “difference” 

to create a new relationship. From these beginnings Gell is able to 

construct more complex and nested relationships. For example;153 

 

Fig. 5:8 Alfred Gell The Art Nexus. From: Gell, Alfred. 1998. Art and Agency: an 
anthropological theory (Clarendon: Oxford). 38. 

                                                
150 Goudge and Peirce, The Thought of C. S. Peirce. 
151 Gell, Art and Agency: An Anthropological Theory, 33. 
152 Ibid., 29. 
153 Ibid., 38. 
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The index is a crucial operator in Gell’s thesis and he claims to have 

derived it directly from Peirceian semeiosis, “an ‘index’ in Piercean 

[sic] semiotics is a ‘natural sign’, that is, an entity from which the 

observer can make a causal inference of some kind.”154 Recall that Peirce 

recognised three sign types; iconic signs, which resemble what they 

signify; indexical signs, which causally or gesturally connect to what 

they signify, and; symbolic signs, which are linked by convention to 

what they signify. For Gell it is the second of these, through its quasi-

physicality (operation through gesture or force) which gives art its 

instrumental power. He writes; 

I propose that ‘art-like situations’ can be discriminated as those in 
which the material ‘index’ (the visible, physical, ‘thing’) permits a 
particular cognitive operation which I identify as the abduction of 
agency.155 

Anthropologist Robert Layton is more direct, “there is something 

special about the index” he claims, and reminds us that, “according to 

Peirce, an index ‘necessarily has some quality in common with the 

object.’”156 In this thesis that, “quality in common” is the reactivation 

of a pre-figured homological correspondence. Architecture can act 

upon archaeology, and archaeology can act upon architecture because 

                                                
154 Ibid., 13. 
155 Ibid. 
156 Layton, "Art and Agency: A Reassessment," 454. 

they are both objects and indexes of one another, that is, they are 

homologically connected. 

Others have found flaws, or at least an evident partiality in Gell’s 

appropriation of Peirceian semeiosis. Layton, for example, notes; 

Index, icon, and symbol can therefore be ranked in order of 
decreasing usefulness to Gell. The index and icon have an intrinsic 
connection with the objects they denote, unlike the Peircian symbol, 
which depends entirely on cultural convention [...] A symbol is no 
use to Gell. An icon is also relatively unhelpful, because it is never 
identical to its prototype, a point given only minimal attention by 
Gell. 

Layton is uncomfortable with Gell’s overtly structural, instrumental, 

view of art, his dismissal of any personal role in the “process of visual 

perception.”157 This process, “is, in my assessment, both central to a 

comparative anthropology of art and irredeemably cultural,”158 but 

Gell understands these as biases and his use, and appropriation, of 

Peirce’s index is quite particular and quite deliberate. It is easy to 

mistake Gell’s focus on social agency for an ignorance of art practice 

conventionally conceived (that is as a criticism of aesthetics and the 

role of the sensing individual) an approach Gell very clearly states 

holds no interest for him in the context of Art And Agency; 

                                                
157 Ibid., 453. 
158 Ibid. 



THE ANALOGIST 
 

 242 

I propose that the category of indexes relevant to our theory are 
those which permit the abduction of ‘agency’ and specifically ‘social 
agency’.159 

Indeed, the category of the personal, for Gell, is entirely satisfied by 

the function of social agency, and the mechanism of its operation is 

abduction. 

Following the role of social agency in Gell’s Nexus, the homological 

underpinning of the relationship between architecture and archaeology 

in this thesis is also a necessity. Where the Nexus appears at first to be 

a very precise, perhaps even restrictive or reductive, device for the 

reading of art practice relations, Gell also speaks about the 

“enmeshed” and about “texture,” descriptions which are not far 

removed from Stafford’s analogical universe, or from sites of 

encounter in scandalous space. Yet the Latourian network of analogy 

described earlier, reinforced by Gell’s Nexus, for me, hardly seems to 

account for the extreme fluidity of analogical relationships available in 

scandalous space. In the concluding chapter I will argue instead for a 

felt-like, Deleuzian, paradigm of pre-Enlightenment reasoning. 

 

                                                
159 Gell, Art and Agency: An Anthropological Theory, 15. 
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SITE OF ENCOUNTER: Must Farm 
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Fig. 5:9 Alessandro Zambelli, Site Huts at Must Farm. 2012, Digital 
photograph. 

Must Farm near Whittlesey in Cambridgeshire is a significant 

archaeological site encompassing features from the Mesolithic to the 

late bronze age. It has featured in a number of popular radio and 

television broadcasts1 and in 2012 it won Best Project and Best 

Archaeological Discovery at the British Archaeological Awards. Senior 

Project Officer Mark Knight claims that; 

Must Farm is changing the way Fenland archaeology is viewed. 
Once regarded as a barren landscape with little to offer, the 
emergence of deep space archaeology is revealing artefacts that are 
surprising in both their quantity and quality.2 

On the outskirts of Peterborough, one hundred and fifty years ago, 

pits up to thirty metres deep were dug in order to access the Lower 

Oxford Clay required for the ever-popular London Stock Bricks. 

Coincidentally, and fortunately for the nascent disciplines of 

palaeontology, and subsequently archaeology, these great depths 

enabled local farmer and proto-palaeontologist Alfred Nicholson 

Leeds to extract dinosaur bones from deep, completely undisturbed, 

strata using relatively non-destructive methods; 

                                                
1 Most recently it featured on Digging for Britain, BBC Four, first shown on 3 February 2015. 
2 Mark Knight, "Must Farm: Must Read," (Cambridge: Cambridge Archaeological Unit, 2012), 
12. 
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The brick-pits made access to the deepest sediments feasible and, at 
the same time, the early methods of extraction prior to 
mechanisation were conducive to locating ‘anomalies’ in the clay.3 

The brick pits are still in use and collaboration between Hanson 

P.L.C. who, under their parent company Heidelberg Cement Group, 

run the quarry, and the Cambridge Archaeological Unit – the 

archaeologists digging just ahead of the advancing mechanical 

excavators – means that large swathes of buried Neolithic and bronze 

age inhabited landscapes are available to detailed archaeological 

investigation; 

In the fens, time covers space: it does not efface or rub away past 
occupations — instead it buries things deep. Fenland is a landscape 
that has tremendous depth as well as great breadth.4 

Deep space archaeology is different because it is invisible from the 
surface, its very depth making it impervious to disturbance, both 
now and in the past.5 

In the summer of 2012 I was invited by Lesley McFadyen of 

Birkbeck’s Department of History, Classics and Archaeology to participate in 

their Fieldschool module at Must Farm. In the three days of 

participation my aims were twofold: firstly to understand, as far as it is 

possible to understand from such a brief and partial encounter, 

                                                
3 Ibid., 5. 
4 Ibid., 3. 
5 Ibid., 4. 

something of the nature of how archaeologists excavate – to see how 

those excavations are directed and to take part in the digging itself; 

and secondly to participate in the drawn recording of artefacts if the 

opportunity presented itself. 

The excavations were run on a day to day basis by Cambridge 

Archaeological Unit; Knight and two colleagues Lizzy Middleton and 

Leane Zeki. Birkbeck Fieldschool Director McFadyen was in charge 

of the students. 

For the occasion I had bought, amongst other things, a foam kneeling 

pad and a 4” W.H.S. trowel (Figs. 5:10 & 5:11). 
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Fig. 5:10 Alessandro Zambelli, Foam kneeling pad in situ [on this occasion I used a 
pad provided by the Must Farm team]. 2012, Digital photograph. 

Fig. 5:11 Alessandro Zambelli, My hand, my W.H.S. 2010, Digital photograph. 
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Fig. 5:12 Jonathan Bateman, Trowel Biographies. 1997, 

Photograph. From: Lemke, Matt. 1997. 'Give me 
WHS or give me death!', Assemblage. Available from: 
http://bit.ly/1u4uFfP (accessed 31 December 
2015). 

 

 

Fig. 5:13 An archaeologist draws with a trowel. From: Goodwin, 
Charles. 1994. 'Professional Vision', American 
Anthropologist, 96: 606-33. 610. 

Trowels have an almost mythical status amongst field archaeologists 

who can become very attached to particular ones (Fig. 5:12),6 much as 

architects used to become attached to particular drawing pens or set-

squares; 

Some live for the flexibility of a Marshalltown and some enjoy the 
style personified in a French trowel. We say nothing is more elegant 
than a sturdy W.H.S.7 

Field archaeologists often draw with their trowels (Fig. 5:13),8 and of 

course, trowels are also a builders’ tool (recall Tim Ingold’s elision of 

architect and builder through the trowel above p.33) – a tool for 

making; allying the archaeologist even more closely, perhaps, to the 

making of buildings than the abstracted distance of the architect. The 

trowel and the foam kneeling-pad reminded me that field archaeology 

is a much more physical discipline than architecture – site visits for 

architects often involving no more than the ability to climb scaffold 

ladders and, on larger building sites, there are usually lifts providing 

access to most parts of the works. 

  

                                                
6 Matt Lemke, "Give Me Whs or Give Me Death!," Assemblage, no. 2 (1997). 
7 Ibid. 
8 Charles Goodwin, "Professional Vision," American Anthropologist 96, no. 3 (1994): 610. 

this image omitted for copyright reasons 
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The following are lightly edited excerpts from my site diary: 

Must Farm, Whittlesey 

16th July  occasional light rain 

9.30 – 4.00 

After a thorough introduction to the site by Mark, its history and 

topography, each student was given a 1m square of ground to excavate 

(Figs. 5:12 & 5:15). 

I was shown, by example, how to scrape away layers of the earth, 

identifying possible artefacts as I went and placing them in a finds tray (Fig. 

5:14), until I encountered what had already been identified elsewhere as the 

level of natural (darker) soil. 

Throughout the entire depth of my test pit (and most others) were the 

mineralised remains of worm casts and reed cases (see Fig. 5:16). 

My square was adjacent to an already excavated area identified by Lesley as 

the location of a middle-Neolithic area of ‘tree throw’. That is, a tree had 

fallen over ‘throwing up’ soil from underground over what would have 

been the existing topsoil at the time, so locally inverting the expected order 

of soil deposit (Fig. 5:16 again). That this unexpectedly darker soil formed 

an arc was indicative of a tree throw. 

Lesley explained the process of and the evidence for the tree throw on a 

number of occasions, at one point demonstrating through drawing with her 

trowel directly into the soil to highlight features. 

From time to time Mark or Lesley would go through the contents of each 

student’s finds tray identifying which objects were ‘real’ and so artefactual 

and those which were not and therefore natural, and to be discarded. 

During the course of the day I found some small pieces of worked flint. 

 

Fig. 5:14 Alessandro Zambelli, Finds Tray with flint 
fragments. 2012, Digital photograph. 
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Fig. 5:15 Alessandro Zambelli, Test Pits at Must Farm [my pit is in the foreground]. 
2012, Photomerged digital Photographs. 
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17th July  overcast then sunny 
9.30 – 4.00 

In the morning I continued with the excavation of my test pit, finding 

some more pieces of worked flint. 

After lunch I was offered the chance to survey and draw an artefact on the 

other side of the site exposed earlier in the week by a Birkbeck student. 

The survey was directed by Cambridge Archaeological Unit archaeologist 

Lizzy Middleton. 

The artefact was an approximately 800mm long twisted piece of timber 

crudely worked to a rough point at one end. It had been dated 

stratigraphically to the Middle-Neolithic and was part of a series of 

features, including evidence of a line of thinner fence-posts and a 

‘monument’, all found in the immediate vicinity (Fig. 5:17). The ‘stake’ was 

still in situ when it was surveyed and was periodically sprayed with water to 

delay its deterioration. 

Lizzy fixed a line with a peg into the vertical face of an adjacent test pit, ran 

it across the front of the stake and fixed its other in a similar fashion. A 

datum was fixed on the line and a little to the left of the stake. Lizzy read 

off dimensions above and below the line, at fixed distances along it, to 

significant features of the stake which I plotted, first simply as dots, on to 

the sheet of Permatrace waterproof graph paper. 

Once the outline of the stake had been filled in, along with its more 

significant structural elements, we discussed what kinds of additional 

features should be shown and possible graphic techniques for the 

illustration of those features. Three principal features were identified and 

graphic techniques adopted for each of them: worked faces; charring; sand 

encrustation. In each case I decided what the graphic convention would be, 

Lizzy advising as to any conflicts with standard archaeological conventions.  

In particular the dotted hatching I used for the sand is often used to 

indicate stone artefacts, but because of the context, the likeness of the 

hatch to the sand itself but principally because of the inclusion of a key to 

graphic techniques, we agreed that it would work and could stand. 

As we were completing the survey Mark came to look at the drawing and 

the stake. The intense scrutiny required in making a survey meant that the 

parts of the stake which Lizzy identified as being charred were more 

obvious than they had previously been. In addition whilst drawing the stake 

its surface had become quite dry making the darker patches more 

prominent still. Mark, viewing the stake when it had once again been 

moistened, was less certain that the dark patches were evidence of burning 

than Lizzy had been. 

Once the survey had been completed I returned to my test pit and carried 

on excavating it for the rest of the day. 
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Fig. 5:16 Alessandro Zambelli, Area of “tree throw” at Must Farm. 2012, 
Digital Photograph. 

18th July  cloudy but dry – later heavy rain becoming thundery –  
  excavation abandoned because of electrical storm 

9.30 until abandoned 

In order to clear the group of test pits amongst which I was working the 

team in that area sped up. In particular I started taking less care than I had 

previously in identifying potential artefacts. In retrospect I think there was 

a general feeling that the group of pits, with the exception of a pit at the 

opposite end of our group which yielded a post (which subsequently 

proved to be part of a line of posts), 9 had given up all they were going to. 

As Mark Knight developed excavation strategy on the spot, reacting to the 

things found and not found, so I witnessed the archaeological production 

of culture and histories through discursive processes. Deciding whether 

such and such piece of wood was an artefact, what kind of artefact it was, 

what processes and practices were evidenced by it, whether it had been 

burned or not, were all small but potentially significant creative moves as, I 

would argue, cultures and artefacts were being designed. 

Two modes at least of drawing were used; one as a pedagogical tool – a 

WHS 4” trowel employed to inscribe into the medium of the soil itself and 

the more straightforward recording of an extant artefact by pencil on 

paper. In both cases the drawing tools were used as part of a design 

process which included discursive elements – marks would be made, 

perhaps revised, discussed and knowledge produced. 

                                                
9 Post-excavation note. 
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In both the Institute of Archaeology classes of 2010 and the Must 

Farm excavation of 2012 my presence and role were difficult to 

classify. In particular the status of my drawing of the stake – now in 

the archaeological archive of the project along with drawings made by 

archaeologists – is a curious one. After the event I asked Lizzy 

Middleton what kind of drawing she thought I had produced; did she 

even think of it as an archaeological drawing? She replied; 

I often think about the way you represented the stake and the 
different styles in which [...] we showed the ‘burning’ and facets and 
features upon the wood.10 

Firstly I would say that your drawing is definitely an accurate ‘field 
drawing’, maybe with a little architectural flare! 

So I would say your stake is a very accurate ‘field drawing’, it 
definitely fits into this bracket, with the main criteria for such being 
- conveying the archaeology honestly 
- showing the archaeology cleanly and clearly, almost keeping it 
quite simplified.11 

I had also asked Lizzy about the immediacy of archaeological field 

drawings compared with the kinds of drawings which architects might 

make. In her reply she emphasised this speed and immediacy; 

I think on the whole, archaeologists seem to think that when on site 
its important to get all the information down on the plan and then 

                                                
10 Lizzy Middleton, personal email communication, 30th November 2012 
11 Lizzy Middleton, personal email communication, 20th January 2013 

when it goes back to the office, to the graphics department, that’s 
where it will be digitised and made ‘pretty.’ However I think a lot of 
us feel that when on site you’re seeing the artifact at its best, it’s 
freshly exposed and it will never look as good again, [...] the objects 
will inevitably deteriorate and with wood in particular, chop marks 
or features upon it may be lost over this time period. I think that’s 
why on the whole we try to draw it straight away as well as we can, 
using the conventions.12 

She admitted that there were exceptions to the absolute priority given 

to speed; 

On site the priority is to get the information down accurately and 
clearly - if you make it aesthetically pleasing then this is a bonus in a 
way. With Must Farm the sort of drawing opportunities we 
encounter are a bit of an exception and it certainly isn’t the usual 
type of recording (being waterlogged wood). Therefore it has given 
us the opportunity to exercise different techniques and enabled the 
show of artistic skill. Another example would be when planning 
skeletons – this too would be a rarer occurrence to the everyday 
recording.13 

Clearly Must Farm is an exceptional site as evidenced by the awards it 

subsequently won. 

Recalling a conversation I had had with archaeologist Dominic Perring 

some years earlier when he had expressed surprise at my 

characterisation of the single context plans he was showing me as 

                                                
12 Lizzy Middleton, personal email communication, 30th November 2012 
13 Lizzy Middleton, personal email communication, 20th January 2013 
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‘austerely beautiful,’ I pressed Lizzy on the issue of drawing quality 

asking, perhaps naively; 

When architects draw, even technical drawings, there is always a 
compulsion to make them as beautiful as they can be – that may 
simply mean drawing as clearly and simply as possible. I’m not sure 
that archaeologists, by and large, think of their drawings in this 
way.14 

And got the reply I deserved; 

I think, personally, I do take great pride in how I draw and represent 
whatever I’m recording on site, whether it be a wooden artifact or 
feature or a section of a pit. However some things would make me 
want to spend more time on, depending on its importance. For 
example the Must Farm boats I would spend quite a while getting 
just right, where as a stake I would just do as quickly as possible. 
Having said that I would still want it to look good!15 

My brief participation in the Must Farm Excavation had been long in 

the planning – I needed an excavation where I was not simply 

volunteer labour and which was also run as a training dig but at a 

somewhat more advanced level than other kinds of common training 

event. McFadyen wrote of it; 

Birkbeck students are older than those from other universities, and 
many of them do want to become practising archaeologists, so I 

                                                
14 Alessandro Zambelli, personal email communication with Lizzy Middleton, 24th November 
2012 
15 Lizzy Middleton, personal email communication, 20th January 2013 

have designed the field school so that it gives them a bit more of a 
head start over other students (it is not just training, it is work 
experience).16 

Must Farm has not been the last ‘tack’ in my transdisciplinary journey 

towards something like archaeology, from something like architecture. 

Papers delivered at Theoretical Archaeology Group conferences at 

Chicago17 and at Bournemouth are also ‘tacks’ in this thesis (see Fig. 

1:1). Yet Must Farm was significant for its connections, not just with 

academia, but also with commercial archaeology. It was also 

significant for me, for the lodging of my drawing – a drawing by an 

architect – in the project archive (Fig. 5:18). As I suggested above 

architects are regular contributors to large archaeological projects, but 

their work is the multidisciplinary product of their typical role as 

consultant or interpreter, and is rarely viewed as archaeology. For 

example, even on a project which spreads its disciplinary net as far as 

that at Çatalhöyük, no architect has been involved in recent years.18 

                                                
16 Lesley McFadyen, personal email communication, 24th January 2013 
17 Presented through Google Groups from Southampton University Department of Archaeology. 
18 Interesting and innovative architectural analysis has been undertaken at Çatalhöyük. See for 
example; Serena Love, "Architecture as Material Culture: Building Form and Materiality in the 
Pre-Pottery Neolithic of Anatolia and Levant," Journal of Anthropological Archaeology 32(2013). 
or; M.Z. Barański, "Back to Mellaart a Area: Survey on Late Neolithic Architecture," 
Çatalhöyük 2013 Archive Report (2013)., but “Field Team” rosters from between 2003 and 2014 
list no one working on architectural issues who holds an architectural qualification or who 
describes themselves as an architect;   Ian Hodder, "Field Team,"  
http://www.catalhoyuk.com/team/. 
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Together, the tacks made at these particular sites of encounter define a 

space for interdisciplinary practice both between and within (the 

disciplines of archaeology and architecture) within because the 

influence of disciplinary ripples recede infinitely from strong 

professionalised centres. In Fig. 1:1 this space is labelled ‘London 

Stone Reconstructed.’ Thus defined, this scandalous space is made 

available for other, more specifically directed, interdisciplinary work. 

Identified as powerful common features between these disciplines, 

design and reconstruction provide the tools for the work to be 

attempted in the following chapter. 
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Fig. 5:17 Alessandro Zambelli, Partially excavated stake. 2012, Digital photograph. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5:18 Alessandro Zambelli, Measured drawing of bronze age stake. 2012, 
Photocopy, pencil on Permatrace. Measurements [and much 
advice]: Lizzy Middleton, Cambridge Archaeological Unit. 
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Fig. 5:19 Opposite: Fin Fahey, The current enclosure to London Stone, 111 Cannon Street, 
London. 2005. Digital photograph. Available from: Creative Commons, 
http://bit.ly/1JLC7B0 (accessed 31 December 2015). 
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In a niche at low level behind a decorative grille facing the road at 111 

Cannon Street, London, and built into its wall is London Stone (Fig. 

5:19). 

London Stone is an artefact of oolitic limestone whose manufacture 

may date from Roman times.1 And yet it is scarcely an ‘archaeological’ 

artefact at all, since almost no work of that category has ever been 

done upon it, set adrift, as it has been, from its ancient physical 

contexts.2 Indeed, the work that has been done in connection with the 

Stone which most closely approximates archaeological practice is 

much more like what might be categorised as historical practice. E. H. 

Carr would have seen this as a positive attribute, for him, 

“archaeology, epigraphy, numismatics, chronology” are mere 

“’auxiliary’ sciences of history.”3 Africanist historian and 

anthropologist Jan Vansina more conventionally characterises the 

differences thus, “most historians deal with written or oral messages. 

Most archaeological findings document situations, while historians 

often focus on sources which document events.”4 Those that have 

attempted to describe London Stone have tended to treat it as if it 

were such an “event,” a prolonged event recorded in words and 

                                                
1 Clark, "Jack Cade at London Stone." 
2 Except in an oblique way by Peter Marsden (see Fig. 7:5). 
3 Carr, What Is History?: The George Macaulay Trevelyan Lectures Delivered in the University of 
Cambridge January-March 1961, 11. 
4 Jan Vansina, "Historians, Are Archeologists Your Siblings?," History in Africa 22(1995): 370. 

sometimes in drawings or photographs. The only visual reconstructive 

work of the site – now largely under Cannon Street Railway Station – 

was done in the 1960s by archaeological illustrator Alan Sorrell.5 At 

that time the remains were thought to be the palace of the Roman 

Governor of London. In Fig. 6:1 Sorrell shows what it might have 

looked like. 

Towards the top left of the illustration Sorrell has sketched in an 

entrance to the ‘Palace’ complex. A close up of that entrance in Fig. 

6:2 reveals it to be a generic triumphal arch with, it seems to me, a 

mixture of the characteristics of the Arches of Titus and Constantine 

in Rome. Here, Sorrell makes an educated guess as to the appearance 

of those entrance structures since very little of the Roman buildings 

have been found and plotted, and nothing at all of its entrance 

sequence or, perhaps, as I shall go on to explain, only a very small 

piece of it; the fragment known as London Stone. 

  

                                                
5 Alan Sorrell, Roman London  (London: B. T. Batsford, 1969). 
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Fig. 6:1 Alan Sorrell, Palace of the Roman Governor [view looking North towards 
Cannon Street just beyond the building in the middle ground]. 1969. 
From: Sorrell, Alan. 1969. Roman London (B. T. Batsford: London). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6:2 Alan Sorrell, Palace of the Roman Governor [view looking North towards 
Cannon Street just beyond the building in the middle ground - detail]. 
1969. From: Sorrell, Alan. 1969. Roman London (B. T. Batsford: London). 
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The chapter title page (Fig. 5:19) shows the display niche on Cannon 

Street that has housed London Stone since October 1962.6 The area 

around Cannon Street Station was extensively bombed during the 

Second World War but in the decade before its redevelopment City of 

London archaeologist Peter Marsden was able to record various 

features that were still to be found (Fig. 6:3).7 

 

Fig. 6:3 Peter Marsden, General plan of excavated areas at Cannon Street Station. From: 
Marsden, Peter. 1975. 'The Excavation Of A Roman Palace Site In 
London, 1961-1972', Transactions of the London and Middlesex Archaeological 
Society, 26: 1-102. 

                                                
6 Clark, "Jack Cade at London Stone," 177. 
7 Peter Marsden, "The Excavation of a Roman Palace Site in London, 1961-1972," 
ibid.26(1975). 

A larger scale, more speculative drawing (Fig. 6:4)8 however, shows a 

feature near, or at, the probable entrance to the complex and which 

Marsden has labelled, “site of London Stone.” 

London Stone has proved to be something of an embarrassment to 

those disciplined professionals who might otherwise have claimed 

ownership over its cultural presence. It is difficult to account for 

archaeologically since techniques of cut and cover, employed in the 

building of the Inner Circle Line in 1884, directly underneath Cannon 

Street, would have swept away any and all of the Stone’s ancient 

contexts. Neither is the Stone comfortably an architectural artefact 

even though, since the early nineteenth-century, architects and their 

developer and contractor-clients have attempted to incorporate it into 

the buildings which have hosted it. Indeed the Stone and its 

immediate enclosure are listed by English Heritage as Grade II*9 a 

category usually reserved for historically significant buildings or 

recognisable fragments of buildings, rather than the Scheduled Ancient 

Monument designation, an alternative category intended for 

archaeological sites and objects.10 

  

                                                
8 Ibid., 64. 
9 English Heritage., "Heritage Listing: London Stone," English Heritage, http://list.english-
heritage.org.uk/resultsingle.aspx?uid=1286846. 
10 Planning (Listed Buildings and Conservation Areas) Act 1990. and;   Ancient Monuments and 
Archaeological Areas Act 1979. 

this image omitted for copyright reasons 
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Fig. 6:4 Peter Marsden, Detailed excavation plan at Cannon Street Station. From: 
Marsden, Peter. 1975. 'The Excavation Of A Roman Palace Site In 
London, 1961-1972', Transactions of the London and Middlesex Archaeological 
Society, 26: 1-102. 
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Plans for its incorporation into new buildings proposed for the site 

have been fraught. The Stone’s status for heritage professionals is 

even more confused; the verifiable history of London Stone is scanty 

and interwoven with mythologies both ancient and recently fabricated. 

Very few have been able to agree, for example, on the form or content 

of the textual information adjacent to the Stone. Should a new 

housing be designed for it? Perhaps it should be reconstructed to 

resemble one, or some, of its earlier recorded settings? Or perhaps 

nothing should be done – it is, after all, a rather unlovely lump of rock 

with little discernible evidence of its original form. Since this thesis 

argues that design and reconstruction are closely inter-related forms of 

propositional making – that they manifest, in common, essential 

drives and ambitions – a reconstruction of London Stone would, then, 

also be a design. In this view even to do nothing, when commentators 

and heritage professionals alike publicly and loudly decry the modest 

and uncared-for state of the Stone and its setting,11 would also be 

propositional. This is not to argue that ‘doing nothing’ is a category of 

propositional making in its own right, rather that choosing not to 

design in the insistent face of the forces of regeneration and 

redevelopment, or not to reconstruct because that would close off a 

                                                
11 See for example:  John Yeomans, "What's Happening with London Stone?," Londonist 
[online] 2012. or;   Sean Coughlan, "London's Heart of Stone," BBC, 
http://news.bbc.co.uk/1/hi/magazine/4997470.stm. and;   GVA and Purcell Miller Tritton 
LLP, "London Stone Relocation: Pps5 Statement," (London2011). 

myriad of unchosen possibilities, are nevertheless options with the 

force of propositional consequence. 

The rest of this chapter, therefore, is devoted to making speculative 

reconstructions of London Stone through the twinned practices of 

design and reconstruction and, in terms of this thesis, as key elements 

in my practice-led design research. Navigating from architecture, as I 

necessarily must, I have chosen to call these speculative experiments 

‘reconstructions’ to emphasise the disciplinary shift I have been 

making towards archaeology. 

These reconstructions make use, not just of architectural knowledge, 

tools, techniques and associated practices, but also the undisciplinary 

tools and techniques described above, to reveal and use the latent 

reconstructive practices of architecture and design practices of 

archaeology. They will be designs; speculative reconstructions of the 

artefact of which London Stone was, and will, be part. These 

categories of reconstruction have been developed out of my 

architecturally-centered response to the tools, techniques and practices 

of archaeology as I have become acquainted with them during the 

course of my transdisciplinary journey outwards from architecture. 

That research has sometimes been desk-based, sometimes more 

physical, and the range of reconstruction types discussed below 

reflects this. It is not an exhaustive list, instead it represents those 

forms of reconstruction which I found most readily ‘offered,’ in the 
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sense Barbara Stafford uses for Bruno Latour’s ‘proposition,’ “an 

invit[ation]” for architecture and archaeology “to relate in a new 

manner,” where both “diverge from their customary paths to venture 

onto territory which, although it appears foreign from each of their 

unique vantage points, nonetheless belongs to an interdependent 

existence.” 12 That is to say, the categories or types, and their contents, 

have changed over the course of writing this thesis and they will, no 

doubt, continue to change. 

The reconstructions, therefore, fall into a series of types which I have 

characterised in the annotated list below. Fuller summaries of each 

category will begin each section proper: 

Chronotopic Reconstruction 

The chronotope is used as a tool for making reconstructions; specific 

resemblances across architectural and archaeological tools, techniques 

and events are identified regardless of their place in time or 

chronological sequence. Chronotopic reconstructions are mappings of 

these discrete instances made through Bakhtinian temporal 

“thickening” accompanied by spatial, “charging” “responsive” to that 

thickening – that is, time thickened with, “plot and history.”13 

                                                
12 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 183. 
13 Bakhtin, The Dialogic Imagination: Four Essays, 84. 

Choreographic Reconstruction 

London Stone is characterised by the relative stability of its location 

with, however, periodic oscillations around that location. Detached 

from its point of origin it slowly roams Cannon Street. Retracing its 

steps, this form of reconstruction maps the presences, absences and 

movements of the artefact. 

Instrumental Reconstruction 

The nature of any reconstruction or design is dependent upon the 

tools used to make it. Instrumental Reconstruction is not so much a 

category in its own right as it is a description and a method pertinent 

to all other categories. 

Chimaeric Reconstruction 

A form of reconstruction where fragments of disparate and apparently 

unconnected provenance are juxtaposed, the catalyst for their 

generation of meaning as a whole is provided by their context. Here, 

London Stone is reconstructed, through drawing, from those contexts 

themselves. 
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These reconstructions are propositional; like designs they draw on and 

gather together fragments, as we have seen in Michael Shanks, Mike 

Pearson and Christopher Tilley above,14 for their performance in the 

present. The conclusion in the next chapter contains a final 

reconstruction called (tautologically for emphasis) A propositional 

reconstruction. 

                                                
14 See p.49 above:  Pearson and Shanks, Theatre/Archaeology. and;  Shanks and Tilley, Re-
Constructing Archaeology: Theory and Practice. 

CHRONOTOPIC RECONSTRUCTION 

I introduced the idea above that the drawing instruments of 

architecture, archaeology and antiquarianism, and the drawings made 

with them may be used as chronotopic devices to calibrate their 

divergence, in terms of practice, from each other, making possible an 

alternative narrative for the development of those disciplines. I have 

organised a number of these “fleshed out”15 moments across a four-

and-a-half-metre long fold-out Chronotopic Chart (see Fig. 6:5). The 

Chart has inter alia enabled the analysis and development of the 

category of the ‘undisciplined’ already set out above in 3. Undiscipline 

and suggests chronotopic connections between other categories not 

yet developed. These chronotopes (including the undisciplined types), 

with one exception described below, are numbered 1 to 11. This is not 

an exhaustive list; it simply marks the point at which the density of the 

Chart began to make its use unwieldy. Indeed, the eleven chronotopes 

selected may already have exceeded that condition. 

The Chronotopic Chart is ordered chronologically beginning at the 

top with the earliest (though contested) instance of an orthographic 

plan (Fig. 6:6),16 and concludes at the bottom with images made using 

near-contemporary 3d C.A.D. software (Fig. 6:7). Along the left-hand 

                                                
15 Bakhtin, The Dialogic Imagination: Four Essays, 208. 
16 Stephanie Meece, "A Bird’s Eye View - of a Leopard’s Spots. The Çatalhöyük ‘Map’ and the 
Development of Cartographic Representation in Prehistory.," Anatolian Studies 56(2006). 



LONDON STONE RECONSTRUCTED 
 

 265 

side are texts describing chronotopic categories whose colour-coding 

relates to the highlighted images in the body of the chart. 

The images might, broadly and in columns, be categorised into; 

drawing instrument, drawing and event. Earlier versions of the chart 

were sharply divided into these three columnar categories, but this 

division has softened in subsequent versions as images have shifted, 

the better to graphically connect them whilst retaining a minimum 

degree of legibility. However, broadly, from left to right, these 

categories still obtain. Across the Chart, therefore, the occurrence of 

conditions pertaining to each discipline through ‘events’ – for 

example, the statutes or charters to which that discipline is subject – 

and the consequent professionalisation of that discipline, including 

drawings which reflect particular attitudes both internal and external 

to the discipline, is mapped against the kinds of drawing being made 

and used at that time, but also against the set of graphic conventions 

and projection types available (or allowable). The Chart may be further 

used to examine how these parallel developments in tools, techniques 

and practice reflect and influence those aims of architecture and 

archaeology that are professed and, at the same time, occluded: how, 

in this thesis, these are reflected in the curious history, and pre-history, 

of London Stone. 

Although I have not used the Chart to explicitly explore this yet, I will 

be able to use it to test the hypothesis, developed elsewhere in this 

thesis, of the interconnectedness of tool, technique and event. It will 

be employed to investigate the claim that the centralising aims and 

protectionism of design professions, as professions, including 

archaeology, with all the legal paraphernalia associated with 

professionalisation, have not gone uncontested. The Chart will be 

used to explore the idea that the less readily politically controllable 

developmental trajectory of the tools of architecture and archaeology, 

have significantly influenced professional structures. This nexus of 

influences has, I would argue, had a profound effect on the status and 

presence of London Stone (and other such sui generis artefacts); a 

professionalised discipline with a policed centre makes no allowance, 

provides no space, for the uncategorisable, the taboo, the scandalous. 

 

 

 

 

Fig. 6:5 Overleaf [p.266]: Alessandro Zambelli, Chronotopic Reconstruction 
[photograph of fold-out chart - version originally printed for the Moves of 
London Stone tour]. 2013, Inkjet on paper bound in cardboard, 445.5 x 42 
cm. 

Fig. 6:6 Overleaf [p.267]: Alessandro Zambelli, Chronotopic Reconstruction [excerpt 
from top of chart]. 2015, digital version. 

Fig. 6:7 Overleaf [pp.268 and 269]: Alessandro Zambelli, Chronotopic Reconstruction 
[excerpt from bottom of chart]. 2015, digital version. 
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The selection of images used is highly partial. They represent that set 

of images which I had consulted in the pursuit of my research and 

saved electronically up to March 2012 when I conceived (a quite 

different looking, tabular, version) of this chart as a method of both 

storing those images and then using them to construct narratives 

through them. My use of the term ‘chronotope’ to describe these 

narrative groupings came later (Fig. 6:8 shows one chronotope 

isolated for clarity). Very few images were added after the date above 

and this ‘artificial’ cut-off date is reflected in the fact that, for example, 

the ‘undisciplined’ chronotopes developed in the body of this thesis 

include more, and different, images to those found in the Chart which 

spawned them. 

The chronotopic bands were coloured quickly and to aid legibility. 

The shapes of the bands were also drawn rapidly and adjusted only to 

aid the visibility of the images themselves.17 Many images are partially 

obscured but, since the purpose of the Chart was, foremost, to aid the 

making of chronotopic connections, obscured images could, in its 

electronic version, be quickly revealed and the references for those 

images accessed. To the left of the Chart is an unnamed, grey-

coloured, chronotope containing key representations of London 

                                                
17 In retrospect it is clear to me that the form of the bands owes much to the graphic quality 
of Charles Joseph Minard’s chart of 1869 describing Napoleon’s losses in Russia, mapped 
against time and temperature, reproduced in; Edward R. Tufte, The Visual Display of 
Quantitative Information  (Cheshire, Conn.: Graphics Press, 1983), 41. 

Stone. This was added late in the process of constructing the Chart 

and, although the addition of this narrative is, in retrospect, an 

obvious, even inevitable, move, it, and its connection to the other 

images, remains unexplored. 

The series of figures below (Fig. 6:8) describe how the Chart may be 

used to establish and describe one chronotope which I have called 

‘The Occasional Rise of Automation.’ Selected here because it is 

particularly rich with instances of tool, technique and event, and 

because it does not already feature in 3. Undiscipline above. 
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Fig. 6:8 Overleaf: Alessandro Zambelli, Chronotopic Reconstruction [chronotope 6. 
isolated]. 2015, Digital version. 

  



LONDON STONE RECONSTRUCTED 
 

 272 

  

272 
 



LONDON STONE RECONSTRUCTED 
 

 273 
273 
 



LONDON STONE RECONSTRUCTED 
 

 274 

CHOREOGRAPHIC RECONSTRUCTION 

Although the extraordinary ordinariness of London Stone is central to 

its story, the ‘choreographic’ here is not Allan Pred’s all-encompassing, 

“choreography of existence”18 but owes more to William Forsythe’s 

observation that, “historically choreography has been indivisible from 

the human body in action”19 but that now, for him, “choreography 

and dancing are two distinct and very different practices” and then 

asks “is it possible for choreography to generate autonomous 

expressions of its principles, a choreographic object, without the body 

[...] What else, besides the body, could physical thinking look like?”20 

London Stone is now approximately eighteen meters from its 

probable, original, Roman location having moved at least six times 

since its foundation. It is also six metres above Roman street level, a 

datum coinciding almost exactly with the floors of the underground 

trains passing directly below. A choreographic reconstruction maps 

these presences, absences and movements and the changing of the 

Stone’s various contexts chronologically. By the time of its first 

written mention in the early tenth or possibly early, but more likely 

late, twelfth-century in connection with either Æthelstan, King of 

                                                
18 Allan Pred, "The Choreography of Existence: Comments on Hägerstrand's Time-
Geography and Its Usefulness," Economic Geography 53, no. 2 (1977). 
19 William Forsythe, "Choreographic Objects," in William Forsythe and the Practice of Choreography: 
It Starts from Any Point, ed. Steven Spier (Abingdon: Routledge, 2011), 91. 
20 Ibid. 

England or Henry Fitz Ailwin, the first mayor of London, 

respectively,21 it had found itself surrounded on all sides by the ever-

widening Cannon Street. A hazard to traffic, the Stone was first 

encased in the seventeenth-century. Burned and reduced in the Great 

Fire it was moved, and moved again, bombed and then moved twice 

more, ultimately to be put behind glass and grille. 

Over the centuries a loose and largely oral collection of folkloric 

fragments began to cleave to it, culminating in 1882 with what became 

a much repeated mythic fabrication tying the fate of the Stone to the 

fate of the City and their (Stone and city) origins in Brutus’s flight 

from Troy.22 As the myths grew so the Stone gradually disappeared 

from view, hidden in plain sight. Forgotten and displaced, it had 

become, and remains, all but invisible. It is the very invisibility of 

London Stone, the accidental removal of its “ocularcentrism”23 which 

I attempt to recover for the visual and recast through the re-

enactment of its choreography and through the performance of the 

texts which have become its contexts. 

                                                
21 John Clark, "London Stone: History and Myth," (Unpublished Draft2015), 14-16. 
22 "Jack Cade at London Stone." 
23 Julian Thomas, "On the Ocularcentrism of Archaeology," in Archaeology and the Politics of 
Vision in a Post-Modern Context, ed. Julian Thomas and Vitor Oliveira Jorge (Newcastle upon 
Tyne: Cambridge Scholars Publishing, 2008). 
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In 2006 in The Uses of Heritage, Laurajane Smith coined the term 

“authorized heritage discourse”24 to describe how discussion 

surrounding issues of heritage is commonly and normatively used to 

“naturalize certain ideas about the immutable and inherent nature of 

the value and meaning of heritage.”25 Instead, what heritage should be 

doing, according to Smith, “is intersect with a range of values and 

identities, and subsequently play a part in their validation, negotiation 

and regulation,”26 and that, “the process or moment of heritage is [...] 

critically active and self-conscious.”27 The Moves of London Stone tour, 

through a short guided walk, attempts to engage, therefore, in a 

“critically active” register – not directly with its misplaced, occluded 

object, the Stone itself – but with its movements or, as Tim Brennan 

might term them, its “manoeuvres.”28 Simultaneously this ‘tour’ takes 

as central Phil Smith’s view of heritage space (just, as we have seen 

above, with Shank’s view of archaeological space) that it is “always in 

the process of being produced.”29 

Smith identifies three broad categories of arts-practice-based walking; 

the “European psychogeographical ‘drift,’” the largely American class 
                                                
24 Laurajane Smith, Uses of Heritage  (London; New York: Routledge, 2006), 6. This term is 
commonly abbreviated to AHD. 
25 Ibid. 
26 Ibid. 
27 Ibid., 7. 
28 Tim Brennan, "The Manoeuvre," Visual Studies 25, no. 1 (2010): 81. 
29 Phil Smith, "Walking-Based Arts: A Resource for the Guided Tour?," Scandinavian Journal of 
Hospitality and Tourism 13, no. 2 (2013): 105. 

of “landscape interventions,” and a tradition derived from “the rise of 

non-functional walking in Europe in the late eighteenth and early 

nineteenth century,”30 which he situates within the Romantic 

movement. Furthermore, according to Smith the ‘drift’ category is 

“the principal touchstone”31 for all other categories, reaching its 

apogee in the mid-twentieth-century “ludic” urban practices of the 

Lettrists and Situationists. This ludic tradition is preserved, he argues, 

in the pyschogeographic touring of Will Self and Iain Sinclair. This 

tradition is maintained, he further argues, in contemporary 

participatory walking and touring practices, exemplified by Townley 

and Bradby,32 Carl Lavery and Dee Heddon (Smith’s erstwhile 

collaborators),33 and in the work of Gail Burton, Serena Korda and 

Clare Qualmann,34 all reifiers of the everyday. More pertinently, 

perhaps, for my performance of the Moves of London Stone is the highly 

structured, observational and, I would argue, much more politically 

motivated work of Francis Alÿs in his Seven Walks35 suite of projects, 

                                                
30 Ibid., 106. 
31 Ibid. 
32 For example at:   “Abide: interventions and performances to re-enchant idle sites of 
Ipswich, 2006” or;   The Bowthorpe Experiment, 2011.   
http://www.axisweb.org/p/townleyandbradby/ 
33 Deirdre Heddon, Carl Lavery, and Phil Smith, Walking, Writing and Performance: 
Autobiographical Texts  (Bristol: Intellect Books, 2009). 
34 For example:   Gail Burton, Serena Korda, and Clare Qualmann, "Walkwalkwalk: An 
Archaeology of the Familiar and the Forgotten,"  http://www.walkwalkwalk.org.uk/. 
35 Francis Alÿs, "Seven Walks," Artangel, 
http://www.artangel.org.uk/projects/2005/seven_walks. 
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in the fictional dramas of Janet Cardiff’s “audio walks,”36 but also in 

Jane Rendell’s scripted plays of interwoven casts of the living, dead 

and fictional in Walking Backwards through Brassaï and in Walking to 

Wapping/Walking through Angels.37 The sense of the bathetic, important 

in the Moves of London Stone tour might alternatively also find its origins 

in, as Smith describes it, the “substitution of quotidian for iconic 

space and a riffing on the tropes of the guiding script,” in Fluxus-

organised tours, in the mid-1970s, of “neglected” New York, 

satirically performed by Yoko Ono, Nam June Paik and others.38 

My performance of, The Moves of London Stone, was a critical guided 

tour which took place during the afternoon of Friday, 18 October, 

2013 (Figs. 6:9 & 6:10) and whose object was the bathetic re-

enactment of the Stone’s on-going, imperceptibly slow (and highly 

local) journey. 

  

                                                
36 For example: Janet Cardiff, "The Missing Voice: Case Study B "  
http://www.cardiffmiller.com/artworks/walks/missing_voice.html. 
37 Jane Rendell, "Walking Backwards through Brassai,"  
http://www.janerendell.co.uk/walks/walking-backwards-through-brassai. and:   "Walking to 
Wapping/ Walking through Angels,"  http://www.janerendell.co.uk/walks/walking-
backwards-through-brassai. 
38 Smith, "Walking-Based Arts: A Resource for the Guided Tour?," 110. 
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Fig. 6:9 Alessandro Zambelli, The Moves of 
London Stone tour [invitation]. 2013, 
Digital and inkjet print on paper. 
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Fig. 6:10 Eleanor Suess, The Moves of London Stone tour [stills from footage]. 2013, 
Digital film. Montage of film stills: Alessandro Zambelli. 



LONDON STONE RECONSTRUCTED 
 

 279 

Following Brennan this “manoeuvre” or “walk-work of imagination”39 

was a “manipulation of the guided-walk form.”40 Specifically, this 

“discursive performance,” included the “recitation of quotations to 

targeted groups of participant walkers at various intervals.”41 Though 

involving less audience participation than Brennan’s work typically 

does, and certainly less than the extreme participatory strategies of 

Townley and Bradby,42 it very much adhered to Brennan’s notion and 

desire that the “collision of textual fragments [...] conspire to arrive as 

the cultural surfacings of a place.”43 

The following text, therefore, was performed by me, accompanied by 

my invited guests, during The Moves of London Stone tour. The images 

are either from the tour booklet (Fig. 6:11) or were exhibited at the 

Guildhall Library immediately after the tour. 

 

 

Fig. 6:11 Alessandro Zambelli, The Moves of London Stone tour [guide cover]. 2013, 
Inkjet print on paper, staple bound. 

                                                
39 Brennan, "The Manoeuvre," 81. 
40 Ibid., 80. 
41 Ibid. 
42 For example at: “Abide: interventions and performances to re-enchant idle sites of Ipswich, 
2006” or;   The Bowthorpe Experiment, 2011.   
http://www.axisweb.org/p/townleyandbradby/ 
43 Brennan, "The Manoeuvre," 80.  
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PRELUDE: ORIGINS TO ENCASEMENT 

It will be remembered that the other day an effort was made to “move on” 
Mrs. Rebecca Daisy, the old woman who keeps a sweetstuff stall on the 
pavement close to St. Swithin’s Church, in Cannon Street. __________44 

The Stone before the Fire of London, was much worn away, and as it were but a 
Stump remaining.  But is now for the Preservation of it cased over with a new Stone 
handsomely wrought, cut hollow underneath so as the old Stone may be seen, the 
new one being over it, to shelter and defend the venerable one. __________45 [...] 
some have supposed [it] to have been British; a stone, which might have been part of 
a Druidical circle, or some such other object of the ancient religion [...] Others have 
conjectured it to be a milliary stone [...]. It seems preserved like the Palladium of the 
city... __________46 London Stone may have only survived because it was the most 
important part of London’s megalithic complex, the omphalos stone of the capital. 
__________47 

It is so sure a stone that that is upon sette, 
For though some have it thrette 
With Manases grym an grette 
Yet hurte had it none: 
Chryste is the very stone 
That the citie is set uppon, 
Which from al hys foone 
Hath ever preserved yt. __________48 

                                                
44 Anon., "The Cannon Street Stall-Keeper." 
45 John Stow and John Strype, A Survey of the Cities of London and Westminster : Containing the 
Original, Antiquity, Increase, Modern Estate and Government of Those Cities  (London ; 1720., 1720), 
200. 
46 Thomas Pennant, Some Account of London, [Another edition.] Third edition. ed. (London, 
1793). 
47 C. E. Street, Earthstars: The Visionary Landscape  (London: Hermitage, 2000), 76. 
48 Robert Fabyan, [the Chronicles of Fabyan.] Begin. [Fol. A 1, Preceded by Ten Leaves Containing the 
Heraldic Frontispiece and the Table,] Prima Pars Cronecarum. For That in the Accomptynge of the Yeres of 
the Worlde, Etc. End. Thus Endeth the Newe Cronycles of Englande and of Fraunce, Etc. B.L  
([London]: R. Pynson, 1516), 624. 

Can any of your scientific correspondents supply me with the geological character of 
the above stone, by far the most ancient monument in the city of London, and held 
by tradition to be its foundation stone? __________49 It was [...] the altar of the 
Temple of Diana, on which the old British Kings took the oaths on their accession 
...it was brought from Troy by Brutus, and laid down by his own hand as the altar-
stone of the Diana Temple, the foundation stone of London and its palladium 
__________50 [for] so long as the stone of Brutus is safe, so long shall London 
flourish __________51 When we were setting up the shop, there were cowboy 
builders here, and one of them was just about to take a chisel to the stone.  I told 
him “Woah. Stop right there”. __________52 

At length he sat on London Stone, & heard Jerusalem’s voice. __________53 

  

                                                
49 Richard [RWM] Williams Morgan, "London Stone, Cannon Street," Notes and Queries 2nd 
Series Vol.5(1858). 
50 Mor [Richard Williams Morgan] Merrion, "Stonehenge," ibid.3rd Series Vol.1(1862): 13. 
51 Anon., "London Stone," Chambers's Journal 5th Series(1888): 241-42. 
52 Coughlan, "London's Heart of Stone". 
53 William Blake, Milton. A Poem, Etc. [with Illustrations by W. Blake.]  (pl. 45. W. Blake: 
[London,] 1804 [1808?]. 1804), 4. 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:12 Copperplate map. c.1559. Museum of London. From: Clark, John. 2007. 
'Jack Cade at London Stone', Transactions of the London and Middlesex 
Archaeological Society, 58: 169-89. 172. 

Fig. 6:13 Alessandro Zambelli, The Moves of London Stone. 2013. Map based upon 
Peter Marsden, The Excavation of a Roman Palace Site in London, 1961-1972. 

this image omitted for copyright reasons 
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FIRST MOVEMENT (13th December 1742) 

And she has seen many changes. [Mrs. Daisy] can remember the 
introduction of milk chocolate and the underground railway, and many other 
things. __________54 

These, however, are but conjectures; nor can we say more, than that it is very 
singular, so much care should have been taken to preserve the stone, and so little to 
preserve the history of its origin. __________55 On the south side of this high 
street, near unto the channel, is pitched upright a great stone called London stone, 
fixed in the ground very deep, fastened with bars of iron, and otherwise so strongly 
set, that if carts do run against it through negligence, the wheels be broken, and the 
stone itself unshaken. __________56 which I take to have beene a Milliarie, or 
Milemarke, such as was in the mercat place of Rome: From which was taken the 
dimension of all journeys every way, considering it is in the very mids of the City, as 
it lieth in length. __________57 foot of it laid in Rom. Mortar (so hard as the 
workmen could scarce in 3 days beat it thro) [...] 10´ deeper than the Roman level 
__________58 

Its foundations, which were uncovered during the operations which took place after 
the great fire, were found to be so extensive that Wren, who does not appear to have 
doubted that they were Roman, was inclined to think that they must have supported 
some more considerable monument __________59 For before this it stood close to 
the edge of the kerb-stone on the same side of the street, to which it seems it had 
been removed from its original position on the opposite side in December 1742. 

                                                
54 Anon., "The Cannon Street Stall-Keeper." 
55 B. Lambert, The History and Survey of London and Its Environs : From the Earliest Period to the 
Present Time  ([S.l.]: T. Hughes, 1806), 491. 
56 John Stow and William John Thoms, A Survey of London, A survey of London, written in the 
year 1598. A new edition, edited by William J. Thoms. ed. (London, 1842 [1598]), 84-85. 
57 William Camden and Philemon Holland, Britain, or, a Chorographicall Description of the Most 
Flourishing Kingdomes, England, Scotland, and Ireland ... Written First in Latine by W. Camden ... 
Translated Newly into English by Philemon Holland ... Finally Revised, Amended, and Enlarged with 
Sundry Additions, Etc  (Londini, 1610), 423. 
58 William Stukeley, "Commonplace Book," ed. Wiltshire Heritage Museum Wiltshire 
Archaeological and Natural History Society Library, Devizes (1717-), fol.25. 
59 Stow and Thoms, A Survey of London, 84. 

__________60 That the Stone, commonly called London Stone, be placed against 
the Church, according to the churchwardens’ discretion __________61 Under what 
innovating name can we term the cause that has removed the London-stone, in 
Cannon-street, the awful informant of the antiquity of this town, some yards more 
to the East of the church? __________62 

  

                                                
60 Ibid. 
61 Vestry Minute Book, St. Swithin’s Church, May 13, 1742 in John Edward Price, A 
Description of the Roman Tessellated Pavement Found in Bucklersbury : With Observations on Analogous 
Discoveries  (Westminster: Nichols and Sons, 1870). 
62 An Architect, "Letter," The Gentleman's magazine 68 Part 2, no. 3 (1798): 765. 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:14 Alessandro Zambelli, London Stone now and then. 2013, Digital photograph 
and photomontage. Overlaid image: N. Smith. London Stone in Cannon 
Street. 1791. London Metropolitan Archives. 

Fig. 6:15 Alessandro Zambelli, The Moves of London Stone – Map of Cannon Street at 
No.111. 2013. Based upon John Rocque’s Map of London. From: A plan 
of the cities of London and Westminster, and borough of Southwark. 1746. 
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SECOND MOVEMENT (1798-1801) 

Mr. Thomas Marden, of Sherbourn Lane, printer, when that church was about to 
undergo a repair in 1798, prevailed on the parish-officers to consent that the stone 
should be placed where it still remains, after it had been doomed to destruction as a 
nuisance __________63 

the Drapers man at London-stone 
Was in your bed, and what sweet work he made 

there. __________64 Pray, Gentlemen, when was London Stone first Erected, and what was 
the design of its erection? __________65 

Soft I smell:  Oh pure Nose. 
Delio.  Wat do you smell? 
Frisc.  I haue the scent of London-stone as full in my nose, 
as Abchurch-lane of mother Walles Pasties: Sirrs feele a- 
bout, I smell London-stone. 
Alua.  Wat be dis? __________66 

  

                                                
63 Stow and Thoms, A Survey of London, 84. 
64 Henry Glapthorne, "Wit in a Constable [1639]," in The Plays and Poems of Henry Glapthorne, 
Now First Collected with Illustrative Notes and a Memoir of the Author [by R. H. Shepherd]. L.P, ed. 
Richard Herne  Shepherd (2 vol. J. Pearson: London, 1874), 193. 
65 Anon., The British Apollo, or, Curious Amusements for the Ingenious. To Which Are Added the Most 
Material Occurrences Foreign and Domestic. Perform'd by a Society of Gentlemen. [with Indexes to Vol. 1-
3.] Vol. 1. No. 1-Vol. 4. No. 20. 13 Feb. 1708-11 May, 1711  (London: J. Mayo, for the Authors, 
1708), no.104. 
66 William Haughton, English-Men for My Money; or, a Pleasant Comedy, Called a Woman Will Have 
Her Will. [by W. H.]  (1616). 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:16 Alessandro Zambelli, London Stone now and then. 2013, Digital photograph 
and photomontage. Overlaid image: Anon. The London Stone Street, 1801. 
London Metropolitan Archives. 

Fig. 6:17 Alessandro Zambelli, The Moves of London Stone – Map of Cannon Street at 
No.111. 2013. Based upon Horwood and Faden’s surveys 1799-1819. 
From: Horwood, Richard, Paul Laxton, and Joseph Wisdom. 1985. The A 
to Z of Regency London (Harry Margary and Guildhall Library: Lympne 
Castle). 
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THIRD MOVEMENT (1801-1829, but probably in 1824) 

The central division contains a large window with an arched head, the lateral 
divisions smaller windows of the same form, with elliptically arched doorways 
beneath them, the easternmost being walled up: below the central window is a 
hollow pedestal, containing the last fragment of the famous London stone 
__________67 

  

                                                
67 Thomas Allen and Thomas Wright, The History and Antiquities of London, Westminster, 
Southwark and Parts Adjacent. With Engravings, 5 vols., vol. 3 (London: G. Virtue, 1827), 765. 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:18 Alessandro Zambelli, London Stone now and then. 2013, Digital photograph 
and photomontage. Overlaid image: J. Shury, St. Swithen, London Stone, 
c.1825. London Metropolitan Archives. 

Fig. 6:19 Alessandro Zambelli, The Moves of London Stone – Map of Cannon Street at 
No.111. 2013. Based upon: Horwood and Faden’s surveys 1799-1819. 
From: Horwood, Richard, Paul Laxton, and Joseph Wisdom. 1985. The A 
to Z of Regency London (Harry Margary and Guildhall Library: Lympne 
Castle). 
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INTERVAL: GRILLED (1869) 

“Lor’ love yer – yes,” said Mrs Daisy. 

Mrs. Daisy’s stall is set up close beside what is probably the oldest piece of 
Old London now in existence.  This is the Saxum Londiniense, or London 
Stone, a rounded block of stone of which a glimpse can be seen through the 
ornamental ironwork. __________68 

LONG PLACED ABOVT XXXV FEET HENCE TOWARDS THE SOVTH 
WEST AND AFTERWARDS BVILT INTO THE WALL OF THIS CHVRCH 
WAS FOR MORE CAREFVL PROTECTION AND TRANSMISSION TO 
FVTVRE AGES BETTER SECURED BY THE CHVRCHWARDENS IN THE 
YEAR OF OVR LORD MDCCCLXIX. __________69 While Los spoke, the 
terrible Spectre fell shudd’ring before him [...] Groaning he kneel’d before Los’s 
iron-shod feet on London Stone, __________70 

  

                                                
68 Anon., "The Cannon Street Stall-Keeper." 
69 Transcribed by the author from of a photograph of the plaque. 
70 Blake, Milton. A Poem, Etc. [with Illustrations by W. Blake.], 4. 
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Page from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:20 Anon., London Stone, Cannon Street. 1908, Photograph. London 
Metropolitan Archives. 
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FOURTH MOVEMENT (1961) 

Fortunately for Mrs. Daisy, the Chief Commissioner of the City Police, Sir 
Henry Smith, refused to allow her to be sent away from the position she has 
held for so many years, and she therefore remains. __________71 

thereafter the church shall be wholly demolished by the Board and the site thereof 
shall be sold, let or exchanged by the Board; provided that the monument known as 
London Stone, now incorporated in the south wall of the church, shall be carefully 
removed and preserved by the Board and re-erected as near as possible to its present 
site. __________72 Dear Mr Cook... Thank you for your letter of the 22nd March. I 
will be very pleased to arrange to have the stone transported to the Museum in the 
Royal Exchange as soon as the demolition of the remains of the Church is 
commenced. I think that your suggestion to keep the stone until it is required on site 
is an excellent one, and you may rest assured that we shall endeavour to assist you in 
every way possible. __________73 

  

                                                
71 Anon., "The Cannon Street Stall-Keeper." 
72 The Church Commissioners of the Church of England, "Confirmation of a Supplementary 
Scheme Dealing with the Church of Saint Swithun," (Westminster, London: The Church of 
England, 1958). 
73 Fitzroy Robinson, 25th March 1960. 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:21 Letter from Fitzroy Robinson to Norman Cook, keeper at The Guildhall Museum. 
1960, Photograph, typewritten ink on paper. Museum of London 
Archives. 

Fig. 6:22 Alessandro Zambelli, The Moves of London Stone – Map including the Royal 
Exchange, London. 2013. Based upon: pdf map, Scale 1:1056, Ordnance 
Survey London Town Plan 2nd Revision, 1916. From: EDINA Historic 
Digimap Service, http://edina.ac.uk/digimap. 
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FIFTH MOVEMENT (October 1962) 

Here begynneth the maryage of London Stone and the fayre pusell the bosse of 
Byllyngesgate. __________74 and there he went around a great stone striking it with 
his sword, and there he set the three heads on a tower __________75 He rode 
thorough dyvers stretes of the cytie, and as he came by London stone, he strake it 
with his sworde, and sayd, “Nowe is Mortymer lorde of this cytie.” __________76 

Enter Iacke Cade and the rest, and strikes his sword 
vpon London stone. 
Cade.  Now is Mortemer Lord of this Citie, 
And now sitting vpon London stone, We command, 
That the first yeare of our raigne, 
The pissing Cundit run nothing but red wine. __________77 

Enter Iacke Cade and the rest, and strikes his 
staffe on London stone. 
Cade.  Now is Mortimer Lord of this City, 
And heere sitting vpon London Stone, 
I charge and command, that of the Cities cost 
The pissing Conduit run nothing but Clarret Wine 
This first yeare of our raigne. __________78 

by a jury were found badd and deceitful and by judgement of the Court condemned 
to be broken, defaced and spoyled both glasse and frame the which judgement was 

                                                
74 James Orchard Halliwell-Phillipps, A Treatyse of a Galaunt; with the Maryage of the Fayre Pusell, 
the Bosse of Byllyngesgate Unto London Stone. [in Verse.] from the Unique Edition Printed by Wynkyn De 
Worde. Edited by J. O. H  (London, 1860 [1522]), 9. 
75 Michael Christopher Emlyn Jones et al., The Camden Miscellany. Vol. 24  (London: Offices of 
the Royal Historical Society, 1972), 201. This translation by John Clark in Clark, "Jack Cade at 
London Stone," 184. 
76 Fabyan, [the Chronicles of Fabyan.] Begin. [Fol. A 1, Preceded by Ten Leaves Containing the Heraldic 
Frontispiece and the Table,] Prima Pars Cronecarum. For That in the Accomptynge of the Yeres of the 
Worlde, Etc. End. Thus Endeth the Newe Cronycles of Englande and of Fraunce, Etc. B.L, 624. 
77 Shakespeare, The First Part of the Contention: The First Quarto, 1594. 
78 1st Folio. 

executed accordingly in Canning Street on the remayning parte of London Stone 
where the same were with a hammer broken all in pieces. __________79 

Where Albion slept beneath the Fatal Tree, 
And the Druids’ golden Knife 
Rioted in human gore, 
In Offerings of Human Life? 
They groan’d aloud on London Stone, __________80 

and how I visited London Stone, and struck my staff upon it, in imitation of that 
arch rebel, Jack Cade. __________81 There are one or two long cuts or indentations 
in the top, which are said to have been made by Jack Cade’s sword, when he struck 
it against the stone __________82 

Cade.  Fling all my dead Subjects into the Thames.  Now say, what place is this? 
Butcher.  ‘Tis London-Stone. __________83 

following the completion of the new building on the site to house the Bank of 
China, the stone was placed without ceremony in the specially constructed grilled 
and glazed alcove that it occupies today. __________84 

  

                                                
79 The Worshipful Company of Spectacle Makers, "Minute of 1671 Records," The Worshipful 
Company of Spectacle Makers, http://www.spectaclemakers.com/contact/index.htm. 
80 Blake, Milton. A Poem, Etc. [with Illustrations by W. Blake.], 4. 
81 Washington Irving, The Sketch Book of Geoffrey Crayon, Gent. Second Edition  (London: John 
Murray, 1820), 237-38. 
82 Nathaniel Hawthorne, The English Notebooks, Based Upon the Original Manuscripts in the Pierpont 
Morgan Library  (New York: Modern Language Association of America, 1941), 289. 
83 John Crowne, "The Misery of Civil War [1681]," in Shakespeare Adaptations from the Restoration 
: Five Plays, ed. Barbara A. Murray (Madison [N.J.]: Fairleigh Dickinson University Press, 
2005). 
84 Clark, "Jack Cade at London Stone," 177. 
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Pages from The Moves of London Stone tour guide [revisions and this arrangement, 2015]: 

Fig. 6:23 Alessandro Zambelli, London Stone now and then. 2013, Digital photograph 
and photomontage. Overlaid image: Anon., 97-113 Cannon Street, 1969. 
London Metropolitan Archives. 

Fig. 6:24 Alessandro Zambelli, The Moves of London Stone – Map of Cannon Street at 
No.111. 2013. Based upon: pdf map, Scale 1:1250, Ordnance Survey, 
National Grid, 1963. From: EDINA Historic Digimap Service, 
http://edina.ac.uk/digimap. 
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It has no healing properties; it was not dropped or thrown by a giant, nor yet by the 
Devil; it is not a petrified dancer who profaned the Lord’s Day. It is not ‘countless’, 
nor has it grown in size. It played no part in the death by hanging of a sheep stealer. 
It is not the haunt of fairies; it does not bring good luck or visions to those who 
walk round it three times; it does not go down to the Thames to drink when it hears 
the clock of St Swithin’s church strike midnight, nor (apparently) has it ever resisted 
the efforts of a team of forty oxen to move it from its original site __________85 

That, just now, is her strong point. [Mrs. Daisy] says she isn’t going until she 
is removed in a narrow box – which shall not be more than twenty-four inches 
wide. __________86 

                                                
85 "London Stone: The Stone of Brutus?," (Unpublished2013). 
86 Anon., "The Cannon Street Stall-Keeper." 
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That Friday afternoon, for a couple of hours, we moved with our 

invisible partners – not just London Stone but also with the ghostly 

company of those who have, or might have, accompanied it across the 

centuries: Brutus, Los, Henry Fitz Ailwin, Jack Cade, Rebecca Daisy, 

Chris Cheek - backwards and forwards, over and, at times, under 

Cannon Street. Figs. 6:26 and 6:27 record this intertwined dance 

producing a choreography of lightly scripted movement; walking and 

talking, reconstituting, reconstructing, re-making through analogical 

acts of offer and proposition. 

 

 

 

 

 

Fig. 6:25 Alessandro Zambelli, London Stone now and then. 2013, Digital photograph 
and photomontage. Overlaid image: David Wright, Remains of St. Swithin’s 
Church, 1962. The Geograph Britain and Ireland. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6:26 Overleaf: Alessandro Zambelli, The Moves of London Stone tour route. 2015. 
Based upon: pdf map, Scale 1:500, Ordnance Survey, Mastermap, 2015. 
From: EDINA Digimap Ordnance Survey Service, 
http://edina.ac.uk/digimap. 

Fig. 6:27 Overleaf [pp.296-297]: The Moves of London Stone tour. Tour and Stone 
movements superimposed. 2015. Based upon: pdf map, Scale 1:500, Ordnance 
Survey, Mastermap, 2015. From: EDINA Digimap Ordnance Survey 
Service, http://edina.ac.uk/digimap. 
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INSTRUMENTAL RECONSTRUCTION 

The homological relationship between architecture and archaeology is 

discernable in the resemblance between the aims of these two 

disciplines; specifically through processes of design and reconstruction 

and their products – drawings, excavated finds, etc. but also in the 

instruments used in the performance of these processes87 and in the 

descriptions given of the processes themselves. If related disciplines – 

drawing-centered or drawing-engaged88 – design, albeit not exclusively, 

through drawing practices, then the drawing instruments used in those 

practices, broadly and as I have argued in the introduction to 3. 

Undiscipline, must resemble one another. But archaeology also uses 

other kinds of tool which are not so readily mappable on to 

architectural equivalents. These are some which I have encountered 

whilst navigating from architecture towards archaeology: trowels are 

indirectly associated with architecture through their almost ubiquitous 

use on building sites, but as we have seen89 they are also used by 

archaeologists as drawing instruments; sieves are used to separate 

artefacts from their surrounding matrix where ‘matrix’ is defined as, 

“the material or sediment in which cultural debris is contained; the 

                                                
87 See Chronotopic Reconstruction above. 
88 The difference is described on p.72 above. 
89 Site of Encounter: Must Farm. 

surrounding deposit in which archaeological finds are situated;”90 

Munsell Color Charts are used to describe, in relation to objective 

standards, the colour of the matrix surrounding excavated artefacts; 

radius charts are sheets of, often, laminated paper printed with a series 

of concentric arcs of known radii on which to lay rim or base 

potsherd as a ready reckoner of the size of the original vessel; profile 

gauges are used in both architecture and archaeology (though less in 

architecture) to accurately measure small mouldings and other forms 

through their duplication. The gauge is usually a block through which 

pass a number of thin rods which, when pressed against a form, 

depress to retain the profile of that form. 

Although this thesis argues that the tools and techniques of a 

discipline are inextricably linked with the practices and products of 

that discipline, there would seem to be few disciplines which have 

exclusive ownership over specific tools (even if, as I have argued 

above, the practitioners of some disciplines would like to claim such 

ownership) – I have not, for example, encountered any tools which 

are used by architects and architects alone. 

The archaeological tools outlined above are used extensively in 

archaeological practice,91 – especially field archaeology – but, with the 

                                                
90 Timothy Darvill, The Concise Oxford Dictionary of Archaeology, 2nd ed. (New York: Oxford 
University Press, 2008), 251. 
91 See for example:   Peter Drewett, Field Archaeology: An Introduction  (London: UCL Press, 
1999).;   P. A. Tyers, "Potsherd:Atlas of Roman Pottery,"  
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exception of the radius chart, their use is not confined to it. However, 

taken as a sample of non-architecture-related tools they begin, I would 

argue, to outline an archaeology which has definitively diverged from 

architecture and, in particular, architecture’s last common ancestor 

with archaeology; antiquarianism. They are tools which mediate 

between the hand of the archaeologist and the object of that 

archaeologist’s attention; the trowel moves soil whilst the colour chart 

is placed directly against that soil – the potsherd is offered-up to the 

radius chart and the profile gauge is pushed against that potsherd or 

other shaped artefact. From looking intently at artefacts, through 

touching and pushing them, to shifting the matrix which surrounds 

them, there is an immediacy about the wielding of these tools. 

However, some tools do seem to be more specifically designed with a 

particular discipline in mind and these I have termed ‘conceptual 

disciplinary tools.’92 They, especially in the examples analysed in this 

thesis, have been developed from within the discipline itself. With one 

exception it is this type of tool with which the rest of this chapter 

concerns itself, and even that exception is also recast, here, as a 

conceptual disciplinary tool. 

                                                                                                           
http://potsherd.net/atlas/topics/tools. or;   Lorna Richardson, "Prescot Street: What Tools 
Do Archaeologists Use?," L-P Archaeology. 
92 See Glossary for the meaning of this term as used in this thesis. 

The three conceptual disciplinary tools analysed below are all 

archaeological in origin since that is the transdisciplinary path 

navigated – from architecture towards archaeology – in this thesis;93 

the Chaîne Opératoire, the Decorative Frame and the Reflexive Seriation 

Diagram. This type of tool exists in architecture too; the R.I.B.A. Plan of 

Work with which the chaîne opératoire is compared is one, the 

architectural scale model – described by Albert Smith as, “a basic 

mechanism used to understand, explore and conceptualize 

architecture,”94 and that “through the use of visual analogy and 

constructive metaphor, architectural models serve as measuring 

mechanisms extending the architect’s intellectual might in an attempt 

to understand a complex and confusing whole”95 – might be another. 

Neither is entirely exclusive to architecture but they are certainly 

meant for, or largely used by, architects and, like all conceptual 

disciplinary tools as I define them in this thesis, they tend to describe 

and manipulate processes rather than objects. 

These tools operate instrumentally, in the philosophical sense; they 

make manifest otherwise nebulous approaches to disciplinary aims. 

For pragmatist philosopher William James, “this is the ‘instrumental’ 

                                                
93 Another, ‘typology,’ which Alain Schnapp argues is a tool and originates with 
antiquarianism, is mentioned above on p.91. I would classify this as a conceptual disciplinary 
tool. 
94 Albert C. Smith, Architectural Model as Machine:  A New View of Models from Antiquity to the 
Present Day  (Oxford: Architectural, 2004), vii. 
95 Ibid., xvi. 



LONDON STONE RECONSTRUCTED 
 

 300 

view of truth [...] the view that truth in our ideas means their power to 

‘work.’”96 For Dalibor Vesely architecture’s instrumentality resides in 

its modern aim of achieving functional ends, abandoning its historical 

ability to carry meaning, “the transformation of architecture into an 

instrumental discipline with a formal purpose but with no explicit 

meaning, making it an instrument of pure ars inveniendi.”97 For him 

architecture, since the beginning of the eighteenth century, had 

become merely a tool for building shelter and for decorating it without 

reference to the history or tradition of those built forms and 

embellishments ensnared, as he saw them, in Jean-Nicolas-Louis 

Durand’s “limited and naïve”98 taxonomies of form. 

Some tools, and in particular the conceptual disciplinary tools 

introduced above, may reveal occluded disciplinary aims or offer 

alternative ways of apprehending otherwise conventional processes. 

These ‘revelations’ are precipitated through their interdisciplinary use 

or analysis. Three of these tools seem particularly fertile in this respect 

and my research into them advanced enough to analyse here. The first 

manifests an archaeological process describing the life cycle of lithic 

artefacts; the  chaîne opératoire which has parallels in architecture with 

various schematisations of construction-centered building life-cycles, 

                                                
96 William James, Pragmatism, The Works of William James (Cambridge, Mass.: Harvard 
University Press, 1975 [1907]), 34. 
97 Vesely, "Architecture and the Conflict of Representation," 24. 
98 Ibid. 

for example the R.I.B.A. Plan of Work. The second is a tool – and at 

first glance not a conceptual disciplinary tool – associated with 

excavation processes in archaeology; planning frames, or squares, are 

portable grids used to locate features for plotting and drawing. The 

third, seriation diagrams, are diagramming tools for organising the 

strata and artefacts of archaeological excavation. 
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1. The Chaîne Opératoire 

Is the formalised and abstracted, “sequence of actions”99 necessary 

and sufficient to describe the entire life-cycle of an archaeological 

artefact. It is a method for conceiving of the past, developed initially 

by Marcel Mauss, “who had earlier recognised the benefits of 

understanding a society through its techniques,”100 later fully 

systematised and named the chaîne opératoire by André Leroi-

Gourhan101 and by Jacques Tixier.102 
The version of the chaîne illustrated by Claudine Karlin and Michèle 

Julien (middle Fig. 6:28) is typical of the type in its aims and general 

organisation, and includes phases covering, “procurement,” 

“preparation” and, “blade production.”103 The R.I.B.A. Plan of Work 

(left Fig. 6:28) is more complex, more embedded in normative 

building construction processes, but its language betrays resemblances 

to the chaîne opératoire; “procurement,” (identical) “preparation,” 

                                                
99 Renfrew and Bahn, Archaeology: Theories, Methods and Practice, 388. 
100 Soressi and Geneste, "Special Issue: Reduction Sequence, Chaîne Opératoire, and Other 
Methods: The Epistemologies of Different Approaches to Lithic Analysis. The History and 
Efficacy of the Chaîne Opératoire Approach to Lithic Analysis: Studying Techniques to 
Reveal Past Societies in an Evolutionary Perspective.." 
101 André Leroi-Gourhan, Le Geste Et La Parole 1 : Technique Et Language  (Paris: Albin Michel, 
1964). 
102 Jacques Tixier et al., Préhistoire De La Pierre Taillée 1 Terminologie Et Technologie  (Antibes: 
C.R.E.P., 1980). 
103 I am yet to analyse the ‘Assessment” phase which may be akin to processes of prototyping, 
common in some forms of design practice, but not in architecture. 

(identical) and “construction” (instead of “production”) are likewise 

mentioned. 

I also show a generic ‘chaîne’ diagram on the right of Fig. 6:28; a 

diagram formulated by Roger Grace as a simplified, pedagogic, version 

explaining the basic principles of the system.104 It too describes 

processes of; ‘procurement,’ ‘technology,’ (instead of ‘production’ or 

‘construction’) and ‘use’ (included in the Plan of Work but omitted in 

the Karlin and Julien chaîne). There are other differences too, of 

course; the Plan of Work describes itself as concerning “building 

projects,” whilst the chaîne opératoire incorporates language particular to 

“blade production.” In addition, it might seem that this comparison, 

in general, fatally incorporates a category mistake; the Plan of Work is a 

tool architects and other construction practitioners use to make 

buildings whereas the chaîne opératoire merely describes an already, and 

usually long-ago completed, process. But it is precisely these divergent 

shifts between archaeology and architecture which, this thesis argues, 

occlude their actual resemblance. The life cycle of a building is as 

affected by the structures described in the R.I.B.A. Plan of Work as is the 

life cycle of the Magdalenian period blade105 analysed by Karlin and 

Julien; the architect inputs into the process their design practices just 

as the archaeologist inputs their reconstructive practices. To a very 

                                                
104 Roger Grace, Chaîne Opératoire  (Ikarus Books, 2012), 28. 
105 c.16,000 to 12,000 years ago in western Europe. Bahn, The Penguin Archaeology Guide, 272. 
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real extent the Plan of Work makes the building just as the chaîne 

opératoire makes the stone tool. To requote Marco Frascari regarding 

architecture, “using these analogous instruments, the opportunity for a 

project is developed. This is not simply a spatial procedure, but a 

mantic operation requiring careful timing and specific 

opportunities.”106 The yet-to-be-used building and the used-once-

upon-a-time Magdalenian blade are made anew, I would argue 

following Frascari, through the “mantic” “opportunities” provided by 

the Plan and the chaîne. 

Between the Plan of Work and the chaîne opératoire it is possible to 

identify, as I have argued above, common word use and, where the 

language used is not identical, common concepts. More telling still are 

the differences between them; processes and concepts omitted or, as I 

argue below, occluded. Fig. 6:28, therefore, graphically compares the 

R.I.B.A. Plan of Work 2013 with Karlin and Julien’s chaîne diagram, and 

with the simplified Grace chaîne diagram already mentioned. My 

analysis falls into four categories: 1. Terms in Common; 2. Processes 

in Common; 3. Terms Occluded in Architecture and 4. Terms 

Occluded in Archaeology. 

To briefly pick two of the occluded terms, it is possible to see that 

‘Discard’ is present and indeed crucial to the chaîne opératoire but absent 

                                                
106 Frascari and Braham, "On the Mantic Paradigm in Architecture: The Projective Evocation 
of Future Edifices," 265. 

in the Plan – except as investment opportunities the place of the 

discarded, empty building is occluded in the kind of architectural 

practice represented by the R.I.B.A. Plan of Work. The Plan, in its most 

recent incarnation, refers to categories of, “In Use” and “post-

occupancy,” but these denote periods of occupancy post-handover of 

the completed building – not to periods of dereliction, decay and ruin. 

More centrally, this thesis has argued throughout that the notion of 

design is occluded in archaeology yet manifests itself in practices of 

reconstruction, and one can see from the analysis diagram that the 

‘design’ categories in the architectural Plan are missing from, or 

occluded, in the archaeological chaîne. 
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Fig. 6:28 Overleaf: Alessandro Zambelli, Comparison of the R.I.B.A. Plan of Work 
2013 with Chaînes Opératoire.   Plan of Work from: The Royal Institute of 
British Architects http://www.ribaplanofwork.com. Chaînes Opératoire 
from: Karlin, Claudine, and Michèle Julien. 1994. 'Prehistoric 
Technology: a cognitive science?' in Colin Renfrew and Ezra B. W. 
Zubrow (eds.), The Ancient Mind: elements of cognitive archaeology (Cambridge 
University Press: Cambridge)., and, Grace, Roger. 2012. Chaîne Opératoire 
(Ikarus Books) [re-drawn by Alessandro Zambelli]. 
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2. The Decorative Frame 

Accompanying the inexorable and increasing invisibility of London 

Stone itself there has been, amongst its occasional commentators, a 

persistent fascination with the artefacts which have, over the centuries, 

housed or framed or mediated it. Fig. 6:29 (i-vii) all purportedly 

illustrate the Stone but they all also depict changes in the Stone’s 

‘costume.’ Textual references also describe these changes in costume. 

The following are typical; 

1720 
The Stone before the Fire of London, was much worn away, and as 
it were but a Stump remaining.  But is now for the Preservation of it 
cased over with a new Stone handsomely wrought, cut hollow 
underneath so as the old Stone may be seen, the new one being over 
it, to shelter and defend the venerable one.107 

1869 

London Stone Commonly believed to be a Roman Work Long 
placed about 35 foot hence Towards the South West And 
afterwards built into the Wall of this Church Was for more careful 
Protection And transmission to Future Ages Better secured by the 
Churchwardens In the Year of Our Lord 1869108 

                                                
107 Stow and Strype, A Survey of the Cities of London and Westminster : Containing the Original, 
Antiquity, Increase, Modern Estate and Government of Those Cities, 200. 
108 Text of a commemorative plaque transcribed in: David Wright, "Church of St. Swithin's 
London Stone," Geograph, http://www.geograph.org.uk/photo/1031034. 

1901 

a rounded block of stone of which a glimpse can be seen through 
the ornamental iron-work covering the stone receptacle – itself of 
great age – in which it rests.109 

1958 
the monument known as London Stone, now incorporated in the 
south wall of the church, shall be carefully removed and preserved 
by the Board and re-erected as near as possible to its present site.110 

1964 
During that century it was removed, set against the Church and later 
built into the Church wall, a protective grille being subsequently 
fixed for the stone’s better protection.111 

1972 
‘London Stone’ with stone surround and iron grille set into base of 
number 111112 

  

                                                
109 Anon., "The Cannon Street Stall-Keeper." 
110 England, "Confirmation of a Supplementary Scheme Dealing with the Church of Saint 
Swithun." 
111 Draft, and subsequently unused, text for the current bronze plaque. Unpublished letter 
from Mr. King, City Engineer to Norman Cook, Keeper at the Guildhall Museum, 16th March 
1964, MoL ref: Cook, N. & Merrifield, R., T10 (reproduce by permission of the Museum of 
London Archives). 
112 Heritage., "Heritage Listing: London Stone". 
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2006 
It’s in a kerbside cage, stuck on the wall of a sports shop in Cannon 
Street due for demolition.113 

2015 
housed in an aperture in the wall of number 111 Cannon Street 
(London EC4N 5AR), surrounded by a decorative Portland 
stone fascia with an iron grille. Inside the building it is protected by 
a glass case. The stone and its surround, with the iron grille, were 
designated a Grade II* listed structure on 5 June 1972.114 

                                                
113 Coughlan, "London's Heart of Stone". 
114 Anon., "London Stone," Wikipedia, https://en.wikipedia.org/wiki/London_Stone. 

 

 

 

 

 

 

 

Fig. 6:29 Overleaf: Various authors, The gradual disappearance of London Stone. 
Photomontage: Alessandro Zambelli. 

i. Anon., London Stone, Cannon Street with two figures 
[detail]. c.1700 London Metropolitan Archive. 

ii. Jacob Smith, View of St. Swithin London Stone from 
Cannon Street [detail]. c.1700, engraving. London 
Metropolitan Archive. 

iii. Anon., View of London Stone, Cannon Street with figure 
[detail]. c.1820 London Metropolitan Archive. 

iv. W. Whiffin, The London Stone, St. Swithin’s, Cannon 
Street [detail]. 1920s, Photograph. London 
Metropolitan Archive. 

v. The Cannon Street Coster  [Rebecca Daisy’s sweetstuff 
stall]. From: Anon. 1901. 'The Cannon Street Stall-
Keeper', The Daily Graphic, 24 April. London 
Metropolitan Archive. 

vi. Bomb damaged St Swithin’s church. 1946, Photograph. 
Time Life. 

vii. Fin Fahey, The current enclosure to London Stone, 111 
Cannon Street, London. 2005. Digital photograph. 
Available from: Creative Commons, 
http://bit.ly/1JLC7B0 (accessed 31 December 
2015). 
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The decorative grille which now fronts the Stone’s niche is commonly 

believed to be the Victorian one depicted in Figs. 6:20 & 6:29 (iv). But 

upon close examination the metalwork is both cruder in detail and 

heavier in section. This subtle change and the addition of a glass 

screen behind the grille, probably both carried out in 1962, make the 

Stone when, as it often is, unlit, all but invisible. The decorative grid of 

the grille now dominates the Stone making it both harder to see and 

dividing what is still visible into a series of tessellated curved shapes 

(Fig. 6:30). Any post-1869 representation of London Stone must 

therefore illustrate a view whose visual richness is overwhelming 

provided by everything but the Stone. 

Obsessively drawing the Stone as an archaeological artefact, the grille 

in its domination of the Stone begins to organise and structure it just 

as an archaeologists’ planning frame does. Viewed through the 

distorting ‘lens’ of this Decorative Frame new and unlikely juxtapositions 

become possible as it explicitly alters the artefact beyond; accepting 

that it hides as much as it reveals (Fig. 6:31).115 

                                                
115 Kevin Greene, Archaeology: An Introduction, Fourth Edition, 4th ed. ed. (London: Routledge, 
2002), 116. 

 

Fig. 6:30 Alessandro Zambelli, London Stone 
sketched from a photograph. 2008, 
Digital photograph and CAD 
drawing. 
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A planning frame is an excavation-recording tool and is used 

exclusively by archaeologists. The Concise Oxford Dictionary of Archaeology 

defines it as; 

A square or rectangular chassis, typically 1m by 1m internally, that is 
used on archaeological sites to assist with accurately planning 
features, objects, or structures. [...] By laying the frame over an area 
that is to be planned or drawn, and locating the corners by offsets or 
triangulation, the planner can carefully observe the material to be 
drawn in relation to the grid within the planning frame and transfer 
this to scaled squares on the drawing board.116 

 

By laying a planning frame over the object of their excavation, 

archaeologists are able to represent it with some accuracy and in 

relation to a datum. If, however, the faculty of reproducibility of the 

10x10cm grid is substituted by some other, differently loaded medium, 

then the artefact is released from its subservience to a datum 

ordinarily required of an archaeological artefact and provided by the 

planning frame. At the same time the Stone and plinth are allowed to 

receded back into the building fabric of which they were once part. 

                                                
116 Darvill, The Concise Oxford Dictionary of Archaeology. 

 

Fig. 6:31 Alessandro Zambelli, London Stone grille used as a planning 
frame. 2008, Photomontage. Original image: Robert Van de 
Noort/Humber Wetlands Project. From: Kevin Greene, 
Archaeology: An Introduction, Fifth Edition, (London: 
Routledge, 2002). 116. 
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The history of London Stone is as much a history of that ever-

reducing part of it made of oolitic limestone as it is of the renewable 

contexts of building, street and grille. It is part of the mythos of 

London Stone that it resists the changes around it. The grille has at 

once arrested the erosion of the Stone and contributed to its 

invisibility. In A propositional reconstruction below, the Stone is unhoused 

and, this time, both made visible and, then, allowed to literally 

disappear, witnessed by its intangible cast; Brutus, Los, Henry Fitz 

Ailwin, Jack Cade, Rebecca Daisy, Chris Cheek. 

3. The Reflexive Seriation Diagram 

For many centuries it was popularly believed to be the stone of 
Brutus, brought by him as a deity. ‘So long as the stone of Brutus is 
safe,’ ran one city proverb, ‘so long shall London flourish.’117 

Measuring only, “21 inches wide, 17 inches high and 12 inches front 

to back,”118 other than this, almost everything else we think we know 

about London Stone has been demonstrated by its unofficial 

‘biographer,’ John Clark, to be false or, as he puts it, “since it is so 

difficult to prove a negative, it is perhaps fairer to say that there is no 

evidence to support most of this farrago of myth.”119 These 

mythologies cleave to the Stone so readily, I would argue, precisely 

because of its unprepossessing physical presence – a mythology which 

grows in proportion to the extent that the Stone itself withers away; 

hidden by the erosions of time, the accrual of myth and the grilled 

housing which surrounds it. I propose that a conceptual disciplinary 

tool might be used to reveal occluded aspects of the Stone – 

unpacking the mythology surrounding it, re-connecting it back to the 

contemporary city and its cultures, folding back into itself its 

demonstrably ‘fake’ yet now vital traditions, folklore and legends. 

Moreover, I propose that the use of this tool might reclaim for the 
                                                
117 Most prominently quoted, as here, in;   Peter Ackroyd, London : The Biography  (London: 
Vintage, 2001), 18.   but traced by John Clark as a mischievous fabrication by Welsh cleric 
Richard Williams in 1862. 
118 Clark, "Jack Cade at London Stone," 169. 
119 Ibid., 170. 
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Stone a present, neither past nor future-facing. In particular this 

section proposes the devising of a Reflexive Seriation Diagram – a tool 

based upon archaeological seriation diagrams, but adapted and honed 

to examine layers of myth through the interrogation of 

‘representational strata’ within which matrix the Stone sits – 

diagramming those layers as if they were archaeological strata. Above, 

in Undisciplined Drawing #3: The Exploded Drawing I proposed a 

common lineage between vernacular types of exploded drawing, and 

the archaeological seriation diagram, in particular the Harris Matrix. 

This particular association – this resemblance – makes the seriation 

diagram, I argued, available for interdisciplinary use. 

Seriation diagrams, or seriation matrices, are tools used to 

stratigraphically organise features excavated on archaeological sites. 

Although ubiquitous they have been criticised for their tendency to 

narrow down the speculative possibilities of excavation, even to stand 

in for excavation itself; 

The Harris matrix was originally intended to be an interpretative tool, 
and extensions of the basic idea were welcomed [...] Although some 
development work has taken place [...], there has been little critical 
analysis of the matrix, and its use has now become so universal that 
some archaeologists appear to have forgotten its original purpose. 
The stratigraphic matrix now is the archaeological site; it has ceased 
to be an aid to interpretation altogether, and has become a rather 
arcane representation of the entire process of excavation. Some 
archaeologists talk about the large size of their matrix as if this 

information alone is enough to suggest the richness and the 
complexity of the archaeology they have been encountering.120 

But as a tool that archaeologists, and not architects nor practitioners 

of any other discipline use, it lends itself as a tool for use in scandalous 

space. 

Figs. 6:32 & 6:33 illustrate stills from a simple, animated, seriation 

diagram made to organise, in this case, representational material, both 

textual and image-based, concerning Raphael’s Villa Madama – a 

building whose scandalous provenance has already been introduced 

above in the Prologue and will be examined further below in the 

Epilogue. 

  

                                                
120 Adrian Chadwick, "Archaeology at the Edge of Chaos: Further Towards Reflexive 
Excavation Methodologies," Assemblage, no. 3 (1998): 7-8. 
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Fig. 6:32 Left and Right: Alessandro Zambelli, Reflexive 
Seriation Diagram for Villa Madama. 2009, Stills from 
animation. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6:33 Overleaf: Reflexive Seriation Diagram for Villa Madama. 
2009, Edited sequence of stills from animation. 
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Villa Madama, in common with many historically significant buildings, 

may, I argue, be considered composed of temporal layers of 

representation. The villa has, for example, accrued to it variously: 

architectural precedent studies, sketches and layout options by its 

authors; photographs and sketches by historians and tourists; surveys 

and reconstructions also by architects and historians or, perhaps, by 

archaeologists. These representations will have been composed during 

the existing lifespan of the villa, and some influential representations, 

which will be outlined below in the Epilogue, date from before the 

erection of the building fabric itself. In this reflexive seriation diagram 

what would, in a standard Harris Matrix, have been archaeological 

strata are replaced with representational strata – these representations 

are key images of the villa from across its life-cycle, but includes also 

the production of new investigative drawings of it. All of the strata are 

then ‘stacked’ in chronological order. In a conventional Harris Matrix 

there is always an absolute top; undisturbed topsoil, say, and an 

absolute bottom; perhaps natural ground (see Fig. 3:17 in 3. 

Undiscipline). These strata are schematised and their physical proximity 

recorded with interconnecting lines. In the modified seriation diagram 

there are no longer absolute limits to the matrix – it becomes circular, 

reflexive. It is reflexive because, for example, the very earliest 

representation of the Villa (in this case Pliny the Younger’s early 

second-century textual description of his Laurentine Villa) is always in 

play either when Raphael uses it as a template for the design of his 

villa or when, much later, architects and architectural historians have 

attempted to reconstruct it. So, whereas conventionally the top-most 

and bottom-most strata are absolute and unconnected, when 

substituted for representational strata, proximity is no longer a matter 

simply of physical juxtaposition but of analogical relationship. From 

this ‘raw’ material I made the animated reflexive seriation diagram 

described above as a brief, looped, film. This animation was designed 

to emphasise temporal movement down through the representational 

strata and to give some sense of the flow of information across the 

modified matrix rather than the conventional static or, at best, uni-

directional bias of the Matrix. 

In preparation for the making of a new reflexive seriation diagram,121 

this time with London Stone as its object, a number of moves are 

made which combine the archaeologist’s planning frame – the 

decorative frame from the previous section of this chapter – with the 

reflexive seriation diagram introduced here (Fig. 6:34). As with the 

realistically rendered and pinned-up drawings of Giovanni Battista 

Piranesi or George Vertue (pp.135-136 above), the frame is rendered 

as if it were a physical object placed over the subject of the 

representation and all within the principal picture plane. The wealth of 

mapping data available along with the presence of some, admittedly 
                                                
121 This diagram is an on-going project and not depicted in this thesis. 
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scarce, archaeological planning makes a plan-only series of 

representational strata possible. It also makes possible the use of the 

decorative frame as a multi-informational device to organise and 

record the mapping strata, so enabling their subsequent reconstruction 

in A propositional reconstruction in the concluding chapter of this thesis. 

These interdisciplinary appropriations and combinations are aimed at 

revealing the occluded architectural-archaeology and the 

archaeological-architecture of its object through strategies of visual 

analogy – in this case the visual mapping stratigraphy. Strategies made 

available by the felt-like medium of scandalous space. 

Edward Harris identifies what he calls, “four basic laws for 

archaeological stratigraphy”:122 Law of Superposition, Law of Original 

Horizontality, Law of Original Continuity and Law of Stratigraphic 

Succession. Although their precise definitions have been debated and 

adapted since,123 they remain core to Harris’s vision of systematic 

archaeological excavation. These laws, in brief, are characterised by 

Harris as follows and after each definition I have outlined how that 

definition may be applied to the reflexive seriation diagram; 

The Law of Superposition: In a series of layers and interfacial 
features, as originally created, the upper units of stratification are 
younger and the lower are older, for each must have been deposited 

                                                
122 Harris, Principles of Archaeological Stratigraphy: Second Edition, 30. 
123 Edward Harris, Marley R. Brown, and Gregory J. Brown, Practices of Archaeological 
Stratigraphy  (London: Academic, 1993). 

on, or created by the removal of, a pre-existing mass of 
archaeological stratification.124 

Crucially, for the reflexive seriation diagram, Harris further points out 

that, “because archaeological stratification may exist without artefacts, 

this law may be applied to archaeological stratification without regard 

for its artefactual content.”125 Indeed, the diagrams tested in this thesis 

substitute archaeological strata for, in the case of Villa Madama; 

images and plans, and in the case of London Stone; maps and plans. 

The Law of Original Horizontality: Any archaeological layer 
deposited in an unconsolidated form will tend towards a horizontal 
position. Strata which are found with tilted surfaces were originally 
deposited that way, or lie in conformity with the contours of a pre-
existing basin of deposition.126 

For the reflexive seriation diagram I would argue therefore that, 

likewise, any representation of the mappable contexts of London 

Stone will “tend towards” the mappable representation which 

preceded it. If, according to this Law, a published map depicts the 

contexts of London Stone apparently out of sequence to the maps 

before and after, then the reasons for this must be sought. 

The Law of Original Continuity: Any archaeological deposit, as 
originally laid down, or any interfacial feature, as originally created, 
will be bounded by a basin of deposition, or may thin down to a 

                                                
124 Harris, Principles of Archaeological Stratigraphy: Second Edition, 30. 
125 Ibid. 
126 Ibid., 31. 
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feather-edge. Therefore, if any edge of a deposit or interfacial 
feature is exposed in a vertical view, a part of its original extent must 
have been removed by excavation or erosion, and its continuity 
must be sought, or its absence explained.127 

Discontinuous representations in the reflexive seriation diagram, in 

particular early maps which depart from more modern consistently 

scalable versions, must be made to correspond with those scalable 

maps. This is achieved in practice by stretching the older, less ‘scaled’ 

maps to (more or less) conform to the newer scalable ones. 

The Law of Stratigraphical Succession: A unit of archaeological 
stratification takes its place in the stratigraphic sequence of a site 
from its position between the undermost (or earliest) of the units 
which lie above it and the uppermost (or latest) of all the units 
which lie below it and with which the unit has a physical contact, all 
other superpositional relationships being redundant.128 

It is from this law that the reflexive seriation diagram departs most 

markedly from its antecedent – where its reflexivity comes into play. 

The introduction of ‘strata’ (maps in this case) made at one particular 

moment yet depicting another – in particular the ‘Roman’ maps and 

plans produced in the twentieth and twenty-first centuries – allows for 

a circular or ‘reflexive’ sequence; one image or stratum is able to 

influence another one otherwise remote from it in strict chronological 

sequence. 

                                                
127 Ibid., 32. 
128 Ibid., 34. 

Where the chronotopic aims to release the subject of its 

reconstruction from the linear tyranny of the chronological, the 

choreographic embraces the chronological but only in as far as time is 

counted as a ‘partner’ to its subject’s ‘dance’ through it. This 

Instrumental Reconstruction works principally upon the contexts of its 

subject; its broader place in the “sequence of actions,” its immediate 

physical contexts and its representational contexts. The next and final 

Chimaeric Reconstruction assembles all of these disparate fragments 

before their assembly in the concluding chapter. 
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Fig. 6:34 Overleaf: [pp. 320-327] Alessandro Zambelli, Archaeological strata as 
representational layers; every significant map centered upon London Stone, with 
superimposed Decorative Frame. 2015. 
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CHIMAERIC RECONSTRUCTION 

At the end of the Moves of London Stone guided tour the party were 

invited into a room within the Guildhall Library to discuss the tour 

and to look at some drawings produced in connection with the 

reconstruction of the Stone. One of those drawings was a 2.5m by 

1.5m multi-part (500mm by 500mm squares) drawing incorporating 

some of the reconstruction investigations described above. It is 

illustrated below (Fig. 6:35). 

The central element is a drawing describing a moment of mannered, 

stylised collision at the locus of the peripatetic movements of London 

Stone. The making of the drawing employs multiple instruments and 

techniques, some undisciplined, and the drawing itself implies some 

kind of reconstruction of London Stone – presaging the propositional 

reconstruction drawing described in the concluding chapter. Below it 

is a version of the decorative frame made for the purpose. Above it is 

a diagram illustrating the movements of London Stone. 

At the frozen moment depicted, the drawing is in fact a 

deconstruction (in the literal sense) of the Stone’s site on and under 

Cannon Street. Sorrell’s triumphal arch and the underground train 

whose floor coincides with Roman street level, are taken apart 

through techniques of exploded drawing which, as I have argued, owe 

little to disciplined architectural or archaeological drawing practices, 

awaiting implosion and, finally, reconstruction. That is, waiting to be 

designed. 

All of these reconstruction methods – Chronotopic , Choreographic, 

Instrumental, Chimaeric  – describe practices aimed at alternative 

means of interrogating existing artefacts and proposing new ones. 

London Stone is already a scandalous artefact, but an accidental one. 

In deconstructing and reconstructing it – re-designing it – the tools 

and techniques needed to practice in interdisciplinary, scandalous 

space are honed. The chimaeric drawing below is, therefore, a 

precursor to the ‘propositional’ reconstruction made in the Conclusion; 

a sketch for it. It is depicted overleaf in its intended exhibition 

format129 with Jack Cade, Rebecca Daisy, Chris Cheek and a small boy 

in attendance. Figs. 6:36 and 6:37 are details of the drawing. 
  

                                                
129 This drawing, along with others, was exhibited in a similar format at the Guildhall Library 
after the Moves of London Stone tour. 
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Fig. 6:35 Overleaf: Alessandro Zambelli, Chimaeric reconstruction of London 
Stone. 2011-2013. 

Fig. 6:36 Alessandro Zambelli, Chimaeric reconstruction of London Stone. 
[detail 1]. 2011-2013. 

Fig. 6:37 Alessandro Zambelli, Chimaeric reconstruction of London Stone. 
[detail 2]. 2011-2013. 
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Fig. 6:38 An Analogical Bestiary: Frankenstein’s Monster from: Whale, James [dir.]. 
1935. Bride of Frankenstein [publicity still]. Universal Pictures, Hollywood. 
Piltdown Man: Scale model (1:2) of the Piltdown skull reconstructed by 
Arthur Smith Woodward. c.1912. Williams Collection, American 
Museum. Chimaera: Apulian red-figure dish. c.350-340 B.C.E. Musée du 
Louvre. Pushmi-pullyu from: Lofting, Hugh. 1920. The story of Doctor 
Dolittle, being the history of his peculiar life at home and astonishing adventures in 
foreign parts (Frederick A. Stokes Company: New York). 
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AN ALTERNATIVE MODEL FOR THE ANALOGICAL 

UNIVERSE 

Central to this thesis has been the examination of tools, techniques 

and practices to be found across the common disciplining regimes of 

architecture and archaeology. If, for an archaeologist, to reconstruct 

an artefact, a building say, is to gather together fragments; client and 

user requirements, histories, contexts, finds, samples, assemblages etc., 

then, as I have argued, the design practices of architects can also be 

understood as a form of reconstruction; a gathering together of 

fragments that is analogous to that in archaeological reconstruction. 

Once gathered, these fragments must be assembled, a process for 

which every design discipline has its own sets of practices. This thesis 

shows that as common fragments are carried anaphorically back and 

forth between the knowledge systems of architecture and archaeology, 

they transform as they go; from “magnified flea” to “silver goblet” to 

“fallen star” to “florentine stone.” In this way I have attempted to 

navigate towards archaeology, carrying with me architectural tools, 

techniques and practices, transformed and revealed to be not so very 

different from those of archaeology. 

In the scandalous space between architecture and archaeology, an 

‘analogist’ may practice by navigating between them – tacking to and 

fro – culminating, as this thesis argues, in speculatively produced 

(there is no particular, circumscribed, objective attached to its 

production), propositional, designs and reconstructions, which are 

simultaneously central to both disciplines and whose hybrid products 

are comprehensible. What, then, is to prevent those practices and their 

products becoming, instead, a disciplinary “hodgepodge” as Donald 

Campbell described it?1 – resembling, perhaps, Mary Shelley’s 

tautological and tragic monster,2 where the overlaying of (human) 

parts upon other (human) parts simply renders itself terminally self-

referential, or perhaps the trivial, functional redundancy, of Hugh 

Lofting’s Pushmi-pullyu.3 

In these accounts anything may be stitched together to hideous or 

trivial effect. Or, to use a different chimaeric model, in the Piltdown 

Man controversy an archaeologist, Charles Dawson, attempts to design 

(because, in fact, there was no original skeleton to reconstruct) an early 

human, one that it was felt should have, but in fact never did, exist. A 

conceit resulting, like Homer’s mythological Chimaera itself, in the 

production of a series of profoundly, temporally (and ethically) 

ambiguous, reconstructions. 

So, for this conclusion, I propose an alternative anaphoric cast to 

Barbara Stafford’s flea, goblet, star and stone in order to more closely 

                                                
1 See p.48 above.   Campbell, "Ethnocentrism of Disciplines and the Fish-Scale Model of 
Omniscience," 8. 
2 Shelley [uncredited in this 1st Edition], Frankenstein: Or the Modern Prometheus. 
3 Hugh Lofting, The Story of Doctor Dolittle, Being the History of His Peculiar Life at Home and 
Astonishing Adventures in Foreign Parts  (New York,: Frederick A. Stokes Company, 1920). 
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‘resemble’ the “analogical universe.” This analogical bestiary introduced 

above – Shelley’s D.I.Y. ‘monster,’ and Lofting’s double-headed, 

equivocating, antelope, set against Dawson’s fraudulently assembled 

Hominin and Homer’s mythical and monstrous, yet natural, hybrid – 

is preferred in this conclusion for their incipient and immanent 

agency. Below, I will map each of them onto the analogical categories 

provided by Mary Hesse and Dedre Gentner, and show whether, and 

how, each may be a medium of Latourian ‘proposition’ and ‘offer.’ 

 

From Frankenstein’s Monster and Pushmi-pullyu to Piltdown Man 

and Chimaera 

Both Shelley’s “monster” and the Piltdown Man of, “amateur 

geologist, palaeontologist and archaeologist,”4 Dawson concern the 

fabrication – the design – of scandalous (conventionally so at 

Piltdown) beings. Both have been successful creations in their own 

particular ways, due to the completeness of their respective 

gesamtkunstwerk; Shelley’s monster embedded in late Georgian 

rationalism tinged with proto-Victorian romanticism, and Dawson’s 

meticulously detailed promethean (though corrupt) inventiveness. As 

John McNabb explains, “it is vitally important to understand that the 

forger was not simply providing a faked ancestor, but was also giving 
                                                
4 John McNabb, "The Lying Stones of Sussex: An Investigation into the Role of the Flint 
Tools in the Development of the Piltdown Forgery," Archaeological Journal 163(2006): 4. 

it a material culture, animals with which to share its world, and aspects 

of that world’s antecedents, as well as its descendants.”5 Although 

Dawson’s interventions operated directly upon the practices of 

palaeontology and geology, Shelley’s “monster,” though removed 

from direct science practice is, poignantly, able to refer to itself in a 

way that Eoanthropus dawsoni has never been able to, “I ought to be thy 

Adam; but I am rather the fallen angel”6 says the monster. In the 

terms of this thesis Frankenstein’s “fallen angel” is positively analogical,7 

a tautological being, terminally self-referential; the “exaggerated 

singularity,”8 as Stafford sees it, of allegory. 

The creators of Piltdown Man were Dawson and his friend, geologist 

Arthur Smith Woodward; 

The Piltdown forgery was an attempt to fabricate an ancient human 
ancestor, as well as the world that it came from. An important part 
of substantiating that world was to fabricate the material culture of 
Eoanthropus dawsoni, the Piltdown Man.9 

Viewed in a certain way – and unprincipled aims aside – the forged 

(reconstructed) skull of Piltdown Man seems little different from 

Andrea Palladio’s drawing of Villa Madama – that curiously 

                                                
5 Ibid. 
6 Shelley [uncredited in this 1st Edition], Frankenstein: Or the Modern Prometheus, 124. 
7 Hesse, Models and Analogies in Science. 
8 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 10. 
9 McNabb, "The Lying Stones of Sussex: An Investigation into the Role of the Flint Tools in 
the Development of the Piltdown Forgery," 1. 
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propositional survey which I will return to in the Epilogue below – or, 

more obliquely, from London Stone and its forged myths (Figs. 7:1 & 

7:2).10 

After Woodward and Dawson’s formal presentation of their work to 

the Geological Society in December 1912 it was concluded that; 

It was justifiable to associate the various fragments as parts of one 
human skull; and the simultaneous presence of so many simian 
characters in one and the same specimen was a point of great 
significance.11 

And that; 

Although the skull and jaw pieces were awkwardly broken, 
Woodward reconstructed them into a complete skull that combined 
a modern-looking braincase with very ape-like jaws.12 

Woodward noted at the end of the presentation, perhaps echoing 

Frankenstein’s contempt for his own creation, that “the swamps and 

                                                
10 William King Gregory, "The Dawn Man of Piltdown, England," American Museum Journal 
14(1914). 
Ralph Merrifield, "The Roman City of London. [with Plates and Maps.]," (London: Ernest 
Benn, 1965), plate 28. 
11 C Dawson and A. S. Woodward, "On the Discovery of a Palaeolithic Human Skull and 
Mandible in a Flint-Bearing Gravel Overlying the Wealden (Hastings Beds) at Piltdown, 
Fletching (Sussex)," Quarterly Journal of the Geological Society 69, no. March (1913): 147. 
12 J. S. Weiner, The Piltdown Forgery, 50th anniversary ed. (Oxford: Oxford University Press, 
2003), vii. 

forests of the Weald in early Pleistocene times may have been a refuge 

for a backward race.”13 

Lofting’s fantastical invention, Doctor Dolittle’s Pushmi-pullyu, like 

Shelley’s “fallen angel,” promotes a kind of operative and oppositional 

duplication.14 It is a fatally compromised being; through its extreme 

symmetry every action is equally opposed by one performed by an 

exactly-duplicated self. The Pushmi-pullyu seems to directly reference 

the mythological Chimaera, another double-headed creature. Yet 

where the Chimaera’s double nature is uncanny, that of the Pushmi-

pullyu is dumbly reflective – each body can ‘offer,’ in the Latourian 

sense, nothing to the other. 

Chimæra was the offspring of Typhon, “the largest monster ever 

born”15 and Echidna an “irresistible” monster.16 Homer described her 

as, “born of gods, not of men: she was a lion in front, a snake behind, 

and a goat in the middle, and her fearful breath was a blast of blazing 

fire.”17 A hybrid creature begotten of hybrid creatures, Chimaera was 

                                                
13 Dawson and Woodward, "On the Discovery of a Palaeolithic Human Skull and Mandible in 
a Flint-Bearing Gravel Overlying the Wealden (Hastings Beds) at Piltdown, Fletching 
(Sussex)," 147. 
14 Although there is a suggestion with the Pushmi-pullyu that only one head functions at a 
time; “He only sleeps with one head at a time, you see – very handy – the other heads stays 
awake all night.” Hugh Lofting, The Voyages of Doctor Dolittle  (New York,: Fred superscript k 
A. Stokes co., 1922), 61-62. 
15 Robert Graves, The Greek Myths Volume 1  ([S.l.]: Penguin Books, 1955), 134. 
16 Hesiod, Hesiod, the Homeric Hymns and Homerica, line 300. 
17 Homer et al., The Iliad, 95. 
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not stitched together but, like the Pushmi-pullyu, born to be that way. 

Unlike the Pushmi-pullyu, the Chimaera’s hybrid parts work in 

concert with and not in opposition to one another. Tending towards 

the negatively analogical18 (recall that this type of analogy, like 

Gentner’s “anomaly” shares little resemblance between its terms) – 

resemblance is manufactured, as we have seen, through the 

juxtaposition itself. The scarceness of these kinds of chimaerical 

resemblance have troubled some commentators. Hesse voiced these 

concerns thus; 

Any attempt to discuss the properties of an analogy-relation must 
begin by facing two opposite objections to the whole notion of 
analogy: the first on the ground that it is merely a trivial relation 
holding between certain pairs of terms, and the second on the 
ground that the relation exists between any two pairs of terms 
whatever, and is therefore useless19 

This is the most straightforward problem encountered when using 

analogy to generate meaning. Hesse answers her own first objection 

by elaborating on the nature of the, “pair of terms”; 

This, however, is hardly an adequate analysis of the analogy-concept 
as traditionally understood, for the assertion in the case of an 
analogy of a relation between a and b, and a relation between c and 

                                                
18 Hesse, Models and Analogies in Science. 
19 "On Defining Analogy," 79. 

d, was always qualified by the remark that these two relations are not 
identical, but only similar in some relevant respect20 

Crucially she invokes the notion of “relevance” and in this thesis 

relevance is provided by the pre-figuring resemblance of a 

homological relationship. 

The second objection is stronger; Hesse is aware for example that; 

without further specification of S [where S is the relation between 
base and target terms] this does not help us with the present 
problem, because any possible method of correlating a with c and b 
with d would be a possible S, and thus, by choosing an appropriate 
S with a little ingenuity, any two pairs of terms could be shown to be 
related by analogy 21 

  

                                                
20 Ibid., 80. 
21 Ibid. 
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Fig. 7:1 Arthur Smith Woodward, Scale model (1:2) of the Piltdown skull. c.1912. 
(Williams Collection, American Museum). From: Gregory, William King. 
1914. 'The Dawn Man of Piltdown, England', American Museum Journal, 
14: 188-200. 189. 

  

this image omitted for copyright reasons 



CHIMAERA: A CONCLUSION 
 

 341 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7:2 London Stone at the Guildhall Museum in 1961, at its furthest distance of travel 
from its probable original location. From: Clark, John. 2007. 'Jack Cade at 
London Stone', Transactions of the London and Middlesex Archaeological Society, 
58: 169-89. 177. 
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This was Raymond Williams and Pierre Bourdieu’s anxiety about 

homology being the thin end of an analogical wedge; a potential free-

for-all generating no meaningful relationships at all. Gentner’s “coffee 

is like the solar system” – for her, an extreme nonsensical analogy22 -– 

is a case in point here, dismissed by Gentner on exactly the grounds 

that Hesse sets out above. As Masaomi Kobayashi explains; 

Bourdieu suspects that the homological method may become just an 
‘excuse for the vaguest kind of general formulations and the most 
unenlightening assertions of ‘identity’ between entities of utterly 
distinct magnitude and properties’ 23 

Of this second kind of objection, Hesse explains; 

In classical discussions of analogy, this seems to have been provided 
by the ontology presupposed. For example, it might be assumed that 
both fields of relata of R and R’ were independently ordered by a 
scala natura, making possible a ‘proportion’ between pairs of relata 
of R and corresponding relata of R'’ 

In other words Hesse appeals to Platonic proportional analogy, the 

“most beautiful bond possible;” a scala natura or chain of being.24 The 

solution argued in this thesis is more straightforward. On the one 

hand it argues that coffee may be like the solar system because, very 

simply, on this occasion Gentner has invoked it, and invoked it in a 

                                                
22 See p.234 above for a brief analysis of Hesse and Gentner’s analogical types. 
23 Kobayashi, "The Pursuit of Interdisciplinarities: A Critique of Cultural Studies," 171. 
24 For general analyses of these ideas see:   Arthur O. Lovejoy, The Great Chain of Being: A Study 
of the History of an Idea  (Somerset, N.J.: Transaction, 2009). and;   Edward P. Mahoney, 
"Lovejoy and the Hierarchy of Being," Journal of the History of Ideas 48, no. 2 (1987). 

way which is, in this specific context, not trivial. She describes it in 

relation to what it is not; it is not any one of a number of other listed 

analogical types. On the other hand, it sits in the context of her article 

Structure Mapping, in the Cognitive Science Journal, where she coins 

and defines the term such that in this specific context – though 

perhaps not others, “coffee is like the solar system” may obtain its 

wider and fully analogical meaning. That ‘coffee’ and ‘the solar system’ 

may have, or may be made to have, analogical connection is certainly 

not Gentner’s intention – she uses it to demonstrate the opposite. Yet, 

I would argue that just as Chimaera’s constituent lion, snake and goat 

parts function because of its Homeric and subsequent contexts, so can 

coffee be like the solar system. 

However, as I intimated above,25 Williams voices a final, different but 

related, kind of objection, when he says; 

The most evident practical effect is an extreme selectivity. Only the 
cultural evidence which fits the homology is directly introduced. 
Other evidence is neglected, often with the explanation that the 
homologous is the significant evidence, and indeed is a way of 
distinguishing ‘great works’ from others.26 

And this is precisely why I introduce Gentner’s anomalous or Hesse’s 

negative analogy; this kind of analogy actively seeks out new and 

strange relationships to “proposition” and from which to receive 

                                                
25 pp.194-199 
26 Williams, Marxism and Literature, 106. 
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“offers” – the ‘not fitting’ (at least not quite) of lions, florentine 

stones, coffee, fleas, snakes, solar systems, chalices etc, is precisely the 

medium of Stafford’s analogical universe. 

In the passage where Stafford introduces the notion of the analogical 

universe, she also sketches for us its general shape; 

If the fragment, aphorism, ruin, grotesque and other shattered forms 
characterize allegorical compositions, then spinning, plaiting and 
weaving capture the simultaneity of contraries, the permeability and 
elasticity of intersubjective reciprocity. The analogical universe, like 
our membraned body, is knit together. It resembles a möbius strip, a 
continuous one-sided surface, investigated by topology, the 
mathematical study of geometric forms that do not change despite 
bending or stretching 27 

Stafford is attempting, here, to describe the analogical universe, but 

the array of metaphors she employs to describe it is contradictory. She 

variously uses “spinning,” “plaiting,” “weaving,” but then reverts to a 

Deleuzian-sounding “membraned body” (which she then, 

paradoxically, notes is “knit” together). Her next move is to liken this 

analogical continuum to a möbius strip which is also Deleuzian, 

though the Lacanian reading is more pertinent here. Jacques Lacan 

uses the möbius strip to demonstrate the tendency for conventional 

psychoanalysis to reduce various binary distinctions, love/hate, 

                                                
27 Stafford, Visual Analogy: Consciousness as the Art of Connecting, 82. 

inside/outside, to simple yet radical oppositions.28 The möbius strip, 

of course, presents itself as an opposition but reveals itself to be 

continuous. Stafford refers to this potentially fertile ground only in 

passing, then returns to the fabric metaphor. What she fleetingly 

introduces, but which remains unacknowledged, is Gilles Deleuze and 

Felix Guattari’s analysis of space where “fabric” and “felt”29 models 

are opposed to each other. Fabric, for them, is made of two kinds of 

parallel element set at right-angles to one-another (the warp and woof 

threads), one fixed, one mobile; fabric also has a top and a bottom. 

Fabric here, I would argue, is like the mappings of analogy which, 

even when those mappings have multiple objects and targets, are 

constrained by the system of analogy itself. Both in their internal 

structure and in the orientation of space, fabric and the Gentner 

model of the analogical universe, are ultimately and profoundly 

limiting. Deleuzian felt-like space however, is described in this way; 

[it] is a supple solid product that proceeds altogether differently, as 
an anti-fabric. It implies no separation of threads, no intertwining, 
only an entanglement of fibers obtained by fulling (for example, by 
rolling the block of fibers back and forth). What becomes entangled 
are the microscales of the fibers. An aggregate of intrication of this 
kind is in no way homogeneous: it is nevertheless smooth, and 
contrasts point by point with the space of fabric (it is in principle 
infinite, open, and unlimited in every direction; it has neither top nor 

                                                
28 Jacques Lacan, Anxiety: The Seminar of Jacques Lacan, Book X  (Cambridge: Polity Press, 2014), 
96-97. 
29 See Glossary for the meaning of this term as used in this thesis. 
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bottom nor center; it does not assign fixed and mobile elements but 
rather distributes a continuous variation).30 

Here, Deleuze and Guattari offer a different but not unrelated account 

of Stafford’s analogical universe to the logico-cognitive one outlined 

earlier. Recall also Ludwig Wittgenstein’s adoption of a felt-like model 

of resemblance for which the, “strength of the thread does not reside 

in the fact that some one fibre runs through its whole length, but in 

the overlapping of many fibres.”31 Their description of hierarchical 

and non-hierarchical space shares structures of relationship with, as I 

have argued, the dependence of homology and analogy upon one 

another; their striated space of resemblance through proximity and 

interconnected origins, against smooth space defined instead by current, 

eddy and by other fluctuations in density.32 For Stafford, as for 

Deleuze and Guattari, we are all, therefore, analogical agents 

inhabiting a space saturated by a kind of analogical aether; its 

complexity formed either from a kind of felt-like disorientation at the 

microscale or through changes in mass and consistency. 

Deleuze and Guattari’s felt-like smooth space reads, perhaps, as a kind 

of precursor to Stafford’s analogical universe inhabited, one imagines, 

by entities of pure analogy. Except that for Stafford, like Bourdieu 

                                                
30 Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 475-76. 
31 Wittgenstein, Philosophical Investigations, 67 p.32. 
32 Gilles Deleuze and Félix Guattari, "1440: The Smooth and the Striated," in A Thousand 
Plateaus: Capitalism and Schizophrenia (London: Athlone, 1988). 

(and also echoing Stuart Hall’s concerns for homology set out above), 

this universe is all hierarchy, where the analogical terms and the 

analogical continuum within which they exist are constructed entirely 

of Bruno Latour’s “difference.” All continuously “propositioning” one 

another, rejecting ‘statements’ of difference and embracing instead the 

interplay of difference and similarity, and providing the motive force 

for the transdisciplinary move between disciplines. This is Stafford’s 

analogical universe properly underpinned by Alfred Gell’s agency and 

index in propositional relationship to one another. Recall that for Gell, 

agency in the network of relationships in the world of art practice is 

abduction-based, just as I have argued it is across the network of 

relationships in scandalous space.33 This logical operation of 

abduction, which is described by Latour as an “offer,” provides an 

armature for the wunderkammer that is lacking in Stafford’s own 

account of visual analogy. 

                                                
33 As discussed in detail at pp.250-254 above. 
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A PROPOSITIONAL RECONSTRUCTION 

 

Fig. 7:3 Eleanor Suess, The Moves of London Stone tour [still from pre-tour footage]. 
2013, Digital film. 

The reconstructions outlined in the previous chapter, and in this 

reconstruction, are neither conventionally architectural, though that is 

my base discipline, nor are they recognisably archaeological, though it 

is that discipline towards which this thesis has navigated. As these 

reconstructions have developed they have exhibited signs of their 

shared lineage in both parent disciplines. They use archaeological 

knowledge, tools, techniques and practices acquired at the ‘sites of 

encounter’ described across this thesis and adapted through 

interaction with architectural knowledge, tools, techniques and 

practices. This work occurs in scandalous space, revealing and using 

the reconstructive practices of architecture and the design practices of 

archaeology. They are simultaneously sketches for this final, 

speculative propositional reconstruction of London Stone and they 

are themselves part of that final reconstruction. 

Recent designs for the re-housing of the Stone have attempted to 

revive its lost visibility. Fig. 7:4 is a recent proposal designed by Kyson 

and Rolfe Judd Planning for Atkinson Real Estate No.2 Ltd. Fig. 7:5 

shows the previous planning application when the redevelopment of 

111 Cannon Street was first proposed in 2011. This Foster + Partners-

designed scheme proposed moving the Stone approximately 40 meters 

to the west and was met with widespread opposition. This, from the 

Victorian Society to the Corporation of London planning department, 

is typical; 

the precise location of London Stone is highly significant – while it 
has crossed Cannon Street it seems to have been placed opposite St 
Swithin’s for the entire recorded history of London. The symbolism 
of moving it from this place because the owners of the building find 
its presence inconvenient is appalling.34 

Both of these proposals (as well as variations of each which have been 

submitted to the local authority for planning approval) start from the 

assumption that the venerability of the object makes it a museum-

piece available to current mainstream curatorial practice – what has 

                                                
34 Letter from Chris Costelloe of the Victorian Society Chris Costelloe, "Re: Relocation of 
London Stone (Grade Ii*, Uncertain Date, C19 Iron Grille) from 111 Cannon Street to the 
Walbrook Building," (The Victorian Society, 2011). 
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been described as, “the new orthodoxy of visitor sovereignty;”35 the 

artefact must be made more accessible, more visible, and aids 

provided for its interpretation. An approach the Victorian Society 

opposes in another letter objecting, this time, to a more recent 

proposal; 

The Victorian grille behind which the Stone is currently kept allows 
a partial view of it, which is eminently suited to its history and the 
nature of its significance, and adds to its air of mystery. The 
application proposes to make the Stone more of a museum-piece, 
by placing it in an illuminated glazed box. This approach is 
misconceived. It is not an object of beauty and craftsmanship which 
is designed to be admired and requires careful scrutiny; displaying it 
in this way would strip it of its enigmatic qualities.36 

                                                
35 Sharon Macdonald, A Companion to Museum Studies  (Chicester: Wiley-Blackwell, 2011), 8. 
36 Letter from Kathy Clark of the Victorian Society to Michael Blamires, City of London 
Department of the Built Environment:   Kathy Clark, "111 Cannon Street, Repositioning of 
the London Stone (Grade 2*, Origins Unknown, 19th Century Grille and Plaque)," (The 
Victorian Society, 2013). 
A more recent application has taken these objections into consideration and advocates the 
retention of the grille. See: http://bit.ly/1PET58H 

 
 

Fig. 7:4 Recent proposals for the rebuilding of 111 Cannon Street and the 
rehousing of London Stone. 2013. Kyson and Rolfe Judd 
Planning. From: Kyson. 2013. "No.111 Cannon Street, 
London, EC4N 5AR: Integrated Planning Statement." 
In, 61. London: Kyson. 32. 
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Fig. 7:5 Earlier proposals for rehousing London Stone in Foster + Partners’ new building on 
Cannon Street 40 meters to the West of 111 Cannon Street. From: GVA, and 
Purcell Miller Tritton LLP. 2011. "London Stone Relocation: PPS5 
Statement." In. London. Available from: http://bit.ly/1R8ntvC 
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Unfortunately they also refer to its, “appropriate and long-standing 

Victorian grille,” describing it as a “significant element of its 

importance and should be preserved.”37 Comparison of photographs 

from 1869 and 2013 demonstrate that the grille is more likely to be a 

twentieth-century replacement (Fig. 7:6).38 

 

Fig. 7:6 Eleanor Suess, The Moves of London Stone tour: Emma Cheatle spots the 
difference between new and old grilles [still from footage]. 2013, Digital film. 

I will conclude this chapter with one final reconstruction. It is 

speculative, and it is propositional in the sense derived from Latour, 

that is; it is based upon an indexical relationship between maker and 

artefact, and characterised, after C. S. Peirce, by the creative 

                                                
37 ibid. 
38 Credit goes to Dr. Emma Cheatle for this observation whilst on the Moves of London 
Stone tour. 

suggestion that “something may be.”39 Figs. 7:7, 7:8 & 7:9 describe a 

drawing I made (and continue to make) during the navigations made 

available by these terms and associated concepts. They are designs, 

and they are simultaneously propositional reconstructions of the 

artefact of which London Stone was, and will be, part. 

In this drawing, London Stone is read as an image and a text amongst 

other images and texts, both physically adjacent and temporally 

distant, their connection being one of resemblance. In particular, 

present in this propositional reconstruction, the figures of Jack Cade 

and Rebecca Daisy, introduced earlier in this thesis, are re-united with 

the Stone. Alongside them is a host of other interlocutors, each of 

whom has appeared in a drawing, etching, painting or photograph of 

the Stone. Some also featured in the stories I told about the Stone 

during the Moves of London Stone tour. In this propositional 

reconstruction they re-appear, resembling one-another in their 

common reliance upon the mythologising Stone. London Stone is 

reconstructed from this matrix of resemblances. 

This drawing is an on-going work and begins to employ some of the 

undisciplinary drawing techniques described above – Rebecca’s new 

“sweetstuff” stall is exploded (Jack, perhaps a little over-

enthusiastically – yet protectively I like to think – waves his sword), 

                                                
39 Peirce, Pragmatism and Pragmaticism, 5:171. 
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otherwise, everyone chats convivially in this mise-en-scène. Jonathan Hill 

and Chris Cheek stand upon a multi-informational plan of the street 

beneath them. The entire drawing is a multi-informational image and, 

perhaps, a site of encounter in its own right too. 

London Stone itself is returned to its likely original location, once 

again a menace to traffic. A vertical shaft beneath it re-connects it to 

Roman street level, a cut through the road and pavement points to its 

previous locations against the buildings that have occupied 111 

Cannon Street. The Stone is unprotected; its eventual erosion, and 

complete disappearance, hastened—any further need for its physical 

presence satisfied. 

The interdisciplinary work of the London Stone reconstructions is 

enabled by the transdisciplinary movement – tacking – at the sites of 

encounter described above. Despite architecture’s tendency to 

dominate the other, its “weakness” as a discipline, its permeability to 

other disciplines,40 as well as its homological proximity to archaeology, 

enables the making of these kinds of reconstructive drawing. Even so, 

the transdisciplinary ‘move’ is an adventure, and so speculative, and 

although made, as I have argued and experienced, through 

“immobile,” “intensive,” “speed,”41 it is a journey to be taken in 

humility. The enormity of the discipline towards which the analogist 
                                                
40 Cousins, "Building an Architect." 
41 See p.50 above. 

navigates, however welcoming, appears from a distance vertiginous 

and sublime, and demands this humility. The interdisciplinary practice 

which attends these transdisciplinary movements are, as Latour’s 

terminology of magnanimity – proposition and offer – suggests, 

reciprocal acts of generosity between disciplines, and this has certainly 

been my experience. Archaeology makes available to architecture its 

evidence-based practices of excavation, assemblage, find, including as 

we have seen an understanding of, “taphonomic forces, accumulation, 

sedimentation, reuse, repeated activity, truncation, chaîne 

d’opératoire”42 as well as a range of technical, in-situ, drawing 

practices. In response, architecture reveals for archaeology types of 

speculative engagement with that evidence. 

  

                                                
42 O'Connor, "Dust and Debitage: An Archaeology of Francis Bacon’s Studio," 3. 
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Fig. 7:7 Alessandro Zambelli, The Return of Jack and Rebecca: a propositional 
reconstruction. 2015, Mixed media. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7:8 Alessandro Zambelli, The Return of Jack and Rebecca: a propositional 
reconstruction [detail 1]. 2015, Mixed media.  
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Fig. 7:9 Alessandro Zambelli, The Return of Jack and Rebecca: a propositional 
reconstruction [detail 2]. 2015, Mixed media. 
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If the diagram of the architect tacking towards archaeology (Fig. 1:1) is 

reproduced, ‘zoomed out’ as it were (Fig. 7:11) then we gain a 

different perspective of these truly adjacent disciplines, revealed to be 

only slightly out of phase with one another in an ocean of disciplinary 

ripples. If this oceanic, analogical, medium resembles Deleuze and 

Guattari’s “supple solid”43 felt, then perhaps ‘navigation,’ per se, is 

rendered unnecessary and the chart of the scandalous space between 

architecture and archaeology becomes obsolete, “the freeing of a line 

that does not pass between two points.”44 The architect making the 

transdisciplinary move to practice towards archaeology is still an 

architect even when sitting in a muddy test pit, pencil in hand. 

In Fig. 7:10 that architect and an archaeologist sit together drawing. 

The architect already knows how to draw, but here and now, at this site 

of encounter, he knows only architecture; archaeology an enticing and 

scandalous intimation. Meanwhile, the archaeologist, carefully, teaches 

him to draw again. 

                                                
43 Deleuze and Guattari, "1440: The Smooth and the Striated," 475. 
44 Ibid., 488. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7:10 Opposite Lesley McFadyen, Alessandro Zambelli with Lizzy Middleton at 
Must Farm. 2012, Digital photograph. 
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Fig. 7:11 Alessandro Zambelli, Spatial diagram of disciplines. Homological relationship 
creates a “proximity.” 2014. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7:12 Opposite: Alessandro Zambelli, Villa Madama Viewed Through and Modified 
by the Decorative Grille Surrounding London Stone. Underlying Photograph: C. 
L. Frommel in; Christoph Luitpold Frommel, Stefano Ray, and Manfredo 
Tafuri, Raffaello Architetto  (Milano: Electa, 1984). 
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The Prologue to this thesis posed a question about how it was that 

Raphael’s Villa Madama had become, as I argued, “the locus of [...] 

diverse practices and transgressions; a site of experimental archaeology 

and architecture that has lasted almost five hundred years.”1 Through 

its historical and theoretical chapters, as well as its, and my, 

‘navigations’ through sites of encounter, this question underlies the 

development of the argument this thesis makes for a specific 

interdisciplinarity of architecture and archaeology. 

The building described in Raphael’s lost and found2 “famous” 3 letter 

is sited on Monte Mario three kilometres due north of the Vatican and 

looks down upon the west bank of the Tiber. It now belongs to the 

Italian foreign ministry and is used to host summit meetings with, and 

to accommodate the retinues of, foreign heads of state and other 

dignitaries. A suburban retreat for the Cardinal’s family and friends 

then, it continues to be a diplomatic show-piece.4 

Cardinal Giulio di Giuliano de’ Medici became Pope Clement VII 

during the building of his villa, but before this, and whilst works 

                                                
1 See p.32 above. 
2 Found, as described above, in the Prologue by:   Foster, "Raphael on the Villa Madama: The 
Text of a Lost Letter." 
3 Caroline Elam, "The Raphael Conference in Rome," The Burlington Magazine 125, no. 964 
(1983): 438. 
4 Frommel, Ray, and Tafuri, Raffaello Architetto. For the current day to day use of the building 
see;   Ministero degli Affari Esteri e della Cooperazione Internazionale, "Farnesina: Il 
Ministero Degli Affari Esteri E Della Cooperazione Internazionale,"  
http://www.esteri.it/MAE/it. 

progressed on the villa, his cousin Pope Leo X, took a keen interest in 

the project and visited the site on a number of occasions5 His 

involvement in developing and even in providing initial impetus for 

the project may have been as substantial as that of the Cardinal 

himself.6 The relationship of the Pope to Raphael was a close one, 

defined through their mutual intellectual and, ultimately, 

archaeological curiosity.7 These blurred, overlapping spheres of client 

to client, and client to architect relations seem to pre-figure later 

uncertainty as to relations of authorship of the villa. The design and 

execution of Villa Madama has, since the death of Raphael, been 

variously attributed to Raphael himself; Raphael’s protégé, the 

architect Antonio da Sangallo the Younger; Giovanni Francesco da 

Sangallo, also an architect and Antonio’s cousin, and the painters 

Giulio Romano8 and Giovanni da Udine, with principal authorship 

granted either to Raphael or to Antonio da Sangallo, though 

traditionally, chief credit has always gone to Raphael.9 Nevertheless, 

Giorgio Vasari wrote in 1550, thirty years after Raphael’s death, that 

Giulio Romano; 
                                                
5 Coffin, The Villa in the Life of Renaissance Rome, 246. 
6 "The Plans of the Villa Madama," 111. 
7 Nesselrath, "Raphael's Archaeological Method." 
8 John Soane makes this surprising statement; “To Giulio Romano, the pupil of Raphael, we 
owe the Villa Madama, the general plan of which, the beautifully composed loggia [...]” 
John Soane, David Watkin, and David Sir John Soane Watkin, Sir John Soane : The Royal 
Academy Lectures, Rev. and abridged ed. ed. (Cambridge: Cambridge University Press, 2000), 
128. 
9 For example; Vasari, Lives of the Artists: A Selection. 
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accommodating himself to the nature of the site and the wishes of 
the cardinal, [...] made the façade to the front of the palace in the 
form of a semicircle, like a theatre, with a range of niches and 
windows of the Ionic order, which was so highly praised, that many 
people believe that Raphael did the first sketch for it.10 

The origin and nature of design intent is connected to and further 

confused by a complex and sometimes controversial chronology for 

the construction of the villa itself. 

Work began in 1517 or 1518, was interrupted in 1520 by the death of 

Raphael and stopped completely in 1527 with the sack of Rome and 

the burning of the villa by the troops of the Holy Roman Emperor. 

Repair and re-modelling works began sometime after 1530.11 

Romano’s 1524 fresco, The Battle of Constantine against Maxentius 

illustrating the battle of the Milvian Bridge (Fig. 8:1), depicts the villa, 

anachronistically (the battle was in 312 C.E.), in the background where 

it is shown under scaffold.12 Even the original name of the villa was a 

shifting affair in its early years; Vasari calls it the Vigne de’Medici, as 

well as Villa Madama13 and Sheryl Reiss provides evidence that the 

                                                
10 Ibid., 210. 
11 This chronology is found in:  Hofmann, Raffael in Seiner Bedeutung Als Architekt. and in:  
Coffin, "The Plans of the Villa Madama." and in many other places. David Coffin notes on 
p.112 that the 1530 date, derived from Hofmann, is suppositional. 
12 It is worth observing in passing that this, Romano’s, painting is considered to have been 
executed to Raphael’s design; the inclusion of Villa Madama an understandable conceit, 
perhaps, by its author.  Vatican Museums, "Room of Constantine (1517-1524)," Vatican 
Museums, http://mv.vatican.va/3_EN/pages/SDR/SDR_01_SalaCost.html. 
13 Vasari, Lives of the Artists: A Selection, 210. 

Cardinal intended calling it Villa Falcona.14 Even today the villa 

remains incomplete in any conventional sense (Fig. 8:2). The entrance 

depicted in this photograph would have ended up within a central 

circular courtyard only half of which was ever built. More curious still 

are the drawn surveys of the villa’s loggia made by Sebastiano Serlio in 

153715 and by Andrea Palladio sometime during the following 

decade;16 the asymmetry of the triple-space as built, represented by 

them in idealised form. Unfinished in more than one respect, I will 

argue that Villa Madama is an experimental building; more 

conventionally an architectural experiment but also a practical, 

archaeological experiment.17 

The extent of Raphael’s authorship of Villa Madama is a question 

which may never be answered to the satisfaction of all, a question 

whose resolution underlines the fluidity of meaning which 

characterises the various lives of Villa Madama.  

                                                
14 Sheryl E. Reiss, "'Villa Falcona': The Name Intended for the Villa Madama in Rome," The 
Burlington Magazine 137, no. 1112 (1995). 
15 Serlio’s drawing is included in his 1537 work;   Sebastiano Serlio, Regoli Generali Di 
Architetura Sopra Le Cinque Maniere De Gli Edifci  (Venice1537), f.x. 
16 Coffin mentions Palladio’s trip to Rome as occurring in 1541 and appears to attribute this 
chronology to;   Giangiorgio Zorzi and Giuseppe Fiocco, I Disegni Delle Antichita ̀ Di Andrea 
Palladio  (Venezia: N. Pozza, 1959).  Arnold concurs, though she doesn’t mention her source;  
Arnold, "Unlearning the Images of Archaeology," 106.   My transcription of the exhibition 
label accompanying this drawing (Fig.8:7) date it between “1541 and 1547.”   Andrea Palladio: 
His Life and Legacy, Exhibition at The Royal Academy, 31 January – 13 April 2009 
17 Experimental archaeology is not, usually, an avant-garde practice, but a way of 
reconstructing ancient forms or practices through practical experiment. 
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Fig. 8:1 School of Raphael executed by 
Giulio Romano, Battle of 
Constantine against Maxentius [also 
known as the Battle of the 
Milvian Bridge], 1517-1524,  
Fresco. Room of Constantine, 
Vatican Museums. Available 
from: Wikimedia Commons 
http://bit.ly/1OEmpPp 
(Accessed: 3 January 2016). 
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Fig. 8:2 Alessandro Zambelli. Villa Madama: the unfinished central courtyard. 2013. 
Stitched digital photographs. 
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It is this multivalence of authorship, but also discipline, which is 

hinted at by Dana Arnold when she argues that Villa Madama; 

is an essential piece of connective tissue between the archaeological 
remains of Rome, the Renaissance rediscovery of antiquity and the 
eighteenth-century adoption of the all’antica architecture through 
the writings on it and the images made of it.18 

Raphael’s design for the villa on Monte Mario was, and was 

understood to be, not least by his clients, an archaeological project – a 

practical demonstration of the research he had been commissioned to 

undertake by Pope Leo, in the theoretical reconstruction of ancient 

Rome.19 In 1983 Caroline Elam wrote, in reviewing the then recent 

conference on Raphael in Rome, “Arnold Nesselrath’s paper on 

Raphael’s archaeological methods made out an excellent case for 

seeing him as a true precursor of modern archaeology.”20 Nesselrath 

himself claimed that, “the survey of ancient Rome Raphael was 

commissioned to make, and which he talks about in his epistola, was 

perhaps the biggest archaeological project ever conceived.”21 A brief 

passage from Raphael’s “epistola” to the Pope, confirming his 

commission, is sufficient to record its essence; 

                                                
18 Arnold, "Unlearning the Images of Archaeology," 103. 
19 Nesselrath, "Raphael's Archaeological Method." 
20 Elam, "The Raphael Conference in Rome." 
21 Nesselrath, "Raphael's Archaeological Method," 363. 

Your Holiness commanded that I draw ancient Rome, or as much 
of it as one can know from what can be seen today, with those 
buildings which show sufficient preservation to enable infallible 
reconstruction on true principles of their original state, making 
those elements which are entirely ruined or barely visible 
correspond to those still standing and visible.22 

Arnold maintains that Raphael’s disciplinary promiscuity – painter, 

architect, archaeologist – provided him with the freedom, in his 

architecture, to break through the conventions of strict Renaissance 

classical formalism which were, I would further argue, occluding the 

resemblances between those disciplines. His expertise in, as I have 

also argued above, these homologically related disciplines, allowed him 

to make those transgressions meaningfully – allowed him to navigate 

the scandalous space between them. 

As John Shearman points out, Raphael’s architectural career may have 

been more prominent than his recent, or even his contemporary, 

critics have admitted to, arguing that it was principally through 

Vasari’s influence, that Raphael’s architectural achievements have 

been, relatively speaking, ignored.23 According to Alfonso Corona 

Martínez, Raphael ran his architectural practice in the same way that 

he organised his painting studio,24 and it is this unease that art 

                                                
22 Rowland, "Raphael, Angelo Colocci, and the Genesis of the Architectural Orders." 
23 J. Shearman, "Raphael as Architect," Journal of the Royal Society of Arts 116(1968). 
24 Alfonso Corona Marti ́nez, The Architectural Project, ed. Malcolm Quantrill, trans. Alfonso 
Corona Marti ́nez and Malcolm Quantrill, Studies in Architecture and Culture (College Station: 
Texas A&M University Press, 2003), 195n. 5.   The scale and variety of work undertaken by 
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historians have felt since, at not always being able to identify Raphael’s 

hand in those paintings attributed to him but made by the many hands 

of his painting studio, which connects, I would argue, to a parallel 

discomfort at the various attempts at authorial attribution in respect of 

Villa Madama; all potential candidates belonging, at one time or 

another, to Raphael’s architecture studio. 

With the discovery in 1968 of Raphael’s ‘lost’ letter, however, it 

became much clearer that the villa’s design was a result of Raphael’s 

unconventional interest, it was now apparent, in the social practices of 

the ancients, and not Sangallo’s. This interest derived from Raphael’s 

engagement with Pliny the Younger’s first-century B.C.E. descriptions 

of villa life, in particular his Laurentine Villa25 – obliquely, but 

unquestionably referenced in the letter26 – as well as his, Raphael’s, 

more public role as the Pope’s archaeologist. Philip Foster himself 

understood the great shift that his discovery would cause – in the 

attribution of the villa’s supposedly, but now unquestionably, Plinian 

references – from Sangallo to Raphael; that it would, “confirm the 

hypothesis that the plan for the Villa Madama [...] records Raphael’s 

earliest known project and exclude the theory that this drawing 

                                                                                                           
his studio is also hinted at in:   Rowland, "Raphael, Angelo Colocci, and the Genesis of the 
Architectural Orders," 81. 
25 Outlined in:   "Raphael, Angelo Colocci, and the Genesis of the Architectural Orders." 
26 Roger Jones and Nicholas Penny, Raphael  (New Haven; London: Yale University Press, 
1983), 227. 

represents an alternative scheme to the other known plans,”27 a theory 

posited by David Coffin just months before Foster’s discovery and 

publishing of Raphael’s letter.28 This shift, generated by the implicit 

referencing of Pliny’s Laurentine Villa, is explored at length by Pierre 

de la Ruffinière du Prey who, whilst deploring the quality of writing in 

the letter, admitted the strength of its influence.29 Key to 

understanding the significance of this Vitruvian-Plinian shift, I argue, 

is the relationship between the space and the text of the villa – 

specifically as those qualities relate to the great tripartite loggia, and in 

particular as they relate to its symmetry – or lack of it. Arnold’s 

translation of Foster’s rediscovered letter, a translation upon which, in 

part, her own argument rests, leaves the layout of the loggia unclear 

and her argument somewhat weakened.30 However, a reading of the 

original Italian, alongside an alternative translation provided by Roger 

Jones and Nicholas Penny,31 leaves no doubt that the loggia was (and 

still is) apsidal at its south-western end only (Fig. 8:3).32  

                                                
27 Foster, "Raphael on the Villa Madama: The Text of a Lost Letter," 311. 
28 Coffin, "The Plans of the Villa Madama." Respectively; authorship of the plan in general, 
p.112 and authorship of the asymmetrical loggia, p.118 and 121. 
29 Pierre de la Ruffiniere du Prey, The Villas of Pliny from Antiquity to Posterity  (Chicago; 
London: University of Chicago Press, 1994), 62. 
30 Arnold, "Unlearning the Images of Archaeology," 106. 
31 Jones and Penny, Raphael, 247. 
32 My translation using Frommel’s (1984:325) fair copy of the manuscript in; Frommel, Ray, 
and Tafuri, Raffaello Architetto, 325., whose Italian is rendered in more modernised form than 
Foster’s. 
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Fig. 8:3 Alessandro Zambelli, Villa Madama: loggia apse from the rear. 
2013, Stitched digital photographs. 

 

 
Fig. 8:5 Villa Madama: plan. 1908. From: Hofmann, Theobald. 1900. 

Raffael in seiner Bedeutung als Architekt (Richard Menzel: Zittau). 

 

Fig. 8:4 Antonio da Sangallo, Villa Madama: plan, (Uffizi 314A), [detail]. c.1520-
1524, Ink over incised lines on paper. Galleria degli Uffizi, Florence. 
From: Coffin, David R. 1967. 'The Plans of the Villa Madama', The Art 
Bulletin, 49: 111-22. 117. 

Raphael’s now under-recognised and then (at least at the beginning of 

his career) under-utilised architectural practice, causes his early art 

practice to appear “peculiar,” and “tectonic” according to Shearman33 

and his architecture occluded, as I have argued above, through later 

disciplinary protectionism. 

                                                
33 Shearman, "Raphael as Architect," 395. 

this image omitted for copyright reasons 
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After publication of the rediscovered letter, Coffin appears to retract 

his attribution of the villa’s authorship, or at least defers to the 

chronology of Christoph Luitpold Frommel.34 However, the drawn 

ambiguities, highlighted by Coffin in his pre-‘lost letter’ text, remain 

pertinent; what to make of a drawing (Fig. 8:4 and 8:5) of a building 

only part of which is dimensioned? – that is, the part that has come 

down to us built. It could be, as Coffin proposes in that earlier essay,35 

a survey of an executed building and landscape, its intention to aid the 

design of an adjacent, subsequent phase of a proposed building. 

Coffin’s argument is that this, as nobody disputes, is Sangallo’s 

drawing, that it is a survey of the part of the design already built, 

together with a proposal for the left-hand side and that this drawing 

was made after Raphael’s death.36 

This part of Coffin’s argument is unchallenged by the contents of the 

Foster letter but Coffin then notes Mario Bafile’s comment that the 

asymmetrically arranged terraced gardens at the villa are contrary to, 

“renaissance design principles”37 and Coffin concludes, therefore, that 

the paradigm-breaking nature of the design was Sangallo’s 

achievement made after Raphael’s death. This analysis is based upon 

the belief that Raphael was a slavish adherent to those, “renaissance 
                                                
34 Coffin, The Villa in the Life of Renaissance Rome, 246. 
35 "The Plans of the Villa Madama." 
36 Ibid., 115. 
37 Ibid., 114. 

design principles” which, for Coffin, were synonymous with 

mechanical, symmetry-based, classical formalism. A notion fatally 

challenged by the rediscovered letter. 

Even if, as all agree, the extant drawings of Villa Madama are by 

Sangallo and even if they were made after Raphael’s death, it does not 

mean that they were not drawn to Raphael’s design.38 To this day the 

distribution of sketches illustrating design intent by the principals of 

an architectural practice to trusted associates for transformation into 

‘working’ or ‘production’ drawings and ‘specifications’ is conventional. 

There is no reason why Sangallo would not have made some, even 

many, modifications to the design being contingent, as it would have 

been, upon site conditions, client change of mind, cash-flow or other 

variable circumstances. And there is no doubt that after Raphael’s 

death, Sangallo was commissioned to continue with the project, 

especially in connection with the unbuilt south-eastern block and the 

gardens. But neither is there any doubt, in the light of Raphael’s letter, 

that the extant villa is to Raphael’s design. 

  

                                                
38 A possibility raised and then dismissed by Coffin:   ibid., 121 n.39. 
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Fig. 8:5 Antonio da Sangallo, Villa Madama: plan, (Uffizi 314A). c.1520-1524, Ink 
over incised lines on paper. Galleria degli Uffizi, Florence. From: Coffin, 
David R. 1967. 'The Plans of the Villa Madama', The Art Bulletin, 49: 111-
22. 117. 
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If Raphael’s architectural practice was neglected by Vasari and his 

followers,39 his archaeological practice (though admittedly only 

nascent at the time of his death) has been all but forgotten. We know 

that Raphael had been asked by Pope Leo to make reconstructions of 

ancient Rome and collaboration in this enterprise with Fabio Calvo 

and Andrea Fulvio has been documented by Philip J. Jacks.40 In fact 

Jacks and others consider it likely that it was Calvo who provided 

Raphael with a translation in the vernacular of Vitruvius’s De 

Architectura, a text he was later to discard in favour of that of Pliny’s 

Laurentine text as a model for Villa Madama. Raphael died before he 

was able to do much more than make preliminary notes and drawings 

for his archaeological project – almost all of which have been lost.41 

But we do begin to get a picture of his experimental work and the 

experimental work of subsequent historians on Monte Mario. So, to 

understand what has been happening on the slopes of Monte Mario 

we need to look at the much earlier, Plinian, Laurentine Villa 

mentioned above. 

Only very sparse contemporary descriptions of Roman architecture 

have survived into modern times and the villa as a building form is 

                                                
39 Shearman, "Raphael as Architect," 388-89. 
40 Philip J. Jacks, "The Simulachrum of Fabio Calvo: A View of Roman Architecture All'antica 
in 1527," The Art Bulletin 72, no. 3 (1990). 
41 See for example:   Nesselrath, "Raphael's Archaeological Method." and;   Rowland, 
"Raphael, Angelo Colocci, and the Genesis of the Architectural Orders," 91 and 99. 

particularly poorly accounted for.42 Vitruvius was an architect and, 

through De Architectura, became the principal guide for renaissance 

architects looking to resurrect classical forms.43 Palladio was amongst 

the earliest and most influential interpreters of Vitruvius and it is 

Vitruvian formal order and symmetry that we see in Palladio’s survey 

of Villa Madama.44 Villa Madama, however, was designed according 

what Arnold and du Prey, claim are principles of classical social 

usage,45 rather than in the, then, dominant architectural mode of 

formal classicism, a mode derived from the close reading of 

Vitruvius’s text-only primer of the classical style of Rome of c.15 

B.C.E.46 This organisation was socially engaged and incorporated the 

orientation of the villa in relation to typical weather patterns and to 

topography, but in particular its relationship to the city, to bridges 

across the Tiber and to likely approaches by those who would use the 

villa. This was innovative architectural theory at the time and stood in 

                                                
42 See for example:   Linda Pellecchia, "Architects Read Vitruvius: Renaissance Interpretations 
of the Atrium of the Ancient House," Journal of the Society of Architectural Historians 51, no. 4 
(1992). and:   Coffin, The Villa in the Life of Renaissance Rome, 248. 
43 Originally called De Architectura it is now commonly published as The Ten Books on 
Architecture;   Vitruvius, The Ten Books on Architecture, trans. Morris Hicky Morgan (Cambridge, 
Mass.: Harvard University Press, 1914). 
44 Arnold, "Unlearning the Images of Archaeology," 98-105. 
45 Most recently and prominently analysed by Du Prey in; du Prey, The Villas of Pliny from 
Antiquity to Posterity, 88-89. 
46 Barry Baldwin, "The Date, Identity, and Career of Vitruvius," Latomus 49, no. 2 (1990).   All 
original illustrations from De Architectura were lost in antiquity. 
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opposition to the Vitruvian paradigm. Arnold writes, supporting du 

Prey’s analysis; 

The ingenuity of its design lies in the adaptation of antique 
architectural elements to suit sixteenth-century functions without 
using the overriding principles of order, proportion, symmetry, and 
rule. The Villa Madama [...] is an attempt to reuse the design 
principles of ancient Roman villas – to reconstruct the complex 
spaces of Hadrian’s Villa at Tivoli and the other villas around that 
town, the Golden House of Nero and the Villa of Brutus. As a 
result the ground-plan is not symmetrical.47 

Something important and innovative is happening here in this, 

“reus[ing] [...] design principles [...] to reconstruct” and although 

Arnold does not mention it, it is in particular in the archaeological 

reconstruction of Pliny’s Laurentine Villa that this innovation 

resides.48 In addition to Vitruvius, the other principal source for 

classical architecture is a letter by Pliny describing a villa on the coast 

near Ostia, not far from Rome, the interpretation of which letter has 

been the basis for much textual and drawn reconstruction.49 This letter 

                                                
47 Arnold, "Unlearning the Images of Archaeology," 104. 
48 This connection is well recognised, for example; Coffin, "The Plans of the Villa Madama.",   
Jones and Penny, Raphael.,   Frommel, Ray, and Tafuri, Raffaello Architetto.,   du Prey, The Villas 
of Pliny from Antiquity to Posterity. and,   Deborah Howard, "Seasonal Apartments in 
Renaissance Italy," Artibus et Historiae 22, no. 43 (2001). 
49 The scope of this interest, particularly as it resurfaced in the 1980s and 1990s, is described 
here;  Pierre de la Ruffiniere du Prey, "The Joys of Emulation," in The Villas of Pliny from 
Antiquity to Posterity (Chicago; London: University of Chicago Press, 1994). 

was written by Pliny to his friend Gallus and describes his villa at 

Laurentium; a villa now lost. We will return later to this crucial letter.50 

The long gestation period of Villa Madama, its eventful early life and 

its archaeological pretensions, made it a place of pilgrimage for 

renaissance architectural theorists. Serlio visited the villa in 1537 and 

during that visit he made a drawing of the loggia (Fig. 8:6). Since 

Raphael’s description of the villa to Cardinal de’ Medici implied 

asymmetry and the extant loggia is certainly asymmetrical, Serlio’s 

symmetrical rendition of it is somewhat mysterious. This mystery was 

compounded when, during the following decade Palladio, on his own 

pilgrimage to the villa, drew a similar, though not identical survey of 

the loggia (Fig. 8:7). At least, it is assumed to be a survey because the 

drawing is dimensioned as a modern survey might be.51 

Many commentators have asked how the surveys of Villa Madama by 

Serlio and Palladio might relate to the extant building or to some 

implied, even supressed, critique of it.52 Arnold sees the discrepancies 

between Palladio’s drawing of the loggia and its probable built form at 

the time of his visit to Rome as a reflection of his bondage to 

                                                
50 Pliny the Younger, The Letters of the Younger Pliny, trans. Betty Radice (Penguin, 1969), 75-79 
Book II, No.17  
51 See for example; Lefevre, Villa Madama in Rome.,   Coffin, "The Plans of the Villa Madama."   
Frommel, Ray, and Tafuri, Raffaello Architetto., and many others. 
52 See for example; Coffin, "The Plans of the Villa Madama.",   Arnold, "Unlearning the 
Images of Archaeology."or,   du Prey, The Villas of Pliny from Antiquity to Posterity., and others. 
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Vitruvian formal principles.53 Coffin conjectures that the drawings of 

both Serlio and Palladio describe an earlier version of the building 

designed and built by Raphael. Built, that is, before Sangallo altered it 

and after Raphael’s death, transforming it into the radical, 

transgressively interdisciplinary building which now exists. The 

drawing attributed to Palladio together with Serlio’s plan, suggests to 

Coffin that Raphael’s original plan for the loggia of the villa was 

symmetrical, with semicircular recesses at both ends.54 

Another possibility is that Serlio and Palladio had other intentions for 

their ‘surveys’ – a role lost to contemporary drawing practice. In fact I 

would argue for just such a role; that Serlio and Palladio’s drawings in 

a transgressive movement between architecture and archaeology were 

meant as reconstructions – propositional reconstructions. 

  

                                                
53 See for example; Arnold, "Unlearning the Images of Archaeology."or,   Howard, "Seasonal 
Apartments in Renaissance Italy." 
54 Coffin, "The Plans of the Villa Madama," 121. 
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Fig. 8:6 Sebastiano Serlio, Villa Madama: plan [re-
orientated and scaled to match Palladio’s 
drawing opposite]. 1537. From: Serlio, 
Sebastiano. 1537. Regoli Generali di Architetura 
sopra le Cinque Maniere de gli Edifci (Venice). f.x. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 8:7 Andrea Palladio, Villa Madama: plan [detail]. c.1541-47. R.I.B.A. Drawings 
Collection (ref. SC217/X/18). 
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Fig. 8:8 Alessandro Zambelli, Villa Madama, Monte Mario, Rome. 2008, 
Digital photograph. 

Is it credible, as Arnold suggests, that Palladio’s adherence to formal 

classical principles was so strong as to induce a kind of blindness to 

the measurable forms around him? In this drawing (Fig. 8:7), which 

presents itself as an accurate measured survey, the loggia is 

symmetrical. Palladio, in this account, could not accept the 

asymmetrical forms of contemporary or antique architecture.55 Arnold 

mentions Serlio’s drawing of the villa in passing only and makes no 

mention of its apparent ‘regularisation.’ Serlio’s is a very dynamic 

drawing and clearly, when compared either with a modern survey or 

Sangallo’s ‘general arrangement’56 drawing it is quite fanciful, so when 

he draws the loggia with perfect symmetry it scarcely warrants notice. 

I would argue that Palladio’s drawing is different. Like Sangallo’s 

drawing twenty or thirty years earlier it obeys certain architectural 

tropes which are recognisable today. A modern architect might look at 

Palladio’s drawing and understand immediately that they were looking 

at either a drawing for a proposed building, or a survey of one that 

already existed. It is not a construction drawing exactly – there is not 
                                                
55 Arnold, "Unlearning the Images of Archaeology," 106. 
56 General Arrangement drawings in current architectural practice would: 

• give an overall picture of the shape, layout and form of construction of the building 
and external works; 

• determine setting out dimensions; 
• locate and identify the spaces and parts of the building, e.g. rooms, doors, structural 

frame members, services terminals; 
• identify references to more specific information, particularly to assembly drawings. 

Lionel Browne, Architect's Handbook of Practice Management, 8th ed. / [project editor, Lionel 
Browne]. ed. (London: RIBA Publishing, 2010). 
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enough detail of construction or material on it, but the dimensions 

suggest either careful record or design intent. 

Clearly the building already exists so the drawing must be a survey, 

specifically a measured survey. But, as a survey, it is demonstrably 

incorrect; so how then can Palladio’s motives be explained? There are 

some alternatives: either he never visited the site (but there is ample 

evidence that he did);57 or, he made an unintentional mistake which, 

given the clarity of the form of the loggia today, would seem unlikely; 

or, his survey is accurate, but the building has since changed – the idea 

developed by Coffin in the paper written in the months before 

Raphael’s letter was found; or, perhaps received notions of classical 

symmetry compelled Palladio to ‘correct’ what he must have thought 

of as an obvious mistake by the villa’s designers. This last scenario is 

the implication of Arnold’s analysis,58 and it is a plausible account as 

far as it goes but it is, I would argue, only part of the story. 

Alternatively, I would ask, might the notion of a survey, and what a 

survey should be doing, be different now from then? This suggestion 

seems to fit the evidence too, and it is possible to further develop this 

argument, as will do below, in relation to earlier points made through 

the thesis concerning the putative past or future directionality of 

                                                
57 See note 15 above, 
58 Arnold, "Unlearning the Images of Archaeology." 

design and reconstruction. What follows, then, is an alternative 

account of the drawings of Serlio and Palladio. 

In Palladio’s view Villa Madama, as designed, is an inaccurate 

reconstruction of a classical, Vitruvian, villa and, because of this 

perceived inaccuracy, available for revision. His, Palladio’s, drawing of 

it, therefore, instead embodies the latest reconstructive thinking in the 

still nascent practice of archaeology. To correct this error, he 

reconstructs a Vitruvian villa. But Raphael’s source for the building he 

designed was the writer Pliny not the architect Vitruvius. 

Neither the Laurentine Villa nor its remains have ever been found so, 

until Raphael’s reconstruction on Monte Mario, it existed only in 

textual form. The letter rediscovered by Foster is very reminiscent of 

Pliny’s description which was, as we have seen, a source and precedent 

for Raphael,59 but I suggest that it was more than that. Villa Madama 

is an experimental and propositional archaeological reconstruction 

(literally a reconstruction through physical experiment) of Pliny’s 

textual Villa. These kinds of propositional reconstruction, centred 

around the Laurentine Villa continue; Fig. 8:9 illustrates projects 

displayed at an exhibition held at the Centre Canadien d’Architecture et le 

Musée des Beaux-Arts, in Montréal between 1983 and 1987. Included in 

it, in addition to fanciful seventeenth and eighteenth-century 

                                                
59 See note 65 above. 
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reconstructions of the villa, were others from a competition held as 

recently as 1981.60 

It is a sign of Raphael’s scandalous practice – a practice which enabled 

him to make propositional reconstructions – that he neither sits 

comfortably within the renaissance model of architectural practice, 

preferring instead to take his own cues, not from the architect 

Vitruvius, but from the writer Pliny. Nor does Raphael’s art practice 

satisfy those who like their geniuses to be lone practitioners. Since 

Raphael’s principal discipline was not architecture, he was constrained 

less, it seems, by hegemonic paradigms of design and building. We do 

not have Raphael’s reconstructions of the ruins of ancient Rome’s 

buildings – he died at 37 before he could begin them – instead we 

have something altogether more intriguing, we have his theory of 

reconstruction, in designed and built form, to be found on top of 

Monte Mario, somewhere between architecture and archaeology. 

                                                
60 Pascale Beaudet, "Expositions: La Villa Comme Archetype Architectural," Vie des Arts 28, 
no. 113 (1983-1984). 
Claudette Hould, "À La Recherche De La Villa Perdue," ibid., no. 114 (1984). 

 

Fig. 8:9 Laurentine interpretations. 1984. Centre Canadien 
d’Architecture et le Musée des Beaux-Arts, Montréal. 
From: Beaudet, Pascale. 1983-1984. 'Expositions: La Villa 
Comme Archetype Architectural', Vie des Arts, 28: 74. 
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