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ABSTRACT 

My research investigates the construction of an architectural project, by which I mean both the 

intellectual framework for projecting and the processes of production. 

I explore this construction through design research and epistemological enquiry to test ways of 

working that might enable an approach to what I consider is a problematic discipline. By working 

across and between a mixture of sceptical, pragmatic and post-structuralist positions, I investigate 

the opportunities for responding to this problematic situation as an ongoing process of questioning. 

I consider the construction of an architectural project to have an inherently problematic relationship 

with its foundations, which, when considered in a broader context of a general relativity of cultural 

production, leaves the discipline exposed.  An architectural project becomes incapable of defining a 

ground, whilst forever seeking a ground within which a product might be founded.  

I develop my response to this predicament with two thematic preoccupations: 

Firstly, I develop an understanding of the unstable foundations through a questioning of the 

preconceptions and parameters of a project. I begin with a sceptical position as the basis for enquiry, 

investigate the crisis and terms of the construction, and elaborate on contradictions which are 

revealed through this enquiry. 

Secondly, I develop an approach to ways of working within this predicament by creating room for 

architecture. I explore the use of a fiction as a reconstructed ground, I develop contingent methods 

for designing within this fiction, and propose strategies for projection which paradoxically both 

require construction and the dissolution of construction to project (or reconstruct). 

Through these thematic preoccupations I essay. Trying to project as an ongoing questioning within 

the contradictions of the construction. Projecting that acknowledges the futility in any resolution but 

suggests potential in a relocation of the emphasis away from the object of architecture and towards 

processes for architecture. 

I reflect on these questions, and the reframing of them by design.
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IMPACT STATEMENT 

The thesis investigates the fragile construction of an architectural project and develops an enquiry 

that reconsiders theoretical and practical implications for architecture as an exposed practice that is 

enabling. 

 “Models for” not “models of” – reflecting on ways of working 

The research proposes ways of working that respond to an instability and doubt inherent in both an 

epistemology of architectural practice and contemporary methods of production. It projects models 

for architecture that productively engage, communicate and create alternative possibilities for the 

discipline as a dynamic activity that enables (creating room for projection).  

The research develops a mixture of technical processes and structural strategies that acknowledge 

contingent instabilities of problem-setting as a rigour for designing that evolves, is multiple and 

irresolute (ongoing reconstruction). It develops models for architectural projection, as opposed to 

post-rationalising models of architectural product, and recognises contradiction as an active 

participant in a continuing enquiry rather than as an obstacle to be resisted. This is developed 

technically through digital and analogue processes that integrate code and gesture as multiple 

techniques for designing in-between fictional fabrications for projection. 

Evaluating instability – reflecting on ways of reflecting 

The research proposes a re-conception of the value of an architectural project as an active agency 

for projecting (recognising the absence of any antecedent legitimacy). It reveals the need to move 

outside of the insecurities of contemporary architectural discourse and professional practice by 

explicitly confronting the absence of any inherent theoretical validity of the discipline. 

This reframes questions of legitimacy and proposes a shift in emphasis for evaluation away from the 

focus of conventional models of problem-solving rationalism or ungrounded justification. The 

construction of a project now conceived as the reflective rigour acquired by the operations of an 

activity across evolving situations of problem-setting – and evaluating design as a contingent and 

irresolute process that facilitates further possibilities outside an initial construction. 
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Beneficial impact 

The research, knowledge and insight of the thesis impacts approaches to working method and 

reflection in terms of an understanding of the contradictions of architectural positions and the 

practical implications for an intensive and ongoing dynamic process for projection – influencing 

strategies for practising that move outside of the justifying dilemmas of conventional practice and 

(re)construct as an exposed practice. 

The thesis moves focus away from the objectification of a product and emphasises instead the 

changing and dynamic environments of problematic situations within which the practice of 

architecture operates. It is research that proposes ways of working and reflecting as an enabling 

form of productive agency within the uncertainties of practising – that consequently adjusts 

approaches to making, thinking and describing the activity as well as experiencing any temporary 

realisation. 

This impact could be developed through the dissemination of the findings of the thesis in specialist 

academic journals, but more critically it is anticipated that the impact will be further tested through 

the practical application and evolution of dynamic methodologies for practising that confront the 

contradictions within the mess of reality (with the associated social and cultural reception of 

irresolute works). 
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PART 1: INTRODUCTION  

Introducing a fragile scepticism, and speculating on its productive implications for design 

 

Meno: But how, Socrates, do you propose to proceed in the inquiry, if you know not at all 

what it is? How seek that of whose qualities you have no notion, and which, even if you 

stumble on it, you have no means of recognising? 

Socrates: I understand you, Meno; but see what a captious difficulty you introduce into the 

discussion! Namely that a man cannot seek either what he knows or does not know. For 

what he knows he seeks not, being under no necessity of doing so; nor will he seek what he 

knows not, for he knows not what to seek or look for (Plato, 1869, pp. 174-175). 

 

The origin of thinking is some perplexity, confusion, or doubt. Thinking is not a case of 

spontaneous combustion; it does not occur just on ‘general principles’. There is something 

specific which occasions and evokes it (Dewey, 1910, p. 12). 

 

… rules of correct reasoning were first extracted by Aristotle, yet men knew how to avoid 

and detect fallacies before they learned his lessons, just as men since Aristotle, and including 

Aristotle, ordinarily conduct their arguments without making any internal reference to his 

formulae. They do not plan their arguments before constructing them. Indeed if they had to 

plan what to think before thinking it they would never think at all; for this planning would 

itself be unplanned (Ryle, 2000, pp. 30-31). 



 

 

PART 1: INTRODUCTION  34 

1.1 What am I doing?  

This part of my thesis introduces the core themes of the enquiry1.  

It asks: “What am I doing?”  

It presents a concise definition of my research parameters and summarises the purpose of the 

enquiry, its aims and objectives, its material and methodology, and its relevance and potential 

contribution. The introduction exposes my research, describes the structural meter, articulates the 

fragility of my enquiry and scopes the questioning and uncertainty that drives the thesis. It asks 

“What am I doing?” as a consciously personal provocation, but also critically elaborates on how the 

research is relevant, what material informs and is used by the research, and to whom might the 

contribution to knowledge be useful. It acknowledges the preconceptions of the individual author of 

the work as well as the opportunities for communicating to a wider audience and research 

community the potential opportunities in a subtle (but radical) shift. A shift in focus for the discipline 

towards an agency and activity that embraces the uncertainties and dynamics of an ongoing enquiry 

for architecture.  

The section begins by describing the research question and outlining the thesis structure within 

which the key themes of the research question are explored. It then discusses the research context 

and relevance of a PhD by Design as well as framing a questioning context – the doubts and 

uncertainties specific to the discipline that have provoked the research. It then provides a summary 

of material, method and programme –  outlining the techniques, practices and context that 

elaborate on the key structural devices and content of the thesis presentation. This is followed by a 

discussion regarding value in the context of the research and a review of the fragile scepticism of the 

enquiry and the opportunities, productive implications and wider relevance of reconstructing an 

architectural project.    

                                                                                 

1 Throughout my thesis I deliberately adopt enquiry as opposed to inquiry reflecting the English distinction that gives a softer 
questioning emphasis to the term as opposed to the more rigid investigation of inquiry. 
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Figure 1 Treatise extraction: Halfpenny, W _ Practical Architecture _ Plate 9 (Halfpenny & Jones, 1724). A table 
of proportions that demonstrates the acceptance of the relativity of a previously understood absolutism of 
classical authority – inadvertently destabilising the ground of architecture whilst attempting to systematize its 
replication.  



 

 

PART 1: INTRODUCTION  36 

1.2 Research question – describing an enquiry2. 

“An architectural project: Essays in (re)construction: Some reflections on creating room for projecting 

within the contradictions of architectural practice”  

The title is consciously allusive rather than direct in order to suggest uncertainty or ambiguity to be 

explored by rethinking, reconstructing and reflecting on practice through design enquiry – this 

section consequently begins by exposing research questions contained within this title. 

“An architectural project” superficially describes the subject of enquiry – the what of my research 

question. It is, however, absurdly general and apparently simple – a far-reaching scope and a 

disciplinary position that apparently provokes no question. If this is the subject, then there must be 

associated doubts that provide the basis for enquiry, and the apparent certainty of the subject (and 

the capacity to somehow answer a question of what this is) must be unstable and unlikely. The 

subject signals engagement with architectural and the disciplinary implications of what this might 

mean (inherently suggesting that there is a predicament to investigate or expose). It equally involves 

the concept of a project (suggesting that there is something to interrogate about the status of 

project or the process of projecting relevant for enquiry). It asks “What is a project?” and “What 

might be architectural?”. By extension it also asks “What might I be doing in producing an 

architectural project?”. It produces a sense of insecurity in the object of production – the project of 

architecture – and therefore establishes a consciously ambiguous status of the subject and an 

uncertainty about the capacity to describe what it is. It also explicitly identifies the research subject 

as an architectural project – one of many possible not the architectural project – which therefore 

anticipates preoccupations of multiple, partial or incomplete descriptions of a product. 

“Essays in (re)construction” identifies a structural mechanism and questioning methodology – the 

form of how I might go about responding to the doubts engendered by the concept of an 

architectural project. This reveals the significance of essays for my research – a tentative and 

repeated questioning process in the context of an emerging problematic situation – and embeds a 

way of working as attempts rather than an attempt (emphasising again a multiplicity that is unlikely 

                                                                                 

2 Enquiry is fundamentally conceived as a practical activity for my research: “inquiry proceeds by reflection, by thinking; but 
not, most decidedly, by thinking as conceived in the old tradition, as something cooped up within ‘mind’. For experimental 
inquiry or thinking signifies directed activity, doing something which varies the conditions under which objects are observed 
and directly had and by instituting new arrangements among them” (Dewey, 1984, p. 99). 
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to achieve certainty). A method of trying that is implicitly acknowledging the uncertainty and risks 

associated with an exposure that accepts potential failure, modification or contingency as an integral 

aspect of the research method. The use of essays also references a specific literary form – a 

construction and structure within which the ideas or implications of a subject are tested. The 

description as essays in (re)construction makes connections back to architectural frames of reference 

(construction), but also contains an ambiguity about what is being constructed. Is the construction a 

physical architectural construction? Is what is being constructed an actual project or the terms within 

which a project intellectually operates?  Is there any difference? This reinforces the uncertainty 

regarding “what is architectural” and “what is a project” that has been introduced with the subject of 

my thesis – creating a second-order ambiguity. Bracketing (re) in reconstruction also layers further 

insecurity – suggesting that the process has looping iterations and is not a linear process. It suggests 

a dynamic process of construction and reconstruction by action (with the associated implications of 

translation in the process of reconstructing). The use of reconstruction also refers to the central 

fiction that forms the narrative material for my research – the architectural reconstructions of Pliny 

the Younger’s villas (which are introduced later in this chapter and form an involving problematic 

situation for testing throughout my enquiry). 

The title is then qualified with a subtitle that provides a description of the content of the essays 

(“Some reflections on creating room for projecting within the contradictions of architectural 

practice”). This qualification outlines what the essays are attempting to do, and in so doing 

introduces additional key themes for my research question. The use of some reflections introduces 

the content of my method – i.e. the reflections that will be the aim of a series of essays or attempts 

to respond to the subject of an architectural project. Reflection also introduces a context of 

evaluation into my research – a sense of “why” the subject and method of my enquiry might be 

relevant, useful or contribute to research. It also indicates that potential outcomes will form a 

multiple and incomplete process of reflecting not a singular resolution. This conveys a general 

insecurity of ever being able to conclude (i.e. only ever some reflections are possible) and suggests 

there is a problem intrinsic to my questioning. It identifies a dynamic process of reflection-in-action 

as the critical vehicle for assessing the emerging implications of my responses to the subject, whilst 

inherently acknowledging the partial or fragmentary character of this process. 

Creating room then elaborates on the proposed method by focussing on action (reflecting by design) 

and the need to create something to enable (a possible fiction). Reflections are therefore contingent 

to a dynamic creative process in responding to the subject of my research. The use of room again 

consciously folds back into an architectural and spatial construction (metaphorically and physically) 
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and indicates the capacity for a creative process to open and maintain space for action (in-between 

existing limits). Room describes an opening and enabling process, whilst simultaneously creates an 

image of an enclosure or boundary condition. The room that might be created is then a contradictory 

construction for architecture which proposes spatial extents and limits that are both open and 

enclosed – implying a contradictory subtext to both the method and the capacity to evaluate my 

research findings (analogous with the inherent tensions of poetic meter and language3). The further 

qualification “for projecting” introduces the process that might now benefit from the room created – 

a projecting process as an expanded method for my research that develops how I intend to respond 

to my subject. It makes the distinction between a process for projecting in contrast to an 

architectural project – revealing that what I will be attempting to do is an ongoing activity that 

enquires into an architectural project and reflects by doing and doesn’t simply reflect on an object of 

production4. It also introduces the notion of creating space for something to happen – implying an 

underlying subjunctive mood and speculative context for my research that involves an attempt to 

avoid (and uncertainty regarding the validity of) a reduction to a singular product. 

The final terms of my title (“contradictions of architectural practice”) convey the problematic 

situation that will drive my projecting and reflecting in response to the subject of an architectural 

project. This phrase asserts the presence of contradictions which creates an image of obstacles or 

logical difficulties that will impact or hamper. When the subtitle is read as a whole, however, this is 

revealed to be a process of creating room for projecting within the contradictions – i.e. suggesting 

that my activity will progress through an acknowledgement of contradiction (the contradictions 

becoming intrinsic structural ambiguities that either enable or are essential for projecting). The use 

again of architectural refers to the subject of enquiry, but here now qualified with an emphasis on 

practice – my reflecting will therefore focus on the practical design activity that might be considered 

architectural and in so doing inevitably opens considerations of a theoretical and practical dualism 

which in some way is caught up in the perception of contradictions. 

  

                                                                                 

3 The paradoxical construction of language is a consistent analogy explored in the research: “without ceasing to be language—
sense and transmission of sense—the poem is something that is beyond language. But that thing that is beyond language can 
only be reached through language” (Paz, 1954). 
4 See for example: “a making that attempts not imposition but disclosure” (Pérez-Gómez, 2016, p. 177). 
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Figure 2 Projective fragment: 36 Sackville Street. A projective study (Essay 10) at 36 Sackville Street (Henry 
Flitcroft, 1731-2) that isolates the projective construction from the situated context of the staircase balustrade 
of a townhouse translation of villa composition and oscillates between an architectural project for a specific 
detailed component and a projection for architectures situated elsewhere. 

 

 



 

 

PART 1: INTRODUCTION  40 

1.3 Thesis structure – exposing content and poetic meter. 

The thesis structure is necessarily an active participant in the enquiry – describing an activity, 

reflecting on the value of this activity, and advancing an argument (position) whilst keeping room 

open for alternative positions to reveal a relevance or potential (be exposed). The thesis reports on 

emergent outcomes as well as enacts an activity for architecture and so attempts to tread a delicate 

balance – describing positions within the context of disciplinary discourse whilst testing an 

experimental empiricism that is open to contingent uncertainties of a dynamic method for 

projecting. The structure develops a rhythm of argument and exposition (meter) that explores a 

perceived predicament whilst testing by design emergent implications for shifting the focus of 

conventional responses to this perceived predicament. This becomes analogous to a poetic 

construction where a metrical framework defines boundaries within which language operates and 

reveals opportunities for alternative projections that dissolve and reconstruct these boundaries 

(whilst always requiring the framework to enable). This section outlines the structure within which 

the research develops, and the strategies adopted to maintain a fragile balance in-between 

description and action as alternative possibilities for architecture are investigated – exposing the 

strategy for researching in order to enable the potential opportunities to reveal themselves as the 

structure unfolds. The research is organised in six parts: 

1. Introduction: this section scopes an enquiry; 

2. Unstable Foundations: this section defines a problem;  

3. Rules for Freedom: this section elaborates on complications within this problem (problems 

within a problem); 

4. Fabricating Fictions: this section fabricates a construction within which the problematic 

situation might be tested;  

5. Creating some Room: this section tests design models for attempted and sufficient 

resolution (projecting); and  

6. Concluding Reflections: this section reflects on the relevance, contribution and productivity 

of the associated ways of working for architecture as a proposed model for going on. 
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1.3.1 Summary of argument 

The thesis reflects-in-action (Schön, 1991) on practice and it aims to openly confront and investigate 

perceived contradictions of practising – the inherent limitations of the construction of an 

architectural project, and the opportunities for designing as an acknowledgement of these 

limitations. It explores opportunities for reconstructing an architectural project as an active agency 

for projecting – investigating by design and speculating on the capacity for projecting to allow an 

architectural project to move beyond the theoretical limitations of the discipline. This is presented 

thematically as a description of the unstable foundations of an architectural project and speculative 

proposals for alternative approaches to creating room for projecting within this unstable context for 

projection5. 

The first half of the argument (Parts 1-3) focusses on the notion of unstable foundations. It provides 

an interrogation and exploration of the absent legitimacy of architecture that begins with a doubt 

that is exposed; develops an understanding of a problematic situation; and elaborates with 

complications and contradictions that are revealed. It begins by introducing a sceptical premise, a 

scope of enquiry and a questioning methodology that provokes research and outlines the 

parameters, preconceptions, techniques and potential implications for architecture. It then develops 

an understanding of problems within the discipline – here understood as instabilities of value, 

legitimacy, insecurity and un-groundedness of activity and criticism within a broader context of 

unstable cultural production and relativism. The argument then develops by exploring specific 

contradictions relevant to an understanding of perceived complications that appear to undermine, 

constrain or reduce the activity of architectural practice – identified as contradictions of 

construction, production and description. These contradictions, however, are reconceived not as 

limitations or obstacles to be removed but as intrinsic and necessary conditions for projection. 

The research is driven by doubt6 that is considered the necessary impetus for enquiry and focusses 

on uncertainty regarding the value, meaning and relevance of an architectural project (a problem) 

                                                                                 

5 “What connects thinking to imagination, imagination to drawing, drawing to building, and buildings to our eyes is projection 
in one guise or another, or processes we have chosen to model on projection. All are zones of instability” (Evans, 1995, p. xxxi). 
6 For the value and relevance of doubt I reference from a wide philosophical tradition of epistemological insecurity including 
the origins of ancient scepticism, Enlightenment tabula rasa, and pragmatic logics of enquiry (see for example: Deleuze, 1991; 
Descartes, 1994; Dewey, 1910; Hume, 1969; Husserl, 1970; Kant, 1987, 1993; Sextus, 1985). 
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and uses this sceptical origin7 as a means for productive enquiry. It is also a response to a context 

and this is interpreted as a cultural condition of crisis8 regarding the legitimacy of production, 

communication and experience of work. This context creates an unstable discipline and results in 

architectural projects that are unsure of both the validity of absolute principles and the status of 

relative ways of working. The thesis questions whether, by design and through an involvement and 

recognition of these problems, there is a possibility of moving outside of this predicament.  The 

research is then involved in contradictions both in terms of the problems involved in the enquiry, as 

well as the means of communicating this enquiry – and the thesis proposes that an intellectual 

construction9 is a necessary requirement of any project that is attempting to dissolve a construction, 

but also recognises an inherent problem in describing the possibility of transcending the language of 

the discipline, in the words of the discipline.  

The second half of the argument (Parts 4-6) focusses on creating room. It explores the implications 

for an open, dynamic and contingent process for architecture that fabricates, projects and reflects as 

an alternative conception of an architectural project that acknowledges the instabilities and 

uncertainties as the activity and explores the opportunities associated with a rigour and critical 

reflection on the value of this agency. This half of the argument is a development and enactment of 

ways of working within a contradictory fabric that constructs fictions as artificial grounds; tests 

dynamic models for architecture; and reflects on the potential opportunities and implications for 

going on. It begins by fabricating a fiction – developing a narrative framework (itself fundamentally 

reflecting inherent instabilities of an architectural project through slippage, translation and exposed 

absolute principles) as the ground to construct, dissolve and reconstruct processes for projecting. 

The translations, compositions, interpolations and extractions derived from this fiction then provide 

temporary grounds to develop strategies for projecting within the contradictions of the material – 

developing speculative propositions as an ongoing projecting for architecture. In parallel the critical 

                                                                                 

7 Origin is understood throughout as an ambiguous and unattainable condition. With specific reference to the insatiable desire 
for origins in architecture (see for example: Rykwert, 1981). There is obviously a parallel philosophical construction that 
perpetually seeks to establish an original conceptual position of knowledge (or articulate the fallacy of this attempt), see for 
example: Ortega y Gasset, 2000. 
8 The notion of a crisis as a consequence of a collapse in legitimacy is a widely adopted sentiment in the philosophical 
interrogation of the implications of a loss of confidence in mythologizing narratives and scientific determination, see for 
example: Husserl, 1970; Jameson, 2005; Lyotard, 1984; Žižek, 2010. 
9 Throughout my research I explore the nature of construction as a multi-faceted term. In a deliberately fluid usage the term 
could refer to intellectual processes that create ideological frameworks or positions for creative production, the physical 
processes of construction and making, or the technical constructions involved in projection. For example ideas of construction 
could juxtapose the meditative practice as described by Carruthers, the physical processes of adjustment and modification 
through making of Pye, or the mechanisms of projection and perspective of Evans and Panofsky (Carruthers, 1998; Evans, 
1995; Panofsky, 1991; Pye, 1995). To limit the remit however, I don’t use the term to advance a constructivist theory or a 
universalising position of social construction (Hacking, 1999), but play on the ambiguities of making a framework for ideas and 
making things (and the associated processes of remaking as reconstruction) – construere – "pile up together, accumulate; 
build, make, erect". 
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rigour of this process is reconceived as an equally dynamic process of reflecting-in-action as a 

contingent and integrated response to a dynamic projecting process that reframes questions, 

dismantles fictions and reconstructs terms for subsequent enquiry that becomes an evaluative 

process as an agency and not of an objectified product. 

The research is by design and investigates how a knowledge of making might enable a project to 

move outside the language of its construction. This explores the potential for ways of working that 

are models for architecture, and not simply representative of a specific position or theoretical 

construct. The research tests by design the opportunities for contradictions and doubts to be 

reconstructed as productive or valuable and appropriates an artificial construct of a project 

reconstruction (the fabrication of Pliny the Younger’s villa descriptions10) as a problematic situation 

for investigating these potential opportunities within a shifting landscape of dwelling11. Design 

proposals are developed as multiple and shifting manifestations across diverse scales and locations 

as a series of essays12 that investigate the productive discrepancies of translations, reconstructions, 

interrelations and confrontations of the techniques of the discipline (both analogue and digital) 

within the terms of an evolving problematic situation. The research also investigates evaluation – 

reflecting on how the work might be critically evaluated in the context of an unstable framework of 

value and exploring how the resetting of the problem, the reframing of questions, and the involving 

landscape of a dynamic process of projecting might enable a sufficient13 resolution of an essay and 

provide a means to go on.  

1.3.2 Essays 

In-between the metanarrative of the argument, the research essays – projecting presented in 

parallel with the evolving argument. The essays form a continuous involution of a design enquiry that 

moves within the development of the thesis – they explore, test, fail and modify the design research 

                                                                                 

10 The primary translation source for the letters I adopt is that of Radice (Pliny, 1963), whilst architectural historical 
commentary is primarily provided by: Du Prey, 1994; Tanzer, 1924. A full analysis of this fabricated construction is developed 
in Part 4 of my thesis but is a consistent narrative throughout my design enquiry. Please see Appendices 1 and 2 for the 
specific content of the architectural descriptions of his Laurentine and Tuscan villas which form the basis (origin) of the 
material. 
11 The choice of a programme of dwelling provides a consistent reference for projecting within my design research. I limit the 
use of this to a fabricated construction of programme to enable projective speculation in-between the slippages of 
codification and description, and don’t engage with the ontological implications of house that would open other aspects of 
enquiry, for example: Bachelard, 1994; Heidegger, 1971; Vidler, 1992. 
12 I use the term essay to consistently articulate an attempt as opposed to a definitive project. This is to maintain a speculative 
framework that permits failure, rejection and reframing of enquiry. It also alludes to the philosophical and literary tradition of 
short intellectual exercises that deal with specific topics of enquiry – notable examples being: Bacon, 1985; Montaigne, 1993. 
13 The use of sufficient refers to the pragmatic conception of truth which makes no absolute truth-claim but establishes a 
sufficiency which enables continued enquiry (see: James, 2000). 
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in parallel with the argument that is reciprocally influenced and manipulated, and they report on the 

evolution and reflection of an ongoing design process and are the enactment of enquiry. The essays 

construct, use and manipulate a context (fiction) of villa as a recurring situation for a reconstruction 

of an ideal that is impossible to describe. A constant translation and replication of villa principles that 

superficially derive their authority from ancient description (Pliny the Younger) and Palladian sources 

of reconstruction, but through the reproduction and speculation of the villa across scales, states and 

locations of object becomes a dynamic framework of reconstruction that serves to destabilise its 

originating ground.  

The structure of the thesis operates as an exposition, demonstration and evaluation with essays 

moving in-between, and it is designed to respond to the contradictions inherent in the enquiry by 

both constructing a framework and moving outside of that framework (by necessity). As such, the 

thesis consciously develops as an evolving reflection for research with argument constantly 

juxtaposed with essays that reframe the argument, modify the terms of enquiry and speculate on 

alternative implications for the research question. There is consequently a looping and fragmentary 

quality to the presentation of the research that is designed to evolve as the work progresses and the 

argument is constructed, tested and modified by design – with essays providing a formal structure 

that enables this process to be progressively revealed. Design work is projected chronologically in 

the essays but extracts of the outcomes of the design work are also provided as illustrations 

throughout the evolution of the argument to draw connections and make juxtapositions between 

various states and phases of the work’s duration. This emphasises the incomplete nature of the 

enquiry and the new opportunities for projecting that might emerge between overlapping phases 

and translations of work that continue to reframe the enquiry and open alternative possibilities. 

Part 1 Introduction essays represent and evaluate preliminary design studies that mirror the 

uncertain and scoping parameters of the argument. They begin (conscious of the artifice of 

conceiving of an origin) and explore by design the implications of technique and allusive abstraction 

as an initiating momentum for enquiry (driven by doubt). 

Part 2 Unstable Foundations essays test operations that manipulate extractions of the narrative 

material and explore ways of working within the differential conditions of an original fiction. They  

develop and reflect on approaches to the Pliny material in the context of an abstracted and 

immanent process for projection outside of the narrative content – using an unstable and 

problematic situation of narrative to develop approaches to problem-setting. 
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Part 3 Rules for Freedom essays explore alternative approaches to projecting that acknowledge the 

contradictions of a project and develop a mixture of techniques that move between apparent 

limitations and constraints in order to reconstruct or reveal alternative possibilities for architecture. 

They test movement between techniques and project locations as dynamic operations of contingent 

production and immanent process beyond the preconceptions of the original narrative. 

Part 4 Fabricating Fictions essays fold back onto the original fiction and central narrative 

preoccupation of the Pliny villas alongside the detailed description, translation and fabrication that is 

developed in this chapter. The essays develop applications of programme (domestic spaces and 

conditions) to relocate the abstraction into specific properties for architecture, as well as develop 

the interpolations of the villa source material as absurd reconstructions which dissolve the fictive 

data into a shifting subjunctive field for projective application (reconstruction blur). 

Part 5 Creating some Room essays test propositional constructions that utilise the reconstructed 

narrative and investigate the implications for projecting within a framework of specific architectonic 

constructions – as either a reconceived pattern-book for architecture or within a translated context 

of villa construction as a series of situated projections (relocated to Palladianism). They develop 

strategies for creating room for projecting as dynamic, partial and ongoing stoppages for 

architecture – reflecting on the potential implications for value within the dynamics of contingent 

contradictions and shifting agency as opposed to the apparent resolution of a singular product. 

1.3.3 Graphic illustration 

The role of illustration is also involved in the contradictions of the argument – illustrating research 

that attempts to describe projective processes for architecture and not an architectural project. The 

illustration adopts two approaches. Firstly, the graphic material included forms a deliberate 

juxtaposition of episodes of my design research alongside preliminary narrative constructions of the 

emerging argument. Graphical extracts of essays are juxtaposed with illustrative content drawn from 

theoretical essays and ancient sources (the constructed fiction for the research) and treatise extracts 

(with their apparent axiomatic certainty) become a constant counterpoint to the prevalent doubt 

and unstable foundations of the research. For example, the theoretical dogmatism and re-framed 

ancient authority of pattern-books of the 18th century are shown alongside projective fragments of 

the research. Secondly, in the essays themselves all the drawings and illustrations are specific to the 

reflective processes and attempts at designing described in the respective essay and are analysed in 

conjunction with reflective considerations of this work. Extended illustrative material is also provided 
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as an attached CD that develops the drawn production of the final essay of the thesis as a series of 

speculative propositions and situated operations within the developed narrative context. 

Please note that all graphic material included in this thesis is either an extract of public domain 

architectural treatise material (referenced accordingly), or my own graphic output (photograph, 

drawing, render, model etc.).  

1.3.4 Appendices 

The appendices provide background reference material that supports the construction of the 

narrative fiction of the design enquiry and outlines the definition of a villa typology (specifically with 

reference to the original Pliny villa material and its subsequent reconstruction as a network of 

Palladian locations) within which the essays project.  

Appendices 1 and 2 provide a close reading of the respective Pliny villa descriptions that form the 

textual origin to the central narrative material for the research. They provide the reference to the 

descriptive properties of the source material and the spatial description and impressionistic 

articulation of the absent villa objects. Appendix 3 provides an example of the reconstruction of this 

archetypical narrative through an analysis of a Renaissance reconstruction (the Scamozzi 

representation and description of the source material) – providing a reference to the processes of 

imposition, translation and reconstruction of the villa narrative and the absence and futile 

conception of an ideal interpretation. Appendix 4 provides a summary of the constituent authors 

that are used as the circle of practitioners for the relocated narrative context of Palladianism which 

forms the framework for the use and application of projective propositions within situated villa 

projects. Appendix 5 provides a summary of the corresponding network of projects by the Palladian 

circle within which the relocated archetype of villa is explored – moving between varying states of 

completion, authorship, scale and urban context. 
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1.4 PhD by Design – impetus, audience and research context. 

1.4.1 PhD by Design opportunity and audience 

The research is a PhD by Design that is an academic work delivered in the context of the discipline of 

architecture. It provides an opportunity to enquire through a way of working in response to specific 

research questions. It is necessarily within an academic context, aligned to a series of formal 

constructions of the delivery of a thesis – but research by design also provides the opportunity for 

this position to be exposed, and for design to operate as the research question. The academic 

requirements of this research programme then confront the relationship of theory and practice in 

the construction of an architectural project – a relationship that is conventionally juxtaposed rather 

than integrated. The associated opportunity, therefore, is the possibility to research a question as an 

integrated way of working and this thesis aims to make a contribution to research that is not a 

theoretical position, but an enactment of enquiry. Responding to questions not simply to form 

another position or produce a single resolution of a problem, but instead to reconceive ways of 

working and reflecting between positions as an activity. This explores implications for an 

architectural project that are applicable both to my personal development as a practitioner, but also 

suggest ways for the discipline and wider research community to reconstruct an architectural project 

that might avoid the legitimation crisis of contemporary production. 

A PhD by Design in architecture is located outside of the professional educational framework of 

practice – the RIBA process of professional qualification in the UK – and is geared towards an 

academic, and typically theoretical, form of the discipline. Consequently, the research runs the risk 

of consolidating a conventional juxtaposition of theory and practice within the discipline – operating 

within a discourse that can be considered irrelevant to practice. On the other hand, the practical 

context for research as a part-time student has provided the opportunity for the enquiry to be 

conducted simultaneous with working in professional practice (and forming in 2013 my own 

architectural practice a-project).  

1.4.2 Approaching research 

The combination of the ambivalent theoretical identity of the thesis (as a PhD by Design) and 

researching whilst practising provides an opportunity for the research to enquire into the nature of 

an architectural project as an activity that is consciously between positions. The research develops 

from an understanding of the fabric of the construction of a design project, the operations and 
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dissolution of the (re)constructions through the process of design and – most fundamentally – the 

crisis in the value of an architectural project (and potential re-conception as an active process for 

projecting). Utilising the ambiguity of the construction of producing a thesis in this context as a 

ground for enquiring into what an architectural project might now mean, whilst simultaneously 

developing a way of working between positions as the location and potential formation of an 

alternative approach to meaning.  

The challenge becomes the necessity of articulating and practising a research enquiry as a dynamic 

response to multiple questions that evolve between descriptions and projections14. To genuinely 

expose the research, the research must avoid the two linear scenarios of becoming either: a 

theoretical position that is illustrated by design, or a design methodology that is justified by theory15. 

The relevance of conducting the PhD can be simply expressed – to confront the exposure and risk 

engendered by an absence of absolute meaning and to explore the way in which work might carry on 

within and despite that absence.  

1.4.3 Duration and context of researching 

The research has all been conducted whilst practising and this has defined the context throughout 

the development of the enquiry. The research has its origins in the conclusion of formal architectural 

training with my professional qualification (following MArch and Diploma qualifications at the 

Bartlett), development during years of experience within a conventional model of commercial 

practice at Make and now continued research in the context of my own practice as a-project. This 

background has significantly shaped the evolution of the enquiry – from experimental educational 

training influencing the emergent design strategies, philosophy and graphic methodology to the 

contrasting commercial realities of contemporary practice that expose the contradictions and 

problems of an architectural project. Establishing my own architectural practice during this period 

has ultimately become a significant focus for testing and realising the objectives of the enquiry 

beyond the context of the thesis and this is developed in the conclusion.   

                                                                                 

14 The ambiguity of a PhD in art and design related practices is not without its structural problems, see for example Durling, 
2002. For the opportunities associated with art and design based practice see: Barrett & Bolt, 2007; Sullivan, 2010. For a 
recent summary of approaches to design research specific to the discipline of architecture see: Fraser, 2013. 
15 With reference to the distinction between research into design and research through design see: Glanville, 2005, p. 88. For 
a wider discussion regarding the status of design research / researching design see: Glanville, 1999. 
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Figure 3 Treatise extraction: Ware, I _ A Complete Body of Architecture _ Frontispiece (Ware, 1756). A pattern-
book frontispiece illustrating a constructed ideal of a rational appropriation and replication of authority – 
aspirations undermined by the slippages and relativity inherent in the translation and application of the models.   
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1.5 Questioning – utilising doubt productively. 

This section develops the sceptical premise of the research and explores how this might be 

understood not as a negative obstacle but as a necessary impetus that is productive and enabling. 

This introduces an environment of questioning and the reframing of questions within the research as 

an ongoing method for reflecting on a dynamic agency for (exposed) practice.  

1.5.1 A simple question16?  

What is an architectural project? The question appears very simple and a response might begin by 

imagining17 asking this question to a variety of audiences. Asking a member of the public, a likely 

response would be a building. Similarly, asking a client, a fairly immediate response of a building 

might also be expected. Both participants might qualify the response a building18 by suggesting that 

an architectural project (as opposed to any built project) is in some sense designed, and that there is 

therefore an author of this design who one might call an architect. From a client perspective, 

perhaps more specific detail would emerge to include value judgements regarding good design and 

good layout or to introduce questions of appearance and aesthetics alongside concepts of style and 

material selection. This might be supplemented with judgements of efficiency or performance and 

underlying many of these client considerations will be a monetary value assessment (often 

accompanied with concerns that the architecture is the costly part). 

A wider public response might also elaborate on a building by referring to the experience of spaces, 

the improvement of situations and the resolution of problems. It might also get preoccupied by the 

style of a building, its relationship with a context, and its contribution to a place or existing situation. 

These responses might also express an opinion in relation to the architect based on preconceptions 

of a product and bring with this opinion additional preconceptions of the value or appropriateness of 

                                                                                 

16 The notion of questioning is a prevalent theme within my thesis, playing with the convention of a “research question” and 
reconceiving the process as a constant questioning of the parameters of my enquiry. I also parody the philosophical tradition 
of approaching “first questions”. See for example: “To know, which in this context consists of making a question and a problem 
out of everything, has not made a question out of what its own meaning is, of why man belabors the idea of knowing, and 
worries himself about it” (Ortega y Gasset, 1959, p. 106). 
17 This exercise is consciously a fictive hypothesis rather than a scientific survey. It serves to describe a preconceived 
stereotype as a provocation for enquiry. 
18 For a discussion of the practice of making and its relationship to the discipline of architecture see for example Ingold’s 
Making: Anthropology, Archaeology, Art and Architecture: “Much can ride, in English, on the indefinite article. Building is an 
activity; it is what builders do. Add the article, however, and the activity is brought to a close. Movement is stilled, and where 
people had once laboured with tools and materials, there now stands a structure – a building – that shows every sign of 
permanence and solidity” (Ingold, 2013, p. 47). 
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the likely outcome of a building. Many of these positions will be influenced by previous criticism of 

existing architectural products, and the acceptable degree of deviation from models and 

expectations of production (narratives shaped more widely by a cultural framework and the 

mediation / reception of works within this culture). 

Asking the same question of other professionals in the construction industry, this might elicit more 

technical or nuanced responses. From a building contractor, there might be practical responses in 

terms of the logistics and requirements of delivering the construction of an actualised architectural 

project now conceived primarily in terms of production information and the forms of representation 

required to build a building as drawings and schedules. These responses might also cynically express 

a view that the architecture is typically the costly and unnecessary aspect of a building. Others might 

respond in terms of the relationship of a design team or the specific technical implications of 

architectural elements. For example, project managers might describe the project in limited 

procedural terms of programme, milestones and gateways. Alternatively, engineers might conceive 

of an architectural project in terms of the architecture that they need to make work technically (with 

the architecture typically forming the unworkable or problematic part of the project). 

Asking a group of students being taught architectural design, there would almost certainly be a 

pause for reflection, followed by quite a different set of responses. An architectural project from this 

standpoint obviously can’t simply be a building, and the responses might range far more widely and 

produce answers which, to earlier participants, might seem increasingly unrelated to the question. 

This could include theorized responses to spatial articulation, material description, formal 

arrangement, architectural methodology, graphic technique, historical reference, complex 

approaches to a programme of use etc.  Similarly, academic tutors might avoid an obvious building 

response and suggest alternative structures of enquiry with respect to the question – polemical 

positions regarding the identity of the discipline, exploration of progressive and experimental 

processes, appropriated theoretical constructs and philosophical speculations etc. 

On listening to all the answers, perhaps the question is not that simple after all? 
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Figure 4 Treatise extraction: Morris, R _ Lectures on Architecture _ Frontispiece (Morris, 1736). A frontispiece 
that encapsulates the 18th century vision of an architectural project as a process of acquiring a knowledge of 
ancient authority and deploying this knowledge as a rational exercise reflecting a value through replication and 
appropriate configuration – a simple problem? 
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1.5.2 Scepticism 

These hypothetical answers are stereotypes of a series of reactions to a basic question, and they 

simply serve to illustrate a perception of an architect and the nature of an architectural project. They 

assist in identifying a basic problem – none of these answers is an architectural project. What I have 

been describing is simply that – conventional descriptions of an architectural project. The imagined 

responses describe19 an architectural project as the authored product of a process requiring 

justification using preconceptions and judgements of a field of production that finds itself inherently 

exposed20 – engulfed by insecurity and uncertainty regarding the value of the product of the 

discipline in a broader context of relativity. 

The illustrative responses are models of architecture21 and what an architectural project is under 

these conditions remains unclear. The models of architecture have no capacity to convince and 

correspondingly undermine both the product and the reception of the product – and the prevalence 

of an object-oriented product accompanied by dislocated, relative or invalidated structures of 

legitimacy becomes an unsustainable model of an architectural project (that remains effectively the 

status quo). This condition provokes the scepticism of the enquiry – questioning the capacity of the 

field of architecture to articulate what it is or could be. But rather than attempting to solve a 

problem, the research aims to enquire into ways of working that acknowledge a problematic 

situation22.  

The research therefore begins, in its simplest expression, by asking “what am I doing?” – a question 

provoked by observing a field of production consumed by the preconceptions and post-

rationalisations of both academic and professional languages that are combined with the insecurities 

                                                                                 

19 The very description as “building” exposes the linguistic instability which requires a process not simply an objectification: “it 
is no linguistic accident that “building,” “construction,” “work,” designate both a process and its finished product. Without the 
meaning of the verb that of the noun remains blank” (Dewey, 1934, p. 53). 
20 I use the term exposed throughout to allude to an in-between condition that is moved outside of a dualistic structure of 
positions – a condition that is both unsettling and full of opportunity. See for example: Serres, 1997. 
21 A distinction of the prepositional context between a model of and a model for is used throughout my investigation after that 
suggested by Glanville: “Models_of are models that describe the world as we have made, or find, it; models_for, purposive and 
therefore essentially cybernetic, are intended to allow us to act on that world, to find something out, to see what would 
happen if….” (Glanville, 2005, p. 87). 
22 I adopt this notion of a problematic situation throughout my enquiry – this is derived from Schön’s own interpretation of 
Dewey. See: “The situations of practice are not problems to be solved but problematic situations characterized by uncertainty, 
disorder, and indeterminacy” (Schön, 1991, pp. 15-16). Dewey elaborates on the terms of a problematic situation as situations 
of indeterminacy within which problems are constructed as a result of the initiating doubt that precedes all enquiry (see:  
Dewey, 1938, pp. 245-263). 
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of the social experience and reception of architecture. An architectural project represented in 

increasingly tenuous, irrelevant and insecure ways where formal and stylistic excess or cults of 

identity and spectacle jostle with earnest social engagement, ironic pop-up or reductive models of 

performance related efficiency. Personality and brand sitting uncomfortably with aspirations for 

universal truth or nostalgic claims of human craft and skill. A discipline that tediously complains of 

being perpetually unappreciated and undervalued, and a reception of a form of production that is 

frequently charged with irrelevance or of producing whimsical excess and unnecessary cost. This 

thesis doubts the varied descriptions of23 an architectural project, and by extension the associated 

deluge of insecurity around the descriptions of its perceived activity. Rather than this doubt being 

merely critique, however, the research is interested in using doubt productively as an active 

engagement with perceived problems that forms the basis of genuine enquiry.  

What is “an architectural project”? 

The question is obviously identical but signals a significant shift in emphasis – moving away from the 

objectification of an architectural product, and towards an active engagement with the 

contradictions and instabilities of projecting. Doubt now used productively to investigate the 

implications and opportunities of operating within a field of production as an agency. The emphasis 

becomes placed on the activity, and the sceptical framework of the enquiry opens the opportunity to 

develop models for architecture that aren’t preoccupied with the increasingly desperate attempts to 

position a product and an authored object. This acknowledges a humbler but vital activity as the 

subject of an architectural project – the operations of knowledge and reflection (Dewey, 1910, 1934) 

obtained whilst projecting and revealed and shaped by ongoing processes of problem setting24, 

reframing, and reconstructing as dynamic models for architecture. Not claiming a value of object but 

essaying processes for projecting – and projecting that might, paradoxically, offer opportunities to 

suggest an actual value of the field of architectural production by revealing and opening an enabling 

and enriching capacity as an agency for architecture. 

                                                                                 

23 Another example of the prepositional of that describes a form of knowledge but doesn’t enact. 
24 Schön defines this as follows: “When we set the problem, we select what we will treat as the ‘things’ of the situation, we set 
the boundaries of our attention to it, and we impose upon it a coherence which allows us to say what is wrong and in what 
directions the situation needs to be changed. Problem setting is a process in which, interactively, we name the things to which 
we will attend and frame the context in which we will attend to them” (Schön, 1991, p. 40). 
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1.5.3 Problematic situations and contradictions 

The research attempts to respond to a problem, and a conventional model (derived from the 

Enlightenment project25) would aspire to a single solution to this problem. But this is not conceived 

here as a singular problem-solving condition, rather a problematic situation (Schön, 1991) that is 

continuously reframed by the enquiry, and itself subject to ongoing processes of resetting and open 

encounters with unexpected and contingent interpretations and reconstructions. There are also 

contradictions inherent in responding to this initial problem though – the method adopted to 

respond to a problem cannot be separated from the context of the discipline with the structures of 

architecture and the social constructions of receiving and experiencing architecture that define a 

description of architecture. This becomes a second-order26 problem of the research – the equally 

ambiguous problem that involves responding to the contradictions involved in constructing an 

architectural project.  

The research is sceptical of reductive constructions of problem-solving that dominate the ways in 

which architecture is conventionally designed (and expected to be produced). In place of these 

reductive models (and their associated insecurities), the research explores the opportunities 

associated with acknowledging (rather than denying) the contradictions inherent in practising. This 

involves reconstructing models for architecture by practising within the ambiguities that are formed 

by the paradoxical need for construction but operate within the gaps and translations of these 

constructions in the processes of setting problems again. Ways of working that acknowledge the 

requirements of a construction, but that also simultaneously require dissolution of this construction 

by design to actually be able to project. This questions what an architectural project might be, but 

also recognises the prevalence of contradictions within the processes of projecting – even suggesting 

that maintaining the room for contradiction is the architectural project (an (im)possibility of 

practice).  

This phrase describes the paradoxical limitations and boundaries imposed by and on the discipline 

that necessarily combine with the opportunities and potential for architecture working within its 

contradictions and ambiguities. The research suggests that exposure, instability and dynamic 

                                                                                 

25 Schön’s interpretation of this as Technical Rationalism I broaden for the terms of my enquiry into the wider implications of 
the Enlightenment project and its consequences for an axiomatic grounding of the discipline. 
26 The concept of second-order clearly derived from Cybernetics, see: Glanville, 2002. 
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processes of reflection can form a productive rigour for architecture as an involving27 process of 

projecting and move the question away from the predicament of an authored and absolute product. 

This investigates how an intensity, depth and rigour of reflection (Dewey, 1938), projection and 

reframing of evolving problems can operate within the contradictions of the construction of an 

architectural project. Projecting in this way potentially offering productive, enabling and enriching 

models for architecture that is an ongoing enquiry (Dewey, 1938) and an irresolute project – a 

questioning and projecting process that reconstructs an architectural project as a dynamic enquiry 

investigating and reconstructing models for architecture that might enable a means to go on28. But 

also conscious of the value and potential in failure within these essays29, the failure itself 

reconstructing the project again through a process of reflection.  

This is not a description of an architecture (avoiding a language that collapses under the weight of its 

internal and external insecurities) but instead offers an open30 interrogation of questions by a simple 

(but fragile) relocation of emphasis. A shift that avoids the conflicting expectations of positions and 

reframes the question to accept an exposure that prioritises the active and volatile process of 

projecting – that in the process might suggest opportunities for an involving, productive and 

intensive conversation with unexpected and innovative situations.   

                                                                                 

27 I use the term involving throughout in reference to a process of turning in within (as opposed to an evolution) that derives 
from the philosophy of Bergson and Deleuze to describe an immanent and intensive process where the movements of a 
system create an internalised dynamic (see Deleuze, 1988a). 
28 My research adopts this expression from Beckett that is reflective of an absurd condition of futility and necessity: “it will be 
the silence, where I am, I don’t know, I’ll never know, in the silence you don’t know, you must go on, I can’t go on, I’ll go on” 
(Beckett, 1975, p. 132). The work of Beckett is a constant source throughout my research that references the aspects of 
doubt, uncertainty and instability as well as the contradictory impulses and constructions of language that form the only 
means to express unnameable qualities that can’t be described. Specific Beckett sources are: Beckett, 1953/2009, 1975, 1984, 
1999a, 1999b, 2000, 2009a, 2009b, 2009c. For a discussion of the exhaustion of language in Beckett relevant to this enquiry 
see: Deleuze, 1998, pp. 152-174. 
29 The use of essay relates both to a discursive exploration as well as the practical agency of an attempt. This has parallels with 
an experiment, but I use the term essay to suggest a softer and more malleable enquiry. 
30 The notion of an open process recurs throughout my thesis as an environment within which innovative practice can create 
room. For a theoretical background to openness see: Eco, 1989. Principles of openness are also fundamental to the Deleuzian 
“rhizome” and maintaining movement within an involving multiplicity (see: Deleuze & Guattari, 1987). 
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Figure 5 Projective fragment: Norfolk House. A projective study (Essay 10) at Norfolk House (Matthew 
Brettingham Snr, 1748) that isolates the projective construction from the situated context of an urban mansion 
interior and provides an example of reconstructing projecting as models for architecture explored in this thesis.  
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ESSAY 01: Beginning.  

How to begin? 

… but instead of saying what I should not have said, and what I shall say no more, if I can, 

and what I shall say perhaps, if I can, should I not rather say some other thing, even though 

it be not yet the right thing? I’ll try (Beckett, 1975, p. 22). 

The starting-point is to ask a series of questions – how to design in the context of a perception of the 

practice of architecture being groundless and exposed? What is the problem to be explored? How to 

construct a framework for exploration (whilst conscious of the contradictions inherent in the 

processes of forming such a framework in the context of aspiring to a dynamic and contingent 

agency for production)? An equivalent anxiety about beginning also revolves around dilemmas of 

communication: How to produce and design in a way that articulates both a multiplicity of an open 

enquiry, whilst simultaneously communicating the speculative possibilities of this form of design 

approach? How to express a complexity of a contingent and multiple process for projecting 

architectural design, without this leading to an abstraction that is not enabling? 

An initial response is informed by the underlying narrative construction that provides a ground for 

designing, whilst also being explicitly a ground that is a working model and not an axiomatic origin31 

for the research – a shifting landscape of a problematic situation within which there might be the 

capacity to find room for projecting. The narrative of the Pliny villa is then a starting-point for testing 

the repercussions of scepticism and begins to construct a framework within which design method 

and techniques for projecting are essayed. A continuous enquiry that is both shaped by this multiple 

and absent construction, whilst also dissolving the requirement for this construction. 

What is the beginning? 

There is a notion of a problematic situation and a potential narrative landscape within which to 

frame questions, a doubt regarding the parameters of production and an insecurity around the 

processes of representation and evaluation of a perceived product of an architectural project. What, 

                                                                                 

31 A narrative beginning that deliberately speculates within an architectural historical context of axiomatic origins. 
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however, could be a starting-point to produce? The research begins with technique and ways of 

working. 

 

Figure 6 Essay 1.1. Preliminary study of scripted digital technique – procedural formation and gestural 
integration. 

This explores the limitations and opportunities of existing ways of working as a basis for responding 

to a perceived predicament – not to solve a problem, but simply to test approaches for projecting 

within the space created by a problematic situation. An opportunity to introduce at the start a 

recurring theme and specific forms of tacit knowledge (Polanyi, 1967) – beginning (and continuing 

throughout to refine, manipulate, test, discard and moderate) ways of working within the 

contradictions of an architectural product in order to explore the boundary conditions of digital 

technology and the synthetic integration of analogue states32 of production.  

                                                                                 

32 States provides both a reference to the transition between physical conditions and the technical processes of drawing 
reproduction (Carpo, 2001; Piranesi, 1973).   
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Figure 7 Essay 1.2. Developing layered complexity of scripted technique through multiplicity of scripted 
processes within initial projection. 

The drawings are formed as digital formal explorations (Figs. 6-9) and are produced as a series of 

designed steps of code33 as a language for projection – a scripted method of 3-dimensional digital 

modelling that embeds a series of logical relations between specific variables of virtual form (line, 

surface, volume) and imposes a design rationale on the operations and contingent actions of these 

formal interventions. The scripts are the seed of multiple manifestations of similar typologies of a 

projection with subtle adjustments of emphasis within the associated relationships of coded parts 

creating diverse effects of formal projection. But in developing this approach, the digital method is 

explicitly in contrast to a currently adopted understanding of parametric34  approaches to 3-

dimensional modelling. 

                                                                                 

33 The application of mathematics within architectural production is, of course, nothing inherently new – see Williams 
Architecture and Mathematics from Antiquity to the Future for a survey of its application (Williams, 2015). 
34 I refer particularly to the debate spawned through the classification of parametricism as a style in Schumacher’s work 
(Schumacher, 2009). My research does not adopt the same considerations of a universalising stylistic interpretation and sees 
the opportunities of code and script as being fundamentally about the access to dismantling a reliance on the superficial 
securities of a deterministic process. 
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Figure 8 Essay 1.3. Alternative projection / manifestation of scripted study derived from initiating projection. 

The approach uses computational capacity to describe complex geometric forms and 

interrelationships – designing contingent relationships as sophisticated, open and reflexive forms 

through a manipulation of the underlying language and assumptions that shape these computational 

processes. This enables script35 and code to offer forms of projection that exceed the boundaries of a 

starting-point – designing processes and associations of virtual production that are inherently 

multiple as well as responsive to change – but critically claim no inherent value in this process.  

 

                                                                                 

35 See also Carpo’s discussion regarding the digital variability that replaces the pre-digital copy (Carpo, 2011). 
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Figure 9 Essay 1.4. Manipulation of projection and integration with analogue gestures claiming composition. 

In contrast, current interpretations of parametric approaches to design often claim legitimacy as a 

deterministic model of production – either in the adoption of a critical closed position regarding the 

use of parameters (with the aesthetic trappings of a stylistic effect), or through the mundane process 

of Building Information Modelling software that is focussed on the commercial benefits of efficient 

architectural delivery. The approach developed here instead uses computer language in an open 

enquiry where the coded terms form an explicit and involving design choice (derived from a 

narrative fictional construct), and conditional syntax of formal connections (an inherently projective 

form of knowledge) that constantly provides opportunities for multiple and intensive propositions 



 

 

PART 1: INTRODUCTION  63 

(and not a singular objectification36) that can then be juxtaposed / (re)composed with analogue 

interventions (Fig.10).  

 

Figure 10 Essay 1.5. Reconstruction of preliminary scripted studies as analogue drawing – reframing exposed 
ground to reconstruct technique. 

The physical and gestural immediacy of analogue drawing technique develops an evolving response 

to a specific series of formal configurations creating graphic choices outside of the scripted language 

that precipitates the formal configuration – the rendered output of the scripted form integrated with 

gesture and manipulation of viewpoint to define an intensity of production. The studies begin a 

process for projection – they do not constitute a model of a project, but act as an initial speculation 

on the capacity for a mixed technique for projection. 

 

                                                                                 

36 My development of algorithms and coded digital operations are conscious design decisions of projective and aleatory 
designing that are developed through a manipulation of source data and an application of geometrical operations and logical 
relations. Reference sources for the technical development of these approaches include: Abramowitz & Stegun, 1972; Berg, 
2000; Marsh, 1999; Schneider & Eberly, 2003; Skiena, 2008.  



 

 

PART 1: INTRODUCTION  64 

What is the relevance of these studies? 

The drawings provide a context to speculate on the scepticism of my enquiry, without formalising a 

response. They are abstractions of a process and an initial response to a sense of a predicament – 

exploring the limitations of conventional representations of problem-solving and considering 

alternative opportunities for developing mixed or synthetic models for projection (Figs.11-13).  

 

Figure 11 Essay 1.6. Digital technique redeveloped with analogue process overlay – forming alternative 
projective construction from technique. 

They consider how ways of working might create a dynamic that isn’t simply representative of a 

problematic situation but might embed the contradictions and ambiguities as a contingent form for 

projecting. Testing the formal range and graphic consequences of a mixed technique and providing 

an opportunity to expose the research with an immediate output that reflects on ways of working 

and the insecurities of product as a starting-point.  
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How to evaluate this work? 

 

Figure 12 Essay 1.7. Alternative viewpoint of digital construction and process. 

From the outset this essay aims to create a movement – combining the multiple projections of a 

scripted digital process of production with the analogue gestural modifications of view manipulation 

and drawn overlay. This shapes a process that will evolve through an interaction with the specifics of 

a narrative construction, but rather than begin with a theoretical position or a conventional 

architectural problem to be designed, the drawings attempt to form an immanent37 mode of 

enquiry. But can this abstraction be evaluated? Where is value located in architectural projection 

devoid of the constructions of situation? The answer at this stage suggests that rather than being a 

product to be evaluated, they simply expose the problematic of evaluation in general.  

                                                                                 

37 I use the term immanent throughout with oblique reference to the use of Bergson and Deleuze (derived from Kant) in terms 
of the opportunities of an intrinsic enquiry. This is also directly related to the conception of the virtual – as a non-actual 
embodiment of modal multiplicities (Smith, 2007, 2009). 
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Figure 13 Essay 1.8. Interior view of speculative construction speculating on identity of composition. 

The studies reveal inherent contradictions of communication – e.g. how to articulate a contingent 

projection as a singular product? They also serve to underline the instability of a framework of 

critical evaluation in architectural production. By beginning with technique – a product of digital 

experience and a reliance on technological manipulations of form – these drawings deliberately 

avoid producing a project. They attempt to produce a movement within projecting rather than a 

project – becoming an exploration that might enable and suggesting models for evaluating to be 

developed that might hover within the contradictions of practice, hoping to suggest a value of 

agency or productivity as a dynamic structure. In part this is an evolution of pragmatic thought 

where the relevance for projecting is established sufficiently if the projections enable – deliberately 

accepting that the dynamic process doesn’t necessarily fix a solution but creates a landscape for 

possible solutions to emerge. 

Without specificity or rigour, however, these aspirations clearly can’t be attained – and this 

beginning is simply a provocation for enquiry. The work consciously forms an essay that fails and 

provides a context to begin, whilst acknowledging the limitations of the abstraction and the 

inadequacies of communicating the underlying problematic situation.  
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How to progress? 

This essay begins research through methods of scripting and digital languages of production and 

their associated analogue manipulations. It develops a graphic output and procedural technique that 

reflects the tensions of contradictions of production and suggests opportunities of dynamic models 

for projecting - allowing a way of working to shape the enquiry, rather than work representing 

enquiry. 

The studies create an impetus to move forwards through their internal processes of projection. What 

could be done differently to begin to articulate a projective response to a problematic situation? The 

drawings themselves contribute to shaping this situation, but paradoxically require a constructed 

framework to communicate. The narrative of a project is therefore necessary, but how is this 

integrated as an evolving and contingent component for enquiry rather than simply creating a fixed 

boundary for a product? How is the fiction38 of a project’s ground incorporated into the dynamics for 

projecting that maintains room for the opportunities of a responsive and dynamic way of working to 

be realised? What ways of working utilise the contradictions of practice as a way for practising? 

This can continue in multiple ways, with the initial drawings providing one of many situations for 

development. They suggest the need to refine languages of graphic production, processes of scripted 

and analogue integration and pose questions around the appearance of the emerging products of 

this way of working. But they also reveal the contradictions of description and communication of this 

multiplicity – and the need to present a fiction as a model for this dynamic process to be synthesised 

within as a ground that is fabricated alongside the processes of projecting in order to reshape and 

undermine this fabric. 

                                                                                 

38 Through the use of fiction I consistently reference the work of Hans Vaihinger The Philosophy of As If in his analysis of the 
role of fictional constructions and their possibilities for enabling production through a consciously contradictory structure of 
deliberate invention (Vaihinger, 1924). See also a discussion of fictional constructions in John Gray’s The Silence of the Animals 
(Gray, 2013). For a broader interpretation of the epistemological status of fictional constructions and their relationship to 
Enlightenment scepticism see: Deleuze, 1991, 2001b; Hume, 1969. Fiction is therefore used to refer to a necessary but 
knowingly artificial form of construction. 
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1.6 Material – fictions and theoretical appropriations. 

This section outlines the material for research – the initial preconceptions, appropriations and 

fictions within which the research operates – and exposes the relevance, application and use of this 

reference. It is inevitably a product of personal experience within the discipline of architecture and 

reveals a range of influences that shape an understanding of the profession. This defines an initial 

frame of reference for enquiry in general terms (the impetus for research and methods for 

questioning) and is consciously plural (James, 1996) – exploring a mixture of reference sources as 

shifting foundations39 (which have no beginning and are reframed by enquiry).   

1.6.1 Experiencing the discipline 

Personal experience has constructed a perception of a complex discipline that has a varied and 

ambiguous status as a technical, aesthetic and social profession – aspiring to improve situations 

through an application of knowledge that is intangible and bringing a unique combination of 

aesthetic aspirations, social requirements and technical practicalities to the construction of a project 

that consistently frame an understanding of architecture and approaches to design. The activity 

appears to involve a contradictory range of disciplinary interrelationships which by definition could 

not be reconciled or solved, and it creates supposed requirements for an inherently unachievable 

expertise across interrelated fields of production that combine with confused relationships of 

history, theory, design, construction and society. These conditions create a profession that is 

necessarily involved in the contingencies and compromises of a mess of reality and cultural 

production, with a range of conflicting imperatives and objectives, to create a stimulating, diverse 

and multi-disciplinary context of production – but also a problematic discipline. But in my 

educational and professional experience, architecture is constantly feeling a self-imposed need (a 

need reinforced by social expectation) to deny this mess – attempting to claim a position as an 

epistemological foundation to legitimise a value of production and create some form of confidence 

in the construction of a project. All forms of cultural and scientific production suffer from a similar 

insecurity, but often are able to retreat into languages of production and value-creation that more 

                                                                                 

39 I use the term foundations deliberately to both reference the ambiguous nature of origins (Serres, 1983 / 2015, 1987 / 
2015, 1995 / 2017) and the contradictory solidity of the discipline. In keeping with Deleuze, this artificial search for origins or 
beginnings is a false imposition on a dynamic of movement: “Where are you going? Where are you coming from? What are 
you heading for? These are totally useless questions. Making a clean slate, starting or beginning again from ground zero, 
seeking a beginning or foundation – all imply a false conception of voyage and movement” (Deleuze & Guattari, 1987, p. 25). 
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easily hide from confronting the associated problems and insecurities40. The complex mixture of 

architectural practice, however, obstructs a reduction to a simplified legitimating framework and the 

unique social engagement of the artistic and technical architectural project places this instability in 

particularly sharp focus. 

1.6.2 Research contexts – an ecology of reference 

The research emphasises the opportunities for a rigorous and intensive enquiry by design to 

speculate on the possibilities of new models for making and thinking by action. There is also 

inevitably a prior context, however, that influences research and defines preconceptions and sources 

of knowledge (foundations) for enquiry. There is consequently a contradictory relationship – a 

critique of appropriating theory from external disciplines and antecedent knowledge used as a 

method of justifying an unstable practice of architecture juxtaposed with external theoretical and 

practical influences that unavoidably shape the research and define the parameters for questioning 

(and frame critique in the first place). There is therefore an ecology of reference – acknowledgement 

of which is required to communicate enquiry and place it honestly within a research community as a 

framework that is not a single position or pre-defined language of theoretical construct but a plural 

network (mixture) of sources of social theory, philosophy, architectural theory and practice, 

literature and scientific research that frames the knowledge to be tested by action.  

The discipline has a unique responsibility and unavoidable integration with the collective experience 

of the construction of an architectural project within a social context, and sources of contemporary 

social theory41 influence considerations regarding the contradictions of communication, transmission 

and reception of an architectural project. This shapes concepts of use, brief and client as well as the 

obvious implications for an actualised construction as experienced socially. The implications of late-

capitalist and post-modern theory on concepts of production, value and meaning and the associated 

legitimacy of evaluation are also particularly relevant to the argument. 

                                                                                 

40 See for example the contrasting languages of description of painters and sculptors as outlined by Evans (Evans, 1997, pp. 
142-143). 
41 Example works of broader social theory or specific social implications of discipline relevant to the foundations for my 
enquiry would include: Hacking, 1983, 1999; Harvey, 1989, 2010; Ingold, 2013; Jameson, 1985; Latour, 2005; Schön, 1991; 
Sennett, 2008. 
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Philosophical enquiry equally unavoidably influences the foundations of the research: the principles 

of scepticism; questions of value; epistemological constructions; theoretical positions of multiple and 

dynamic ways of working; axiomatic and empirical constructions; post-structural reflections on 

origins, value and meaning; assumptions regarding problems; approaches to problem-setting and 

reconstructing; pragmatic sufficiency; investigations into productive / enabling ways of working; and 

the consequences for ongoing evaluation and continued essays of production.42 The intention is not 

to appropriate philosophical positions to justify a working method43, but to acknowledge the range 

of different aspects of philosophical thought44 that influence interpretations of the predicament of 

the discipline (the unstable foundations) and the opportunities for working within this instability 

(creating room).  

The appropriation of an archetypical fiction as the foundational narrative for the research exposes 

the influence of architectural theory and associated historical positions45. The research avoids 

locating practice within a single theoretical tradition of the discipline but reflects on (and operates 

within) varied reconstructions of the discipline that historically form an architectural project. This 

reflects on an evolution in the status of theory within the discipline: an initiating myth of natural 

legitimacy; the replacement of this natural confidence with reason; and the subsequent 

destabilisation in a confidence of either myth or reason that results in a contemporary relativism. 

Architectural practice – the process of designing and reflecting on designing as well as the 

                                                                                 

42   There is an apparent paradox in my attempt to propose an architectural project that might move beyond a legitimating 
crisis whilst appearing to appropriate a range of intellectual sources that might legitimise this process. The use of a mixture of 
philosophical thought is not, however, proposed with the intention of justifying a position but is to assist with the description 
of a model for making and doing which is enacted by my design research. 
43 I am particularly conscious of the over-deployment of post-structuralist thought in the field of architecture (see for example 
the description of “exhaustion” in Frichot & Loo, 2013, p. 3). Again, my intention is to be explicit about the context of my 
enquiry and to appreciate the enduring relevance in describing a practice-based enquiry into the dynamics for projecting of 
work by particularly Deleuze and Serres to assist with the description of my enquiry (and not to seek a legitimation of a 
theoretical process). In addition the appropriation of a Deleuzian language of architectural formalisation has frequently 
resulted in a legitimating framework of relative and capitalist production, see for example Spencer, 2017. My interest lies in 
the articulation of a multiple construction and the dynamics of in-between positions as opposed to a literal positioning and 
formal translation of philosophical language. 
44 A broad range of philosophical reference is drawn upon as the foundations of my enquiry – shaping both an overarching 
approach to my argument as well as informing specific considerations regarding the dilemmas and origins of the problematic 
situation that defines the practice of the discipline. References include: Aristotle, 1998; Bergson, 1988; Cassirer, 1951; 
Deleuze, 2001a; Descartes, 1994; Dewey, 1910; Hume, 1969; Husserl, 1970; James, 2000; Kant, 1993; Koyré, 1968; Leibniz, 
1956; Ortega y Gasset, 1959; Peirce, 1923/1998; Plato, 1869; Rancière, 2007; Serres, 1997; Sextus, 1985; Spinoza, 1996; 
Vaihinger, 1924; Wittgenstein, 1981; Žižek, 2010. 
45 A wide range of architectural theoretical positions and historical reference influences the foundations of my enquiry – 
informing an interrogation of the fabric of the discipline, shaping the interpretation of the historical evolution of the dilemmas 
of practice and influencing the construction / fabrication of a narrative material for my design research. Theoretical influences 
include: Ackerman, 1986; Evans, 1995; Karatani, 1995; Kruft, 1994; Pérez-Gómez, 1983; Rykwert, 1981; Tafuri, 1987; Tavernor, 
2007; Vidler, 1992; Wittkower, 1967. Example primary sources include: Alberti, 1486/1988; Campbell, 1716; Colonna, 1999; 
Palladio, 1721; Scamozzi, 2003; Serlio, 1982; Soane, 2000; Vitruvius, 2009. 

 



 

 

PART 1: INTRODUCTION  71 

intellectual and physical constructions of projecting and experiencing architecture – forms a parallel 

influence with the works and the practices of architect and fine art practitioners46 and the 

corresponding ways of working as projects. The integration of means and ends (a re-conception of a 

disciplinary theoretical and practical dualism) combines the questions of disciplinary theoretical 

positions, practical methodology and the philosophical implications of knowledge acquisition, 

instrumentality of activity and the value of agency and defines a preliminary hypothesis to be tested. 

Technically the work uses material that explores the knowledge, reflection and decision-making 

processes encountered through making and doing (unstable and contingent factors, experiments 

and uncertainties). The research draws on ways of working (and attempts to articulate reflection-in-

action on these methods) and the modifications enforced or suggested by contingent encounters 

and unexpected outcomes – collectively communicating processes of designing47. Advances in 

science and technology48 and the possibilities of digital practice to expose and manipulate the 

languages and assumptions of the digital environment as well as wider influences of scientific 

historical evolution, progress, rationality, logic and cybernetic method are also additional influences. 

Digital practice is particularly explored and developed in ways that extend the possibilities of 

responding to varied, multiple and contingent narratives of making to address both the limits and 

opportunities of digital practice. This is in contrast to a mundane determinism of digital practice that 

either reinforces a capitalist model of production or claims a new ground of self-legitimising formal 

product. The research is also influenced by a critique of problem-solving – exposing risks in an 

uncritical absorption of reductive scientific methodology in constructing a project, whilst also 

exploring the opportunities for an experimental empiricism. 

 

 

                                                                                 

46 My practice has clearly been influenced by my personal education (Edinburgh University, UCL) and professional experience 
(dECOi, Ocean_D, Sprunt, Make, a-project) – and throughout the evolution of my architectural development, a wide range of 
contemporary / modern architects and artists have clearly shaped my interpretation and approach to practice. References of 
particular influence on my current research enquiry include: Cohen & Lamster, 2001; Duchamp, 1973; Eisenman, 2007; 
Goulthorpe, 2008; Mitchell, 1990; Spiller, 2006. 
47 Examples of this influence include: Adamson, 2010; Albers, 1962; Garner, 2008; Ingold, 2013; McCullough, 2004; Pye, 1978; 
E. Robbins, 1994; Schön, 1991. 
48 The foundations of my enquiry draw from a varied frame of reference with regard to the history of science, contemporary 
digital practice, philosophical logic, cybernetics and considerations of the value and definition of progress and technological 
determinism. References include: Burry, 2011; Cache, 1995; Feyerabend, 2010; Glanville, 1999; Glasersfeld, 1995; Goodman, 
1983; Gray, 2013; Jammer, 1993; Kuhn, 1996; Nagel & Newman, 2005; Quine, 1982; Rossi, 2001; Ryle, 2000; Simondon, 2016. 
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Figure 14 Treatise extraction: Salmon, W _ Palladio Londinensis or, the London art of Building _ Plate 1 (Salmon 
& Hoppus, 1748). Example of geometrical foundations replicated in 18th century pattern-books as a basis for 
translating and projecting classical rules and proportional systems of architectural construction – the 
foundations of disseminating a model of production. 
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Considerations of language and the practices of literature are also used as analogies of the processes 

and predicament of the value and meaning of architectural projection – uncertain and intangible 

gaps within literature and the structures of translation, projection and meter. This is initially driven 

by the epistolary nature of the chosen narrative construction for my design research49 but also 

reflects on intangible affects of poetry, ambiguous and paradoxical conditions of description and the 

limitations of the construction of language on the articulation of unnameable qualities50. Not 

appropriating a literary theory as a ground for practising within an architectural discipline but  

recognising the benefit of reference and communication with a parallel context that illuminates the 

predicament of practising and the paradoxical nature of requiring construction to enable the 

articulation of an intangible quality. 

Using a broad mixture of theoretical and practical reference, therefore, the thesis appropriates 

existing knowledge to develop specific applications in the context of the research question. This 

appropriation is disclosed as a referential structure and then dissolved by the activity of the enquiry 

to become a knowledge acquired or reconsidered through my research. The choice of the material 

defines the initial approach and outlines key devices for testing through and by enquiry – of which 

five principal themes of scepticism, pragmatism, exposure, poetic and fiction are now discussed in 

detail: 

1.6.3 Sceptical impetus – doubt and enquiry 

Scepticism is used as a mechanism of enquiry that provokes action and it is developed in response to 

a subject matter that raises doubts regarding the validity of currently held assumptions concerning 

the justification and operations of the discipline51 – and by extension the processes and outcomes of 

the product and its capacity for wider communication, reception and critical evaluation. The 

philosophical construction of doubt is used as a superficially original ground for testing the research 

                                                                                 

49 I refer here to the underlying narrative foundation of my enquiry in the letters of Pliny the Younger (61-113 A.D.) that 
describe his villas. The referential foundations for my research draw from the letters, translations and architectural 
reconstructions as a fictional construction throughout. Example reference sources include: Du Prey, 1994; Pliny, 1747, 1963, 
2006; Tanzer, 1924. 
50 My foundations are influenced by a range of modernist literary sources that provide a parallel reference to the problematic 
construction of the discipline. Example references include: Beckett, 1975; Borges, 1970; Broch, 1995; Chatwin, 1988; Eliot, 
1979; Hulme, 1998; Kafka, 1961; Perec, 1978/1988; Pessoa, 2003; Robbe-Grillet, 2009; Sebald, 1995 / 2002; Stevens, 2010; 
Walser, 2000. 
51 The use of scepticism draws upon the rich philosophical background of a recognition of doubt and the uncertainty of 
knowing (and ultimately the absurdity of trying to know beyond what is immediately perceptible). This spans for example the 
Pyrrhonism of Sextus Empiricus (Sextus, 1985), the 16th century essays of Montaigne (Montaigne, 1993), the Enlightenment 
struggles of Hume or Kant (Hume, 1969; Kant, 1993) and the productive possibilities of doubt for enquiry as an experimental 
empiricism in Dewey (Dewey, 1984). For a definitive survey of scepticism see: Popkin, 2003. 
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– a doubt that exposes the discipline and provides the context for reconstructing alternative models 

for an architectural project (through an acknowledgement of problems, doubts and contradictions). 

This is a fundamental device that presents an insecurity and defines an impetus for enquiry. It is used 

to reveal the uncertainties in the research question and to formulate a consequent structure of 

enquiry within which the problems raised can be investigated. This does not assume that a 

resolution in the context of the present construction of an architectural project is achievable (i.e. a 

relocated context of settled outcomes that establishes a new context of belief to proceed) – but is 

used to frame an enquiry that speculates on the opportunities to use this doubt productively. Doubt 

acting not as a limitation but an enabling vehicle to reconstruct the terms of the problem itself 

(scepticism used to reconstruct an architectural project and not simply to construct another 

architectural project). This enables doubt to move beyond solipsistic insecurity and offer wider 

strategies for projecting as a dynamic and contingent activity for architecture. Doubt also informs 

the mechanism of essaying – where speculation and uncertainty are carried throughout the enquiry 

as a formal structure to test the emerging narrative and design methodology as a sceptical 

construction and reconstruction.  

1.6.4 Pragmatic action – instrumental operations and reflection-in-action 

The productive use of doubt and its logical relationship with the process of enquiry is heavily 

indebted to a pragmatic approach to the questions of knowledge and the value of an activity52. The 

sceptical premise is therefore developed as a testing of pragmatic principles – where the operations 

of an activity in the context of a problematic situation are considered in terms of their enabling 

capacity and not with reference to any prior structure of knowledge or theoretical structure. This 

explores the implications for the reconstruction of an architectural project where the dynamics and 

contingencies of method and the associated reflection-in-action of this method are prioritised – a 

                                                                                 

52 Of specific relevance are the works of Dewey – particularly The Quest for Certainty (Dewey, 1984) for a detailed review of 
the value of knowledge acquired through the operations and instrumentality of practical activity as opposed to antecedent 
knowledge; Art as Experience (Dewey, 1934) and Experience and Nature (Dewey, 1958) for an analysis of the experiential 
nature of aesthetic practice; and the Logic: The Theory of Inquiry (Dewey, 1938) and How we Think (Dewey, 1910) for 
discussions around the doubts and reflections within the process of a productive enquiry. Also relevant are more general 
pragmatic references of Pierce and James re. the nature of truth and sufficiency of productive results (James, 2000; Peirce, 
1923/1998; Thayer, 1982). The writings of Dewey also directly influences the work of Schön (Schön, 1991) from which central 
ideas of reflection-in-action are derived. The architectural implications of pragmatism are also evidenced by works such as: 
Allen, 2009; Saunders, 2007. 
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knowledge of making and doing and an associated value considered in terms of the efficacy of this 

activity in further enabling work. 

The research uses the philosophical constructions of pragmatic thought (itself derived from an 

interpretation of the opportunities of an experimental empiricism) as the basis for testing a 

reconstruction of an architectural project in terms of a subjunctive and projective activity rather than 

an imposed product with antecedent structures of legitimation. This choice for testing by research is 

influenced by the initial scepticism and the affinity for prioritising activity as a means to relocate the 

problematic situation of the discipline – and frames the analysis of the predicament and approach to 

responding to the perception of problems. 

1.6.5 Dynamic method – mixture of technique and in-between positions 

Sceptical origins and pragmatic action form principal structural mechanisms that are used by my 

research argument, but my research also integrates a broader post-structural understanding of an 

exposed practice – moving outside of fixed positions of action to include speculations on immanent, 

volatile and dynamic contexts for making, doing and reflecting53. This uses concepts of a mixed 

construction of method – movements, interrelationships, juxtapositions and compositions of 

divergent and varied approaches to specific design methods within the activity of projecting for 

architecture – and this elaborates on the pragmatic method to advance a space for operating 

between positions. A paradoxical relationship that complicates a pragmatic sufficiency with the 

uncertain and unstable grounds of an in-between condition – requiring the construction of a project 

simultaneous with the dissolution of this construction.  

This exposure is used to develop ways of working that are open, responsive, contingent and dynamic 

vehicles for projecting – forever partial, transitory and unstable spaces that create room for 

architecture through the ongoing dynamics of an enquiry (extending a pragmatic process to a 

continuous field of instability). Translations, slippages, gaps and jumps between techniques are 

technically reflected in the interrelationships of designed manipulations of data, code and scripted 

                                                                                 

53 Ideas derived from the work of both Deleuze and Serres are particularly relevant – for example discussions of immanent and 
multiple processes and the comprehensive analysis of difference in Difference and Repetition (Deleuze, 2001a); literary 
analysis and reflection of Essays Critical and Clinical (Deleuze, 1998); discussions of a mixed method and in-between condition 
in The Troubadour of Knowledge (Serres, 1997); nature of exposure in Genesis and The Natural Contract (Serres, 1995a, 
1995b); the operations of translation in Hermes (Serres, 1982); and the poetic interrogation of foundations and origins in the 
Foundations trilogy (Serres, 1983 / 2015, 1987 / 2015, 1995 / 2017). 
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algorithmic operations and translations – juxtaposed with an intensity and immediacy of analogue 

gesture and reconstruction. Collectively the notion of exposed practice enables an exploration of an 

immanent dynamic and an intensity of operations that reconstruct an architectural project as a 

multiple enquiry and method creating its own critical rigour for continued projection.  

1.6.6 Poetic uncertainty – elision, meter and unnameable description 

The notion of an exposed practice is also used to develop an analogy with reference to poetic affect 

and the unstable language of poetic description – where the affect of poetry operates between the 

formal constructions of a meter or rhythmic structure54. Description that relies on the formal 

constructions of language and metric delineation in order to attempt (essay) to articulate conditions 

outside of the terms of these constructions55. The poetic language both requiring the framework but 

also necessarily undermining these terms to express an affect beyond these initial limitations. This 

structural analogy (construction of a framework and unnameable description moving between 

constructions) is reflected in the structure of the essays within the thesis. The open movement and 

unexpected encounters within the dynamics of a contingent working method tested with reference 

to a poetic potential that exceeds the initial preconceptions of the construction of a problematic 

situation. This device further extends the pragmatics of simply operational sufficiency to suggest 

opportunities for exposed practice between positions to propose propositional outcomes that 

exceed the initiating limitations and prejudices of action (and the expectations of pragmatic 

method). 

Reference to poetic structure articulates a mechanism of subjunctive speculation (an architecture 

that might be), unnameable outcomes (irresolute and partial speculative propositions) and a use of 

structure as a temporary and discarded framework (an architecture as if). The parallel with language, 

meter, poetry and the constructions of a fictional framework forming a metaphorical reference for 

                                                                                 

54 The structure of poetry and the poetic use of language is influenced heavily by the minimal dissolution, logical instability 
and sceptical involution of the work of Beckett. It is also more generally influenced by a reference to the underlying affect of 
poetic form in its capacity to enable projection outside limitations of construction (cf. Fussell, 1979; Keats, 1958; Paz, 1954). 
55 Poetic ambiguity that is further emphasised by processes of translation (a reconstruction of the language and potential 
meanings within an alternative framework). 
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the research (an uncertain elision) as well as an explicit structural device within which method, 

programme and narrative are tested through a specific architectural archetype of villa. 

1.6.7 Constructing a fiction – an archetypical narrative 

The research uses the concept of a narrative framework for testing the enquiry and develops an 

understanding of fictional constructions for projecting56 – with an acknowledgement of the 

transitory and irresolute nature of the fiction which is useful but only ever temporary. The research 

develops a classical archetype as a direct reference to an artificial origin57 – integrating the 

preconceptions of architectural theoretical discourse into the doubtful narrative of the material – 

and the specific archetypical situation enables a progressive exploration of a reconceived boundary 

of site, a shifting conception of a problematic situation and the implications for situated projections 

within the unstable and irresolute contexts of the fiction.  

The research fabricates material and uses this construction as a continuously evolving ground from 

which design operations of testing, translating, projecting and reconstructing can be investigated 

and assessed against identified problems, the emergence of unexpected new problems, or the 

reframing of the initiating problem. The narrative material provides the context for enquiry, and the 

basis of site and programme in their broadest terms. In addition, to fully expose the predicament 

being investigated, the selected narrative material is chosen to be an active participant in the doubts 

and contradictions of the enquiry (itself forming a problematic situation). 

The research uses an archetypical architectural construction as its initiating narrative – the villas of 

Pliny the Younger58 (texts, objects and reconstructions). These villas are described in his personal 

letters to contemporary friends and colleagues and the descriptions of his villas within these letters 

subsequently become a recurring framework of architectural narrative. Two of the letters describe in 

detail the character of, specifically, his Tuscan and Laurentian villas, and Pliny’s writing describes the 

lived experience of dwelling within these affluent and rural retreats. The letters loosely describe the 

                                                                                 

56 The productive implications of a fictional and subjunctive hypothetical framework as a temporary ground for action is 
derived particularly from: Vaihinger, 1924. 
57 See for example re. the artificiality of origins: “the origin refers to another origin, the beginning demands a beginning, the 
instauration wants auguries, the foundation requires preliminaries; it seems a ray of light that, caught between two almost 
parallel mirrors, goes on reproducing image before image; everything flees in the infinite sequence” (Serres, 1983 / 2015, p. 
33). 
58 A full development of this narrative fabrication is provided in Part 4 of this thesis, the outline here simply provides an initial 
sketch of this material for reference as the argument of my thesis develops (see also Appendices 1 and 2 for the source 
material of the letters). 
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configuration of space, the effect of light and the atmosphere of the specific situation for an historic 

object, time and space.  

With minimal surviving archaeological reference, the material becomes a description without the 

corresponding presence of an architectural object. The villas are an absented narrative of dwelling 

and an involving interruption of description with the letters forming a repeating language of 

architectural description, projection and translation with no surviving physical referent. The villas 

become multiple unknowable grounds of an architectural project, and subsequently become an 

architectural problem and a theoretical ground of reconstruction and debate as a series of architects 

and translators define positions and oppositions with respect to a contested origin and the multiple 

interpretations of the architectural description. The villas don’t remain simply the unstable 

descriptions of absent objects but exist as a series of essays of reconstruction throughout the history 

of architectural theory and practice – aspiring to an elusive construction of a correct reconstruction 

of an absent project. Each project forms a revised ground of description and deploys an alternative 

and improved translation of the text to construct a new theoretical ground for the attempted 

reconstruction.  

Understood conventionally, each project is a position in opposition to the preceding interpretations 

and forms a new ground that utilises the narrative of the villa as a vehicle for establishing antique 

legitimacy for a specific theoretical era. A sequence where each subsequent project begins to 

describe the villa more precisely. In this thesis, however, the villas are considered instead as a 

network of projection that no longer describes the project of a villa as either the grounded 

architectural object or theoretical projected reconstruction. In its place, the villas become a fluid 

multiplicity of translation and mediation between grounds and the villa material becomes a field of 

contingent narratives, full of phase transitions59 of description, projection and translation that 

become the narrative in addition to the narrative content of the absent project itself. The gaps, 

interruptions and projective connections move and involve inside the collective framework and 

                                                                                 

59 I use the term phase transitions as adopted in the appropriation of the scientific terminology by Deleuze and DeLanda in 
their respective discussions of assemblage, see: DeLanda, 2002, 2006. 
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establish a continuously shifting in-between construction of architectural description – the projects 

forming a calculus of possibility60.  

The fiction is a mesh of connections and relative constructions that acknowledge an absent ground 

and provide the opportunity to construct and dissolve construction within the spaces of translation, 

projection and alternative description. A network of narrative relations that allows projecting to use 

narrative as material – not as an originating mythology but as a fluid acknowledgement of the 

absence of legitimating narrative. Exposed between positions the narrative construction resides in 

the interstices of the theoretical and practical absent constructions, and the intensive deployment of 

these spaces forms a shifting situation for design essays to test the contradictory opportunities of 

this network.  

 

 

 

 

 

 

 

 

                                                                                 

60 The concepts of calculus as a construction that exposes the differential is a both an analogy and mathematical application of 
processes for translation in my research. Smith describes Deleuze’s use of calculus: “in the calculus, the differential is by 
nature problematic, it constitutes “the internal character of the problem as such,” which is precisely why it must disappear in 
the result or solution.” (Smith, 2003, p. 426). The role of the differential is developed in detail by Deleuze in Difference and 
Repetition (Deleuze, 2001a, pp. 168-221). See also the comparison with Leibniz in: Smith, 2012. 
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Figure 15 Pliny juxtaposition: Laurentian composition. A composite overlay of Pliny villas (Essay 08) from a 
variety of reconstructed sources (and as reconstructed by author) involving narrative source material (the 
unstable translation of an archetypical villa description) where the authorship and identity is dissolved through 
the intensity of composition. 
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1.7 Method – approaching a problematic situation. 

In the designer’s conversation with the materials of his design, he can never make a move 

which has only the effects intended for it. His materials are continually talking back to him, 

causing him to apprehend unanticipated phenomena, he also evaluates the moves that have 

created them (Schön, 1991, p. 101). 

This section introduces methods for exploring the research question and testing within the context 

of the material as a critical component of a dynamic agency for architecture. Method is constantly 

reframed by the design enquiry – responding to the specifics of problematic situations as the essays 

develop – and this section outlines the initial approach to design method61 with which to test the 

validity of alternative models for62 architecture by design.   

1.7.1 Strategic approach – re-setting problems and working in-between positions 

The research adopts a responsive and dynamic approach to problem-solving that attempts to 

dissolve a conventional technical rationalism into a more fluid and unstable process of problem-

setting. This acknowledges contradictions and ambiguities of an architectural project as a productive 

form of projecting – using the unstable properties of multiple forms, translations and movements of 

contingent projection (as opposed to an enforced stasis and singularity of product) and technically 

developing a reflective practice of digital and analogue processes of production.  

 

                                                                                 

61 Method becomes part of the necessary construction, see Wittgenstein: “Where you can ask you can look for an answer, and 
where you cannot look for an answer you cannot ask either. Nor can you find an answer. Where there is no method of looking 
for an answer, there the question too cannot have any sense. – Only where there is a method of solution is there a question (of 
course that doesn’t mean: ‘only where the solution has been found is there a question’). That is: where we can only expect the 
solution of the problem from some sort of revelation, there isn’t even a question. To a revelation no question corresponds” 
(Wittgenstein, 1974, p. 377). 
62 The recurring notion of models for is used throughout my research to juxtapose a projective experimental model as a 
dynamic process in contrast to a singular product. It is important to recognise that this doesn’t imply a dualism between a 
scientific model and an artistic model however: “the criteria of truth, such as verification by experiment, are not as hard and 
clean as we tend to believe. The same experimental data can often be interpreted in more than one way … the verification of a 
discovery comes after the act; the creative act itself is for the scientists, as for the artist, a leap into the dark, where both are 
equally dependent on their fallible intuitions” (Koestler, 1975, p. 196). 
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Figure 16 Surface topology: Study. A scripted surface study (Essay 09) where the perturbations and 
manipulations of architectural components are developed through translations of an initiating narrative 
material (and the slippages and spaces within this initial fiction). Components operating as an on-going enquiry 
and not a singular solution. 
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The contingent implications of this dynamic agency then designing as an on-going process of 

reflection-in-action63 that enables novelty through a rigour, depth and intensity of production and 

evaluation. 

The research reconsiders the conventional architectural model of problem-solving (attempts to solve 

problems as linear and pseudo-scientific technical processes). A pervasive rationalism (Schön, 1991) 

dominates the conception of architectural problems – and in the absence of anything else, this 

becomes the benchmark of value that results in a repression of unexpected possibilities, 

uncertainties and novel opportunities. The research instead tests the opportunities for recasting a 

problem as an ongoing process of evolution, translation and reconstruction64. These are processes 

that are found in practice, but the potential value and rigour of acknowledging the unstable 

implications of this form of relationship is often denied and the consequences simply reduced to a 

single solution. Problems are not solved by an architectural project – the design and realisation of an 

architectural project is considered instead a multiple process of problem-setting, translating and 

reframing of a temporary construct of problem which by design enables solutions that continuously 

redefine (or are redefined by) this initiating ground. Solutions then also inevitably subject to 

continuing processes of validation, modification and reconstruction when confronted with the 

contingent realities of the actual construction of a project.  The strategy to test here is a conscious 

acknowledgment of an evolving and unstable problem (a problematic situation) as a possible way of 

working65 that benefits both designing and experiencing an architectural project as an activity. 

The context of this approach is the paradoxical construction of a project – an initial requirement to 

construct in terms of narrative, context, programme, constraint, boundary etc. This thesis, however, 

considers that a project requires the dissolution of this construction to be able to genuinely project 

                                                                                 

63 Throughout my thesis I reference the terminology established by Schön in his The Reflective Practitioner which provides a 
valuable framework to consider the opportunities for projecting and a structure of reflection which might define a rigour of 
evaluation whilst practising. This also includes the concepts of a problematic situation and the processes of reframing a 
problem as a continuous enquiry. Reflection is also considered more widely as a form of thought throughout the development 
of Western Philosophy – I particularly reference the pragmatic adoption of this terminology – see for example Dewey’s How 
We Think (Dewey, 1910). 
64 See for example Rittel and Webber’s renowned study on wicked problems: “the process of solving the problem is identical 
with the process of understanding its nature, because there are no criteria for sufficient understanding, and because there are 
no ends to the causal chains that link interacting open systems, the would-be planner can always try to do better” (Rittel & 
Webber, 1973, p. 138). 
65 The way of working is always inherently only ever one of many possible: cf. “there is no such thing as thinking about x such 
that we can just generalize across all possible values for x. There are many ways of thoughtfully grappling with the world and 
this is so precisely because there is such a multidimensionality to the kinds of relations (skill-mediated relations) in which we 
can stand in to things” (Noe, 2012, p. 39). 
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beyond initial limits and propose alternative spaces and ways of working that enable and enrich. The 

approach is to suggest that design method requires positions as forms of construction that frame an 

enquiry, but that these positions have no absolute status and that they should evolve, translate or be 

discarded / reconstructed as the processes of designing gain in intensity66. The research explores the 

productive opportunities of consciously involving, reflecting and translating between positions67 – 

with designing accepting the ambiguity and shifting landscape that has no fixed ground, rather than 

delimiting potential by the adoption of a closed preconception or reductive post-rationalisation. This 

allows processes of making and doing between positions to offer the opportunity to reconstruct the 

project and accept an (im)possibility of practice. Within this open model, unstable properties of 

multiple68 forms, translations and movements of contingent69 designing are tested as opposed to the 

production of a design. This enables an open and dynamic process to operate within constructed 

material and ongoing essays70 that iterate, involve and speculate within shifting parameters of a 

project’s construction.  

The contradictory in-between position is explored by developing projects with an intensity and 

depth of process, reference and interrelationship of material and project – a multiple condition with 

objects of the project containing past and future formal, spatial and material possibilities71 that 

develop as layers of translation of material juxtaposed with an evolving fabric of construction. This 

focusses on the movements of designing, representing, making and remaking that create fields of 

possibility within the ambiguities of construction. Ways of working explicitly engaging with the 

opportunities, discrepancies and tolerances72 of difference. Contingency73 and unexpected novelty 

actively reshaping problems and reflecting back on an evolving method of designing spaces and 

constructing projects. 

                                                                                 

66 The contradictions of construction are developed further in Part 3. 
67 I develop the principle of working in-between with particular reference to Serres (see: Serres, 1995a, 1997). 
68 I particularly adopt the interpretation of multiple developed by Serres (see: Serres, 1995a). 
69 For a comprehensive attempt to incorporate contingency as a necessary acknowledgement rather than opposing obstacle in 
a philosophical model see: Rorty, 1989. For a discussion of the architectural implications of contingency, see for example: Till, 
2009, pp. 45-61. 
70 My use of essay alludes to the scientific models of experiment and hypothesis, but I deliberately adopt the literary 
construction to be more suggestive of a questioning attempt outside of the deterministic preconceptions of scientific method. 
71 This projective capacity alludes to the notion of the virtual in Deleuze (developed through his reading of Bergson), as well as 
the studies in non-classical logic that acknowledge the existence of possible worlds. See: Deleuze, 1988a; Lewis, 1973; Smith, 
2009. 
72 See also the discussion of temperance in: Evans, 1995. 
73 I use contingency throughout to refer to the possibility of outcomes which cannot be predicted absolutely. An alternative 
reading by Meillassoux also conveys the extent to which something contingent folds a process back towards us: “that which 
happens, but which happens enough to happen to us. The contingent … is something that finally happens – something other, 
something which in its irreducibility to all pre-registered possibilities, puts an end to the vanity of a game wherein everything, 
even the improbable, is predictable” (Meillassoux, 2008, p. 108). 
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Figure 17 Treatise extraction: Morris, R _ Lectures on Architecture _ P.75 (Morris, 1736). A volumetric 
proportional system underpinning a pattern-book model (superficially limiting volumetric outcomes in relation 
to a logical framework of harmony, but paradoxically exposing the multiple in-between conditions and 
translations within the volumetric description). 
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1.7.2 Practice and technique 

Research method is then applied with specific tools of practice within which designing is formed, 

represented, articulated, translated and recreated – translating between analogue and digital 

practice, exposing difference and contingent demands of description, and reflecting as a contingent 

process in action (Schön, 1991). The tools are active participants in projecting and reforming evolving 

problems – investigating the capacity for a knowledge of making74. Using firstly digital techniques of 

code to articulate multiple virtual spatial / material constructions as extensions and modifications of 

software, operations are developed (written code) that enable an involving and connected language 

of possibility by extending and exposing technical processes to movement, instability and translation 

(unstable scripts). This is in contrast to conventional digital techniques that simply consolidate a 

technological determinism, rationality and singular artifice of accuracy with an associated illusion of 

correspondence. The coded extensions operate within existing 3-dimensional software and are 

written to use and modify the capacity to create dynamic and variable outcomes from the 

manipulation of series of data – data that is driven by translations of a narrative construct (villas) and 

composed, juxtaposed and manipulated by logical relationships and mathematical processes 

(imposed). This  embeds a capacity to paradoxically undermine the determinism of digital 

production, by designing and reframing the interrelationships of virtual form and the instrumentality 

of existing applications as a variable and shifting manifold of operations. The digital techniques 

enable manipulation of networks and multiple causal relationships which involve within a dynamic 

narrative to produce an endless array of possibilities and an absurd depth of enquiry (calculus of 

possibility). They also reveal how differential properties can be applied and controlled within specific 

bounding conditions – avoiding the failings of a reductive determinism, and instead operating as an 

instrumental component of maintaining a dynamic enquiry that is consistently open to change. The 

code is a fully designed system by a user with its own pre-conceived logics of choice and decision-

making that are informed and modified by a reflective evaluation of the outcomes – not a self-

legitimising framework. 

The digital processes of graphic production (both in-built rendering and scripted manipulation) are 

used to shape the appearance of the research. Exploring material qualities and formal manipulations 

of line, surface and volume in iterations of digital construction to consistently extend an aesthetic 

enquiry contingent with the dynamic narrative of production. This focusses on a monochromatic 

                                                                                 

74 For a comprehensive summary of the various interpretations of the specific skills associated with a knowledge of making see 
Adamson’s The Craft Reader (Adamson, 2010). See also specific discussions regarding the value of workmanship (Pye, 1978, 
1995) and a more recent discussion of the wider social context of craft (Sennett, 2008).  
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output in order to highlight the variables of surface, light, reflection, texture and formal relationships 

and to reduce the variables in order to emphasise the dynamics of production and formal / spatial 

opportunities. 

The research method also explores analogue processes of drawing and making, and the interstitial 

conditions of production between digital and analogue processes (becoming a technical mixture) – 

with a blur of re-presentation of digital render, hand-drawn sketch, remodelled virtual construction, 

photograph / collage of composite graphic etc. Movement between tools for designing creating a 

space for play75 as well as spaces to reconsider a rigour of reflection and choice in the ongoing 

essays. Constructing a knowledge acquired by making to realise new potential and reframe problems 

that enable, enrich and extend architectural affect76 – designing with tools that acknowledge their 

limits, failings and unexpected combinatorial opportunities that become active and explicit 

participants in the enquiry. The analogue techniques use physical material and/or stylus 

manipulation of digital image to develop multiple strategies of hand-drawn techniques, digital 

sketching, physical collage, altered image projection / translation, reconstructions of representation, 

layered states of drawing and physical modelling. The variety of analogue approaches acts as a 

counterpoint to the digital process that forms the core method of translating the initial narrative. As 

such, the analogue approach provides a necessary means to re-evaluate outcomes and reconstruct 

the process and the nature of the enquiry. Offering an alternative structure of knowledge that is 

receptive to immediate implications and gestural analysis in contrast to the abstracted distance that 

the coded design work produces. 

Movement between digital and analogue becomes an exploratory technical methodology – focussed 

on the opportunities for a mixture of forms of production – exploring the opportunities in multiple 

ways of working that suggest not simply a metaphorical dynamic but enables the design process to 

become a moving enquiry for architecture. The spaces created between code, coded product, drawn 

interpretations of product, re-written code, alternative drawn product, collage of digital / analogue 

product etc. providing a crucial environment within which the interrelationships of narrative and  

                                                                                 

75 Maintaining the room for play and a rigour of reflection is a key aspect of my research to both explore projecting as an open 
enquiry, but not to deny a responsibility for reflecting critically on this openness. Play in this sense alludes to the concept of 
language-games, see: Wittgenstein, 1981. 
76 The affective turn (see for example: Massumi, 1998, 2002) has been criticised as legitimising a post-critical response 
(Spencer, 2017) through its preoccupation with spatial and sensory immediacy rather than critical interrogation. My use of 
affect is not to deny a critical rigour of reflection, but to suggest a necessary move away from a causal production of effect. 
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Figure 18 Projective fragment: Chiswick Bagnio. A projective study (Essay 10) at the Bagnio at Chiswick Villa 
(Richard Boyle, 1717) that isolates the projective construction from the situated context of the reconstructed 
façade and projects as multiple models within the interstitial conditions of a single façade logic.  
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construction can be tested. The processes of production are further described in the respective 

essays to test methods of producing work.  

1.7.3 Programme and objectives 

Techniques operate within and through a construction / reconstruction / dissolution of 

programmatic narrative that reframes and modifies ongoing questions – using a construction of 

programme not as a delimiting boundary of a conventional architectural brief but as a fluid and 

reflexive environment or situation which is derived from a narrative fiction. The research uses 

domestic programmatic elements / situations derived from the narrative origin of the Pliny villa 

material (and the multiple reconstructions and translations as alternative narrative constructions 

through my enquiry). This provides a framework of architectural programmatic reference within 

which the essays manipulate the preconceptions and expectations of domestic architectural 

composition and assemblage – using a domestic programme as another construction within which 

the narrative and technical operations can be referenced and displaced. The essays adopt alternative 

approaches to the formation of dwelling – resulting in forms, rooms, tectonic components or 

projective operations that work within shifting definitions and locations of domestic occupation and 

spatial description (an exposed programme of house). 

Method is therefore used to create space within designing to allow reflection and a knowledge of 

making an opportunity to reshape construction. Essaying by design to test the potential for ways of 

working to be responsive to the inherent (im)possibilities of its own construction. The method is 

exposed77 and defined by doubt and uncertainty – but attempts to consistently confront the 

ambiguity of constructing a project at all levels of the design process, and explore the opportunities 

associated with making explicit these instabilities. It is a strategy for architecture that is itself an on-

going process of construction, dissolution and reconstruction as the tools of practice evolve and are 

juxtaposed and translated. The research explores ways of working that are productive, enable and 

might suggest means to go on, and investigates models for architecture that, through an explicit 

confrontation with the movements, instabilities and insecurities of the discipline, create new and 

enriching spatial and tectonic opportunities to experience, construct and reconstruct. 

                                                                                 

77 “Neither positioned nor opposed, unceasingly exposed. Rarely balanced, rarely also unbalanced, always deviating from the 
place, wandering with no fixed habitat. The passing third is characterized by the nonplace, yes, by broadening, that is, liberty, 
better yet, by a precarious balance – the constraining and sovereign condition of bearing toward the true” (Serres, 1997, p. 
12). 
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Figure 19 Treatise extraction: Halfpenny, W _ The Art of Sound Building _ Plate 6 (Halfpenny, 1725). An example 
rule-based projection system to enable the translations and replications of reconstructed languages of classical 
authority. 
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ESSAY 02: Developing a graphic enquiry. 

How to further approach production / projection? 

Initial projections introduced technique and started the process of articulating an ambiguous and 

irresolute relationship with a project. The studies in the first essay are almost impervious to 

evaluation – suggestive of a dynamic enquiry but exposed to criticism as an empty and gestural 

formal exercise devoid of meaning. An immediate reaction to this tension might be to impose a 

specificity on the project – i.e. to ground a proposition within a graphic framework and claim an 

objectification of the process. This reaction though reinforces a scepticism about the nature of an 

architectural product. In the absence of any valid language of legitimacy, the discipline tends to 

appropriate fictional constructions as the basis for production and reconstructs the project in terms 

of a preconceived solution (thereby clinging to a belief in a value of product as the basis of justifying 

architectural intervention). In contrast, my research investigates the exposure created by an open 

enquiry – where doubt and contradiction are not excluded or removed from the process but are 

enabled and productive within the process.  

Nevertheless, there is a paradoxical need to construct and designing must also develop a clear and 

rigorous framework within which the research can project if it is either to be enabling or 

communicative. This corresponds with the construction of meter within poetry – metric imposition 

of geometric limitations mirroring formal structures of language78. My projects develop a fiction of a 

ground that enables projection in much the same way as measure imposes an artificial framework of 

constraint on reality, or meter imposes a structure within which poetry elides. The studies now 

develop as in-between79 propositions and unfolding projections that continue at this stage to try to 

maintain a space between a graphic output of abstraction and the specifics of situations. This essay 

tests the validity of this space and acts as a reconstruction of my beginning.   

 

 

                                                                                 

78 This general construction of poetry also relates directly to Beckett’s use of language as a constant attempt to dissolve 
language through language. 
79 An excluded third, see: Serres, 1997. 
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So, what next? 

The research develops the implications of ways of working as a knowledge for making architecture, 

as well as now beginning the construction of a fiction which contributes to the dynamics of 

projecting and becomes a component part of an evolving situation for projecting (Fig. 20).  

 

Figure 20 Essay 2.1. Introducing a fictional context within a scripted technical projection (associated physical 
fragments of Roman built spaces, surfaces and enclosures). 

This develops languages of representation within the digital and analogue processes of architectural 

effect and spatial description on the one hand, whilst also referencing a context within which the 

play of formal invention and graphic technique might operate (Fig.21). The digital script continues to 

operate as a superficially mechanistic model for projection, whilst being manipulated as a framework 

that opens projecting fully to the uncertainties and instabilities of a network of contingent relations.  
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Figure 21 Essay 2.2. Exploring a graphic manipulation of the digital construction as a form of re-presentation of 
the procedural composition. 

Mathematical models of code are designed that determine the location, scale and configuration of 

surface and connecting lines as well as the contingent operations that deform these surfaces into 

complex spatial configurations. The scripting that sits beneath the 3-dimensional formal appearance 

articulates a series of logical relationships that both constructs the virtual model as well as extracts 

the data from this construction to shape the deformation of its content. The scripted language 

becomes a reflexive process that creates a formal configuration as well as the parameters for its own 

reconstruction. The analogue interventions are also manipulated into a compositional device of 

situated reference and referential collage is applied within the preliminary constructions to create a 

tentative language of specificity within the abstraction (Fig.22).  

 

Figure 22 Essay 2.3. Alternative graphic fabrication of image constructed from digital script and integrated 
collage of associated fictions. 
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This emerging process begins to claim the constructions within a situation that alludes to the 

problematic situation of the Pliny villa context, through the graphic device of a layered assemblage. 

The drawings are not situated but allude to a landscape of situations within which the projecting 

might relate (Figs.23-4). 

 

Figure 23 Essay 2.4. Layered composition of collage derived from fictional situation worked within the scripted 
technique of formal construction. 

 

Figure 24 Essay 2.5. Developed collage dissolving image and formal construction into singular graphic. 

The studies also develop the representational appearance of the drawing with an evolving 

understanding of the potential material of the constructions on the one hand (manipulated through 

the render of the scripted process in the 3-dimensional formation of the construction) as well as the 
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more analogue parameters of collage and the graphics of shading and translations of the image into 

a linear form (Fig.25). 

 

Figure 25 Essay 2.6. Allusive detail of spatial construction between collage and scripted technique – suggestive 
of formal and structural projections within situation, but un-situated. 

The drawings shift the abstract graphic into a more ambiguous context – partly situated, partly 

reconstructed as a superficially suggestive digital/analogue technique. They maintain an abstraction 

but project towards configurations of spatial relations and formal qualities that could be named as 

places and spaces of intervention (Figs.26-27). 

 

Figure 26 Essay 2.7. Floor surfaces reconstructed and dissolved through graphic appropriation and manipulation 
of scripted technique. 
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Figure 27 Essay 2.8. Wall surface fragmented and relocated in digital intensity of projection / composition. 

Where the projections began as play within developing ways of working and tacit knowledge of 

projection, the introduction of alternative approaches to the graphic resolution of the drawings 

begins to create a metric organisation to their appearance. The formal arrangement of surfaces is 

composed in relation to an image and a graphical device of manipulation of that image, whilst 

remaining self-consciously intangible in terms of function or operation (Fig.28). 

 

Figure 28 Essay 2.9. Reformation of vaulting – structuring and dissolving graphic construction. 
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What do these studies contribute? 

These studies continue a design enquiry into the opportunities of a digital/analogue mixture80. They 

are driven by scripted manipulations of 3-dimensional formal translation and these processes are 

now further extended into a reflexive language of digital reconstruction. But they are also composed 

as multiple manifestations of this process and juxtaposed with external impositions of collage and 

referential situation (Fig.29). 

 

Figure 29 Essay 2.10. Remnants of situation with column. 

The studies explore the application and projective opportunities for a process, but also are 

suggestive of a situation within which the projections might operate. This emerging situation is not 

identifying a problem to be solved, but simply alludes to a landscape of reference that relates to the 

                                                                                 

80 I apply an understanding of mixture particularly from the work of Serres (Serres, 2008) which outlines the opportunities for 
a multiple mixture as a productive in-between state.  
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Pliny context. It doesn’t locate the drawings but places them in a referential context that connects 

the appearance to the material of the absent Roman villas by way of graphical association. 

In this way, these studies attempt to keep the space open for projecting - aiming to maintain a 

dynamic for projecting as an investigation into rules81 for freedom within the in-between technique 

of digital and analogue processes, whilst also introducing a referential framework (Fig.30). This 

begins to suggest an involvement of product within the wider problematic situation of my enquiry.  

 

Figure 30 Essay 2.11. Ruins of ancient wall surfaces with fabricated falsework of situation. 

What does this achieve? 

The drawings begin an integration with a problematic situation for enquiry which is conceived at this 

stage purely in terms of a graphical relationship that alludes to a landscape of possibilities. They are 

suggestive of states of a project or series of projects, that have the capacity to relate to a more 

                                                                                 

81 The notion of rules for freedom is developed through my enquiry – embodying the contradictory impulse for creative 
expression liberated from a construction and the logical rigour and critical evaluation of a framework to enable this liberation. 
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appreciable context of an architectural project and as such, the graphical choices are more open to 

criticism and the dilemmas of communication more explicit.  

 

Figure 31 Essay 2.12. Fabricating collage and graphical interruption of scripted construction. 

The drawings continue to expose the contradictions of evaluation rather than themselves be open to 

assessment. In terms of technique and graphic they fail to achieve a rigour that might integrate the 

construction of the narrative material into processes for projection, but simply provide multiple 

states of a suggestive location of graphic output. They enable enquiry as a negative process by 

elaborating on the contradictions of communication within a dynamic process for projecting, and 

they also clarify the difficulties of integrating a referential structure for processes to operate within.  
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They continue to reside in an abstract space but introduce an element of situation which is 

suggestive of an ambiguous status which might be possible to evaluate (Fig.32). At the same time, 

they deny access to this evaluation through their shifting representation and conscious lack of 

clarity. The drawings have no inherent value but are valuable as a projective framework for the 

enquiry - acquiring meaning as an essay in reconstructing a digital process as a situated landscape or 

state of production which clarifies the problematic for my research. 

 

Figure 32 Essay 2.13. Projective framework around wall, column and gaps in-between the classical language of 
construction. 

How to frame the question? 

The work frames a potential narrative construction - not answering a question but simply shaping 

the context within which a problematic situation might evolve. Developing my research will take 
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these drawings as evidence of a model for graphical production and technique, but just one that 

exposes the techniques to criticism devoid of construction (Fig.33). 

 

Figure 33 Essay 2.14. Speculative construction of an interior within and behind the collage surfaces – drawing 
through the product of technique. 

The enquiry must draw through technique, whilst investigating logics of integrating a referential 

structure outside of purely graphical devices. This could develop an approach to site that is not the 

application and imposition of an architectural product in a specific location, but an integrated 

enquiry whereby the rigorous construction of a fiction that is itself a multiple condition and not a 

singular location provides the opportunity for the dynamics of the enquiry to continue to operate 

between abstraction and realisation (Fig.34).  
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Figure 34 Essay 2.15. Volumetric enclosure emerging within scripted graphic process – fictional constructions as 
means to go on. 

This fiction will then become an active participant in the digital process of production as well as the 

context within which the projections operate within - the principal contradiction for my enquiry 

becoming exposed as the ambiguous status of a construction of an architectural project. How is an 

architectural project constructed? More specifically, how can projecting remain open within the 

boundaries established by the framework of a situated context of production? 

As a hypothesis to test by design, this essay suggests that an architectural project requires the 

construction of a project to enable the dissolution of that construction for projection. 
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1.8 Reflection – speculating on subtle shifts in emphasis. 

This section introduces an approach to the status of value. The thesis argues that an architectural 

project has no inherent capacity for legitimacy or antecedent value that might be used in 

conventional models of architecture to justify a singular solution to a problem. The product of 

architecture is not a position that demonstrates a value with reference to a preconceived conception 

of this product but is a process of projecting that is involved within the terms of reframing the 

questions and the emergent / contingent outcomes. Evaluation becomes a question of relocating 

considerations of value to the dynamics of an activity (and not a product) and reconceiving the 

nature of reflection within models for architecture.  

1.8.1 Doubting value and conventional evaluation 

The research question reveals an instability in articulating a project (and by extension the terms that 

render a project architectural) and exposes parallel problems of evaluating the emergent product of 

this activity in a conventional model of production. This reveals doubts regarding the variety of 

approaches adopted by contemporary practice to define a relevance of product that typically resort 

to reconstructing an inherent value of what is being produced in order to disguise insecurities and 

contradictions. The research also, however, acknowledges a preconception of some form of 

ameliorative capacity for design (and some form of critical context to evaluate this). Any capacity of 

this sort brings with it a conception of value – but, where is this located? How can it be justified?  

The scepticism is consequently ambiguous – and this provokes design research. It rejects models of 

production that reconstruct alternative languages of authority to justify production and reduce an 

architectural project to a preconceived or post-rationalised model of production. But it doesn’t reject 

the possibility that there might be something that architecture can do (and this something being 

possible to do well). The parameters of this problem are developed in detail in Part 2 – the unstable 

foundations which give rise to an instability in articulating value in conventional models of 

production. This simply introduces the notion here that the research – and specifically the essays – 

develop strategies derived from a scepticism regarding the capacity to claim a value or legitimise the 

outcomes or objectification of product (exploring by design a re-conception of ways of reflecting on 

an architectural project that might be productive and enabling). As such, reflection is not a separate 

process that tests an outcome against a preconceived construction of a product or externally 

established idea – but is used as a contingent, dynamic and constituent part of the activity for 

projecting. 
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1.8.2 Shifting emphasis and essaying 

This reveals a fundamental distinction for reflecting on work. Any evaluation in terms of a prior claim 

to value inherent in the product or through antecedent reference is unavoidably uncertain – and any 

continued artifice of claiming certainty undermines the capacity for the discipline to articulate any 

value in the associated activity. Evaluation as a post-rationalisation of product (itself preconceived as 

an expected solution to a problem) consolidates doubts regarding the value of an architectural 

project. Instead there is an opportunity to shift the emphasis and consider the unavoidable 

participatory and contingent implications within an activity as a dynamic context for reflecting that is 

productive (and consciously unstable). Reconceiving reflection as an involved method for projecting 

– where any value is only revealed by the interplay and movement of designing, constructing, 

essaying, reflecting, questioning and reconstructing within shifting terms of reframed questions. 

Processes of reflecting assessing the use of outcomes and operations within the terms of the 

evolving questions for architecture (not based on an external source of knowledge outside of the 

activity). 

What emerges is a delicate and fragile recalibration of evaluation – maintaining a requirement for a 

critical rigour of reflection but suggesting a relocation within an agency for production that no longer 

conceives of evaluation as an independent exercise viewed external to the activity that is being 

evaluated. It now focusses on a knowledge acquired by making and doing that is reflected upon 

within the terms of the enquiry and in relation to the activities and evolving methods of projecting – 

with the process of reflection open to contingent influences and the reframing of terms within an 

emergent enquiry.  

This tentative description is developed by the research – a hypothesis that allows reflection to 

emerge as an open and responsive method integrated within the technical processes of making. 

Reflection asking questions of itself as much as questioning the outcomes of a process – as reflection 

becomes the process – and the construction of the project (the fabrication of my enquiry) revealed 

as a necessary framework that enables dynamic essaying, reflecting and projecting to reconstruct for 

architecture. It forms a meter and rhythm of language that allows innovation, novelty and expression 

to be revealed within the gaps, slippages and uncertain spaces between, and the essay is used to 

explore and describe this involving process with the questions being reshaped by enquiry, and 

enquiry being reshaped by reflecting on the evolution of questions – all moving between the 

unrestricted confines for projecting that the narrative and technique propose, explore and 

reconstruct. 
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PART 2: UNSTABLE FOUNDATIONS  

Acknowledging a problematic situation 

 

… we do not find the center, and we are inclined to abandon it. We lean to the right, to the 

left, to get away from it. Are we afraid of it? We neither know how to nor can we inhabit this 

fault line, this axis or this vortex: who would build his house in the middle of a current? No 

institution, no system, no science, no language, no gesture or thought is founded on this 

mobile place – which is the ultimate foundation and founds nothing (Serres, 1997, p. 27). 

 

… where, after the metanarratives, can legitimacy reside? (Lyotard, 1984, p. xxv). 

 

… the same old fallacy persists – the desire to introduce a unity in the world: (1) The 

mythologists made it a woman or an elephant; (2) the scientists made fun of the 

mythologists, but themselves turned the world into the likeness of a mechanical toy …. One 

analogy is as good as another. The truth remains that the world is not any unity, but a house 

in the cinders (Hulme, 1998, p. 22). 
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2.1 Why am I doing what I’m doing?  

This part of my thesis investigates the initial problem of my enquiry.  

It asks: “Why am I doing what I’m doing?” 

It explores an architectural project in relation to a perceived crisis of legitimacy in the discipline of 

architecture and places this condition in the context of a wider contemporary and historical 

commentary. It identifies specific implications for architectural production and the value of an 

architectural project. In so doing, it develops the terms of the doubt that precedes enquiry and 

defines the unstable foundations of the research. 

It reviews the implications in terms of a perceived crisis in the legitimacy of cultural production – 

considered in its broadest terms as a transition in the location of legitimacy from a context of 

symbolic certainty (mythos) to a confidence in rational certainty (logos). This basic distinction is then 

developed further by investigating a current insecurity in either the value of an absolute ground or 

an equivalent plural relativism – resulting in a post-logical context and unstable ground of 

production.  

This principle is then elaborated through an enquiry into the specific implications of this context on 

the construction of an architectural project and the discipline.   
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Figure 35 Projective fragment: Chiswick Villa. A projective study (Essay 10) at Chiswick Villa (Richard Boyle, 
1725) that isolates the projective construction from the situated context and where the replication of a villa 
typology of the original portico (to establish a reflected authority) is undermined by a shifting and fragmenting 
relativity for projection.  
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2.2 Shifting grounds – relative landscapes of meaning.  

'Tis all in peeces, all cohaerence gone; All just supply, and all Relation (Donne, 1611). 

The doubts outlined in Part 1 regarding the construction of an architectural project are symptomatic 

of a more fundamental exposure of cultural production and knowledge and not simply an 

architectural problem. An exposure that reflects a more general context of a loss of legitimacy in 

value-systems that could be described in terms of a crisis (Lyotard, 1984). The thesis adopts this 

terminology of crisis to describe the impact of a progressive destabilisation of architecture. 

Deploying a metaphorical language of architecture, this section develops ideas around the 

destabilisation of the foundations of the discipline and the loss of its ground.  The following presents 

this narrative in a condensed82 construction of three interrelated modes of thinking. 

2.2.1 Mythological83 

Mythological (or pre-logical) thinking constructs a value-system relative to an absolute confidence in 

a specific and self-evident narrative – providing an unquestioned legitimacy of production whereby 

the originating principles of the myth require no interrogation as the mythology is absolute. There is 

consequently no question of legitimation as the principles are self-evidently true.  

A myth in this context is the requirement of a narrative that defines an origin and structures the 

principles of our position in the world. This develops as a structure of self-evident principles (axioms) 

that underpin the mythological narrative and define ways of thinking and doing through a 

framework of derived ethical, moral, cultural and social principles. 

A structure of symbolic form constructed from the axioms and mythology then establishes a 

language of aesthetic and formal materialisation that is conferred with a direct and self-legitimising 

authority with respect to the founding narrative. 

                                                                                 

82 This presentation is consciously an abbreviated discussion of fundamental distinctions in meaning / value-systems to 
provide a framework for developing specifically architectural implications in section 2.3. 
83 For the distinction between a mythological and logical frame of thinking I draw particularly from Ernst Cassirer’s work The 
Philosophy of Symbolic Forms (Cassirer, 1953, 1955). 
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The mythological structure establishes a solid ground of production with an internally self-justifying 

structure of narrative and symbolic form where the product is always already an extension of the 

absolute and unquestioned narrative. The product acting as the materialisation of self-evident truth 

provided it conforms to the syntax of a symbolic grammar derived from the mythological origin. 

2.2.2 Logical84 

Logical thinking reconstructs a legitimation structure following the questioning and subsequent 

collapse in a belief in self-evident mythology and the unquestionable structure of the associated 

derived axiomatic principles. It replaces an originating myth with an explicitly constructed reality 

born out of a confidence in reason and the human ability to deduce a knowable truth85. It requires 

an eradication of unquestioned metaphysical speculation and its associated authority, and in its 

place constructs a rigorous internalised logic of enquiry within the frame of knowable human 

reference. A logical framework, stripped of any originating mythical narrative, reforms its own 

structure of authority based on a deductive capacity of reason and the knowable and discoverable 

principles of the human mind. Whilst initially destabilising the fabric of legitimacy, the logical 

condition restructures a value-system in terms of unquestionable truth that is now demonstrable 

within the terms of self-evident knowledge (with its own reconstructed axiomatic framework). This 

forms a structure of scientific rationalism that re-establishes an authority, now founded on worldly 

knowledge and a capacity to discover the truth, and for this knowable truth to be all that is 

knowable.  The mythology of metaphysical narrative and associated symbolic languages of form are 

now opened to interrogation, criticism and scrutiny and the dismantling of previously unquestioned 

principles is replaced with a confidence in reason to establish truth through incontrovertible 

processes of enquiry and method. This produces a replacement construction of axiomatic truth that 

is now demonstrable within the terms of human knowledge and discovery. A consequent value-

system is derived that establishes its own authority and legitimising structure for production 

founded on the methodology of scientific reasoning.86  

                                                                                 

84 The evolution of logical thinking is most clearly expressed through the development of scientific method and its associated 
philosophical implications, see: Copernicus, 2002; Galilei, 1967; Hacking, 1983; Koyré, 1968; Kuhn, 1996; Leibniz, 1956; 
Newton, 1995; Rossi, 2000, 2001. For a complementary discussion of the architectural implications of the early modern era 
see: Pérez-Gómez, 1983; Vesely, 2004. 
85 For literary parodies of logical thinking see: Perec, 1978/1988. 
86 Schön sees “Technical Rationality” as a continuation of this model that remains prevalent as the dominant force in 
contemporary research: “professional activity consists in instrumental problem solving made rigorous by the application of 
scientific theory and technique” (Schön, 1991, p. 21). 
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Figure 36 Pliny juxtaposition: Laurentian Canina – Scamozzi. A composite overlay of Pliny villas (Essay 08) as 
reconstructed by Canina and Scamozzi (and both as reconstructed by author) as an example of the source 
material of an unstable translation of an archetypical villa description that is projected throughout my research. 
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The logical structure replaces an unquestioned narrative of myth and its symbolic language of form 

with a reconstructed ground. The axiomatic principles derived from human reason and the rigour of 

scientific method87, demonstrable truth and rational production replace the poetics of speculative 

mythology.  The product is now legitimised by adherence to the knowable principles that can be 

tested and understood within the terms of scientific method and technical knowledge.88 

2.2.3 Post-logical89 

Post-logical acts as the logical extension of a questioning enquiry that results, ironically, in the 

destabilisation of all previously held self-evident axiomatic grounds of logical thinking. A post-logical 

condition results in a consequent loss in legitimacy of meta-narratives in general – be they formed 

from mythological or logical foundations. The structures of scientific enquiry and reason become 

equally exposed as insecure models with no a priori stability or inherent truth-claim. All forms of 

value-system are reduced to merely temporary forms of construction that might appear to resolve 

situations within the limitations of a particular construction of conditions but have no capacity to 

claim a wider validity with which to inform or justify their application in other conditions. 

A post-logical condition engenders a state of crisis as the recourse to either metaphysical narrative 

or scientific reason are equally exposed as merely convenient constructions that no longer can 

articulate any absolute principles with which to justify forms of production or ways of knowing and 

being. By extension this creates a condition of purely relative value, whereby the truth or value of a 

position can only be validated within the relative terms of its construction without any capacity to 

absolute and transferable grounds.  

It also creates an environment, where, in the absence of any unifying structure a dynamic and 

volatile landscape of competing structures emerge that covers a broad spectrum of approaches to 

articulating a ground. This spans from an open acknowledgement of the incapacity to ground and 

                                                                                 

87 An interesting alternative interpretation of this evolution of method suggests “we were never modern” and emphasises the 
continued mythologizing of scientific rationalism, see: Latour, 1993. For clarity in the argument, I have presented a basic 
evolution, which would obviously historically manifest a much subtler interrelationship of frames of thought as the scientific 
revolution mixed with mythological origins. 
88 This evolution relates to an emergence of Modern architectural identity as opposed to the Ancients, for a full discussion of 
this shift in emphasis (and specifically the role of Claude Perrault) see: Perrault, 1993; Pérez-Gómez, 1983; Rykwert, 1980 . 
89 I adopt the term post-logical to capture the wide range of implications of a collapse in metanarrative (Lyotard, 1984), and 
place this relativism in a conscious construction in relation to a mythological and logical mode of thinking. 
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the irrelevance of grounding in a relative context to the repeated attempts to reconstruct grounds 

with alternative frames of reference. The only consistent ground being the inherent instability of 

grounding, and the definition of validity now being relocated as a product of power or capital. 

A collapse in absolute principles then results in value-systems being reconsidered in terms of purely 

relative models of justification with no wider application beyond the terms of their own specific 

construction. This relativity engenders a state of crisis90 – an insecurity resulting from the incapacity 

to ground a form of production in principles beyond those constructed by its own terms. This 

insecurity creating a widespread instability – a volatile landscape where the value of forms of 

production become determined by the changing pre-eminence and dominance of particular models 

which have no absolute ground but might appear to provide sufficient ground to continue.  

This condition reflects the current predicament of contemporary production, and the associated 

implications for the field of architecture. 

 

 

 

 

 

 

 

                                                                                 

90 See for example: “The ‘crisis’ of scientific knowledge, signs of which have been accumulating since the end of the nineteenth 
century, is not born of a chance proliferation of sciences, itself an effect of progress in technology and the expansion of 
capitalism. It represents, rather, an internal erosion of the legitimacy principles of knowledge” (Lyotard, 1984, p. 39). 
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Figure 37 Treatise extraction: Salmon, W _ Palladio Londinensis or, the London art of Building _ Plate 11 (Salmon 
& Hoppus, 1748). An example systematisation of the mythological origins of harmonic proportion into a rational 
methodology of replication and dissemination (inadvertently destabilising the ground that provided value to the 
mythological origin). 
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ESSAY 03: Speculations within a translation of narrative construct. 

How to construct? 

The beginnings of my design research have focussed on an abstracted process of enquiry, attempting 

to formulate a dynamic for projecting outside the boundary conditions of a problem. Whilst this 

develops alternative ways of working as a technical exercise in digital and analogue processes, these 

essays clearly are exposed. Without a framework of context, the nature of an architectural project 

that is inherently involved in the amelioration of a perceived problematic situation collapses. At the 

same time, however, my enquiry is preoccupied by considering that an equivalent collapse also 

occurs if a situation is imposed that enforces a preconceived solution to become the boundary 

condition of a project for architecture. Designing as a singular activity within predefined boundaries 

of production simply reinforces the contradictions of practice by justifying the product through a 

structure of legitimacy that no longer exists. 

How can I construct a project that keeps open the space for projecting? What fiction can be adopted 

as a temporary model that is acknowledged as an artificial construct with no claim to any value 

beyond the terms that enable an evolution for the project? How can the framework of construction 

integrate a rigour to my designing? How does the resetting of a frame of project not limit the terms 

for projection but become an additional contingent component for projecting as well as reshape 

enquiry? 

These questions further reveal the principal themes for my research - emphasising that my design is 

not solving a problem established by a specific set of conditions but is investigating construction in 

terms of the intellectual framework and situation that enables an architectural project and facilitates 

a logic and rigour for an activity. Maintaining an open enquiry and developing strategies for 

designing within the contradictions that are an integral component of the fabric of the construction. 

How to integrate a construction? 

My approach is to reconstruct, and where my starting-point began with an exploration of technique 

and the implications for a dynamic process, the development of my design now explores embedding 

a rigour to the formalising procedures that have a causal connection to the narrative construction 

selected for my enquiry (Fig.38). 
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Figure 38 Essay 3.1. Reconstructing from a narrative extraction – preliminary translations of partial Pliny villa 
composition material forming the falsework for alternative spatial construction. 

The absent Roman villa narrative is an ancient archetypical origin with no physical presence other 

than in the translations of the Pliny letters that describe its physical spaces and the spatial effects of 

their inhabitancy. These absent villas then become the site for an extended historical sequence of 

projective reconstruction that essay an interpretation of the villas described. This situation is 

described in detail throughout my thesis and forms the principal fabrication for my design research. 

In this essay, I explore the implications for projecting when the movement and slippage between 

descriptions is employed as an active participant in the procedures of formal manipulation and 

configuration. How can the differential91 configurations of the reconstructions participate rigorously 

in the projection for architecture? 

The use of the material is not to define a site in conventional terms, but to manipulate a field of 

multiple conditions that all attempt to reconstruct an absent object as the true form of this object. In 

their differential manifestations these reconstructions illustrate the absence of any original form 

with any claim to absolute legitimacy. 

                                                                                 

91 The notion of a differential property and the opportunities associated with the slippages between representations and 
descriptions is a consistent enquiry and application of the serial movement of the Pliny villa material. I reference the 
philosophical implications from: Deleuze, 2001a as well as the recurring literary devices of repetition and intensity found in for 
example: Robbe-Grillet, 2009. 
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Figure 39 Essay 3.2. Abstracting spatial construction as isolated surface / volume relocated from initiating 
proportions of Pliny villa composition. 

Given this multiple framework that is inherently unstable, my projects start by extracting 

components of these reconstructions as differential plan forms of spaces within the absent villas. 

The plan figures are reconstructions of the reconstructions – a second order of interpretation of 

elements of an absent villa. In addition, they in themselves have multiple manifestations as the 

differential conditions and slippages in interpretation between the authors of the historic 

reconstructions debated through drawing the real configuration of the space.  

 

Figure 40 Essay 3.3. Constructing compositional framework from partial villa composition translations. 

Using reconstructions of isolated elements of the villa plans, a language of differential formal 

arrangements emerges which becomes a situation for construction (Figs. 39-41). These differential 



 

 

PART 2: UNSTABLE FOUNDATIONS  117 

plans are not situated but are a multiple situation of architectural formal relationships that expose 

spaces between languages of reconstruction. 

 

Figure 41 Essay 3.4. Differential construction (alternative translations) between slippages of villa component 
reconstructions. 

These drawings begin to adopt this fiction as a contingent problematic situation for projecting. The 

plan configuration and differences (Deleuze, 2001a) between plan identities enables a field of data 

to be extracted. This data is a product of a set of proportional relationships that were imposed on 

the description of the villa, and that is now able to be recomposed and translated through the 

scripted processes of projective technique. The isolated 2-dimensional compositions that are 

extracted from sequential reconstructions of the Pliny villas now create an alternative framework of 

3-dimensional projection (Fig.42). 

 

Figure 42 Essay 3.5. Speculative construction of 3d composition from differential 2d villa composition – forming 
an involving framework of abstracted digital projection. 
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The relations between the 2-dimensional villa spaces – the divergence of harmonic proportions 

between differing interpretations of a written description of spatial configurations – are manipulated 

by codification of 3-dimensional processes to construct arrangements of line, surface and volume 

outside the terms of the spatial origin. 

 

Figure 43 Essay 3.6. Phase transitions of emergent 3d constructions from scripted manipulation of Pliny 
differential villa components. 

These studies then extend the possibilities of this alternative network of reconstruction, by 

themselves adopting a multiple condition (Figs.43-44). Scripting manipulating the spatial 

consequences of the projected framework as a structure of variable conditions over time, with 

durational implications of camera view, lighting and formal properties of surface. These 

manipulations forming a dynamic condition for projection derived from the shifting spatial definition 

of the narrative material. 
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Figure 44 Essay 3.7. Periodic multiplicity of scripted product – differential data translations determining virtual 
lighting, material, viewpoint and environment of speculative construction. 

Spatial relationships of adjacencies and geometric compositional devices that shaped the 

reconstructions of the villas are now translated into alternative structures for projection. The 

multiple locations of the situation of the villas are not considered as a framework for solving the 

problem of what the villa might have been but are themselves reconstructed as an alternative logic 

to embed within processes for projecting. 

What does this provide? 

These preliminary exercises explore constructing a framework for projection with a causal 

connection to an architectural situation that is an active participant in projecting. They use the 

spaces between past reconstructions as the data for translation and manipulation of alternative 

projective constructions (Figs.45-46).  
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Figure 45 Essay 3.8. Residual formal construction. 

 

Figure 46 Essay 3.9. Scripted manipulation of residual construction – reforming an alternative identity. 

The resultant formal conditions are not located in a situation but are abstract formal configurations 

that are defined by a series of designed operations from the interpretative framework of the 

reconstructed material. They start to develop the use of a narrative framework through a parallel 

technique of projection where the operations are driven from a network of relationships arbitrarily 

connected to an archetypical project. This archetypical ground, once it is defined as the fictional 

origin, enables the projective constructions to develop an immanent form of rigour. The designing of 

the scripted operations is driven by a series of elective92 processes operating on the slippages and 

differential implications of the villa’s multiple identity (Figs.47-48). 

                                                                                 

92 As with Goethe, I adopt the use of elective to allude to the scientific association of elements which are then subverted in his 
romantic reinterpretation of this process – i.e. a superficially deterministic process undermined by explicitly wilful choice 
(Goethe, 2005). 
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Figure 47 Essay 3.10. Tracing the translation as a spatial construction derived from differential components of 
villa narrative. 

 

Figure 48 Essay 3.11. Translation of construction that dissolves narrative differential into alternative abstract 
construction. 

The drawings expose a process, making it clear that the formal configurations proposed whilst not 

purely wilful also acknowledge arbitrary foundations in the use of the material. The studies 

demonstrate an appropriation of material that reaffirms an abstraction for my projecting, but the 
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abstraction now reconstructed to act as the projection within data extracted from a narrative fiction 

to enable the processes of manipulation and formal configuration.  

What are the drawings? 

Where the initial graphic exercises for my enquiry moved from pure abstraction to a tentative 

analogue allusion of situation, this essay has explored the potential for an equivalent development 

of the techniques for projection that are now driven by an interpretative process of an adopted 

fiction. Paradoxically then, these studies have on the one hand a more logically direct relationship 

with a situation, but an appearance that is more abstracted from the physical situation within which 

the data originates (Fig.49). 

 

Figure 49 Essay 3.12. Construction divorced from narrative – scaffold for fragments outside of initiating 
construction. 

What, if any, value does this create? What is being described within the formal relationships of 

constructions derived from slippages of reconstructions? The intention of this preliminary 

speculation using the Pliny material is to explore the possibilities for the digital processes without 

replicating the ambition of reconstruction. The projective output is not another villa but tests the 
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application of the differential qualities between villa descriptions as a projective mechanism for 

alternative worlds of project. The serial manifestations of an individual spatial relationship of the 

Pliny villa provides the basis for a multiplicity of potential configurations. How these are to be 

selected or which output is preferred is the immediate evaluative question that emerges from this 

process. The value of this exercise is again perceived in terms of a negative proposition – the 

drawings expose a problematic of selection and choice, and the dilemmas of reflection within 

projecting. The extraction and use of the data are technical exercises that achieve a graphic result, 

but the constructions have no architectural status as project.  

The essay reinforces the dilemmas of communication and the limitations of abstraction in the 

(re)construction of an architectural project. The script has an internal rigour that fabricates a 

connection to a narrative, but the manifestation of the product is inherently so multiple and 

boundless as to have no communicative capacity to project beyond or reshape the problematic 

situation without a construction of a framework of context. 

How to refine the reconstruction? 

The drawings nevertheless enable, since they demonstrate a mechanism of moving across the 

differential properties and variations in relationships as a strategy for projection. This raises 

questions of how to refine and progress the techniques as well as explore the formal qualities that 

emerge from the constructions produced. 

Is there a capacity for the new formal relationships that are projected to define their own internal 

logic for projection independent of any context? Or does the absence of a parallel context of 

situation render this form of projective speculation so absent of any evaluative ground as to be 

merely another graphic exercise? But couldn’t one already critique the original villa reconstructions 

in the same way – as these were simply their own interpretations of an absent physical identity 

prepared to further an adopted geometric assumption on a reconstruction and a language of 

product?  
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2.3 A problematic discipline – insoluble parameters. 

Him I consider the architect, who by sure and wonderful reason and method, knows both 

how to devise through his mind and energy, and to realize by construction, whatever can be 

most beautifully fitted out for the noble needs of man, by the movement of weights and the 

joining of massing of bodies. To do this he must have an understanding and knowledge of all 

the highest and most noble disciplines. This then is the architect. But to return to the 

discussion (Alberti, 1486/1988, p. 3). 

2.3.1 Problematic discipline – indicative definition. 

The general sketch of a legitimation crisis at the start of this section, is now considered more 

specifically in architectural terms – identifying a problem with the discipline of architecture which 

has provoked doubt93 in my work and that acts as the basis of enquiry.  

The discipline of architecture is unavoidably situated in an in-between context of intellectual, 

practical, technical and aesthetic knowledge. This knowledge aspires to demonstrate (and is 

expected to obtain) a value and ameliorative capacity that has a direct relationship and interaction 

with the uncertainties of physical reality, spatial experience and social engagement. The historical 

evolution of a profession, conversely, is a process that has undermined the complexity of an 

inherently shifting and dynamic discipline, through its successive attempts to establish a theory to 

justify a practice that is no longer practised by the architect. 

The progressive intellectual construction and elaboration of theory independent from practices of 

designing, making, doing, constructing and reconstructing has relied on a confidence in the 

legitimation of a theoretical ground to sustain models of architectural production, its processes of 

operating and its social reception. The progressive collapse in the legitimation of the supporting 

structures of theory has, however, produced a discipline that is exposed – unable to articulate a 

                                                                                 

93 The productive use of doubt in this instance refers to the philosophy of pragmatism defined by James, Pierce and Dewey 
(Dewey, 1938, 1958; James, 1996, 2000; Peirce; Thayer, 1982). See also more recent discussions of pragmatic approaches to 
the discipline in: Saunders, 2007. 
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value or relevance of the intangible knowledge of the discipline, and the opportunities within the 

practice of the discipline to project beyond preconceived limitations94.   

This has resulted in architecture and what is architectural having a limited capacity to articulate 

value – undermining its capacity to practice as well as reflect on this practice in a productive, 

enabling and progressive way.95 This problem is further reinforced by reflecting on the wider context 

of contemporary cultural production and the conditions of late capitalism96 which results in either a 

product of relativism or a reconfigured absolutism of technical rationality – both of which continue 

to undermine any concept of value in an intangible rigour of designing. The evolution of the 

discipline charts a progressive segregation and compartmentalisation of the knowledge of an 

inherently multiple field.  

2.3.2 Architecture and architectural97 – confused parameters. 

The multiple aspects of the knowledge required by architecture have traditionally confused the 

capacity of the field to define what is architectural and what role the architect takes or what value of 

architecture is provided. There is a dual character in the articulation of architecture as a discipline – 

academic commentary, study and critique being juxtaposed with the active social participation in 

providing a professional service with its direct impact on the built environment. Conventionally this 

is identified as an academic discipline of architecture and a profession of an architect within the field 

of architectural production – a separation derived from the growth and persistence of a theory / 

practice divide98. 

                                                                                 

94 This outline of a problematic discipline relates directly to Schön’s description of the problems of reflection: “Many 
practitioners, locked into a view of themselves as technical experts, find nothing in the world of practice to occasion reflection. 
They have become too skilful at techniques of selective inattention, junk categories, and situational control, techniques which 
they use to preserve the constancy of their knowledge-in-practice. For them, uncertainty is a threat; its admission is a sign of 
weakness. Others, more inclined toward and adept at reflection-in-action, nevertheless feel profoundly uneasy because they 
cannot say what they know how to do, cannot justify its quality or rigor” (Schön, 1991, p. 69) 
95 The erosion of the relevance of the discipline and its increasing marginalization has been discussed extensively, see for 
example: Allen, 2009; Fisher, 2000. 
96 See particularly the work of David Harvey for an economic analysis of the social and cultural implications of late-capitalism 
(Harvey, 1989, 2010). 
97 For a broad survey of the nature of the discipline see: Piotrowski & Robinson, 2001. 
98 The fundamental split between a theory and practice of architecture dominates the historical narrative of the discipline. For 
a representative description see: “Theory and practice form the counterpoint of architecture. Ratio-cinatio and Fabrica, or ars 
and Scientia, or even design and building, it is always out of this bi-polarity that architecture can be comprehended, that the 

 



 

 

PART 2: UNSTABLE FOUNDATIONS  126 

The field of architecture covers a wide range of technical, aesthetic, social and professional skills that 

contribute to the provision, modification and application of architectural knowledge within a process 

of designing. The processes of designing on the other hand are conventionally understood as 

operations that improve conditions of the built environment – either by directly responding to a felt 

need and its associated constraints, or by demonstrating the potential of alternatives that exceed 

the initial expectations and limitations of a given problem.  

The knowledge required/acquired in the processes of designing are not the sole preserve of 

architecture. The contemporary processes and social reception of architecture have a dynamic 

relationship with associated forms of expertise that require collaboration and industry specialisation.  

The nostalgic image of the architect derived from an historic master builder has continued to confer 

on architecture an elevated role99 amongst the wide range of building services – with an intangible 

aesthetic value always claimed by the discipline that constructs an elevated role. This stereotype of 

the field contributes to a fundamental dilemma in establishing a relevant definition of the discipline 

for the purposes of my enquiry which are presented in terms of three principal concerns. 

Firstly, the model of contemporary practice renders obsolete both the nostalgic perception and the 

physical capacity for a single co-ordinating function that has traditionally informed the practical 

expectation of the role of architecture. Dynamic requirements across a wide-range of specific areas 

of technical expertise undermine any comprehensive leading role and definitive singular knowledge 

and disperses this knowledge across a broad range of affiliated professions. 

Secondly, the academic discipline of architecture continues to require and maintain a categorisation 

of authorship and stylistic frame of reference to define and provide commentary on the works of the 

discipline. The general critique of works typically do not refer to the dynamic processes and 

interrelationships of technical, aesthetic and social areas of expertise beyond the field and instead 

perpetuate a mythology of architecture that denies the diversified practice that actually shapes the 

construction of an architectural project. 

                                                                                 

story of architecture as idea and reality can be told” (Wiebenson, 1982). This endemic dualism is a central problematic 
situation for the discipline, which I look to reconceive through my enquiry as a mixture and in-between projective field. 
99 See for example the status conferred on Architecture by Barbaro (1556) quoted in Ackerman: “The dignity of architecture 
appears to be equivalent to knowledge and to be a heroic virtue residing at the centre of all the crafts, because it alone grasps 
the causes, it alone embraces beautiful and elevated things, it alone … joins with the most certain sciences such as arithmetic, 
geometry, and many others, without which, as is said, all craft is vile and without repute” (Ackerman, 2002, p. 222). 
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Figure 50 Treatise extraction: Gibbs, J _ A book of architecture _ Plate 108 (Gibbs, 1728). A model of harmonic 
proportion for a window that applies aesthetic variety to a range of possible outcomes of decorative 
architectural treatment of an idealised proportion – exposing a relativity within an apparent dogma of a singular 
model.  
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Finally, the identity of the discipline within capitalist models of production, paradoxically, generates 

a need for a discrete and specific identity of an architect. It is therefore precisely the capitalist model 

of production (Harvey, 1989) that undermines a unifying role and value for the discipline, that also 

generates the need for a cult of identity and brand of architecture.  

This combination of factors consequently results in a field of architecture (and a wider perception of 

the discipline) that is very unsure of what actually architecture does or involves – suggesting that 

there is an inherent problem in defining the discipline.100  

For the purposes of my enquiry it is, however, necessary to establish a working definition in response 

to this predicament. The first obvious paradox with respect to the product of architecture is that 

architecture itself does not produce a building. Very rarely are practitioners in the field of 

architecture actively involved in the physical construction of the product in anything beyond a 

superficial or stylistic capacity. Despite the apparent clarity of the product of the discipline and the 

popular understanding of the role, the product is inherently subtler and this contributes to the 

ambiguities in articulating this form of knowledge. 

Clearly, involvement with a building in its broadest sense constitutes one ultimate product of the 

range of skills employed by an architect101 – resulting in the formal, physical and spatial impact of a 

building within a physical environment. This can, however, take many more forms than would be 

popularly understood – becoming a much less concrete type of product. This might include 

speculative propositions, spatial configurations, strategic principles, approaches, techniques, sites, 

modifications to contexts, narratives etc. The product could therefore be more appropriately 

considered as projecting – this term providing a valuable reflection on the actual nature of the 

discipline as an agency. In addition, a driving force that inspires the application of the knowledge of 

architecture is an ameliorative desire – an intangible aspiration or belief102 in the capacity to improve 

a situation. This is made possible by a projective capacity for intensive processes that, at some level, 

aim to exceed the limitations of an existing condition and speculate on alternatives that enable and 

enrich. This could again cover a broad range of aspects such as the pragmatics of ease and efficiency; 

                                                                                 

100 See a comparative discussion of defining the discipline by David Leatherbarrow in: Piotrowski & Robinson, 2001, pp. 83-
102. 
101 An equivalent definition could be given in terms of form: “design always involves the conscious or semi-conscious making of 
a form or forms; nor can this happen without the imposition of artifice” (Rykwert, 1982, p. 59). 
102 See for example James’s concepts of a will to believe and faith ladder (James, 1996, p. 85). 
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the strategic benefits of layout; the environmental performance of envelope; and the aesthetic and 

experiential affects of space, material and form. 

It could be argued that it is the knowledge employed, learnt and reconstructed of projection that 

then defines the discipline – architecture is a field of cultural production that utilises an expertise in 

constructing projects and projecting as active agencies that create and refine skills that achieve 

affects by design. The product of architecture is not the objectified work but the models for making 

and reflecting by design that enable a project – leading to a characterisation of the product of 

architecture as the subjunctive properties of the discipline and the inherent instrumentality and in-

between conditions of the techniques of designing for practice. Conditions where the projective 

effects can be speculated on and the terms of the enquiry reframed and reconstructed.  

At a basic level, this refers to the nature of an architectural drawing or model which operates not as 

an aestheticized object but as a multiple set of representational devices which project possible 

physical manifestations and interventions in space (but are clearly not actually the object described). 

These primary tools are inherently subject to unstable processes of interpretation, translation 

(Evans, 1997) and continuous modification – occurring whilst the initiating constructions of a project 

are reframed, the processes of designing offer alternatives, and the integration with contingent 

factors of physical reality reshape the assumptions and preconceptions of a design. Architecture is 

therefore a synthetic (Alexander, 1964) process of designing that aims to describe and enable the 

realisation of a project – a discipline that is an ongoing projecting process that combines an ever-

shifting series (Deleuze) of contingent influences, tolerances and translations of the project to 

project possible architectural effects. Effects that, at bottom, are driven by an ameliorative desire 

that catalyses the enquiry and the ever-changing interrogation and reformation of problems. 

For the purposes of my enquiry, it is this interpretation of the nature of the discipline that will be 

adopted as the basis for testing models for architecture that speculate on possibilities and 

alternative forms of practising. The challenge for the discipline is to construct ways in which a rigour 

within this shifting and multiple projection can be articulated as a valuable contribution and a skill 

that redefines a relevance of the practice of architecture. Skills of architecture that aren’t consumed 

within an academic irrelevance on the one hand or marginalised by commercial and social 

impositions of the profession on the other – but skills that acknowledge the multiple and dynamic 

nature of their contribution (as well as their limitations) as they continue to project. 
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Figure 51 Essay composition: Essay 05. A layered composition of projective studies that illustrates a mixture of 
architectural technique as a ground for projective enquiry with analogue and digital processes involving within a 
dynamic process (and partially recorded as a composite drawing). 
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ESSAY 04: Translating and reconstructing – preliminary Pliny analysis and deployment. 

How to translate and reconstruct? 

Using the Pliny material as an integrated form of projection within the scripted process is now 

developed further and where the study so far has investigated a limited singular translation, the 

research now tests a series of layers of operations through which extracted data is manipulated. This 

extends the initial translation of material into a series of contingent operations which develop 

structures of translation and manipulation of an originating situation. The emphasis is on exploring 

the logics of this enquiry as an immanent process, whereby the material situation dissolves through 

an intensity of operations derived from the material information. The process of projecting defining 

alternative situations within which the project is shaped and manipulated. 

This process explores a space between structures of production and representation – on the one 

hand the site of reconstructions and original absent object of the villas and on the other the 

speculative reconstructions which begin to define their own terms of operation divorced from the 

material. This essay explores unfolds the digital process through the extracted interpretation of a 

reconstruction, and projects translations and alternative configurations of this extraction within 

varying configurations. This therefore develops themes of translation and manipulation as well as 

the principle of rules of operation which are all exposed. What is the logic of translation? Can an 

intensity of projection construct its own terms of meaning outside of the originating context? Does 

the process of translation form a sufficient construction to become the basis of a project? 

The study focusses on the rules and dissolution of rules that drive the manipulation of a differential 

source of Pliny material. The rules of projection being consciously designed, and then through a 

layering and intensity of operations gaining a self-sufficiency within the newly reconstructed 

configuration. 

How does this work? 

The techniques of translation and manipulation of extracted information is developed as a process of 

layering, composing and re-composing multiple scripted processes. This explores the virtual material 

properties of the resultant formal configurations and begins to test a graphic product of the 

reconstructions independent of their origin, suggesting a reality for the abstractions beyond the 

terms of their processes of projection (Fig.52). 
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Figure 52 Essay 4.1. Developing an unfolding framework of differential villa manipulation – phase transitions of 
reconstruction removing narrative origin. 

The drawings begin by exposing the serial modifications that had been previously developed – a 

series that shifts the differential space of a Pliny villa component as plan form and uses both the plan 

identity and the associated data field of proportional variations in the description of this plan form as 

the basis of a 3-dimensional projection of line (Figs.53-4).   



 

 

PART 2: UNSTABLE FOUNDATIONS  133 

 

Figure 53 Essay 4.2. Pliny component originating construction. 

 

Figure 54 Essay 4.3. Scripted translation of origin forming alternative framework of / for construction. 

The consequent 3-dimensional projection forms an alternative framework for the population of 

structuring devices and surfaces within this construction. Using this reconstruction of spatial 

relations as a new seed of data, the surfaces are deconstructed sequentially to shift this revised 

construction into a configuration that moves outside of the terms of the original material (Fig.55). 
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Figure 55 Essay 4.4. Consequent surface, material and formal construction from derived frameworks of data 
manipulation. 

This process is layered and repeated to form manifestations of a construction that are designed and 

selected from an array of possibilities. The original projected lines are retained as a series of 

connections and nodal points of the original translation, whilst the surfaces (that are now generating 

their own intensity from an integral series of manipulations and slippages of information) form 

formal configurations that are suggestive of spatial enclosure and material identity of a radically 

variant form. 

 

Figure 56 Essay 4.5. Scripted virtual material manipulation of surface. 

The drawings are then selected – a process of graphic evaluation by which material is applied (Fig.56) 

and viewpoint is established and explicitly exposed as a determination of choice as opposed to any 

inherent quality. The choice becomes a process of identifying the abstracted reconstructions that are 

suggestive of a complexity and alterity that enables. Scripted processes (derived from the formal 

arrangement now produced) also embed lighting variations, surface effect, camera operations and 
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serial render operations onto the formal arrangements – further translating the reconstructions into 

their own abstracted field of reconstruction. 

 

Figure 57 Essay 4.6. Juxtaposition of residual projected fragments and initiating narrative framework. 

The rendered graphic of these studies combines linear remnants of the original plan identity with the 

material surfaces and degraded formal configurations of the scripted 3-dimensional projections 

(Figs.57-58). Views articulating the spatial differential derived from the translation and manipulation 

of the original data and drawings that are composed as slippages between unnameable surfaces of 

reconstruction and the linear fragments of a lost villa reconstruction.  

 

Figure 58 Essay 4.7. Fragmenting residual fragment – scripted process from data manipulation of villa narrative 
folded back within residual geometries. 

Without the context of this narrative and process, however, the drawings also begin to formulate 

their own terms of reference through the abstracted arrangement of form and the artificial realism 

of the applied material qualities. There is a consequent instability in the material – not architectural 
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propositions but forming potential configurations and juxtapositions that appear as if they were 

combinations of physical material conditions that could be constructed as something (Fig.59). 

 

Figure 59 Essay 4.8. Frames of multiple manipulations of projective fragments – line, surface and volumetric 
constructions dislocating Pliny villa differential origin. 

The drawings reside in this ambiguous position – retaining in some instances an indication of their 

originating plan identity, whilst in others also resisting this access through viewpoints that discard 

this reference and isolate the reconstruction as a discrete study. This ambiguity creates a movement 

within the drawings and a tension between presenting the images as a collective series of 

possibilities or an isolated composition. 
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Figure 60 Essay 4.9. Surface dissolution study – line / surface disintegration as a residual consequence of the 
layered operations of originating narrative differential translations. 

The drawings also adopt an aesthetic of fragment which is integrated within the languages of 

reconstruction that originally define the narrative construct. The fragmentation is an aesthetic 

consequence of the scripted operations that distort the ideal digital surfaces with a layered 

reconstruction of their geometric integrity – processes of digital deconstruction revealing partial 

surfaces or linear connections that remain broken and discarded within the newly (re)constructed 

environment (Fig.60-61). 

How are these studies relevant? 

The drawings simultaneously expose a process of production as well as disguise it – a framework of 

operations and logics of scripted language that manipulate extracted data of Pliny plan identities to 

form a series of rules that translate as a formal exercise. Changes in the sequence of operations and 

intensity of layering of code adjusts the consequent configuration – which then forms the basis for 

its own formal development as a reconstruction of itself. The rules are designed manipulations of 

data to determine line and surface projections, but through the sequential operations of these rules 

(when derived from the resultant form) the visibility of logic is dissipated.  

They contribute to the enquiry in terms of their formal ambivalence and insecurity of process as the 

mechanics of translation are manipulated into a graphic identity that reveals limited connections 
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with these mechanics. The fragmentary remains of the reconstructions revealing the contradictory 

condition of the product of an evolving enquiry. 

 

Figure 61 Essay 4.10. Frames of multiple constructions that expose and dissolve original Pliny differential pieces 
of plan juxtaposition. 

They are also relevant in terms of developing the complexity of script which informs the processes of 

production, and the deliberate ambiguity engendered through consciously removing these processes 

from the accessibility of the image. The drawings indicate contradictory constructions that define 

initial boundaries of production, and then dissolve these boundaries through a multiplicity of 

operations and graphic possibilities that refuse to make explicit the initial construction. They are part 

of an exposed process that enables projection, as well as expressing an abstraction as graphic 

product. In so doing they contribute to the development of an integration of a narrative framework 

for projecting within my enquiry, but also expose the inherent contradictions of abstraction and the 

limits of representation without context. 
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How is this abstraction useful? 

Are these drawings productive? Whilst there might be a growing sophistication of technique 

demonstrated in the technical manipulation of digital line, surface and associated deconstruction / 

reconstruction of geometric properties, what does the consequent graphic of these processes 

provide? And, assuming there is a productivity in the analysis of the output of these drawings, how 

can they be assessed? In many ways, the output of these processes continues to reinforce the 

central problem – they demonstrate an inadequacy of legitimacy in the product of objectification as 

well as an intangible and inaccessible capacity to evaluate the appropriated structures of production. 

However, what these drawings explore is the potential opportunity to explicitly acknowledge the 

associated contradictions inherent in an ever-changing problematic situation for projection.  

 

Figure 62 Essay 4.11. Unnamable objectification as residual projection. 

The drawings do not claim a specific value of the object (Fig.62), or equally don’t claim any inherent 

axiomatic value in a superficially deterministic originating process. Instead of these untenable sites 

of value, they are suggestive of an agency for projecting as an alternative approach. They are built 

off an already intangible, fluid and dynamic set of contradictory narrative constructions and the 

outputs are inherently multiple, sliding away from determined objects and specific places and 

locations. 

Within the research these drawings do enable and are productive – they further expose the problem 

of evaluation and the ungrounded nature of an architectural project. They provide a catalyst for 

further exploration of the approach to maintaining a dynamism and rigour to a projective process 
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that is open to reshaping and reforming through an absurd103 intensity of operations. They also 

emphasise the problematic status of abstraction and communication – the contradictory conditions 

that enable a process to be productive as an abstraction for projecting, even though the product fails 

to communicate beyond abstraction.  

The drawings enable this contradiction to be explicitly described through the research, and act as an 

impetus to explore the implications for not closing an enquiry but enriching the dynamics of the 

process with a more sophisticated approach to integrating a narrative context within which work 

might project beyond the limitations of a conventional situation. The drawings resist evaluation, but 

a critical rigour in the processes of production and the extent to which they enable enquiry provides 

a basis for reflection and modification of the enquiry that is valuable in other terms. 

What do they enable? 

With this potential alternative framework for evaluation in mind, where do the drawings lead? 

Reflecting on the output of these studies suggests that progressing the project must confront the 

contradictions of an architectural project, rather than limit the conditions within which the project 

operates. The problems of describing the work (the instability of producing the work, the intangibility 

of claiming the work etc.) are not obstacles to production but are contingent aspects for projecting 

which might, with sufficient intensity and rigour, articulate ways of working for architecture. This 

suggests that the drawings lead in multiple directions – this could include the continued unfolding of 

processes of projecting simultaneously juxtaposed with an evolution of the narrative framework of 

construction. This multiplicity would then provide a context that might collectively reframe a 

problematic situation for projecting that is contingent within its own terms. Specifically, the digital 

emphasis of technique could be juxtaposed with the physically tangible qualities of analogue 

construction and projection which would explore a more playful quality. This mixture might then 

begin to reinforce the instabilities as well as the potential opportunities for projecting in-between.  

                                                                                 

103 My use of the absurd follows Camus and the contradictory description of a futile but necessary process of intensity (Camus, 
2000). 
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2.4 Integrating praxis – in-between positions. 

The construction of the discipline perpetuates a separation between a theory of architecture and a 

practice of architecture. In simple terms, the field of architecture is practised and theorised within 

very different contexts resulting in a crude dualistic model104, whereby the product of the discipline 

can be criticised for an inadequate engagement with the wider realities of the field of cultural 

production. Academic projects or research can be charged with being irrelevant speculations, whilst 

professional works can be charged with being lacking in meaning or architectural value.  

Whilst this is an extreme generalisation of the status of theory and practice within architecture (with 

attempts on both sides to integrate in ways to resolve the crude juxtapositions of this reductive 

model), it is undeniable that the field of architecture’s predicament remains in large part due to the 

inherent dualism formed by this separation of theory and practice105. To appreciate how alternative 

ways of working that disrupts this duality might be developed, the following outlines the basic 

narrative of this evolution as it has shaped the discipline. 

2.4.1 Axiomatic ground – origins of authority. 

The classical origins of the discipline of architecture are founded on a belief structure of absolute 

authority (an axiomatic ground). The principles of the language of architecture are self-evident 

within the terms of this authority and require no justification – as the variety of originating 

mythologies provided a self-evident truth and constructed an authority within which the discipline 

could operate unquestioned106. In this context, theory represents simply a contemplation of these 

absolute principles and a communication of them for enactment as practice. The integrated 

discipline is therefore supported by an unquestionable structure of authority that defines 

architectural legitimacy.  

                                                                                 

104 A model which is fundamentally derived from the insecurity that unavoidably attends practice: “the distinctive 
characteristic of practical activity, one which is so inherent that it cannot be eliminated, is the uncertainty which attends it” 
(Dewey, 1984, pp. 5-6). 
105 For a recent contribution to the ongoing discussion regarding the role of theory in a broader context of contemporary 
technological practice see: Neveu & Djavaherian, 2015.  
106 For a wide-ranging discussion of classical origins see: Rykwert, 1996. For an approach that rediscovers the underlying 
mythologies of the classical language see: Hersey, 1988. 
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Figure 63 Treatise extraction: Castell, R _ The villas of the ancients illustrated _ Villa rustica _ Varro-Columella 
(Castell, 1728). Castell’s reconstruction of the foundations of the villa type (as a precursor to his Pliny villa 
reconstructions) which forms one of the primary references for the villa typology during the growth of neo-
Palladianism in 18th century England. As with his Pliny villa reconstructions, it outlines the organisational logic 
and harmonic distribution of internal and external spaces as a basis of validating an architectural project 
through the appropriation of classical authority (an authority undermined by the subsequent manifold attempts 
to translate this ideal in pursuit of the correct translation). 
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Theory and practice here operate as an integrated discipline of architecture, with an understood 

framework of symbolic form and self-legitimising mythology. Theoretical commentary is a practical 

demonstration of the enactment of unquestioned principles, whilst practical works are the 

embodiment of these principles as active participants within the built environment. A commentary 

and embodiment have no distinction as both forms are self-evidently corroborated by an absolute 

authority of mythological legitimacy and symbolic form. 

This ideal model of the discipline creates a lasting and profound influence on the structure of the 

field of architecture and shapes the subsequent insecurities of defining the nature of the 

construction of an architectural project when authority is destabilised. By constructing an absolutist 

mythology and origin of discipline, an enquiry into the multiple contingencies and instabilities of 

design is denied and this lays the foundation for the subsequent incapacity to articulate a project.  

2.4.2 Alternative structures of mythology – adjusted symbolism. 

The ideal model is progressively called into question throughout the historical development of the 

field of architectural production (as is consistent with the undermining of classical axioms and 

structures of thought that is apparent in a wide variety of disciplines). An initial challenge is to the 

substance of the mythology and this challenge doesn’t necessarily remove the principle of an 

absolutist language and self-evident lexicon but relocates this language into a different symbolic 

framework (Cassirer, 1955).  

Evidence of this process is historically observed in the Western world by the reconciliation of 

Classical and Christian narratives of origins, where the absolute symbolism of a Classical origin is 

transposed into alternative symbolic frameworks of Judaeo-Christian orthodoxy. The appropriation 

of the symbolic structures of Classical origin are reconstructed as an absolute language to service an 

alternative structure of truth, but the self-legitimising effect remains largely intact. Commentary, 

however, begins to need to justify this appropriation with theory beginning to serve a discrete 

function in support of the reallocation of symbolic languages of production. 
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2.4.3 Rise of the individual107 – emerging social identity. 

A parallel challenge to an ideal construction of the field of architecture can be observed in terms of 

the social status of the discipline and the art of architecture. This begins with an emergence of an 

author of works where designing and constructing become attributed to a specific individual as 

opposed to embodying an absolute and collective process or ideal manifestation. The corresponding 

work is then open to evaluation and juxtaposition with historic or contemporary manifestations of 

architectural production, and the consequent beginnings of critical evaluation, comparison and 

concepts of taste and superiority emerge. The social structure of the works also becomes critical as a 

process of distinguishing between building and architecture and this enforces an explicit separation 

between a craft of building in response to a specific problem, and the creation of an architectural 

work imbued with social distinction and/or symbolic significance108. 

Allied to this status of the work, is a corresponding articulation of an architect as a specific role and 

set of skills. The architect has acquired the knowledge to produce architecture within the terms of 

taste and a framework of self-legitimising absolute principles – there consequently emerges a need 

to theorise this knowledge and establish a professional that can justify the distinction which renders 

some works more valuable than others. This theoretical framework supports the increasing distance 

of the individual from the collective practical realities of physical construction and an interpretation 

of the architectural product of drawings and representations.  

2.4.4 Age of reason109 – reconstructing a rational ground. 

In the historical evolution of a Western architectural field, the destabilising effect of the self-

legitimising principles of authority are most clearly visible during the Enlightenment (Cassirer, 1951). 

The reconstruction of human knowledge in terms of scientific reason defines the foundations of a 

modern theoretical and practical separation. The mythology is no longer self-evident and is now 

subject to analytical enquiry to assess the truth claims and axiomatic principles of a language of 

production. There then is a corresponding destabilisation of confidence in the self-evident languages 

                                                                                 

107 For a discussion of the broader implications of the emergence of an individual identity see: Cassirer, 1963. 
108 See discussions of the changing social position of an architect in: Pérez-Gómez, 1983; Rykwert, 1980. 
109 For a comprehensive analysis of the wider implications and evolution of Enlightenment thought see Ernst Cassirer’s The 
Philosophy of the Enlightenment (Cassirer, 1951). 
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of architecture, and an emergence of theory as a requirement to construct structures of legitimacy as 

a product of reason and scientific method110. In addition, the education of an architect is now 

constructed as an intellectual discipline that constitutes a process of knowledge transfer of 

scientifically demonstrable principles which creates an academic knowledge111 founded on reason to 

justify aesthetic principles and define discipline. This theory is to be interpreted and made manifest 

in practice as a direct translation of a reasoned knowledge with scientific models of reasoned theory 

replacing the self-evident mythologies of architectural origins112.  

The inherent destabilisation of narrative and loss of symbolic certainty requires more and more 

elaborate theoretical justification to support the status and principles of scientific method – that also 

continue to try and be reconciled with the remnants of classical mythology (Cassirer, 1951). The 

increased specialisation and insecurity of this theoretical knowledge increases the distance of the 

idea from the physical translation of practice (Pérez-Gómez, 1983) and this consolidates a specific 

professional role and the associated superiority of this acquired knowledge that is at one remove 

from the practical implications and contingencies of the actual physical translation113.   

2.4.5 Relativity – ungrounded practice and inadequate reconciliation. 

The separation of theory and practice is ultimately most explicitly constructed with the emergence of 

an interrogation of the foundations of Enlightenment models of truth. When a reconstructed 

framework of reason as the basis for articulating an architectural knowledge and language of 

production is itself questioned, the status of theory and practice becomes isolated and exposed114. 

The construction of a discipline and value of architectural production develops as a divorced theory 

and structure of support for a professional role. With no singular theoretical model able to articulate 

a value with any commanding significance, the role of theory becomes ever more esoteric and 

insular to the profession – becoming an excluding model to describe architecture as a discipline 

rather than form any correspondence to an integrated project of architectural production.  

                                                                                 

110 For a representative statement of the Enlightenment confidence that underpins the scientific method see D'Alembert, 
1995. For the implications for the status of the discipline see: Pérez-Gómez, 1983; Rykwert, 1980. 
111 A process that corresponds with the formation of Academies and a methodology of architectural education. 
112 For a description of the pervasive original mythology of the primitive hut despite the scientific revolution, see: Rykwert, 
1981. 
113 For a documentary survey of the growth of modernity within the profession, see: Lefaivre & Tzonis, 2004. 
114 The destabilisation of Enlightenment epistemology is at the heart of postmodern discourse – reflected in both 
philosophical discussion of the social and cultural ramifications as well as the specific implications for the development of 
scientific practice in the light of an undermined rational method, see: Feyerabend, 2010; Gellner, 1979; Koyré, 1968. 
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Figure 64 Treatise extraction: Perrault, C _ A treatise of the five orders of columns in architecture _ Frontispiece 
(Perrault, 1708). The classical construction that introduces the translation of Perrault’s key treatise – formalising 
a challenge to the integral authority of classical language through the acceptance of an arbitrary beauty as a 
criterion of value (demonstrated by the relativity of classical systems of proportion).   
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Theoretical appropriation also begins to dominate, with the practice of architecture increasingly 

tenuously connected to a stated theoretical preconception or post-rationalisation (Schön, 1991). 

These languages of theory, that are drawn from a wide range of disciplines, establish a theoretical 

discourse that increasingly bears little resemblance to the social, practical or economic influences 

and dynamic unpredictability that shape the public perception of the professional practice of 

architecture. Theory and practice then acquire independent roles within the field of architectural 

production, and this consolidates an incapacity to articulate a discipline with the proliferation of 

theory now fully disengaged from a practice. It can then be argued that this duality ensures neither is 

now able to articulate the construction of a project and the potential skills and knowledge associated 

with making, thinking and reflecting within the field of architectural production. What ultimately 

emerges from this outline is a loss of confidence that now characterises contemporary production – 

the problem becomes one of practising within a groundless context, surrounded by volatile and 

competing constructions that attempt to preconceive a project or post-rationalise a value. Where an 

absolute mythology or rational legitimacy once provided a fixed ground for the construction of an 

architectural project, the contemporary field of architectural production is confronted by an 

unstable115 and relative landscape of shifting grounds.  Typical responses to this climate of relativity 

either adopt or deny the implications of an ungrounded-ness, but are all characterised by an 

instability and insecurity in validating and evaluating production: 

1. Excess – an absorption of relativism, that validates production on the grounds of an explicit 

acknowledgement of the equivalence of all production and develops as a self-confessed 

superficiality or intensity of effect characterised by uncritical production, irony and 

opportunism. Architectural production relying on spectacle, excess and brand that mirrors 

the model of late-capitalist production with flamboyance or shock (Žižek, 2010) and the 

appropriation of justifying languages or cults of personality to enforce a relevance116; 

2. Nostalgia – a denial of relativism, that attempts to reconstruct an essence of the discipline 

through nostalgic reconstructions of material or narrative origins of universal truth – i.e. 

attempting to rediscover a mythological attitude to the practice of architecture or 

reconstructed logics of localised reaffirmations of human certainties and belief systems. 

                                                                                 

115 I have previously discussed unstable grounds (F. Robbins, 2013). 
116 For a thorough outline of the failings and political implications of this post-critical mode see: Spencer, 2017. 
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Work that might seek to reconstruct material truth and honesty, human proportions and 

universal principles of scale and harmony, adoption of historic languages and principles, 

participative and democratising collective design processes, reassertions of inherent values 

of craft, recreation of fundamentals of style etc.117; 

3. Determinism – an alternative denial of relativism that attempts to remove an authored 

responsibility of the production of work through the heightened appropriation of 

technology and/or alternative decision-making processes – i.e. an extended development of 

the logical attitude to the practice of architecture that might now reconstruct value from 

extreme forms of technical rationalism. Objectification as uncritical excesses of formal 

digital practice, or the adoption of purely commercial and scientific measures of efficiency in 

defining a framework of evaluation.  

This thesis views none of these three approaches as an appropriate response to the unstable 

grounds of the field of architecture118. Uncritical adoption of relativity, or alternative attempts to 

adopt a variety of contorted structures of denying relativity to position architecture, simply leaves 

the ground of architecture progressively more exposed119. Increasingly tenuous descriptions of 

models of architectural production results in an ever-growing irrelevance, scepticism and 

disengagement from the social reception of the product.120 The research does not, therefore, intend 

to demonstrate an alternative resolution that re-establishes a different ground within which projects 

might be constructed and validated121 – instead it explores the opportunity for a genuine enquiry 

into working within the ambiguity that practitioners inevitably find themselves and identifying the 

opportunities of this inherent instability of practice. This suggests there are opportunities to 

confront an absence of ground not with attempts to simply re-locate the parameters of grounding, 

but by an acknowledgement and utilisation of uncertainty, slippage and movement to continually 

propose ulterior spaces of practising as projects for architecture. 

                                                                                 

117 Whilst not as overt as either the stylistic trappings of appropriated theory and relative excess, or the commercially 
motivated forms of technical rationalism, this nostalgic response I would suggest is the underlying prevalent response for a 
majority of practitioners that cling to a form of modernism and social responsibility in a context of production that denies its 
legitimacy. 
118 Leatherbarrow proposes an alternative range of “irreconcilable truth-claims” in terms of technical rationality, market 
experience and creative intuition (Piotrowski & Robinson, 2001, p. 84). 
119 For an illustration of the contingencies and preoccupations of contemporary practice see: Graaf, 2017. 
120 As Schön writes: “We are bound to an epistemology of practice which leaves us at a loss to explain, or even to describe, the 
competences to which we now give overriding importance” (Schön, 1991, p. 20). 
121 An example of this is the recent work of Perez-Gomez as an attempted resolution of crisis is advanced through a grounding 
in embodied experience and social communications, see: Pérez-Gómez, 2016. 
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Figure 65 Essay composition: Essay 07. A composite construction of analogue sketch as photographed layering 
that alludes to a drawing (emergent analogue translation of digital fragment of domestic programme) but keeps 
the object open through the incomplete composition of ancillary representations out of frame.





 

 

PART 3: RULES FOR FREEDOM  151 

PART 3: RULES FOR FREEDOM 

Understanding contradictory constructions (problems within a problem), and beginning to use them 

 

… the fact would seem to be, if in my situation one may speak of facts, not only that I shall 

have to speak of things of which I cannot speak, but also, which is even more interesting, but 

also that I, which is if possible even more interesting, that I shall have to, I forget, no matter. 

And at the same time I am obliged to speak. I shall never be silent. Never (Beckett, 1975, p. 

8). 

 

… the situations which evoke deliberation resulting in decision, are themselves 

indeterminate with respect to what might and should be done. They require that something 

should be done. But what action is to be taken is just the thing in question. The problem of 

how the uncertain situation should be dealt with is urgent. But as merely urgent, it is so 

emotional as to impede and often to frustrate wise decision (Dewey, 1938, p. 161). 

 

It is impossible to step twice into the same river,’ as Heraclitus says … ‘It scatters and 

regathers, comes together and dissolves, approaches and departs.’ (Plutarch quoted in 

Waterfield, 2000, p. 41). 
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3.1 How can I do what I might be doing?  

This part of my thesis investigates the complications of my enquiry.  

It asks: “How can I do what I might be doing?”  

It outlines the limitations, constraints and contradictions that work within the terms of my research. 

It develops the theme of a crisis from the preceding chapter, with now the added complication of 

the contradictions of practising within this context in the construction of an architectural project.  It 

begins by considering strategies to operate within the unstable foundations of my enquiry122 by 

reconsidering an architectural project in terms of an agency for projecting123.  Developing on from a 

crisis of legitimacy, this chapter then elaborates on an inherent contradiction of construction for 

projecting:  

A project needs a constructed framework to establish the ground of a project, but also needs to 

dissolve this pre-conceived construction by design in order to enable projecting.  

Strategies for working within this contradiction are developed through an interrogation of the 

opportunities for projecting in-between positions. Similarly, the construction of temporary grounds 

is explored as a possible context for projecting. The activity of projecting might then escape the 

limitations of preconception and establish a potential value outside the terms of the project (a value 

derived from agency rather than object). This then suggests an affect for architecture where the 

contradictory requirements are compared to the broader context of poetics, and the appreciation of 

an intangible value outside of a structuring device.  

Further contradictions relevant to my research are also outlined in terms of the limitations and 

expectations of architectural product and of critical description, with potential approaches to 

working within and acknowledging these contradictions proposed as an active component for 

projecting. 

                                                                                 

122 See: Dewey, 1938. 
123 This is to reconceive the knowledge being employed in terms of knowledge for as opposed to knowledge of practising. See 
the distinction elaborated in: Glanville, 2005, pp. 91-92. 
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Figure 66 Treatise extraction: Ware, I _ A complete body of architecture _ Plate 23 (Ware, 1756). An attempt to 
fix the relativity of projecting a Corinthian capital as a component of the classical language (whilst claiming its 
proportional value as an authority) with ancient examples and Renaissance replications that demonstrate the 
inherent contradictions of a framework that essays a complete body of architecture.  
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3.2 Reconceiving a project – projecting for architecture.   

“What is an architectural project?” - the preliminary research suggests that this study is not an 

attempt to answer this question (what it is being unanswerable) but is instead a projective enquiry 

that explores the implications of dynamic models for architecture that acknowledge the inherent 

problematic situations of the discipline. Accepting the absence of inherent value and the consequent 

relativity of the product of architecture, but not denying an ameliorative and transformative capacity 

of project that might suggest alternative ways of working more relevant in a post-logical context 

(and reconceiving ways of reflecting on these ways of working). This moves away from an 

architectural product, and instead highlights the dynamics, rigour and potential for an open and 

explicit engagement with projecting. Rather than develop further contortions of theory that might 

describe alternative models of architectural product, the research focusses on projection as an in-

between process. Less interested in what the construction is and more interested in how it might be 

possible to project within a construction. Articulating an alternative rigour and way of working that is 

enabling, productive and paradoxically valuable. Following on from the inherent problematic 

condition of “what is an architectural project?”, my research is therefore now preoccupied with 

“how can I project within the construction of a project?” 

What is apparent, however, is that projecting has a contradictory124 relationship with an 

architectural project as an objectified product and a description of models for architecture. Attempts 

to project in-between the fixed positions of the discipline and respond to the dynamics of evolving 

situations requires the construction of the discipline in order to expose itself. The project is also 

ultimately manifest as a product and a description of projecting. Doesn’t the construction of an 

architectural project paradoxically require the construction of a problematic ground to be able to 

describe and produce in a way that projects beyond its limitations? This chapter is focussed on 

                                                                                 

124 The role of contradiction is a critical component of my research, suggesting the potential for a productive 
acknowledgement of apparent problems. The origins of contradiction are clearly rooted in the foundations of Western 
philosophy – with the description of the principle of non-contradiction in Aristotle’s Metaphysics and the associated principle 
of the excluded middle (Aristotle, 1998, pp. 86-110). The fundamental rejection of contradiction was conceived as a basic 
originating principle and advanced in opposition to a variety of pre-Socratic thinkers (Waterfield, 2000). Aristotle defines this 
principle: “It is impossible for the same thing at the same time both to be-in and not to be-in the same thing in the same 
respect” (Aristotle, 1998, p. 88). This most basic of principles dominates Western philosophical discourse, with notable 
confrontations with contradiction as the necessary or unavoidable logical corollary of philosophical thought – notably Kant’s 
antinomies (Kant, 1993) and Hegel’s use of contradiction in his dialectic. The status of contradiction has also been critical in 
the development of an understanding of the logical foundations of mathematics and the various attempts to formalise a 
rejection or acknowledgement of the logical implications, see for example: Kripke, 1972; Priest, 1991, 2001; Quine, 1982. 
Contradiction is also directly related to the logical problem of counterfactuals, see: Goodman, 1983; Lewis, 1973. 

 



 

 

PART 3: RULES FOR FREEDOM  155 

inherent contradictions involved in practising that become the complications of the research (but 

paradoxically the opportunities to recognise the contradictions as enabling and productive)125. In 

other words, “How can I project within the construction of a project?” given the problematic 

situation of the discipline and the contradictions involved in practising. 

3.2.1 What is “projecting”? – from object to activity 

Projecting is a fundamental skill in the construction of an architectural project, and the context 

within which an alternative emphasis for the discipline might reside as models for a productive 

architecture in a post-logical context. It is an inherently uncertain and anticipatory operation (Evans, 

1995) that explicitly acknowledges the speculative dynamics of a project, and the unknowable 

consequences and situations of a projected future. It emphasises a dynamic throwing forward of 

possibilities – a casting of potential – which requires an imaginative leap regarding the consequences 

and opportunities that might emerge126.  

Projecting combines a framework of preconception and learnt knowledge of a situation and its likely 

implications, with an uncertain and unstable speculation regarding the specific consequences of 

decisions and interactions with future conditions. It requires a capacity to interpret and understand a 

situation (intelligence), as well as a capacity to translate and move beyond the initial limitations of 

these preconceptions in ways which are open to new possibilities, failures and opportunities formed 

from contingent encounters. Projecting therefore requires (and cannot avoid) an acquired 

knowledge of a situation, but also uses knowledge through making that is prepared to speculate 

freely on alternative consequences beyond this acquired knowledge. Projecting is therefore open to 

the possibilities of either reinforcing or jettisoning the initiating framework of project. Projecting is 

suggestive of a doubt that initiates a hypothetical enquiry and speculation (a subjunctive mood of 

making); is involved in risk, uncertainty and instability in the unknown implications and 

consequences for subsequent situations; and, is also maintained by an ameliorative drive that is  

 

                                                                                 

125 For a discussion of the value of contradiction, paradox and nonsense as a productive force, see: Deleuze, 2001c. My use of 
contradiction is also indebted to the notion of the excluded third as advanced by Serres (Serres, 1997). 
126 Projecting is used to both articulate an overarching construction for enquiry as well as relating to the specific technical 
processes of production. It is not to suggest a deterministic or post-critical position, rather an agency or activity that might 
enable between positions. 
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Figure 67 Projective fragment: 31 Great Burlington Street. A projective study (Essay 10) at 31 Great Burlington 
Street (Colen Campbell, c.1720) that isolates the projective construction from the situated context of a stairwell 
and trompe-l’oeil ceiling – exposing a projective framework as a model for alternative constructions. 
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prepared to suspend the doubts and uncertainties in the belief that a projection might offer 

alternative situations and framing of problems that are productive, enabling and enriching. 

3.2.2 How to “project”? – indicative rules for freedom 

What are the properties and operations of projecting? And how to project within a post-logical 

context of relativism?  The operations of projecting become suggestive of rules127 for freedom – 

contradictory principles that might enable through the dissolution and intensity of operation. 

Unavoidably projecting requires an acquired knowledge to act as the interpretative ground of a 

project and the original frame of reference that constructs an initial relationship with a problematic 

situation. This is an explicit preconception of a situation that is prior to a project, but necessarily 

reconstructed, dissolved and manipulated by projection. Projecting requires a genuine enquiry by 

design whereby the doubtful context of a situation is exposed, the preconceptions are relocated and 

translated – not simply responding to a problem but the continuous questioning within an evolving 

problematic situation. Preceding enquiry is doubt – the productive and enabling force to open 

projection rather than become an obstructive closure. This scepticism is facilitated by belief in the 

hypothetical capacity of projection. This enables projecting despite the potentially restrictive 

environments of doubt and the intrinsic uncertainty of future situations. It is initially derived from a 

confidence in the specific preconceptions that anticipate projection within the initial problematic 

situation, but becomes acquired confidence in the potential benefits, meanings, values and 

enrichments of situations due to imaginative projections. 

Projection is a dynamic speculation that is not a reductive model of problem-solving, but an enquiry 

actively involved within the processes of problem-setting – reframing the context and projecting 

alternative possibilities that redefine the situation and possible solutions. The situation of a project 

is a dynamic field of projective speculation and not a singular location or fixed identity of context. 

The situation is an involving narrative of context that is both shaped by and shapes the projective 

enquiry. The translations, speculations and reconstructions of projective essays and the dynamics of 

an evolving situation redefine the terms of the context which might result in relocation, alternative 

situations or discarded ruins of construction. Within a reconstructed situation projecting is an open 

process that allows reflection-in-action and responses to contingent and unexpected situations. This 

is not to say that projection is unconstrained, but is a continuous process of opening situations, 

                                                                                 

127 For a discussion of rules in the context of language-games see: Karatani, 1995. 
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projecting within and beyond these open situations, and reflecting on the consequent project as a 

reconciliation and reconstruction (directed action). This openness requires an explicit exposure of 

the discipline and an acknowledgement of the temporary nature of initial preconceptions and 

artificial grounds of value. An honest acknowledgement of the prejudice of preconceived knowledge; 

explicit in the demonstration of operations and limitations of process; and clear in the 

communication and recognition of opportunities and failures. An open project that projects as a 

rigorous play and dynamic conversation that constructs an intensity, depth and post-logical rigour of 

decision-making validity. Projection that is responsive and modified by the contingent and 

unexpected manifestations, compromises, complexities and uncertainties of evolving situations that 

translate the project, revealing unexpected complications and tolerances within situations which can 

move the projection beyond the preconceived ground of project and the expected definition and 

product of the project. Projection is consequently the movement (dynamic throwing forward of 

potential constructions) within a problematic situation. It is not a consolidation of a preconceived 

position, but a dynamic leap that is translated by the process and the reflections on the movements 

and dynamics of projection.  

This renders the concept of a project multiple – a field of possible projects that are themselves 

situations with a reflexive relationship with the problems and the contexts of the enquiry. Ways of 

working mirror this complexity, with notional solutions being themselves multiple potential 

manifestations for iterative testing, modifying and reconstructing in an ambiguous relationship 

between positions. Projecting requiring an intensity of speculation, movement, reflection and 

further projection to maintain movement – an intensity of enquiry and speculation central to the 

capacity of projection to be enabling and productive. This develops an alternative rigour for 

architecture – playing freely within an exposed position, whilst responding to and being shaped by 

the evolving contingencies of situations. A depth of enquiry as a subjunctive condition and a 

knowledge of making that is unexpected and yet initiated by the doubts and beliefs of projecting. 

The product is not a singular solution, but possible solutions just as the situation, the problem and 

the project are all interrelated dynamic conditions and not static positions. Projecting becomes an 

ongoing knowledge of making and speculative enquiry that constructs a rigour and intensity to 

project beyond the initial preconceptions of a problematic situation. A process of irresolution – 

reconstructions and translations that continue to expose the limitations of situations to project 

enriching alternatives as well as open novel and productive opportunities. The product is a 

temporary ground for projecting – superficially a constructed position, but really a further contingent 

confrontation within the enquiry which continues to contribute to the dynamics of the problem-
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setting processes and reconstructed situations of project. A stoppage128 within a synthetic cascade of 

project that reconstructs the problematic situation as well as the projective manifestations of 

consequent projects. 

3.2.3 How to project “architecturally”? 

To elaborate on “How to project?” it is also necessary to discuss what might be specific about an 

architectural context of projecting. Not to reconstruct the discipline, but rather to identify a 

qualitative context to the dynamics of projecting that narrows the scope and reflects the context of 

skill, experience and acquired knowledge that is relevant to this study. It is necessary to qualify the 

processes of projecting with the more specific adverbial framework of architectural. More 

specifically then, the question becomes “How to project architecturally?” This requires an attempt to 

state some working assumptions about the boundaries of practice which might then be subject 

themselves to dissolution and translation by the processes of projection within a specific context. 

The notion of contextual here covers a multiple field of interrelationships – the parameters of a 

temporary initiating ground, the evolving and reflexive processes of projecting and the unstable 

contingencies of the reconstructed contexts (formed through the realisation of an architectural 

product).  The context of a project in these terms becomes the range of influences and contingent 

impacts that resonate throughout a project – reconstructing and reframing problematic situations. 

This might reflect, for example, historical and poetic reconstructions of a situation, physical 

properties, technical limitations, professional responsibilities, social, economic and political 

implications and expectations etc. all combining as a multiple and unstable environment and ecology 

of client, brief, idea and situation. In attempting to articulate a specifically architectural 

characteristic of projecting, this would suggest that the synthesis129, negotiation and compromise 

with diverse contexts of project is a defining trait of an architectural process of projecting. Projecting 

as an architectural project is never isolated from a context or defined by a single context but 

operates as an active model for architecture that engages and responds to the dynamic 

characteristics of disparate contexts. 

                                                                                 

128 The notion of a stoppage for my research is derived from the work of Duchamp and provides a valuable reference to the 
ambiguity of producing whilst maintaining a continued and immanent process. Of particular relevance are his Three Standard 
Stoppages, 1913-14 that defined three alternative approximate reconstitutions of a measure of length. See: Duchamp, 1973. 
The terminology was subsequently adopted in: Deleuze & Guattari, 1987. 
129 See for example the synthetic analysis developed by Christopher Alexander (Alexander, 1964).  
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Architectural projecting presages environmental change by projecting at a scale that is expected to 

impact on the physical occupation of space within the world. The use here of an architectural 

project’s environment is again broader than conventional models (limited to the physical 

environment that is produced by a project). Instead the environment of an architectural project is a 

complex structure where the intervention of architecture should be understood as a reflexive 

component project within a broader ecosystem of contexts. A singular model of architecture (that 

conceives of an environment as limited to the physical context of a realised project within a built 

environment creating spaces and forms for inhabitation) should be reconceived as one of many 

contingent products within diverse environments130 of potential projects and reconstructed / 

translated projections.  

Projecting architecturally involves a shifting relationship with ontologies of spatial construction and 

the physical implications of human engagement with a constructed world131. The relevance of 

projecting architecturally is then directly related to the capacity for the project to enable, enrich and 

project spatially in ways that create an affect132. Even the most basic interpretations of the 

characteristics of an architectural project involve aspirations to realise spatial and physical change 

that is transformative and ameliorative. This preconceived objective is experienced by human 

relationships with either physical or speculative translations of possible spaces. The experience and 

contingent realities of creating spaces by projecting reframes the questions of projecting and the 

terms of the evolving problematic situation. 

 

 

                                                                                 

130 Examples of a much broader conceptions of an environmental context would include the cybernetic interpretations of 
Bateson (Bateson, 2000), the ecological philosophy of Serres (Serres, 1995b), the hyperobjects of Morton (Morton, 2013) or 
the political-archaeologies of Negarestani (Negarestani, 2008). 
131 Again conventional limits of spatial delineation could of course be expanded to include much broader mathematical / 
physical concepts of spatial extension (Jammer, 1993; Reichenbach, 1957) and the virtual implications of digital construction. 
132 I have adopted the term affect as a deliberate juxtaposition with effect – i.e. engendering the notion of a less tangible 
sensation or “confused idea” as opposed to the linearity of a casual result (effect). This approach reflects a wider discourse of 
affect (an affective turn) that develops a philosophical interpretation derived from Spinoza and considers its application for an 
appreciation of an embodied experience, see for example: Bergson, 1988; Deleuze, 1988b; Deleuze & Guattari, 1994; 
Eisenman, 2007; Spinoza, 1996. I do not see affect as removing the necessity for critical evaluation, however, but providing an 
articulation of an unnameable immediacy within a dynamic process that is subject to an ongoing agency of reflection and 
adjustment. 
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Figure 68 Treatise extraction: Pain, W _ The Practical Builder, or Workman's General Assistant_Plate 71 (Pain, 
1799). An instructional procedure for twisted handrail moulding that theoretically solves a problem (before 
being confronted by the slippages and translations of projecting where the terms of the problem would be 
reframed). 
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The spatial ambition of projecting architecturally is then created by the tectonics of a project – using 

tectonic in a broad capacity to reflect both the more conventional physical and material delineation 

of constructions that shape a spatial and physical environment, as well as the less tangible 

characteristics of projecting architecturally. Less tangible qualities emerging as tectonic essays and 

reconstructions of physical and speculative propositions in response to an evolving problematic 

situation. Projecting architecturally is therefore characterised by a tectonic that operates as a 

multiple identity and synthesis of various forms of construction of a project – physical, spatial, 

theoretical, social etc. This also presupposes a relationship to a technology of production or 

methodology of projection. Technological is not limited to the technical processes of producing a 

physical intervention as an architectural project, but instead reflects a range of technological 

interventions and processes that involve whilst projecting. This comprises techniques of producing, 

manipulating, translating and speculating that themselves evolve, reconstruct and reshape a 

problematic situation133. A characteristic of projecting architecturally would therefore be the direct 

influence of technology on ways of working – be that the interrelationships of analogue and digital 

processes of projection, or the technical constraints and contingent implications of physical 

intervention134. 

3.2.4 Contradictory projection – acknowledging contingencies and obstructions 

The need to articulate boundaries and preconceptions of an architectural project exposes a basic set 

of contradictions that are inherent in practising architecture in the context of a post-logical 

environment of production. My approach to contradiction is to acknowledge the complications and 

the ambiguities that are both created and required by projecting as an explicit and open process135. 

Recognising contradiction not as an obstacle, but as a fundamental characteristic of practice that is 

required to project136. Contradiction does not simply form a layer of problem that acts as an 

awkward irritant encouraging professional denial or a theoretical construction requiring 

deconstruction. Instead, the research hypothesis is that contradiction is the architectural project – 

                                                                                 

133 Of particular relevance in architectural projection is the technical framework of representation and the drawing process 
(both digital and analogue). For a discussion regarding the ambiguities of drawing processes, perspectival construction and 
their projective qualities see: Elkins, 1994; Evans, 1995; Garner, 2008; Panofsky, 1991; E. Robbins, 1994. 
134 For a broader conception of technological and a discussion of technical objects see: Simondon, 2016. 
135 See for example: “Our whole classified rationality, all the coding, habits and methods, lead us to speak in externals or 
negations: outlaw and nonsense. But I say positive chaos.” (Serres, 1995a, p. 98). 
136 A parallel consideration of nihilism in philosophy is advanced by Brassier, suggesting the potential for nihilism to be a 
productive source of discovery rather than an affliction (Brassier, 2007).  
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the movements, uncertainties, juxtapositions and complications that define an (im)possibility of 

practice137. The objective of the research is then to reflect on the potential of an open recognition of 

contradiction within projecting that contributes to an enabling and productive way of working138. 

This is opposed to a denial or dislocation of problems that simply reinforce the dilemmas of the 

discipline. The principal structures of contradiction the research explores are: 

Requirement of construction to project beyond construction  

The research develops an open projection for architecture that seeks to expose the discipline and 

operate between positions. Projecting within a fluid and unstable environment that neither attempts 

to re-establish a legitimacy of ground for the discipline or a structure of value-system to evaluate a 

product. This objective of designing between positions presupposes a construction within which the 

openness can be revealed. To project beyond a construction of architecture it is necessary to have 

formed a construction – a contradictory characteristic of an architectural project that needs to form 

positions to be able to expose the positions and project beyond the preconceptions of the project by 

design. This contradiction of practice requires a construction that is then dissolved by design to 

project – being both constructed and deconstructed. The thesis refers to this as the contradiction of 

construction. 

Requirement of a product to demonstrate a project  

The research is investigating opportunities for ways of working as a project for architecture rather 

than developing a product of architecture – potentially a productive and enriching reflection that 

might reveal ways to go on. In attempting to establish this working distinction, however, the 

contradictory properties of a dialectical condition emerge. By emphasising projecting for 

architecture, the characteristics of an architectural product are required to reveal the projection – 

the dialectical construct re-emphasises the presence of the opposing position. There is also a basic 

requirement of a product to communicate a project with projects for architecture needing to be 

evidenced by representation and construction. Immediately these products are manifest as 

architecture (as representation or construction), the conditions of the discipline dominate the 

validation of the project – imposing and post-rationalising value on the acts of projecting. The 

                                                                                 

137 I have previously introduced this form of contradiction, see: F. Robbins, 2015. 
138 This develops a conception of the benefits and opportunities of acknowledging contradiction and the possibilities that are 
opened as a result of this apparent loss of control, see: Glanville, 2000, pp. 7-8. 
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challenge is to discover ways of working that establish an intensity that is sustained within and 

through the product as a productive and enabling model for architecture – explicitly evolving and 

irresolute despite the contradictory requirements of a static product to experience and 

communicate. Projecting therefore both requires a product and is superficially subject to the 

problematic situation of evaluation when manifest as architectural product – being both a singular 

product and a multiple projection. The thesis refers to this as the contradiction of production. 

Requirement of description “of” models “for”  

The research is attempting to emphasise models for operating within unstable problem-setting 

dynamics rather than the objectification of architecture and the singular solution of a problem. 

There is an inherent contradiction in the process of describing models for architecture however. The 

working hypothesis is that projecting that prioritises a knowledge of making for architecture might 

project beyond the limitations and dilemmas of the discipline. However, the projection is necessarily 

involved in the conventions and expectations of communication, and this model for architecture 

needs therefore to be described in order to be received. Models for architecture inevitably must be 

described as models of production within the conventions of the discipline’s communication. The 

challenge is to project with an intensity, movement and depth that enacts a productivity and 

describes the model by the operations of designing. Inevitably, this text describes this model, but the 

intention is to describe the processes for projection rather than the project – describing and being 

outside description. The thesis refers to this as the contradiction of description. 
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Figure 69 Surface topology: Study. A scripted surface study (Essay 09) where the composition of an architectural 
surface is constructed through the variable translations of differential data of an original narrative construction 
– forming an evolving and eliding language of projection that is repeatedly reconstructed with an open and 
flexible interpretation of tectonic and technological integration. 
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ESSAY 05: Analogue and digital interfaces. 

How to play? 

The research focusses on the opportunities within a digital context, and specifically the potential for 

the manipulation of scripted processes and extension of existing software capabilities where script 

provides room for the artificial assumptions of technology and the instabilities of a digital product to 

be productively manipulated, and the uncertainties of decision-making and arbitrary evaluation to 

be exposed139.  The work also develops parallel modes of analogue projection and these techniques 

provide an immediacy of a different quality, and a context within which the fallacy of assuming any 

deterministic rationale of a digital process can equally be exposed.  

By working in multiple media there is then the opportunity for a productive mixture of technique 

that inherently develops movement and a dynamic range within which digital processes and 

analogue descriptions reframe and reshape similar or different interpretations of problematic 

situations. A mixture of technique becoming a process of translation and movement within the 

narrative construction where similar forms of enquiry are relocated and reconstructed – with the 

consequent variations in product reflecting back onto the original digital models for projection as 

well as opening innovative potentials for representation.  

The physical processes of drawing or making, developed in parallel with coding, then offer divergent 

environments for projection. In this reflexive movement, projecting opens new spaces for both 

alternative scripted development and analogue description unseen within their respective contexts 

of production. An anxiety of value becoming dissipated by the fluctuations and conversations 

between the forms of representation irrespective of their perceived content. A playful and discursive 

framework dissolving preconceptions and enabling a dynamic between forms of representation as 

another projective dialogue – potentially enabling unexpected movements within representation, as 

well as exploring a freedom of expression outside the project. 

                                                                                 

139 “The work, through profiles, snapshots, Protean shapes, emerges from the perturbation, from the noisy turbulent sea … 
Without this pileup, without this unknowable ichnography, there are no profiles, no work. It is necessary to dare to unveil the 
ichnography, at times, the one we always carry with us, in the dark, and as though secreted, in a receded nook, under a veil” 
(Serres, 1995a, pp. 18-19). 
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How am I making and drawing these drawings? 

The drawings begin with a further development of the scripted processes that use a narrative 

framework to artificially generate static points of departure for physical interrogation. The designed 

digital processes create unstable grounds of a scripted virtual construction, and these constructions 

then allude to physical spaces through the constructed image of surface, line and volume.  

 

Figure 70 Essay 5.1. Un-rendering (clay) residual projective fragments of differential data projection. 

In the initial drawings for this essay, material articulation is removed in order to show the formal 

configurations as a uniform clay model in the rendered material (Fig.70). The lighting and surfaces 

are designed to convey an ambiguity of physical presence from the beginning of the drawing 

production so that as an image, the digital model already moves between a physical and virtual 

presence as potential spatial and formal qualities are suggested in the combinations of the image 

effects represented. The scripted models are then produced as a multiple set of renders, with the 

views taken from varying positions and during varying states of construction. These images provide a 

ground for a drawing process to develop as a synthetic movement between the respective modes of 

production. The diverse arrangement of digital 3-dimensional forms and their emergent spatial 

qualities provide a context of undefined propositions that appear to be deliberately constructed 

(Fig.71) but keep open the capacity for drawing to reshape their parameters of construction and 

their potential formal qualities and possible symbolic value.  
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Figure 71 Essay 5.2. Appropriating formal composition of scripted process as architectural formal configuration. 

The combinations of surface overlaps and linear construction elements superficially define 

alternative spaces or emergent considerations of architectonic elements read into the renders, 

without fixing an interpretation (Fig.72). 

 

Figure 72 Essay 5.3. Extracting detail configurations of rendered composition. 

The drawings then overlay an analogue process across this digital output, creating a density of line 

and gesture as a subsidiary interpretation of the image. A tracing of interpretations of potential 

physical constructions suggested by the digital scripted product (Fig.73). 
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Figure 73 Essay 5.4. Reconstructing detail through analogue gesture. 

These studies now become reconstructions of the graphic, and this shifts the emphasis of the 

original through a selective process of manipulation and reading of a traced image. This continues by 

exploring the recording of this layered reconstruction with a new juxtaposition of the traced image 

as a photograph of the drawing in parallel with another alternative view of the same digital model.   

Juxtaposition and slippage between virtual viewing positions and the analogue artefact opens 

alternative readings as multiple in-between conditions. The drawing now potentially resides in a 

variety of forms – as the original digital model (and script that designed its arbitrary languages of 

construction), the traced artefact, and as the photograph of this artefact in conjunction with an 

alternative view of the same / similar 3-dimensional model rendered as image (Fig.74). 
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Figure 74 Essay 5.5. Alternative scripted detail – reforming detail as a consequence of the analogue / digital 
juxtaposition and translation of the original construction. 

In parallel with drawing and recording this multiple condition, alternative models are scripted and 

rendered as a contingent part of the process of the same drawing. The renders develop as a series of 

stills of a scripted animated process, with the methodology that constructs the form of the virtual 

elements influencing the deviations and slippages of formal qualities over time. 

 

Figure 75 Essay 5.6. Composition of a mixture of fragmentary representations of the analogue / digital 
translations. 
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This multiple render is then composed as a printed image within a collaged series of transparent 

surfaces of physical traces of other views or different virtual models (Fig.75). This physical collage is 

photographed and adopts a drawing status independent of the constituent parts where the 

movement and modes of production offer alternative considerations of spatial juxtaposition. 

 

Figure 76 Essay 5.7. Analogue composition of digital residual detail. 

The process continues to move between drawings of the composition, or manipulations of an 

original virtual form that is modified to reflect the analogue interrogation of potential spaces held 

within the interpreted image (Figs.76-78). 

 

Figure 77 Essay 5.8. Layered intensification of analogue extraction. 
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Figure 78 Essay 5.9. Mixed media recombination of analogue / digital components. 

Further, the clay model appearance of the render is then relocated as a physical clay model. With an 

analogue interpretation of the virtual construct modelled, baked and photographed. The physical 

presence of an object temporarily contained within the dynamics of the drawings, before being re-

presented as a graphic image of this physical model (Fig.79). 

 

Figure 79 Essay 5.10.  Physical construction (clay) of surface compositions alluding to, but differential from, 
digital / analogue representations. 
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This absent physicality is then recorded as a series of stills of manipulation, construction or simply 

altered viewpoint to mirror the dynamics of the digital processes and scripted manipulations of the 

possible grounds of production (Fig.80). 

 

Figure 80 Essay 5.11. Frames of projected series of physical constructions (shifting viewpoints of models). 

These reconstructed models describe alternative configurations of similar environments to the 

physical and virtual artefacts. A composition then complicated with the reintroduction of the 
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physical as a juxtaposition with the analogue drawing and/or rendered image – and re-presented as 

a photographic record of this new position. 

 

Figure 81 Essay 5.12. Frames of mixed-media juxtapositions of drawn / modelled / projected manipulations of 
residual fragments (reformed as projective pieces of other spaces / components). 
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Alternative forms of representation are combined as compositions drawn from different phases of 

the drawing production (Fig.81), producing what could be described as a cross section of the 

reconstruction process across the multiple phase transitions of projection. 

This essay can develop in a wide variety of ways, with each phase transition of representation or 

construction creating new opportunities for elaboration, juxtaposition or reconstruction. Either 

shaping the drawn identity through an analogue process of interpretation and reflection on the 

formal qualities as presented or influencing the logics of code that reform and reproduce alternative 

virtual spatial arrangements derived from the analogue enquiry.  

 

Figure 82 Essay 5.13. Analogue reconstruction of isolated projection as revised seed for reframed digital 
speculation. 

At each stage, physical reality can or could be projected out-with the drawing – adopting the view or 

the form as an element or whole part of a physical construct outside of the construction of the 

enquiry moving within the drawing process. Objects can be identified, recorded, labelled, redrawn 

and classified as potentialities within the drawings. Alternatively, what is made is an architectural 

project at the liminal boundaries of object and representation where the interfaces of 

representation construct their own falsework of an architectural project that is perpetually 

reconstructed. 
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How does the drawing progress? 

These drawings embody a multiple condition and are an exploration of a playful complication of an 

enquiry where the work consciously obscures the connections to a conventional architectural 

product and imparts an inherent dynamic between forms of projecting. The production of a singular 

object is replaced with multiple phase transitions for projecting through and within the content of 

objects. The relationships formed are not solutions to a problem but reflect an immanent cycle or 

synthetic cascade of potential outcomes, where the unstable validity of decision-making is exposed. 

The choices of progressing between forms of representation now operating as an absurd complexity 

within the drawing, with each phase inherently containing possible outcomes, previous instances 

and potential associations of the form of representation and typology of projection. 

What is made is the process of making for architecture, not architecture. But that formulation 

suggests that this might be a process that resolves, whereas in fact the drawings (or the falsework of 

the drawing when conceived more accurately as a model for production) continually reconstructs 

the terms of production within the construction (Fig.83-85). An intensity, and paradoxical rigour of 

playful association, generating a logic of reflection and mixture that enables alternative models for 

projection to become unexpected encounters within the enquiry. 

 

Figure 83 Essay 5.14. Retracing analogue translations of digital constructions. 
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The drawings progress through these stumblings across the digital and physical interfaces of 

projection – translating representations acting as contingent reconstructions for enquiry and 

operating as an endless reshaping of potential forms of questions without articulating what these 

questions might actually become. 

 

Figure 84 Essay 5.15. Frames of multiple digital / physical constructions of drawn / modelled translations – 
contingent reconstructions of speculative components. 
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In this way, this essay contributes as an enactment of contradiction – trying to dissolve a language of 

architectural production, that is nevertheless necessarily described. The object becoming in effect a 

disconcerting absence of architecture in the middle of the construction of an architectural project.  

What can be reflected upon? 

The depth of potential outcomes within the multiple possibilities contained or potentially proposed 

within each manifestation of the drawing as a model for production, renders an evaluation of the 

object of production meaningless. The relative phase transitions and multiple potential outcomes 

consciously avoid objectification, despite each iteration having the capacity to be claimed, 

manipulated and adjusted to take on the characteristics of an element of an architectural project. 

 

Figure 85 Essay 5.16. Analogue / digital juxtaposition of process – dislocating objectification. 

Any reflection on this model is not a question that can be asked of the value of an object, but instead 

might be best considered in terms of an assessment of the productivity located within the interfaces 

and transitions for projecting between objects. The productivity of the movement within the 

drawing as contradictory models for projection, that play across the juxtapositions of gesture and 

the technological logics of scripted method. 



 

 

PART 3: RULES FOR FREEDOM  179 

The objects cease to be a product for evaluation, but a model for projection that can be tested, 

adjusted and refined in terms of its capacity to articulate a space between material codifications. In 

these terms, the essay reflects the contradictory basis of architectural reflection – suggesting that 

the contradictions of practice are not problems requiring closure or denial but are in fact the critical 

location for projecting. Suggesting a movement between representational models, as well as the 

procedural dynamics of the initiating material and the unstable narrative of construction, that all 

combine as an evolving problematic situation that is productive. This drawing model may be 

enabling, therefore, but what does it communicate beyond its own constructed boundaries of 

abstraction? Evaluation must consider ultimately what room can be created that maintains this 

movement, whilst using the processes of reconstruction as an ameliorative strategy that is situated. 

What might the next project be? 

The contradictions expressed through designing across the spaces of a model for drawing expose the 

model, but also expose the inadequacies of material content divorced from a specific rigour that 

communicates. Whilst this essay plays140 within an involving material process, the space that this 

study creates remains inaccessible beyond the terms of its production. The tension is therefore 

obvious – how to project between conditions, whilst objectifying those conditions in architectural 

terms? To continue to project, my enquiry must explore the implications of locating an alternative 

narrative as a situation to test the implications of the abstracted movement. This will further 

elaborate on the contradictions inherent in the construction of an architectural project – both 

requiring and denying the framework of a ground which has no status other than for projecting, 

evolving and manipulating between the positions of the reframed question. 

  

                                                                                 

140 For a discussion of play in the context of the origins of art and architecture see: Mallgrave, 2013. 
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3.3 Positioning an in-between position – contradiction of construction. 

Working between positions requires a position to be constructed141 and exposing the discipline 

requires an initial position to progress a project – so for the purposes of the research a construction 

of project is required. But to expose the discipline and project beyond the preconceptions of this 

construction, this construction must also be dissolved by projecting. This contradiction is not, 

however, a problem but a necessary and contingent construction of practice. In effect, describing 

these relationships as contradictory is misrepresenting projecting. The working hypothesis is that the 

contradictory characteristics of constructing an architectural project are not contra the processes of 

projecting but are models for projecting architecture. 

3.3.1 What is a “position” of architecture? 

The term position is used as a shorthand for prevalent models of architectural production current in 

both theoretical and professional practice whereby the model of architectural production is 

positioned as a preconceived or post-rationalised product142. The appearance of this position can 

vary widely to support a diverse product of an architectural discipline that is ungrounded and 

insecure, e.g. positioning the model of architecture in constructions of technical rationalism, 

nostalgic humanism, ironic capitalism, imposed intellectualism, superficial relativism etc. The instinct 

to position and the associated problem-solving (Schön, 1991) mentality are intrinsic aspects of the 

problematic situation of the discipline. By focussing on ever more tangential mechanisms of 

justifying a product, the positioning of architecture merely serves to consolidate the discipline’s 

disengagement and problem. It forms a singular model of production as a preconceived model of 

problem-solving or a post-rationalised structure of legitimising – the position attempting to locate a 

ground of product within an inherently ungrounded discipline. This has the consequence of limiting 

and restricting the terms and contingent uncertainties of projection because of the impositions of 

pre-conceived assumptions that define the problem. These assumptions could originate from a wide 

range of factors – social pressures, economic imperatives, personal designer preferences, theoretical 

preconceptions etc.  

                                                                                 

141 This is a fundamental characteristic of a movement between dualistic constructions. I reference the attempts to build off 
Bergson in the post-structuralist interpretations of a movement between positions that is enabling and productive, see 
particularly: Bergson, 1988; Deleuze, 2001a; Serres, 1997. 
142 The unending cycle of truth-games and truth-claims to legitimise a relative objectification of architecture, see: Fisher, 2000; 
Piotrowski & Robinson, 2001; Spencer, 2017. 
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The concept of a position shapes an initial ground of production in a way that constructs limitations, 

preconceptions and boundaries. These conditions ultimately consolidate an insecurity and impose 

restrictions on a genuine enquiry with the capacity to project productively for architecture. Instead, 

projecting within the ambiguities of problem-setting – between the temporary grounds that the 

discipline fabricates – opens projections for architecture beyond the limitations and preconceptions 

of original positions (Serres, 1997). 

This leads to the contradiction introduced earlier – i.e. the necessity of positions to enable projection 

in-between (i.e. an opposing position). The concept of in-between presupposing fixed positions 

either side within which the in-between positions move and project. The positions of architecture – 

the fabricated grounds that define context, method, preconception and post-rationalisation of 

product – act as a metric structure of projecting models for architecture. This condition could then 

be compared to the poetic framework of meter – the intangible and unnameable (Beckett, 1975) 

poetic residing in-between the metric143 structures and formal preconceptions of rhythm and 

language. The poetic effect or affect formed as a direct consequence of a dissolution and subversion 

of the structure that encases it, but at the same time expression that would be unrecognisable 

without the initiating framework and linguistic preconceptions of the form144. This becomes a 

general issue of form that paradoxically has the capacity to liberate an effect through the 

juxtaposition that emancipates the subversion. Avant-garde practice of modernism is an obvious 

example where the various forms of cultural production (fine art, literature, cinema, theatre, 

architecture) use a subversion of historic formal constructs to project new meanings in the 

respective disciplines. This subversion requiring the existence of originating positions for the 

subversion to take effect. With any progressive loss of reference to a preconceived formal construct, 

there is a commensurate loss of legibility and clarity of the potential effect145 leading to a point at 

which the subversion no longer communicates146 – unless the environment of projection has formed 

its own legible framework that is a development of the initial positions. 

“How to project?” then requires a more sophisticated and subtle approach with respect to the 

positioning that defines existing disciplinary models of practice. Not simply deconstructing or 

critiquing existing positions but reframing the preconceptions and contexts that are a prerequisite 

                                                                                 

143 For a full discussion of the role of meter in poetic form see: Fussell, 1979. 
144 This form of conflicting relationship with a structure of language is most pronounced in modernist poetic experimentation 
such as: Beckett, 1984; Eliot, 1979; H.D, 1973; Stevens, 2010. 
145 For a survey of the avant-garde implications within the discipline of architecture see: Tafuri, 1987. 
146 See also a parallel condition in the representation of un-representable images: Rancière, 2007, pp. 109-138. 
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for practising. Positions should not simply be discredited or rejected but should be recognised as the 

fabricated grounds that they actually are. Projecting in-between requires the existence of initiating 

preconceptions and assumptions of models of architectural production, but these positions must be 

understood as simply convenient fabrications to enable projection. They should not be artificially 

credited with a fuller significance that distracts from an open and dynamic enquiry.  

“How to project?” is therefore a question of construction. An architectural project requires the 

construction of positions in order to project, but it also requires the dissolution of these 

constructions by projection. This projection enquires with a rigour and intensity between positions to 

project beyond the initial preconceptions of a positioning of architecture. The construction of this 

architectural project is not a static and singular construction with an inherent structure of 

justification and confidence but is a fragile and temporary framework that inherently doesn’t 

endure. Constructions become models for production as enabling fabrications that provide the 

initiating parameters for an evolving speculation and contingent conversation. 

3.3.2 Value of being in-between 

In-between clearly indicates an approach to projecting that has an ambiguous relationship with the 

positions between which it operates (Serres, 1997). This non-position is influenced and shaped by 

multiple positions but not predetermined by any. It is a multiple and dynamic process for projecting 

that moves with an intensity generated by an enquiry. The movement, translations and contingent 

encounters of projecting in-between serve to expose the project, and this creates an open and 

irresolute field of possibilities rather than a static solution147.  

The creation of an intensity of movement for the project also enables ongoing speculation and 

reflection within evolving problematic situations. This is directly related to the complexity of a post-

                                                                                 

147 Serres recounts an analogy of a swimmer between river banks where the passage articulates an in-between position: 
“Depart, take the plunge. After having left the shore behind, for a while you stay much closer to it than to the one on the other 
side, at least just enough so that the body starts reckoning and says to itself, silently, that it can always go back. Up to a 
certain threshold, you hold on to this feeling of security: in other words, you have not really left. On this side of the adventure, 
your foot, once it has crossed a second threshold, waits expectantly for the approach: you find yourself close enough to the 
steep bank to say you have arrived. Right bank or left bank, what does it matter, in both cases it is land or ground. You do not 
swim, you wait to walk, like someone who jumps, takes off, and then lands, but does not remain in flight. The swimmer, on the 
contrary, knows that a second river runs in the one that everyone sees, a river between the two thresholds, after or before 
which all security has vanished: there he abandons all reference points” (Serres, 1997, p. 5). 

 



 

 

PART 3: RULES FOR FREEDOM  183 

logical environment of production which is inherently unstable, volatile and shifting in emphasis and 

identity without any stability or certainty around the grounds of production. A construction of an 

architectural project must therefore be responsive to these dynamics and not artificially reconstruct 

grounds for individual design processes of problem-solving – maintaining an intensity that moves 

across situations between methods, contexts and products of projection to keep open an ongoing 

field of possibilities and dynamic range of project that is responsive and flexible. Projecting in-

between producing multiple148 models for architecture and not a singular model of production. The 

projects are refined, reconstructed and reframed by evolving problematic situations and contingent 

relationships. These dynamics are exposed as multiple opportunities and speculations which may in 

turn reconstruct the problematic situation, reframe the positions that originate an enquiry and 

project as multiple possible solutions. 

Solutions becoming models for architecture that project with an open approach to the reflection and 

modification of evolving contexts in response to unforeseen novelty (contingent effects). This 

ongoing unpredictability is modified, juxtaposed and implicated by a wide variety of contingencies 

that reframe the enquiry, the method of working, the situation, the context and the translations into 

a constructed reality. A reflexive and flexible conversation with the contingencies of a situation might 

enable models for architecture that respond dynamically to the translations and reconstructions of a 

project.  

Being in-between positions becomes an open149 and fluid space for designing and projecting doesn’t 

get solidified as another position but remains open as projective speculations that allow novelty, 

failure and unexpected consequences to be active participants in ongoing reconstructions. It is 

intrinsically an irresolute process that primarily evolves as a series of fields of possibility. These 

potentialities might be translated and solidified as singularities but only positioned as temporary 

models for architecture that further contribute to an enquiry (that reframe and reconstruct the 

dynamics of the project).  

 

                                                                                 

148 “In the beginning is the multiple: it rushes around” (Serres, 1995a, p. 101). 
149 For a description of a shifting openness in art, see Dewey’s description of the properties of indefinite resolution and 
shifting horizons: “For although there is a bounding horizon, it moves as we move. We are never wholly free from the sense of 
something that lies beyond” (Dewey, 1934, p. 201). 
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Figure 86 Projective fragment: General Wade's house. A projective study (Essay 10) at General Wade’s house on 
Great Burlington Street (Richard Boyle, 1723) that isolates the projective construction from the situated context 
of an absent and lost façade and exposes a residual fragment or emerging construction for an alternative 
architectural surface of rustication. 
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Projecting becoming a question of sufficient resolution and identifying productive stoppages of an 

enquiry that provide temporary grounds to reflect, reframe and reconstruct within the shifting 

parameters of physical presence and experience. In-between has no imposed value-system to 

legitimise these stoppages but is a dynamic context that responds to the contingent evolution of a 

problematic situation and the ambiguities of projecting. Paradoxically, value might therefore be 

rediscovered as an agency for projecting through a rigour, intensity and depth of enquiry that 

evolves within contradictions and ambiguities of practice. Not describing a value of project but 

experiencing value as the dynamic possibilities and encounters that are exposed and enable in 

relation to the constructed positions. This defines an unstable and ambiguous framework containing 

multiple possibilities for architecture, not a static value of product which denies its own incapacity to 

articulate a value. 

3.3.3 In-between as a position 

The irony of a description of ways of working in-between positions should be clear – doesn’t an in-

between project merely become another position?150 Don’t the attempts to articulate a condition of 

exposure and multiplicity run the inherent risk of being adopted as preconceptions of methodology, 

context and a solution of a projection? Or, alternatively, doesn’t the in-between become simply 

another theorising ground of legitimacy – a structure of critique as value-system that paradoxically is 

constructed to avoid the necessity of any other ground of legitimacy? The research is fully conscious 

of these risks and the inherent instability of a description and articulation of a project. The risks 

combine with the complexities of communicating a rigour and reflective process as a knowledge of 

making for architecture and the challenge is therefore to constantly maintain an awareness of 

projecting. Maintaining the exposure of projecting through an open and explicit rigour of essays that 

reveal and communicate movement, translation, contingency and multiplicity of projecting as an 

ongoing enquiry for architecture, rather than a co-opted theory of architecture. This proposes an 

active participation in the ambiguities and contradictions of practice, not a denial of the instabilities. 

Models for projecting that explicitly recognise the instability of projects and the evolving context of 

reconstructing problematic situations as a continuous and open exploration of projecting for 

architecture that is aware of the contradictory requirements for construction that are dissolved by 

projecting beyond these constructions.  

                                                                                 

150 The construction of an opposing position which simply replicates its opposing term in a dialectical framework is a recurring 
dilemma. See for example a discussion of a critique of criticism in: Rancière, 2009, p. 30. 
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Figure 87 Pliny juxtaposition: Laurentian - Macquet_Bouchet_Canina_Castell_Normand_Scamozzi. A composite 
and multiple reconstruction of the Pliny villa reconstructions (Essay 08) that through an intensity of 
juxtaposition forms an in-between construction of villa (drawing the multiple differential constructions and not 
the singular model) enabling projections between.  
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3.3.4 Contradiction of construction 

The discipline requires a shift in emphasis away from product and the legitimising angst of the 

profession of architecture – refocussing on the specific projective knowledge and rigour of making 

projects for architecture (projecting). What this projection practically entails is an open participation 

with a multiple field of possibilities for architecture, and not a singular and static model of 

architecture that is derived from preconceptions and rational impositions. This dynamic projection 

paradoxically needs to operate as an exposure that is revealed through juxtaposition with 

constructed grounds of situation, context, methodology, and acquired structures of knowledge. In 

addition, projecting must be aware of its own internal and intrinsic contradictions of practice, and 

not solidify as another artificial structure of legitimacy. Projects must construct positions, and 

dissolve these positions by projecting, to project beyond the limitations that defined any original 

construction of a problematic situation151. 

Positions which can be perpetually discarded and translated by evolving reconstructions and 

projecting in-between as an ongoing process of construction and reconstruction – maintaining an 

open, multiple and ambiguous space to enable a project to develop models for architecture with a 

rigour, intensity and productivity. The contradiction is therefore essential – not to be seen as an 

obstructive force that compounds the complexities of practising and to be repressed. Rather, 

contradiction is practice and it embodies the composite and synthetic152 processes of translation, 

projection and reconstruction that require artificial grounds of juxtaposition in order to expose new 

potentials for architecture. It is therefore necessary to acknowledge openly the opportunities that 

the contradictory structure of constructing projects create. Consciously constructing positions and 

grounds for projects that explicitly recognise their temporary and enabling role as a contingent and 

relative framework for projecting architecture. 

 

                                                                                 

151 “Let us undertake, then, to comprehend this collective aggregate. Ingeniously, intelligently. We draw up plans, blueprints 
and graphs, flow charts, we construct a system, we even conceive a general theory of systems, a kind of general, universal 
system for reaching the sky. Let us call this whole endeavour the constructivist model … Upon these rocks no one has ever built 
anything but Babel. Babel is not a failure, it is at that very moment when the tower is dismantled that we begin to understand 
that one must understand without concepts” (Serres, 1995a, p. 123). In agreement with Serres, what my research explores is 
not a constructivist position (see for example: Glasersfeld, 1995), but a more fragile and volatile contradictory in-between that 
moves outside of the terms of description of product (or concept) and projects as an active agency. 
152 I have discussed previously the notion of a synthetic opera – a composite and multiple form within which projecting might 
operate within contradiction (F. Robbins, 2011). 
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Figure 88 Treatise extraction: Pain, W _ The Practical Builder, or Workman's General Assistant _ Plate 58 (Pain, 
1799). Architectural detail that manipulates the classical ordering principle and facilitates the multiple 
deployment of this relationship as an endless potential reconstruction of ornamental diversity – appropriating a 
classical authority of an absolute relationship and disseminating this authority as an undermining relativity of 
correct ornament (contradictory construction). 
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3.4 Objectifying a dynamic process – contradiction of production. 

How can projection continue as a dynamic process and fix a product to communicate this ongoing 

project? Whilst the shift in emphasis towards projecting might suggest models for architecture that 

respond to the inherent uncertainties of the contemporary environment of cultural production, 

there is a paradoxical requirement for this projection still to be materialised. A materialisation to 

communicate, manifest and test the transformative capacity of a project as well as to form the 

experiential essay that reshapes the projection and become an architectural project. The obvious risk 

with this materialisation, however, is that the product gets consumed within the expectations of 

conventional models – attempting to objectify and transfer this stasis into a marketable expectation 

as opposed to a stoppage of an ongoing enquiry. With this conversion, a project regardless of its 

projective processes and aspirations, gets co-opted into a position and an authorship. Positions that 

are then subject to external post-rationalisation attempting to claim a new ground and created 

identity rather than continue to reflect and reshape the unstable dynamics of its project.  

So, how is a project produced within the dynamic processes of an exposed projection for 

architecture? How is it possible to maintain the dynamics of an enquiry, in a field of production that 

requires an inhabited objectification to experience, evaluate and market? And how does the 

transformative potential of projecting and working explicitly within the contradictions of practice 

manifest as a product for architecture? 

3.4.1 Product and process 

It is first necessary to clarify working assumptions of a product of architecture – superficially this is an 

obvious and self-evident definition, but it is precisely the preconceptions of what a product is that 

contributes to the instability of the discipline. A conventional model of an architectural project 

would expect a designer to solve a given problem and deliver this solution as a direct translation into 

a constructed object. This object would then manifest this solution and be evaluated in terms of the 

static definition of the problem that was given. The product of architecture in this context acts as a 

reductive model of the discipline that limits the product to the constructed object. An object that, as 

far is physically possible, reflects a direct translation of a designed project into a physical 

manifestation of this project. The consequent objectification then represents the design, is authored 

by the designer and is evaluated, experienced and consumed as the singular design or prototype that 

solves a specific problem. The object then also acts as the signification of a way of projecting for an 
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authored designer with style, method and preconceived technique becoming the marketable 

expectations of a product for subsequent projects of related problems. 

In place of this model, the research uses a working assumption of a broader field of product. This 

field might then suggest ways in which the dynamics of projecting are maintained as models for 

architecture that are produced interventions. Typically, the product of architecture that is commonly 

understood is considered a built form of some kind that has been designed in some way. The 

expectation of this built form is that it is at least of a scale within which a person can inhabit a space 

that is created. Developing from this basic interpretation the understanding of an architectural 

product could include designed spatial interventions or manipulations that change some aspect of 

an existing environment. This includes a wider range of possible products of architectural design 

where the physical construction is more ephemeral or intangible. Both categorisations of product, 

however, envisage the product to be a physical manifestation of a project in some way. There is also 

a much broader context of product that includes unrealised projects of architecture – commonly, 

and perhaps unhelpfully, referred to as projects as opposed to completed works of architecture.  

With unrealised as well as realised works, the assumptions of what an architectural product is are 

clearly extended to include representations153 that no longer are built as physical interventions but 

are representations of the ambition for these physical constructions. These projects are commonly 

represented as finished graphical representations of a proposal. Given this inclusion (an adoption 

widely understood within the discipline as an important source of architectural projection), a logical 

extension would also consider the nature of the product of architecture whilst designing – i.e. the 

product that emerges during the processes of projecting (either for an ultimately realised or 

unrealised work). This would include the full range of representative modes of enquiry that reflect 

various stages of completion of a project. This now incorporates the wider field of both analogue and 

digital modes of representation during a design process with varying degrees of finish to these 

representations. Each of these forms of representation has an array of representative stages and 

products – the nature of drawing as an architectural product clearly subject to an array of possible 

definitions and representative modes from sketching, finished drawings, preliminary concepts, 

construction drawings etc154. Physical modelling also refers to a range of forms, scales and uses of 

                                                                                 

153 For a review of the interrelationship of representation and product see: Pérez-Gómez & Pelletier, 1998; Vesely, 2004. 
154 See for example the discussion by Edward Robbins: E. Robbins, 1994. 

 



 

 

PART 3: RULES FOR FREEDOM  191 

enquiry from study models, presentation models, construction mock-ups etc. More complex is the 

integration of digital modes of production as another facet of architectural product. The 

transformation of technology and its widespread adoption and application to designing within the 

discipline of architecture significantly broadens the possible definition of a product. The scope now 

must include the virtual155 and involve the anterior conditions of production that are inherently 

ascalar and multiple. Product that translates between digital modes of representation and 

manipulation defined by code and the associated interpolation of data. Again, despite the less 

obvious relevance in a digital context, there is an imposed structure of stages of production – a 

digital product as early render, preliminary CAD drawing or model, detailed production information, 

presentation graphic etc. This could also extend to include the underlying coded translations and 

configurations that enable the production of digital information – processes consumed within the 

production of an architectural product as BIM, but also operating as bespoke scripting within 

software constructions. 

Developing the definition of a product of architecture further would include the effect of a product 

on its environment – necessarily including the economic, social, environmental and political 

implications and consequences of an architectural intervention. The product of architecture is a 

broader social product, where a conventional limiting model is exposed to the dynamics of 

contemporary cultural production and social experience. The product of architecture could also be 

considered in terms of an authored identity and marketable brand where the product and 

objectification of architecture is translated into an economic commodity distributed and propagated 

by a capitalist model of production. The dynamics of capitalism therefore utilise a reductive model of 

designer and object to create a marketable product independent of the physical and social realities 

of a specific architectural intervention.  

What this suggests is that a conventional model of the product of architecture is a very limited 

definition. However, the extensions to defining product still encounter the familiar problem of 

reductive models and the imposition of a linearity of process. The extended forms of representation 

for example which might be accepted as products of architecture (generally only accepted as such by 

the discipline itself) simply replicate a reductive model of the problem-solving construction. This  

                                                                                 

155 For a wider discussion of an expanded digital frame of product see: McCullough, 2004. 
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Figure 89 Surface topology: Study. A scripted surface study (Essay 09) that investigates an ambiguity of 
production – the continuous reconstruction of an architectural surface is formed and manipulated by the 
variable translations of differential data of an original narrative construction creating a multiple model for 
projection, not a singular model of production. 
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results in the product of projects still being interpreted as a linear process with a finished product at 

the end of the project.  

The product of architecture needs, however, to be considered in these broader terms as a multiple 

form of cultural production as opposed to a simple model of built form to create the capacity to 

reflect on ways in which the contradictory requirements of production might be realised as an open, 

exposed and irresolute practice for architecture. The broadening of the scope in and of itself does 

not achieve this however with the expansion of what might be considered a product of architecture 

frequently still subject to the same reductive models of problem-solving legitimation. What is 

required is a more radical reconstruction of the product for architecture that maintains a delicate 

and fragile relationship with an ongoing enquiry and unstable legitimacy.   

3.4.2 Experience and communication 

Architecture is a projection that requires a product to communicate or experience the transformative 

potential of a projection and the ameliorative ambition of a project can only be recognised by the 

lived experience and communicated understanding of the potential spatial implications and 

environmental transformations that are proposed by a project when manifested as a product 

(defined in broad terms). A conventional reading of this statement could be reduced to “an 

architectural project needs to be a built construction to be experienced and understood as a work of 

architecture”. What this structure artificially imposes, however, is a simplistic separation of project 

from product. This corresponds to the problem-solving model of architectural production that 

aspires to solve a singular problem by design.  

What this research is exploring is the practice of a multiple model for architecture – projecting with 

an open acknowledgement of the evolving problematic situation and the reflections, translations and 

design decisions that continuously reconstruct an evolving product as an integral part of the ongoing 

enquiry and continued projection. An architectural product isn’t simply the conclusion of a design 

process that solves a singular problem but is the evolving manifestation within an ongoing projection 

that is reconstructed by an evolving interpretation of the situation. The challenge is to understand 

how this interpretation of a manifold product is communicated and experienced as an active 

participant in an ongoing enquiry. This confronts the contradiction of product.  
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Figure 90 Treatise extraction: Morris, R _ An Essay in Defence of Ancient Architecture _ Page 110 (Morris, 1728). 
A rationalisation of classical relationships that attempts to define correct proportions (and demonstrate the 
consequent absurdities that are produced when the rational basis of the language is ignored) – an example of 
denying contradictions of architectural projection by closing the instabilities and rationalising the framework as 
a singular model of production. 
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3.4.3 Working with contradiction 

As previously this contradiction is not an obstacle to be denied, but an opportunity to maintain room 

within an enquiry. Models for architecture practising fully conscious of the contradictory 

characteristics of a project and working within an evolving and dynamic projection.  

But how is a project produced within the dynamic processes of an exposed projection for 

architecture? In response, there should be no distinction between project and product – where 

reductive models of practice encourage a definition of a design process that leads to an object to 

experience as a delimited condition of architecture, alternative models for practice should instead 

reflect a multiple enquiry.  The discipline’s insecure focus on the legitimation of the object as a 

model of architecture could instead focus on dynamic models that fully integrate the processes of 

enquiry as practice and experience. The project inherently producing repeatedly as a perpetual 

process of reconstruction. 

How is it possible to maintain the dynamics of an enquiry, in a field of production that requires an 

inhabited objectification to experience, evaluate and market? The definition of an architectural 

product to enable projecting as an integrated and multiple form of architectural practice requires 

reconstruction. Models for architecture produce as spatial interventions and propositions that are 

continuously reframed by the contingent uncertainties and opportunities of physical realities. Spatial 

experience and social communication continue as an essential conversation with the problematic 

situation – the subtle, but vital, distinction is with the status and identity of the product that is 

projected. In contrast to the product of architecture being a closed and static model of an 

architectural design process, what is produced are dynamic frameworks. Frameworks that appear as 

stoppages of an enquiry and are collectively formed as moments revealed by the project – and 

translated by a diverse authorship that continues to reconstruct through experience and 

communication. The stoppage is not a static work, but a momentary resolution of a framework with 

the project continuing within the framework as many possible manifestations of an ongoing enquiry. 

How is the transformative potential of projecting and working explicitly within the contradictions of 

practice manifest as a product for architecture? A subtle, but radical, shift is then required that 

removes the authorship and objectification emphasis of contemporary production. The value of 

architecture understood instead as a contingent form of knowledge acquired through projection and 

the associated reflection of an enquiry. The stoppages of this enquiry are collectively authored, 

experienced and modified by the contingent realities of physical experience and communication. 
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Value emerging through a reflection on the sufficient resolution of an enquiry within the dynamics of 

a project – allowing an understanding of whether the open and exposed project is enabling, 

enriching and productive (or a failure). This approach to the contradiction of product suggests a way 

for projecting to enable an open and exposed project to maintain a dynamism with ongoing 

production. Rather than deny the problematic relationship of a dynamic process and a static object, 

by placing the emphasis on the collective identity of projecting as a re-conception of product the 

enquiry might be both realised as well as remaining resolutely irresolute. 
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3.5 Communicating an open enquiry – contradiction of description. 

The contradiction of description centres on the difficulties in communicating156 a process with any 

form of language other than that involved within the construction of the process157. This is 

exacerbated when the potential affect and value that the project might reveal is not preconceived or 

post-rationalised by a theorizing discourse but only emerges through an activity of projecting.  

How can I describe the enquiry without closing the exposed practice? How do I write about a project 

where the potential value lies in a knowledge acquired by design, rather than a preconceived 

knowledge of the discipline?  

3.5.1 Describing work – criticism and authorship 

This contradiction is based on the dilemma established by a separation of theory and practice – a 

historical separation of the practising of the discipline and the theoretical language to justify this 

practice has resulted in an inability to describe practice without being absorbed within the discourse 

of the discipline. The ever-greater insecurity of the discipline’s value has resulted in ever more 

torturous methods of theorizing practice to construct grounds which can justify the discipline. 

Architectural criticism is dominated by a theorising discourse that constructs a ground for the works 

of architecture and a framework for value-judgement. Whereas historically this was founded on self-

evident principles, theory within a post-logical context is a product of a more unstable and relative 

field of commentary. The discipline therefore creates structures within which the works can be 

appreciated, and a comparative language so that systems of evaluation can be constructed. 

This reflects the separation of the discipline as an intellectual and aesthetic concern from the 

practical processes of building and reflects architecture’s belief in the greater significance and value 

of its product. However, in the process of separating the language and activity of projecting, this 

tends to further disengage the discipline and paradoxically emphasise the instability of the grounds 

which it constructs. The prevalence of this approach in critical discourse frequently results in an 

adoption of an associated approach by practitioners.  Drawing from a wide range of disparate 

disciplines, practitioners post-rationalise the product of architecture and the decision-making 

                                                                                 

156 “For the only way one can speak of nothing is to speak of it as though it were something” (Beckett, 1953/2009, p. 64). 
157 See for example the work of Nelson Goodman in relation to the language of depiction and description: Goodman, 1976. 
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processes that led to the solution to a problem – attempting to derive a legitimacy from associated 

languages of criticism and defining authorship.  

The description of works of architecture then fabricate a position for the discipline and an identity 

for the designer in an attempt to construct a legitimacy for the discipline. In so doing, however, both 

the instability of the value of the discipline is further emphasised and the language of description 

rendered increasingly excluding and remote. This can lead to charges of social disengagement and 

irrelevance, and the profession of architect retreating further into an internal dialogue and aesthetic 

superiority that has no ground to substantiate this position. Conventional models of description 

become dominated by the trappings of theorized debate in a context of cultural production that is 

resistant to the positions that are attempting to be constructed. This results in an inherent conflict 

and marginalisation of the discourse of the discipline, and critically makes it more difficult to 

articulate a form of description and commentary that is enabling and reflective of an exposed 

practice for architecture. The nature of the discourse of the discipline is further compromised by the 

problem of the discipline identified earlier in this thesis where languages of description become 

appropriated for excluding and post-rationalising constructions of positions of architecture. 

Description then attempts to claim a legitimacy for the work despite the inherent incapacity to 

articulate a value of architecture in a post-logical context. 

It is also clear that there is an inherent problem in describing an exposed practice as an alternative 

model. My thesis is that a value for architecture is potentially revealed and discovered by projecting 

models for architecture – open and dynamic processes of translating, reconstructing and reflecting 

on the dynamic operations of designing – and shifting the emphasis from the product of architecture 

onto projecting for architecture. But the language of the discipline prioritises the product and the 

authored work over the reflective processes of projection. So, how to describe a knowledge acquired 

by the dissolution of a construction without closing the enquiry and positioning the work? Doesn’t 

the work require description in order to evaluate, reflect and communicate a potential value of 

exposed practice? 

What is this description? What form of description can involve within the contradictions of 

describing an unnameable affect of exposed practice as opposed to the closed and static position of 

an architectural product? 
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Figure 91 Essay composition: Essay 05. A study of working methodology that attempts to articulate the 
ambiguities and uncertainties of description – in this case producing a photograph of a physical model of a hand 
drawn sketch (itself a translation and reconstruction of a digital projection) that alludes to the translation of 
these elements as architectural propositions. The photograph producing an affect that exposes the description 
from a communicable description of a position. 

  



 

 

PART 3: RULES FOR FREEDOM  200 

3.5.2 Language and communication 

There is a clear contradiction regarding the description of the work – the research speculates on a 

value of projection that articulates an unnameable affect whilst avoiding theorizing a discourse of 

criticism that might construct a position of this affect. However, the research also needs to 

communicate, articulate and reflect on the potential of this affect by design and language, and 

paradoxically is necessarily involved in a language of the discipline to reflect on its internal 

contradictions.  

Unless the operations and potential for architecture of an exposed practice are articulated, the 

potential transformative value of projecting is unable to contribute to ongoing research. Similarly, a 

description of projecting is required to communicate the relevance of reconstructing the emphasis of 

the discipline – providing a reflective commentary on the shift in emphasis towards a knowledge of 

making and the dynamic projective value by design for architecture as opposed to a model of 

architectural product and static assessment of a work. 

The problem of describing the projective value of a transformative and ongoing design enquiry could 

be considered analogous with attempting to articulate the description of poetic meaning. Meaning 

superficially revealed through the construction of poetic form and the parallel suggestive projections 

of expressive and allusive language which aspire to project beyond the limitations of the linguistic 

construct. But in fact, affect that is only revealed in the immersive experience of the language and 

the dynamics of an open and ongoing engagement with the potential of this particular form. To 

communicate the value of the poetic requires an active experience of the potential of the language, 

rather than a critical evaluation of the received opinion of the product or the preconceptions of the 

language that constructs the potential meaning. 

But this is not to deny the necessity of description as this has the potential to provide a reflective 

construction within the enquiry – providing an alternative context for reframing the problematic 

situation and reconstructing the ongoing question. It also has the capacity to further open the 

enquiry by speculating and communicating on the potential affects and exposing the construction of 

the enquiry so that its enabling value can be considered. Description is an involved and contingent 

process of enquiry – the language of description a parallel reflection that should be integrated within 

exposed practice and not treated as an external and referential post-rationalisation of a product.  
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What this leads to is not a description of work, but reflection for work – reflecting within the 

projecting dynamics of an enquiry as a contingent influence on the enquiry’s decision-making rather 

than a descriptive report of a product or fixed conclusion of a process. In the same way as the design 

research must expose projecting rather than illustrate a project, so the language of communicating 

must provide an evolving reflection within the enquiry that shapes and reframes the project rather 

than act as a closed description of a product. 

3.5.3 Working with contradiction 

The approach to working in relation to the dilemmas of describing work is to enquire into the 

possibilities of an explicit acknowledgement of the contradiction, rather than operate with a denial 

of its impact or enforce a closure of its potential. Describing a project with an adjusted emphasis in 

comparison with conventional expectations of critical discourse. Whereas a common interpretation 

of the discipline’s critical framework establishes a metalanguage of theoretical evaluation, what the 

research proposes instead is communication and reflection for the work that is a contingent and 

contributing factor to an ongoing reconstruction and projection by essaying. Reflecting becomes a 

dynamic form of communication in parallel with the dynamics and instabilities of projecting within 

an ongoing enquiry and the continued reframing of a problematic situation.  

Where the critical evaluation of a product operates as a closed description of an authored work, the 

process of reflection is open to the unpredictable consequences of translation, failure, novelty and 

unexpected opportunities of projecting. The description of the research not communicated as a 

static description and illustration of a product of a project but operating as a contingent reflection 

and participating essay for projecting as this continues to engage with evolving problematic 

situations. 

Similarly, the description should not be a static construction or justification of an architectural work 

which reinforces the incapacity of the discipline to articulate a value of product. Instead, the 

reflective language develops with an awareness of the contradictions that necessarily construct 

positions and dissolves these positions by reflection – with a rigour of reflection-in-action that is an 

active participant in the enquiry rather than a post-rationalised construct. 
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ESSAY 06: Speculative relocation of situation. 

How to relocate? 

The consistent context for the research is the Pliny villa constructions and this material provides an 

artificial framework for scripted processes to be developed that are theoretically derived from 

inherent ambiguities of a fiction that are then transposed as catalysts for projection. The essays that 

have tested the technical opportunities for this have exposed the enquiry but have failed to 

articulate a project that communicates beyond its own terms of involving reference – the abstraction 

and ambiguity as well as the technical movements and dynamics of the process reinforcing the 

contradictions of practising between positions. 

This essay, then, begins to explore the approaches of acknowledging the contradictory 

characteristics of the processes for projecting as a means to project, but now beginning to attempt 

to locate the effect and claim the consequent objectification within a specific physical context as an 

affiliated projection – a selected place/time network that has a tenuous connection back to the Pliny 

narrative, but is divorced from the content of this material and the architectural typology implied by 

this original narrative association158. 

This unfolds problematic projections into a specific situation – exposing the dynamics of the 

processes of production to the physical possibilities for an alternative way of working. The themes of 

movement and relocation are reframed by a situation which elaborates on the impossibilities of 

practising. Trying to open the enquiry to the mess of a specific reality, but at the same time 

projecting as multiple possibilities for an engagement with this reality across different times and 

spaces as a contingent network of operations that remain unresolved – emphasising the dissolution 

of a construction simultaneous with the requirement of an alternative ground to locate 

constructions. 

 

                                                                                 

158 The speculative relocation selects a network of sites in Deptford that are hypothetically located in the vicinity of the 
location of Sayes Court, John Evelyn’s house and garden (1647-1694) – developing a field of physical relationships of situations 
with an involving interrelationship of narrative that provides a ground that is also dissolved and exposed through processes of 
projection (ultimately rendering the narrative origin irrelevant). 
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What are the projects? 

The projecting develops as a multiple project across spatial and temporal boundaries within a 

specific urban field of reference – drawings appropriated as a network of contingent design projects 

that relocate the constructed material to an alternative ground. This allows models for projection to 

be tested within a network of situations where translation and projection of specific design projects 

can both re-inform the construction of a way of working, whilst also moving out of the construction 

within the specific space-time conditions of an alternative context. The physical locations (with a 

network of varying temporal conditions) are selected as spaces of interruption and reconstruction 

within a specific local environment and a network of tenuous connections across the sites and 

through time (Fig.92). 

 

Figure 92 Essay 6.1. Frames of preliminary constructions in an alternative location – forming the framework for 
projecting that is manipulated both through the Pliny narrative and the appropriation of a specific alternative 
situation (that creates its own network of sites of interruption and interrelation as a tenuously linked field to the 
originating narrative). 
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Each series of modelled interventions is developed as a component within a network of possible 

scripted outcomes, where the objectified product is appropriated within a defined located condition 

and forms a projected fragment within a field of sites in a specific location. The allusion of the 

situation informs the graphic appearance of the model, whilst its form is manipulated, extended or 

reconstructed as the potential condition of context is described. 

 

Figure 93 Essay 6.2. Speculative study of partial completion of construction. 

For example, an interrupted construction site provides an environment to explore the reconstruction 

of a partially constructed concrete frame (Fig.93-94) – developing the abstractions of scripted 

modelling but proposing a conditional language of operations within the process of the objectified 

image and manipulating product to both be suggestive of a physical intervention as well as 

articulating potential connections through other conditions within the network. 
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Figure 94 Essay 6.3. Site photograph of halted construction work at Paynes & Borthwick Wharf, Deptford. 

The indicative physical conditions of each hypothetical situation are appropriated as the material for 

projection, with the surfaces and volumes reflecting an interrupted formation of a site condition as a 

process of architectural occupation.  

 

Figure 95 Essay 6.4. Detail photograph of doorway on Albury Street, Deptford. 

The drawings explore appropriating contexts as a series of ascalar studies that adopt the material 

conditions of the respective narratives of their hypothetical situation. In another projection the 
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drawings manipulate the fabrication of door carving (Albury Street, Deptford) which mimics and 

mediates between the markings on the nearby St. Nicholas reredos. The drawings do not represent a 

physical objectification, but project across conditions as a landscape of reconstructive possibilities 

(Figs.95-97). 

 

Figure 96 Essay 6.5. Speculative study of constructions mediating between the abstract projective framework of 
the original material and the situated connections between carved joinery and reredos details. 

 

Figure 97 Essay 6.6. Detail of joinery projection. 

The drawings propose alternative uses that manipulate unstable conditions – for example creating 

interstitial interventions for a pier that both maintains an industrial use and a residential use as a 

stage set for episodic occupation or Marlowe performance that expands a narrative framework into 

parallel associations (Figs.98-99). 
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Figure 98 Essay 6.7. Reuse of fragmented pier for theatrical re-appropriation. 

 

Figure 99 Essay 6.8. Site photograph of disused Deptford pier. 
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Retained facades are reimagined as a remodelled boundary condition, where the structures of 

falsework are agencies for occupation and an active deployment of the fragmentary elevation prior 

to a notional completion of a project (Figs. 100-102). 

 

Figure 100 Essay 6.9. Site photograph of retained façade at Deptford wharf. 

 

Figure 101 Essay 6.10. Reconfigured boundary of retention. 



 

 

PART 3: RULES FOR FREEDOM  209 

The structures of temporary retention become redeployed as a site for reconstruction and intensive 

projection – abstracted processes now exploring the implications of a projected environment of 

operations within a situation. 

 

Figure 102 Essay 6.11. Anterior / interior projection of retained boundary. 

Parallel interventions manipulate an existing terraced house, exposing an alternative town house 

proposal behind a blind window (Figs.103-105). Manipulating a rhythmic distortion of the terrace in 

a projective remodelling of an unknown interior condition (influenced in parallel with the markings 

of the door carving and associated decorative effects). 

 

Figure 103 Essay 6.12. Site photograph of terraced elevation at Albury Street, Deptford. 
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Figure 104 Essay 6.13. Opening blind window detail projection. 

 

Figure 105 Essay 6.14. Behind blind window construction. 
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Access to St. Paul’s church (Figs.106-107) is reconstructed as a contingent series of operations that 

respond to the shadow projections of column base and capital that could propose a reactivation of 

the lost rectory accommodation of the Thomas Archer church (as speculations outside of the 

physical location of the church). 

 

Figure 106 Essay 6.15. Site photograph of St. Paul’s church steps, Deptford (1712-30). 

 

Figure 107 Essay 6.16. Speculative projection between steps and volumetric enclosure outside of St. Paul’s 
church. 



 

 

PART 3: RULES FOR FREEDOM  212 

The drawings continue to maintain this process of allusive appropriation across physical situations 

and narrative context. The studies explore techniques for projecting through a perpetually 

interrupted, incomplete or temporary frame of context – with the proposed situations not seen as 

static interventions, but a field of conditions that are a hypothetical network of associations 

(Fig.108). The drawings appropriate a material and a condition and project across these locations 

and influence other spaces or possible outcomes within the network. 

 

Figure 108 Essay 6.17. Speculative construction of a context for performance – St. Nicholas, Deptford, church 
scaffold around the burial of Marlowe as a multi-level configuration of spatial extension, dramatic action and 
church restoration. 

The relevance of the physical location is always a temporary condition within which the drawings 

exercise an intensity – suggestive of formal relations and propositions when allied with a language of 

description, or alternatively existing independently of the network as a composition of digitally 

constructed surface conditions (Fig.109). The ambivalence of the material is manifest throughout – 

the choice of situations at times critical to the outcome, or simply superseded by the operations of 

the digital process that reformulates the construction as something else located elsewhere (or 

discarded altogether). 
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Figure 109 Essay 6.18. Speculative remodelling of moulding / capital within Thomas Archer interior of St. Paul’s, 
Deptford. 

Similarly, details are extracted from one iteration of script and reapplied as a construction at other 

points/times within the narrative of possible positions. This begins to question the network fabric, 

and the status of the situation as the translations and movements between the models and the 

images adopts an alternative logic that is relocated independent of the hypothetical sites. The 

drawings loop through this process with spatial configurations applied to context, and the context 

being reimagined as a contingent part of another location within the network – alluding to these 

spaces and places, but primarily operating as subjunctive conditions that evade fixity. 

Is this a project? 

There is a continuous ambiguity about the relevance of the specific locations and the requirement or 

otherwise of a constructed narrative of use that supports the drawings – they become structures of 

construction that mirror the ephemeral conditions that define the locations (stage sets, piers, 

incomplete or interrupted construction sites etc.) that are juxtaposed with superficially permanent 

conditions of ornamental detail or formal languages of architectural vocabulary. Is this a project? Has 

the model for projection articulated a construction that operates sufficiently as a subjunctive 

network of spatial and material qualities to create room for alternative conditions to emerge? Or 
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does the material simply consolidate the instabilities of an open enquiry into spurious connections 

that, when isolated from any language of description, fail to communicate anything other than a 

vague sense of interconnectedness?  The relevance of this essay is to precisely expose these 

dilemmas and suggest how a situation might be reconceived as a network of allusive connections 

between spaces over varying temporal conditions. Projecting operating not as a problem-solving 

product within this network, but as a speculative strategy for architectural intervention at some later 

date or location – and so the drawings individually do not function as a product of architecture, but 

collectively and tentatively project for architecture as a conditional expression of a strategic 

network. 

Does this work? 

The movement between projected constructions is productive inasmuch as the interrelationships of 

the work anticipates and constructs the terms and possibilities of other locations – however, there is 

a reliance on an externalised fictional description to maintain this momentum independent of the 

graphic output. The work requires description to locate the proposition in anything other than an 

abstract space of digital composition (Fig.110) and in terms of exploring the contradictory 

description of an architectural project, this study illustrates the dilemma. But as an alternative to an 

established problem and pre-conception of solution driving an architectural product, the approach 

suggests a dynamic movement between positions that creates a subjunctive mood for architecture. 

In these terms the drawings and associated narrative indicates a model to develop and is productive. 

It also, however, clearly reveals the inadequacies of a model reliant on external description to 

communicate its relevance. 

In the absence of any ground, the project attempts to formulate movements between locations as a 

construction of a problematic situation that allows strategic interplay with serial manifestations of 

potential propositions across varying space-time arrangements. But this open enquiry and irresolute 

form cannot be articulated without a contingent narrative description to locate these strategic 

movements. In this sense, the essay fails to productively utilise the contradictions to communicate a 

model for architectural projection – and requires an alternative strategy to construct an architectural 

project that isn’t delimited by its own preconceptions of product. 
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Figure 110 Essay 6.19. Frames of projective process for identifying, constructing and marking unmarked grave of 
Marlowe in the churchyard of St. Nicholas, Deptford. 

Where does the project move? 

The clear direction for developing my enquiry is to reconsider the strategic composition of a 

problematic situation so that the relationships with an actual condition are more specific. In this 

context, developing strategies of programme and use within the dynamics of a problematic situation 

might begin to clarify the enquiry. This folds back into the villa narrative of the original material and 

constructs a programme for architecture that relocates the elements of a villa into an alternative 

speculation of dwelling – the reconstruction origins of the Pliny villa description being technically and 

propositionally translated and transposed. 
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3.6 Reconstructing the construction – projecting within and beyond. 

A fabrication is still an originating ground of an architectural project (a required ground) – but it 

enables projection rather than becoming a fixed construction that forms a position. This shift in 

emphasis reconstructs the construction159 with the construction no longer claiming an intrinsic value 

and singular definition to support conventional models of designer and situation. The activities of 

projection – and the requirements of maintaining space and openness for the acknowledgement, 

reflection and translation of contradictions – are instead regulated by processes of dissolution and 

reconstruction. Processes that indicate a transformative belief in projecting beyond the parameters 

of evolving situations or originating constructions (opening an unnameable value of projection 

through contradictory constructions that enable it to be exposed by design). They suggest an 

intangible poetic value revealed through dynamic juxtaposition, translation and reconstruction of a 

metric construction. This suggests that, in addition to a value of projecting as an enabling and 

productive enquiry, there might be a potential value exposed by projecting precisely because of its 

contradictions and instabilities. The instabilities might offer ways to openly acknowledge and 

experience the transformative potential of innovation, novelty and poetic effect. The research 

question then begins to be reframed again – is it possible that it is precisely by adopting ways of 

working that explicitly acknowledge the contradictions and instabilities of projecting, that an 

unnameable value of architecture can be revealed? 

3.6.1 Dissolution – removing a fabricated ground 

It is proposed that the construction of a project necessarily requires dissolution as a critical and vital 

aspect of the construction of a project – becoming a necessary and explicit transformation, 

translation and projection of the fabrication of the constructed position that initially enables 

enquiry.  Dissolving the construction is therefore a way of describing the processes of designing – the 

transformative operation of an enquiry that explicitly undermines, translates and reframes the 

preconceptions of the initiating construction. It embodies the dynamic processes of problem-setting 

as an involving conversation with a problematic situation which removes the connection to an initial 

fabrication. An open question that dissolves the prejudged context, and projects by design 

alternative possibilities for architecture. The previous sections have discussed the idea that the 

                                                                                 

159 In my discussion of contradiction as it relates to the construction or fabrication of a system, I draw upon the modernist and 
contemporary literary sources that articulate the unsettling characteristics of the dual impulses of a framework that is 
undermined. See for example: Borges, 1998; Broch, 1995, 1996; Chatwin, 1988; Kafka, 1961; Perec, 1985/2011; Pessoa, 2003; 
Sebald, 1999; Walser, 2000. 
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contradictions of practising are the project and that the explicit fabrication of a constructed position 

is a necessary requirement to frame the contradictions for juxtaposition and exposition as projecting 

for architecture. By association the transformation of this fabrication – the equally necessary 

dissolution of an original fabrication – is the intensive process of enquiry, questioning, reframing and 

translating by design that might enable a project to realise an ameliorative and transformative 

capacity for architecture. The contradictory requirements to dissolve a construction are the essential 

operations to construct a project that might project beyond its preconception with contradiction no 

longer an obstacle, but rather a fragile context that might reveal alternative possibilities. These 

might emerge through an explicit engagement with the instability, uncertainty, ambiguity and 

dynamics of an involving situation.  

The operations involved in the dissolution of the originating fabrication are driven by an intensity of 

enquiry – removing the preconceptions that delimit the product of architecture and enable an open 

and transformative relationship with an evolving situation to be actively engaged within and 

projected beyond. The mechanisms of designing and projecting to enable this ongoing intensity of 

enquiry are most significantly influenced by operations of translation and movement (Serres, 1982). 

In contrast to the image of a static construction, the construction of an architectural project must 

prioritise the operations that translate within a situation. Translation necessarily involving an 

ambiguity and instability – forever incapable of achieving an absolute similarity or congruency160 – 

where methodologies, contexts and conversations of the project are moved to alternative locations 

to continually open new models for practice.  Similarly, to project beyond established 

preconceptions of a project and suggest innovation, improvement or beneficial value requires a 

dismantling and dissolution of the fabrication that initiates an enquiry. This is not simply as a 

challenge to programme assumptions which are then tested and reconsolidated as an architectural 

product – this is the generally accepted structure of architectural investigation. Nor is this a 

deconstruction of a project whereby the appropriation of a theoretical position attempts to 

legitimise a formal response. Instead, the necessary dismantling is an exposure of an enquiry that is 

explicit in its recognition of the instabilities, dynamics and contradictions of projecting. An enquiry 

that is sufficiently open and multiple to enable a reciprocal dynamic with the evolving contexts of a 

problematic situation – revealing the temporary nature of the ground that initiates enquiry and 

                                                                                 

160 I have been consistently interested in the operations of translation as evidenced in the work of Beckett, where his own 
translations operate as a method of reconstructing and subverting the language of his originals to further explore the collapse 
of language. 
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through an intensity of projecting dismantles this ground and reframes the enquiry as an ongoing 

conversation with a situation.  

Projecting must therefore engage with an exposure and uncertainty – by exposing a project the 

preconceptions and fabricated legitimacies of the discipline are revealed as temporary constructions 

that are merely the basis of enabling enquiry. The consequence of this exposure is an uncertain and 

unstable project that both requires a structure whilst acknowledging the dynamic relativity of 

production. There is then a risk with projecting that has a direct relationship with the doubt that 

prompts all enquiry – a risk of exposure that is both essential for the dissolution of a construction, 

but also the key characteristic that limits the adoption of genuine enquiry. It is always easier to 

return to an initial ground of a project and consolidate the preconceived legitimacy in the 

comparative terms established by the static problem against the solution now produced. This 

process not only fails to realise a transformative potential for architecture, but also just reinforces 

the discipline’s incapacity to articulate what an unnameable value of architecture might be. 

Consequently, risk of exposure emerges as a contingent necessity for projecting – an active 

conversation within the ambiguities of an evolving problematic situation and the uncertain essays of 

projecting. 

The instabilities and uncertainties of projecting do not, however, mean that the construction of a 

project should be an uncontrolled relative field of production. Again, there is a contradiction in the 

relationship of a project to its post-logical context of production. There is a requirement for a logic 

and rigour of design reflection within the post-logical evolution of projection. Exposure and open 

enquiry require an ongoing and repeated construction of a framework within which a rigour of 

process and enquiry can be enacted, and decisions made within this evolving problematic situation. 

Not defining a logic in the same static terms as an initiating construction – i.e. as a position which has 

a pre-established legitimacy. Rather the rigour of designing must be responsive to a situation and 

the processes of reflecting and deciding are not constructed outside of a project as a descriptive 

methodology, but within and for the project. A rigour of exposure becomes the critical aspect in 

communicating the value of projecting – not as a static value-system but as a dynamic reflection 

within a situation whereby the choices and reconstructions for a project demonstrate a productive 

and enabling transformative capacity (Schön, 1991).  
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Figure 111 Projective fragment: 21 Arlington Street. A projective study (Essay 10) at 21 Arlington Street 
(Giacomo Leoni, 1738) that isolates the projective construction from the situated context of the arrival and 
spatial extension towards the façade of this London house, and exposes a reconstruction and projective 
framework that is suggestive not of a model of another façade but of models for projecting alternative spaces 
and constructions from within the contingent evolution of the situation and the projection.  
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3.6.2 Reconstruction – new grounds for projection 

Equally important is the process of reconstruction whilst projecting – a parallel hypothesis of my 

research is that the construction of a project is necessarily an ongoing process of reconstruction. In 

contrast to the concept of a dissolution of a construction that liberates an open and exposed 

projection, the operations around reconstruction are subtler and more delicate. The reconstructions 

are processes that apply an evolving rigour derived from both the preconceptions of learnt 

experience and the dynamic engagement with a problematic situation. The reconstruction reflects on 

the project to reconstruct the question, reframe the enquiry and fabricate an ongoing ground of an 

enquiry. These essays for reconstruction continue to reframe the problem and enable ways to go on 

projecting.  

In conventional models of production, a design investigation might challenge a brief or programme 

conceived as a static problem and then reconstruct this problem in the terms of a solution. This form 

of reconstruction is then imbued with the superficial legitimacy of a preconceived method of 

problem-solving and an approach to a given situation. It leads to a predictability of reconstruction 

whereby the reconstruction is predetermined by the boundaries established by the construction. 

This acts as a self-perpetuating reflection of preconceived parameters of design, creating a landscape 

of stylistic expectation and predictable scenarios of formal and spatial arrangement. In contrast, 

reconstruction can serve a vital role in the ongoing contradictions of evaluation, production and 

description throughout the process of constructing an architectural project. The reconstruction of an 

enquiry becoming the application of a discovered rigour through the interaction with a problematic 

situation, and the testing and reflection of this rigour for the project in the context of an evolving 

problem.  

This approach fabricates a new ground for enquiry that is either productive or a failure. And if 

productive, is then the basis of ongoing exposure, projection and speculation. The reconstruction 

does not consolidate preconceptions but is an ongoing translation of the idea and the position first 

proposed as the contingent realities of a problematic situation. The unpredictable dynamics of a 

post-logical context of production then continue to reshape the enquiry and the terms within which 

a project can be constructed. Reconstructing the construction is therefore a way of describing the 

processes of evaluating as a dynamic model for architecture by design. It is a reflection on the 

translation mechanisms of an enquiry and is an ongoing fabrication of temporary grounds that 

provide the framework for a rigour that is then exposed, translated and further essayed by 

projecting (in ways which may either be productive or counter-productive).  The processes of 
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reconstruction continuously opening the enquiry further to test new contingent relationships with an 

evolving situation, and to explore models for architecture that project beyond the initial construction 

rather than simply replicate the terms of the initial bounding parameters.  

The basis of continuing to reconstruct a project whilst projecting is, therefore, to provide the 

structure for reflection on the dynamic processes of designing – providing the context to assess the 

productivity and enabling capacity of the learnt rigour from the evolving project. It is a vital process 

of reflection-in-action that shapes the method, situation and response – considering the use, 

relevance and potential of a way of working for architecture and the degree to which it enables. 

Reflection acts as the contingent evaluation within the dynamic and contradictory processes of an 

exposed projection and provides the temporary framework to assess the reconstructed enquiry. This 

dynamic assessment evaluates the success or failure of a response and the degree to which the 

contingent product is enabling further projection. The reflective evaluation is not simply an 

imposition on a situation derived from the principles that inform an original construction of a project 

(this form of imposition merely establishes a model of architectural production that is not exposed 

by projection) but is responsive to the contingencies that shape both a response of a designer and 

the problematic situation. The dynamics of the manifold construction are then perpetually 

reconstructed by the range of contingent realities and contradictory pressures that manipulate and 

translate the reconstructed project and the way of working within a problematic situation.  

The ongoing reconstructions of a project don’t resolve individual component parts of a problem or 

reduce problems to a singular condition – instead the notion of an essay as a continued attempt to 

work and project within a problematic situation seems more applicable. Projecting and 

reconstructing the project now considered as continually trying to project as an unstable essay for 

architecture (not a model of its production or settled demonstration of acquired knowledge). The 

essay is inherently less confident and more responsive to the dynamics of a situation – trying to 

project and reveal alternative possibilities beyond the limitations of the original construction. Essays 

offer open and dynamic propositions that reflect the variable relativity of a post-logical context and 

continually reconstruct. 

In a model of architecture with a fixed frame established by the constructed position of a project, a 

conventional interpretation of the role of a designer would focus on the process of reducing the 

problems within this frame. A process of rationalising the position into a problem against which a 

designer’s predetermined knowledge can be applied and validated. However, the dynamic evolution 

of designers and situations in a post-logical context of production is not reducible to a problem but is 
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instead an evolving process of problem-setting. In this process, the reconstruction of projects acts as 

a necessary series of stoppages within a dynamic situation that offer the opportunity to reframe the 

enquiry – a reframing that is responsive to the contingent realities and the discovered rigour of 

projecting and not a predetermined evaluation against the initiating preconceptions of the 

constructed position. 

Ultimately a project should provide the capacity to go on – reconstructions operating as a perpetual 

enquiry that engages with diverse problematic situations to direct further action. Going on becomes 

the effect of reconstructing and the consequence of the evaluation of this reconstruction. It is not 

assuming that there is any legitimacy of either an originating position or the post-rationalisation of a 

product – instead it is a consequence of the capacity for projecting and the repeating reconstructions 

of a project to both reveal ways to go on and discover potential transformations that expose an 

alternative location for the value of a project as a model for architecture.  

In a post-logical context, the reconstruction of the enquiry and evaluation at each stoppage in terms 

of its capacity as a reconstruction to project further with an enquiry becomes the value of projecting 

(which might become sufficient) and enables going on – dissolution and reconstruction becoming 

paradoxical rules for freedom.
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PART 4: FABRICATING FICTIONS 

(Re)constructing a narrative framework for projection 

 

Thought begins with slight initial deviations from reality (half-fictions), and becoming bolder 

and bolder, ends by operating with constructs that are not only opposed to the facts but also 

self-contradictory (Vaihinger, 1924, p. 12). 

 

… to establish possession of an abandoned city, does a javelin thrown against the door 

suffice, or must the door be touched by a finger? (Deleuze, 2001b, p. 36). 

 

… that the real be rational, that the rational be real, that’s what they say, to be sure, but 

above all, that’s what they do, that’s what they construct. We construct a real which is a 

rational one, we construct a real, among many possibilities, which is a rational one, among 

other possibilities, just as we pour concrete over the ground. It isn’t the only possible 

concrete, and it is not the only possible covering (Serres, 1995a, p. 25). 
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4.1 A necessary fiction? Describing an absent situation.  

This part of my thesis describes in detail a narrative fabrication for my design research.  

It describes a constructed ground – the absent description of text, object and reconstruction that 

runs across and through my processes for projecting.  

In conventional terms, this material could be understood as the project’s site.  

For the purposes of my enquiry, however, the preconceptions of a site within the discipline of 

architecture are too rooted in the preconceptions of a static physical location of architectural 

intervention. The fabrication is, therefore, presented in terms of a situation for projecting rather 

than a site for a project.  

The notion of a situation more clearly expresses a fabrication of material that is formed from a 

multiplicity of influences and contingent relationships. It also expresses the inherent ambiguities and 

movements of a durational and spatial environment that is shaped and reconstructed by the 

broadest interpretation of a field of social, historical, conceptual and technological preconceptions, 

influences and reconstructions of the idea of a site. 

This fabrication begins with a review of the principles in fabricating this material. This is developed 

with an overview of the villa material, an explanation of this material’s relevance, and a summary of 

the author. 

Following these introductory sections, the chapter then reviews in detail the nature of the 

fabrication – the unstable formation of the text, the unknowable object and the manifold 

construction of the project reconstructions. This review is juxtaposed with the implications for my 

designing and the application of this material. 
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Figure 112 Pliny juxtaposition: Laurentian composition. A composite Pliny villa reconstruction (Essay 08) and 
translation of underlying modular grids – fabricating an alternative ground of villa exposed from any original 
construction through the layering of the differential reconstructions of the original narrative. 
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4.2 The villas – (re)introducing a model of reconstruction.  

The villa material of Pliny the Younger is a complex field that presents an irresolute situation. The 

situation is not a single site (or a site with multiple parameters influencing a specific physical 

location), but a multiple condition of object, text and reconstruction. The situation is an inter-

disciplinary construction of an architectural archetype that moves across and within historical and 

contemporary physical environments; absent objects; descriptions of objects and the associated 

spatial experiences; translations of these descriptions; reconstructions as projects of the text; and 

translations of these reconstructions or realisations of these reconstructions as consequences of the 

essays in reconstruction.  

4.2.1 Origin of the material and biography161 

The villa material begins with the letters that Pliny the Younger wrote that describe his villas. This 

text becomes the identity, and the author of this identity defines the fabricated origin of the 

narrative162 material. Superficially, therefore the origin of the villa material begins with Pliny the 

Younger. Pliny the Younger (Gaius Plinius Caecilius Secundus) was born in 61 A.D in the city called 

Novum Comum (now contemporary Como) adjacent to Lake Como in northern Italy. He later died in 

113 A.D. while serving as provincial governor of Bithynia-Pontus (in contemporary Turkey). Pliny’s 

father died when he was still young, so he was adopted by his uncle (Pliny the Elder) and brought up 

in the houses of his uncle in Como and Rome. On his uncle’s death in 79 A.D. Pliny inherited his 

uncle’s estate and name. Pliny the Elder (23-79 A.D.) was a military officer and imperial 

administrator with a literary and scientific interest, of which his Natural History is his lasting work (t. 

E. Pliny, 1991) – a text that aimed at producing an encyclopaedia of all ancient knowledge. Pliny the 

Elder died in the eruption of Vesuvius, an event of which Pliny the Younger later famously wrote 

about in his letters. 

Pliny was born into the equestrian rank of Roman social hierarchy which was the lower of the two 

principal aristocratic orders that occupied most of the senior public and military positions during this 

early period of the Roman Empire. The upper aristocratic order was the senatorial order, which, in 

                                                                                 

161 The following provides a brief biographical overview of Pliny to assist with an understanding of the context of his villa 
descriptions. Full commentary on his life can be found in: Pliny, 1963; Sherwin-White, 1966; Winsbury, 2015. 
162 Relevant to an understanding of the function of my fabrication is the potential operations of narrative as a contingent 
dynamic for projecting. For discussions around the interface of duration and language in relation to a narrative frame see: 
Ricoeur, 1984. 
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contrast with many equestrian officials, Pliny entered with his election to the role of senator during 

his career (90 A.D.). Pliny was initially educated at home under the influence of his uncle, and then 

subsequently in Rome under the supervision of his guardian Verginius Rufus. He was also taught 

rhetoric by his Latin teacher Quintilian which provided a comprehensive programme in constructing 

a confidence in the reliability and representation of speech (outlined later by Quintilian in his 

Institutio Oratoria 93 A.D.). Another of his teachers was the Stoic philosopher Musonius. This 

combination of teachers provided a high-quality education in the literary arts and underpins Pliny’s 

lifelong preoccupation with literary forms of which his surviving letters provide an illustration. The 

letters form a literary work of record and/or post-rationalisation of a wide range of topics of public 

and private life that present his achievements, advice and commentary as a model for behaviour and 

conduct. Amongst the wide range of topics discussed within his letters, his estates and property are 

described as models of domestic life and experience. Two letters describe two villas in detail, whilst 

another letter makes brief reference to two other villas at Como. Pliny the Younger’s lasting 

significance is due to his letters163, and the specific villa letters provide the basis for my enquiry. 

4.2.2 Villa texts  

The description of the villas defines the situation. Inherent in the letters, however, is an instability of 

identity. In the absence of any certain remains of a physical construction of a villa, this instability 

becomes the identity of the projects as opposed to an origin of a pure description of villa. The 

descriptions are inherently subject to the uncertainty contained within a textual representation of 

objects and the associated intentional ambiguities of these forms of description.  

The originating identity of the villa archetype is merely a re-presentation of an absent identity. The 

text also contains ambiguities of authored intent, representation, distortion and error as well as 

imaginative projection within the literary form of presenting a model of an archetypical domestic 

environment. In addition, a singular definition of this identity is a fallacy. The text of the letters isn’t 

a static identity but is endlessly subject to interpretation and translation processes that essay a 

reconstruction of an original identity of content.   

                                                                                 

163 Pliny’s life is relatively unremarkable were it not for his letters: “though not a great man nor a great writer, Pliny was a 
cultivated gentleman and a useful citizen. His letters make us acquainted with Roman life from a side that Tacitus and Juvenal 
leave practically untouched. They are therefore not only interesting, but, as historical documents, of great importance” 
(Fowler, 1903, p. 225). 
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Figure 113 Treatise extraction: Morris, R _ An Essay in Defence of Ancient Architecture _ Frontispiece (Morris, 
1728). A frontispiece reconstructing an authority derived from given proportions as a system for replication (but 
through the translations and systematization of the harmonic order undermining the apparent axiomatic 
ground of this origin) – that mirrors the illusive reconstruction of a villa archetype. 
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These formal and procedural instabilities in identity are integral to the form of representation of the 

text, prior to an analysis of the content. Conventionally, these instabilities might be subject to 

attempts to isolate a problem so that a fixed identity could be defined (the correct text). For the 

purposes of my enquiry, however, the uncertainties of the form, process and content of the identity 

of the villa text constitutes one of the many strands of the multiplicity of the villas. There is no 

historical origin where the pure singularity of the text can define the premise of a single villa 

description – instead there are evolving essays of description that combine with the uncertainties of 

construction, physical environments and reconstructions of diverging authorships to form shifting 

narrative content. The origin of the text is a contingent approximation – becoming a model of 

description that is shaped by the processes and intentions of production as much as the errors and 

manipulations of translation and textual reconstruction. The text operates as a composite and 

unstable relationship of representation, interpretation and translation of an architectural object. The 

content of the descriptions also creates its own problematic relationship to the supposed identity of 

a tectonic arrangement – the ambiguity is here compounded by the method of architectural 

description of the villa typology. The letters prioritise the experiential effect of the villas – the 

environmental character and spatial interrelationships of duration, movement and inhabitation – as 

opposed to the tectonic or formal configuration of the spaces. This results in extensive interpretative 

ambiguity in terms of any actual layout.164 

4.2.3 Villa archetype165 

The Pliny descriptions have become an archetypical presentation of the villa form. At the time of 

originally re-presenting the villas, however, the archetype is clearly constructed and described in a 

contemporary context of villa typology outside of the text and the object and their subsequent 

interpretations. The narrative content itself then is a product of an ambiguous status of domestic 

                                                                                 

164 The impressionistic description of the spaces has a parallel in the 18th century approach to a theatrical reconstruction that 
uses this ambiguity to prioritise a sensational affect. See also: Le Camus de Mézières, 1992; Pelletier, 2006. 
165 Ackerman extends the archetypical basis of the villa into a more general thesis of a paradigm and an ideology of the 
typology: "I use "ideology" not in the current colloquial sense, to designate a strongly held conviction, but rather as referring to 
a concept or myth so firmly rooted in the unconscious that it is held as an incontrovertible truth … In these terms the villa is a 
paradigm, not only of architecture, but of ideology; it is a myth or fantasy through which, over the course of millennia, persons 
whose position of privilege is rooted in urban commerce and industry have been able to expropriate rural land often requiring 
the care of a laboring class or of slaves for the realization of the myth” (Ackerman, 1986, p. 12). This generalising model is 
applied to a historical narrative to discuss the characteristics of Ancient, Renaissance, Palladian, New World and Modernist 
incarnations of “villa” that, in his view, exhibit consistent patterns of a “psychological” impulse that articulates the “typology” 
of a “villa”. In contrast to this reductive approach, I seek to demonstrate the movements between descriptions and 
reconstructions as representative of a multiple differential condition and not a universalising ideology. 
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inhabitation that provides the context to the villas as described in the Pliny text. This context defines 

the relationship of Roman architectural principles and the translation of classical ideals into the 

specific social and formal typologies of Roman domestic configurations. These domestic translations 

create their respective lineaments of urban, suburban and rural environments166 as principles that 

provided the basis for the Pliny descriptions to then be able to demonstrate an exemplar model of 

their application and use. 

4.2.4 Villa objects  

The villas were also actual physical constructions and lived spatial arrangements of domestic 

typology – existing as spatial interventions and inhabited architectural projects in a specific situated 

context and for a specific duration. These physical entities construct another form of situation and 

these villas superficially have a direct correspondence to the description, but only demonstrate a 

further unknowable relationship to the text and the experience of their inhabitation.  The 

archaeology of these actual constructions is irresolute and uncertain, with conflicting analyses of the 

location and situation of the villas providing a divergent ground for the physical entity. 

Consequently, the objects of the texts are absent, but have a presence independent of the 

instabilities of the text. This presence is a shifting and multiple object of the potential physical form, 

configuration and situated experience of the villas. The physical villas that theoretically have a direct 

relationship with the text are the central objects of the narrative material but are unknown in their 

character – any conventional site of the project is therefore also inherently unknowable. The object 

embodies the instability of the fabrication and lies at the heart of the problematic situation and the 

associated contradictions of practising. The objects, by their unknowable but necessary presence, 

expose the project. The material is not a site with a preconceived definition of location and 

parameters of environment or performance, but an ongoing slippage between the translations and 

instabilities of absent objects and translated descriptions.  

4.2.5 Villa projects – reconstruction and realisation 

If the material of my design research was limited to simply the ambiguities and instabilities of the 

relationship between a description and absent objectification then the specific instance of the Pliny 

                                                                                 

166 Rykwert has outlined the conventionally understood dualisms of business / leisure, rural / urban that characterise a reading 
of villa (Rykwert & Schezen, 2000). Again, I would argue the interest is in the indefinable ambiguity of the typology as opposed 
to a reduction to a dialectical construction. 
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villa would not be that exceptional, and many other narrative contexts of enquiry would be able to 

provide a similar slippage of project and the associated ambiguities of a fabrication. What creates 

specific interest in the historical narrative of the Pliny villas are the subsequent projects of 

reconstructing the project which have persisted throughout the development of a Western 

European tradition of architectural projection. These projects introduce a third position of the 

structure – now not simply an interplay between an object and its unstable description as text, but a 

project as an open sequence of reconstructions by others that forms a dynamic interpretation of a 

villa typology. They reflect a persistent preoccupation with attempts to articulate a definitive project 

from the tantalising model of a villa that is expressed in the letters – revealing an insatiable desire to 

articulate an accurate reconstruction as a self-legitimising ground of architectural project at specific 

moments within the development of architectural practice. In effect, this sequence exposes an 

absurd depth of enquiry into the absent project of the Pliny villas as an intensive but futile and un-

ending investigation into projecting the actual project. At one level then, the reconstructions 

become a field of projects that reveal slippages of translation and interpretation of the letter 

descriptions. More than this, however, the reconstructions also operate as a constant process of 

fabrication for the respective practitioners, who translate the content of the original project and use 

the fabricated material as the ground for a historically situated architectural enquiry and realisation 

of their own respective practice. Just as the text has a relationship to the physical object of the 

historically located villa, so the reconstruction projects have a relationship as a speculative project 

for the respective practitioners and their subsequent completed products of architecture. The 

reconstructions act as essays for legitimising subsequent projects by demonstrating a capacity to 

redefine the authoritative archetypical project of villa. 

Simplistically, my use of this narrative material could project an additional stoppage within this 

sequence. But this approach would just form a relocated position as another model of architecture 

that is post-rationalised by the relationship to a narrative ground. Instead, what becomes apparent 

from the situation is the way in which the villas provide a material that explicitly has no ground and 

is an exposed project that reveals the inherent contradictions of an architectural project. The field of 

projects between object, text and reconstruction of text, object and project demonstrates an open 

sequence – defined by movement, translation and instability that corresponds to an evolving process 

of projecting within a problematic situation. The problem is not creating the definitive Pliny villa that 

supersedes all other essays, but a question of using a problematic situation where the absurd 

contradictions, interrelationships, translations and projections move within the multiple 

representations of an absent project. Within this material, the differential constructions and 

translations unfold as an ever-evolving fabric for projecting models for alternative architectures.  
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ESSAY 07: Abstracting programme of dwelling. 

How to fabricate programme? 

A parallel construction of programme within a narrative construction is required to move the 

processes for designing into a communicative context, and this programme would constitute one of 

many situations for enquiry, providing an initial context for projection whilst remaining susceptible 

to change, modification and translation as a synthetic process moving between the designing and 

the projection, modification and adjustment suggested by a reflective practice. This essay then 

attempts to progress the parameters and implications for the enquiry of a programme of use and 

considers a potential structure of programme as a fluid situation that is not to be solved, but to be 

enquired within, moderated and manipulated through that enquiry. The programme becoming a 

contingent narrative that poses a question that is reframed by designing, not answered and then 

designed. 

The research uses originating material as the source for formal translation derived from instabilities, 

slippages and differential conditions of this narrative, and the intention is now to investigate the 

integration of similarly shifting definitions of use within this fabrication. A conventional project 

defines a site and a brief as boundary conditions for an architectural product and despite the 

absence of a ground within which the product can claim any validity, the prevalent model of 

architectural production is to fabricate a programme that fixes these boundaries as a technical 

problem for resolution – often controlled or post-rationalised by an originating conceptual position 

(and validated through criteria – e.g. efficiency, aesthetic imposition, capital return or user 

experience). Rather than this limiting exercise that exposes the inadequacies and irrelevance of the 

product (hidden under layers of self-justifying language), this essay instead explores what form of 

fabrication of programme keeps space open for projecting to be a genuine dynamic enquiry where 

the programme and product are questions explicitly reshaped by design. 

What is a possible programme? 

The Pliny villa narrative is focussed on the description of two of his villas which inform a historical 

sequence of reconstructions. These, however, aren’t the only villas mentioned in his correspondence 

– specifically, amongst his many villas he also refers in passing to two additional villas which were 

located on the shore of Lake Como (Fig.114). 
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Figure 114 Essay 7.1. Site photograph of Lake Como and the promontory of Bellagio. 

As with his other villas, there is no physical object remaining – and in this instance very little 

description. What is described is purely an interrelationship of two villa types characterised as tragic 

and comic. This essay explores the potential for constructing a programme for rooms of a dwelling 

that locates itself between these absent descriptions – a satiric167 villa typology that is situated 

between positions, whilst formed through the interrelationship of the Laurentian and Tuscan villa 

reconstructions. This becomes a multiple projection for conditions of dwelling that is in-between 

states as a programme of use with the spaces of dwelling and elements of potential architectonic 

intervention forming a topology of dwelling spaces, not a single villa. A series of rooms and their 

reflexive properties that are unstable and irresolute, but that in place of an allusion of situation are 

defined by their contingent room properties and ambiguous architectonic projections. An involving 

series of interior spatial conditions that are in-between the classification of tragic and comic – 

creating an irresolute drama that unfolds as multiple conditions of spatial configuration (Fig.115). 

                                                                                 

167 The concept of satirical relates to an in-between position in ancient dramatic form (with surviving ancient examples of 
Juvenal, Horace, Petronius and Persius – see: Horace & Persius, 2005; Juvenal, 1998; Petronius & Seneca, 1986. This is later 
reflected in Serlio’s description of the satirical stage set alongside the tragic and comic forms (Serlio, 1982). 
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Figure 115 Essay 7.2. Reconstructing rooms – frames of speculative internal spatial conditions driven by the 
programmatic contradictions of tragic and comic villa properties. 

The programme is not defined as a villa with a given set of performance criteria but emerges instead 

as a series of rooms that are situated between the absent descriptions and ambiguous locations – 

suggesting room properties and differential effects of volume, aperture and interconnectedness that 

continue to project through the programme and reshape potential architectonic description.  

The rooms begin with simple harmonic proportions of interiors, mimicking the limited range of scale 

relationships of Vitruvian spaces that are found in typical descriptions of an ancient Roman domus 

type. These simple relationships of proportion within an interior are moderated through an iterative 

layering of spatial differential data (between the Laurentian and Tuscan villa descriptions) and coded 

interruptions erode and fragment these proportions to create a diverse multiplicity of possible room 

outcomes (Fig.116).  
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Figure 116 Essay 7.3. Enclosure studies of formation and reconstruction of spatial extent boundary. 

 

Figure 117 Essay 7.4. Detail component study of door frame within speculative room permutations. 



 

 

PART 4: FABRICATING FICTIONS  236 

In the same way, specific elements of these room constructions are extracted and manipulated as 

detailed components (Fig.117) – creating a set of alternative elements that develop their own 

internal logics of transformation folding back and reshaping the properties or configurations of the 

originating space, or projecting forwards into alternative rooms or relationships of spaces. 

The initial studies of this programmatic approach are then successively refined, with the formal 

manipulation of interiors being claimed as spatial properties and characteristics of rooms that are 

then locally explored – through both a digital and analogue process (Fig.118).  

 

Figure 118 Essay 7.5. Emergent room interior claimed as programmatic composition for contingent 
manipulation, extension and projection. 

This begins to combine the playful processes of analogue / digital movement, the logics of digital 

transformation and an emergent programme of use into a dynamic for projection. The arrangement 

of formal manipulation now defining specific room conditions – e.g. hall, vestibule, passage, room 

sequences etc. – and emergent properties of dwelling elements – e.g. soffit, aperture, wall etc. The 
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rooms of a satiric villa develop in parallel as a calculus of possibility that always projects a multiple 

field of configurations both as individual spaces, sequence of spaces or specific elements occupying 

spaces (Fig.119). 

 

Figure 119 Essay 7.6. Interplay of analogue and digital constructions of pieces of domestic programme and room 
spatial propositions. 

The digital projections are claimed as elements and constituent fragments of a dwelling arrangement 

and considered both in isolation as well as forming emergent properties of a sequential arrangement 

of spaces.  
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Figure 120 Essay 7.7. Developing analogue logic of composition. 

The drawings move between analogue and digital processes – maintaining the scripted logics of the 

originating digital process, but also manipulating, exposing and reconstructing these processes 

(Figs.120-122). Creating a shifting landscape for projecting that moves across the digital projections 

(themselves a coded ambiguity designed to move instrumentally between the data differentials of 

the villa relationships) and responding to the gestural modifications of an analogue process of 

evaluation, modification and reconstruction. 

 

Figure 121 Essay 7.8. Redrawing digital construction. 
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Figure 122 Essay 7.9: Claiming digital scripted composition as analogue sketch of possible architectural 
construction. 

The drawings perpetually evolve as an iterative sequence of moves beginning with a digital model 

that is constructed through an algorithmic manipulation of a virtual geometry. The geometry is 

initially chosen as being representative of a reconstruction of a room drawn from the variety of 

representations of the original narrative of the villas which acts as a structure of constraint 

equivalent to site, programme and context. The geometry is manipulated by a series of iterative 

digital processes that are coded and embedded in this language to describe a series of formal pre-

conceptions of the manipulation of volume and enclosure. The model is produced (using a designed 

set of coded relationships that are all subject to decision-making processes regarding the formal 

interest in the spatial configuration that are independent of the initial narrative) and a series of 

material and physical properties are applied to this geometry. The model is then reviewed by 

creating a network of virtual camera positions and lighting conditions and software is coded to 

produce and analyse the model as a series of images of the digital construction. The digital model 

and the virtual enclosure are then represented as an extended series of graphics with simulated 

physical properties of material and lighting and they provide a new reference that is (re)constructed 

by the project and embeds design decisions and value judgements in the selection of the 

mathematical processes and structures of representation. A judgement having no authority beyond 

the movement of the process as the narrative of the project is now absent and the product now 

forms a new ground (exposed) for the development by design of the programme of rooms within a 

house (satiric villa). Graphic representations of the model from a perspectival arrangement of form, 
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volume, light and enclosure are selected as the basis for a room design (Fig.123) – for example, a 

room is claimed as the hall. The images are selected as having characteristics of arrangement that 

might become consistent with the pre-conceived notions of what a hall might need to be (with 

discarded or residual pieces reworked or integrated into emerging reconstructions). 

 

Figure 123 Essay 7.10. Frames of emergent interior projection as iterative framework of unnameable spaces for 
selection, appropriation and adoption / further projection. 

From these subjunctive pieces a selection of the images is chosen to be re-drawn by hand to 

investigate the space by drawing and reformulating the relationships that appear within the image. 

Plan, section, alternative perspective projections and detail develop through the drawing 

independent of the virtual model that provided the images – ink drawings, pencil drawings and 

physical models all speculating on the opportunities and uses of the represented space (Fig.124-5). 
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Figure 124 Essay 7.11. Analogue / digital juxtaposition of residual programmatic elements. 

 

 

Figure 125 Essay 7.12. Sketch translation of digital screen render of possible interior. 

Design criteria and intent for the space then emerges and evolves through the drawing – developing 

detail and a conception of building elements and spatial delineation as the drawings produce an 

appropriation of formal elements as functional components to be tested and reviewed. Emerging 

elements are continually referenced against the pre-conceptions of the role and requirements of a 

hall and its anticipated projection within a house, with the variety of connections to other spaces, 
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exterior appearance and the contingent realities of location. Reconfigured elements of the space 

through drawing are then developed within a new digital model (as a reconstructed scripted series) 

and these new models extract elements that correspond to the chosen image perspective 

construction, and then develop detail within the model that designs in parallel to the analogue 

processes of drawing, making and thinking. 

This movement between appropriated image, physical gesture and the re-conception of a virtual 

model continues as an evolving process of graphic and physical production. The drawings design the 

room through these models for the project and hold within this a knowledge of making a mental 

construction of an intended space. This construction is allowed to be transgressed by the choices 

and testing of the mess created by the design, using the contradictions within the process as an 

enabling method for projection.  

How does programme progress my enquiry? 

This essay integrates an evolving definition of use as a contingent field of possible outcomes for 

rooms that maintains the dynamics of technical processes and the movement between forms of 

representation, as well as develops layered relationships with shifting definitions of a narrative 

construction. The construction of a project begins to more clearly reflect a composite problematic 

situation where the programme of use doesn’t form a singular problem to resolve but is integrated 

as an evolving component of a wider situational context.  

The potential use as rooms within a reimagined satiric spatial context is combined with a fictional 

origin, evolving programme and intensity of process all forming a composite and reflexive situation – 

that projects within the open dynamics of a continuously reframed enquiry. Through a tentative 

introduction of use in these studies, the drawings maintain the movement and reflexive relationship 

with the narrative material whilst also indicating approaches to the contradictory requirements of a 

stoppage of the process as product. 

How to stop? 

This suggests how a programme of use might manifest itself, albeit still in an abstract spatial and 

descriptive form, for the context of the enquiry. The contradictory movements are not closed by this 

proposition but allowed to elaborate and be productive within a continuous project – the rooms that 

are described are not projects but might instead be manifestations of an evolving projection within 
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the contradictions of practising. Whilst the nature of the programme is related to the narrative origin 

through the Pliny villa descriptions and the associated scripted logics of transformation and 

translation, the product of a field of rooms project beyond this narrative to form alternative grounds 

which reshape the projecting enquiry. 

 

Figure 126 Essay 7.13. Fragments of fragmented interior – projective framework of construction dissolving 
construction. 

How does this process stop? With programme forming another dynamic within a problematic 

situation, how is an architectural product resolved? These questions further demonstrate the 

dilemma of architectural production – any solution in conventional terms only able to be construed 

as an arbitrary closure of the process and becoming the construction of a position to establish value 

and deny the inherent contradictions that define practice (and any associated evaluation effectively 

relying on a dogmatism to disguise inherent insecurities).  But perhaps the emphasis of a project can 

be shifted to embody the insecurities of an evolving process of projecting for architecture where the 

failings of defining value are discarded, and the contradictions inherent in this process are released 

as a constituent and ever evolving component of a wider dynamic agency for architecture. An 

architectural project re-conceived as a humbler aspiration of framing potentialities – projecting as a 

fiction that enables a participation with a shifting landscape and forms meaningful intervention 

responsive to a broader conception of situations as opposed to an artificial position imposed on a 

solution. Individual rooms or details (Fig.126-30) becoming a product that is not delimited a 

preconceived notion of a single problem (or the limitations of arriving at a singular solution that is 
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retrospectively justified by languages that fix positions without any viable legitimacy) but as 

multiple168 contributions for potential architectural projection. 

 

Figure 127 Essay 7.14. Photograph of partial layered composition of analogue sketches for claiming architectural 
elements of possible room constructions. 

 

Figure 128 Essay 7.15. Multiple states of wall construction within room – behind and within potential projection 
of interior surface. 

                                                                                 

168 This serial and repetitive quality relates to the early digital explorations of Cache (with theoretical derivation from D’Arcy 
Thompson), but in its interrelationship with a narrative and analogue context of production suggests alternative opportunities 
for projection that avoid the purely deterministic deployment of a digital process. See: Burry, 2011; Cache, 1995, 2011; 
Goulthorpe, 2008; Thompson, 1961. For a recent re-evaluation of Cache’s Objectile see: Marenko & Brassett, 2015, pp. 139-
172. 
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The question remains, however, how can a clarity be provided for this dynamic construct? Whilst 

there emerges a re-conceived notion of a productive agency for architecture, how is this represented 

such that the stoppages within this process communicate the dynamics for architecture without 

simply collapsing into a fixed product? How can a product of the dynamic process avoid the failings 

of evaluation of a singular solution and remain open for projecting? 

 

Figure 129 Essay 7.16. Frames of room construction and dissolution projections – remodelled and recomposed 
through the fabrication of the projection. 

How to keep moving whilst stopping? 

This essay begins to demonstrate a dynamic integration of a programme of use, but it also further 

reveals contradictions in defining a temporary resolution of an ongoing process. To explore this 

further, as previously, the research will move forward in multiple directions. This critically folds back 

into the origin of the enquiry – exploring the narrative fabrication as a series of illustrations, 
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interpretations and compositions of the slippages between architectural reconstructions as a product 

of a dynamic process to provide a renewed and reconstructed approach to the data field that will 

subsequently enable concluding essays that deploy this material. This leads to projects that use this 

material in alternative fields of production – investigating the conceptions of application and 

instrumentality of this material within conventional architectural systems on the one hand and 

develop propositions within a more specifically defined programme and narrative as a series of 

situated projections for architecture on the other. Testing the capacity to keep room for projecting 

continuously open, fluid and productive within the contradictions of production. 

 

Figure 130 Essay 7.17. Room and threshold study. 
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4.3 The letter form – interrogating the slippages of language.  

The letters themselves are an elusive origin and form the basis of an open sequence of 

translations169, manipulations and interpretations that seek to articulate the actual form of the 

objects being described. But prior to these operations, the ground of the text is also already subject 

to the instabilities and uncertainties of description. The presentation of the villa is subject to 

mediation in terms of the authored intent, or translation in terms of the textual interpretation of the 

surviving historical document.  

4.3.1 Letter scope and publication 

The letters are organised in nine books of personal letters which were organised and edited by Pliny 

himself, and were published during his lifetime. In total there are 247 private letters contained in the 

collection which are written to over 100 correspondents. Book 10 is an additional collection of a 

further 121 letters exchanged between Pliny and the emperor Trajan during Pliny’s final years as the 

emperor’s representative in Bithynia and these were published posthumously. It is considered that a 

likely scenario170 would have been the publication in groups of books rather than a more regular 

publication. Radice proposed the following sequence:  

On this theory Books I-III cover the years 97 to 102 but are compiled and published some five 

years later; Books IV-VII deal with events of 103 to 107; and Books VIII-IX refer to the years 

108 to 109 and cannot have been written long before they were made public (Pliny, 1963, 

p. 16). 

4.3.2 Letter form 

The letters belong to a specific literary type that is a self-conscious presentation of advice, 

commentary, reflection and description of personal and social activity that also serves as a record of 

events and achievements. As a form of literary work, the letter occupies an ambiguous position that 

                                                                                 

169 The philosophical implications of translation are characterised by Serres in terms of the character of Hermes to articulate a 
process of perpetual boundary transgressions, see: Serres, 1982.  
170 There is some uncertainty about the chronology and logic that informed the organisation of the content and its publication.  
The letters themselves claim a casual arrangement but are likely to have been carefully choreographed to construct specific 
interweaving narratives and varied forms of content throughout the books. This has led to speculation about the authorial 
intent and authenticity of the content (Sherwin-White, 1966; Winsbury, 2015). 
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has variously been described in terms of autobiography, history or a form of documentary mosaic.  

Pliny’s own presentation of his letter project, however, is described in a much more prosaic tone: 

You have often urged me to collect and publish any letters of mine which were composed 

with some care. I have now made a collection, not keeping to the original order as I was not 

writing history, but taking them as they came to my hand. (Pliny, 1963, p. 35). 

The letter form is also notably found in the work of Horace and Cicero, but the Pliny letters have a 

less grand ambition. The personal letters (Books 1-9) are literary studies written with care about 

specific topics, and with the scope of these topics being relatively constrained by the life being 

described. Pliny himself wrote: 

… you want me to follow Cicero’s example, but my position is very different from his. He was 

not only richly gifted but was supplied with a wealth of varied and important topics to suit 

his abilities, but you know without my telling you the narrow limits confining me (Pliny, 

1963, p. 234). 

4.3.3 Letter authenticity 

The personal letters were edited and arranged by Pliny for publication and were published during 

Pliny’s lifetime. Consequently, the material is naturally to some degree a conscious repositioning of 

his achievements and opinions in the context of contemporary Roman society. This opens the 

content of the material up to questions of confidence regarding the authenticity of the record. It 

could be argued that any re-composition of the material and associated re-presentation of events 

and opinions to establish a specific narrative about political allegiances and social conduct renders 

the text uncertain. The authenticity or intent of the content of the letters has been the subject of 

extensive critical debate – with some commentators considering the output to be an aesthetic 

fabrication that inevitably creates an anxiety about the authenticity of the entire collection. Others, 

however, consider the effort required to maintain this construction would have been impractical. 

Sherwin-White, A.N (1966) summarises as follows:   

Pliny presents the letters as part of a genuine literary correspondence. Modern scholars have 

taken no very coherent line about this. Some regard the letters as entirely fictitious, written 

for the books in which they appear … Others speak of the letters being written up for 
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publication from simpler originals … But it would require an extraordinary ingenuity to 

invent so many convincing minor details … They [the letters] read as literary revisions of 

practical letters which have been polished in language and style (Sherwin-White, 1966, pp. 

11-12). 

Nevertheless, the letters are naturally written from Pliny’s point of view and seek to emphasise a 

self-promoting and idealised form of social behaviour, conduct and way of life that necessarily 

impacts on the interpretation of his description of the villas171. 

4.3.4 Recipients and topics 

Most of the letters are sent to his peer group in Roman hierarchy and status – i.e. writing to 

members of the senatorial or equestrian class. Family members constitute 16 of the recipients, 

whilst there are also letters to literary men such as Suetonius and Tacitus (the orator, historian and 

Pliny’s friend) who received the greatest number (11 letters). Another significant group of recipients 

are young men that Pliny wishes to help in developing their careers. 

The personal letters reveal a preoccupation with a broad range of topics. Many of the letters are 

written expressing advice or offering opinions regarding appropriate behaviour or conduct. Letters 

also cover literary topics that express opinions regarding the appreciation of work. Other letters 

express consolation or condolences for family grievance.  Other letters still provide a commentary on 

his public services (specifically legal cases) and notable events regarding the social and political 

context of 1st century Rome. These topics form the general content, but the significance of his 

letters resides not simply in providing a reference work of historical events. As a collection they 

unavoidably convey the personality and identity of the author, and this aspect combines with the 

social and formal conventions of ways of living and leisure time to inform his description of his villas. 

                                                                                 

171 For comparative exercises in the slippages between language description and its architectural implications see: Bloomer, 
1993; Kahn, 1991. 
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Figure 131 Pliny juxtaposition: Laurentian composition 04. A detail of a villa reconstruction juxtaposition study 
(Essay 08) that overlays equivalent spatial descriptions between villa reconstructions to form a differential 
situation of villa plan as a contingent and unstable ground for projection, translation and data manipulation 
between the slippages of the reconstructed identities.  
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4.3.5 Discovery and transmission 

The rediscovery of the letters of Pliny forms one example of a wider revival of interest in the ancient 

world, and the associated legitimising authority of classicism, during the early Renaissance. The 

letters contribute to the body of ancient writing that, despite their sustained presence throughout 

the medieval period, are rediscovered as the authoritative principles of an ideal conception of 

beauty in the 14th and 15th centuries. This mythology of rediscovery serves as the ground for 

Renaissance theoretical appropriation and reconstruction. Renewing a ground by looking beyond the 

immediate past and constructing an aesthetic position from ancient sources.  

In the case of architectural treatises, the increased transmission, access and circulation of the 

principal surviving ancient texts (that then became increasingly available in the respective native 

languages of Western Europe) provoked a widespread fascination with the objects and principles 

that formed the basis of the classical product172. This in turn inspired an associated preoccupation 

with distilling the rules of the classical era and reconstructing the absent objects that demonstrated 

the application of these rules.  

Central to the narrative of reconstructing the villas is the relationship of the original text and its 

rediscovery as part of a wider Humanistic project. This defines an enduring connection with a 

structure of ancient authority, classical ideal or romantic mythology that is then the basis of a 

consistent impetus to project the villa descriptions as a continued demonstration of the virtues of 

ancient models. 

4.3.6 Text and translation / commentary 

Modern scholarship of the letters of Pliny the Younger is dominated by the work of Radice and 

Sherwin-White. The translation of the letters by Radice (Pliny, 1963) is the most widespread text 

currently used, whilst Sherwin-White (Sherwin-White, 1966) provides the principal commentary. 

Winsbury (Winsbury, 2015) recounts that it is believed that the majority of the text that is now 

available is derived from an ancient manuscript in codex form that survived in Paris that was copied 

towards the end of the 5th century. This original was subsequently heavily copied throughout the 

Middle Ages with varying degrees of accuracy and faithfulness. As with many ancient texts, this 

                                                                                 

172 For a comprehensive account of the impact on the transmission of theory due to the development of printing see: Carpo, 
2001. 
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creates a confused manuscript source. Again, as with many ancient manuscripts, interest in the work 

was revived in the early years of the Renaissance, but the original Paris manuscript by this point was 

largely lost. What remained was moved to Italy (c.1500) to be transposed into print (in Venice and 

elsewhere) – again introducing variance and divergence of content. Commentators such as Du Prey 

(Du Prey, 1994) have argued that this inevitably led to a distorted version of the original work, 

deriving this analysis from the principal philological studies of the text which take varying positions 

regarding the consequent divergence of content. Nevertheless, there is agreement that what 

survives is testament to the efforts of medieval copyists and subsequent translators in establishing a 

viable work. Reynolds summarises: 

… the history of Pliny’s text is a tribute to the tenacity of humanism, the will to seek and to 

find. When the corpus of letters had become so fragmented and lacunose, it took a lot of 

time and patience and the work of many hands to put Pliny back together again (Reynolds, 

1983, pp. 321-322). 

The specific content of the villa letters has had a more intricate history of translation since the 

Renaissance. In the case of these specific letters, the reconstitution of the project as an architectural 

proposition is frequently combined with the inclusion of a revised translation of the text. Each new 

translation is therefore provided to attempt to demonstrate a correspondence that legitimises the 

specific architectural manifestation. The text is progressively fabricated as a construction of a project 

to justify the authority of the projection.  

In terms of the full collection of letters, the early modern form of the text in English is predominantly 

due to the translation made by William Melmoth (Pliny, 1747). Radice writes in the introduction to 

her translation:  

… there has been no serious attempt at a translation of Pliny’s letters as a whole since the 

one published by William Melmoth in 1746. This was reprinted in the Loeb series in 1915, 

after revision and compression by W. M. L. Hutchinson because ‘judged even by the easy 

canons of his time in regard to translation, his [Melmoth’s] work is extraordinarily loose and 

inaccurate; a good deal of it is simply paraphrase and in many places the sense is flagrantly 

wrong’. But enough of Melmoth was left to present Pliny through a cloud of verbiage which 

was never his, so that the misty figure which emerged was more like an eighteenth-century 

dilettante than the real man, and the subtle variety of style to match the mood of each letter 

was lost in the polished phrases of Melmoth’s day (Pliny, 1963, p. 28). 
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The criticism of this 1746 translation made by Radice is significant in the context of the renewed 

interest in the Pliny villa model in the 18th century. The consolidation of neo-Palladianism as the 

fashionable architectural model for country estates, demonstrated most clearly by the influence of 

Richard Boyle (1694-1753) - Lord Burlington – and his circle, reflects this dilettante atmosphere and 

the repositioning or appropriation of the ancient villa typology as a form of luxury retreat in the 

English countryside situation.  

This 18th century adoption of the narrative is further established by another full translation made in 

this period by John Boyle (1701-62) in 1751 (Pliny, 1751). John Boyle was Burlington’s cousin, and the 

language of translation provides a form of legitimation of 18th century ways of life derived from the 

ancient authority of Pliny. Intriguingly, it is this John Boyle translation that is adopted by Du Prey (Du 

Prey, 1994) in his study of the villas, reflecting the continued preoccupation with a romanticising 

legacy of the villa descriptions as a place of luxury and reflection. 
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4.4 Villa descriptions – the multiple identity of an absent form. 

The intended purpose of Pliny’s villa descriptions is to provide an elaborate demonstration of the 

value of his villas and to explain to friends the advantages of his estates, the corresponding benefits 

of the rural way of life, and the ideal arrangement of a villa to combine the best of urban and rural 

experience.  

4.4.1 Villa description – general content and style. 

As they are described in his letters, Pliny’s villas functioned as places of relaxation away from the 

distractions of urban activity and public life but were also practical locations with respect to the 

continued administration of official duties173. They were villa suburbana (as with those described by 

Cicero) that have left behind the agricultural programme of the original villa form (as identified in 

Cato, Varro, Columella etc.) to establish an idyllic relationship to the campagna where environment, 

tranquillity and setting combine to offer respite from urban life. But they were also not too far 

removed from the city in order to maintain a practical relationship with the requirements of public 

service and contained the facilities and comforts of urban living. The villas embodied the 

programmatic and situational tensions and contradictions of the typology and Pliny’s letters attempt 

to reconstruct an ideal relationship to the landscape in its leisured form and present the virtues of a 

harmonious environment and setting for reflection, relaxation and well-being as both a moral virtue 

and a symbol of status and hierarchy. They are deliberately literary works independent of the 

content and description of the villas and are self-consciously composed to describe an aesthetic 

object – as such they have an inherent engagement with stylistic effect, rhetorical gesture and 

intentional ambiguity in the portrayal of the ideal form.  

Pliny explicitly identifies his villa letters in the literary tradition of ekphrasis. This ancient 

Greek form, now most commonly understood in relation to the literary description of a visual 

work of art, had originally a much broader sense of describing an aesthetic object, 

experience or place and was frequently conducted as a rhetorical exercise. Pliny explicitly 

                                                                                 

173 Ackerman (continuing his discourse of an idea of villa) describes the descriptions as “ideological constructs, written to be 
read as belles-lettres and purveying a particular attitude toward nature and relation (otium) available to a limited class of 
wealthy and educated men, those most likely, in ancient and premodern Italy, to own country estates which were exploited for 
enjoyment as well as for profit. The best known examples of the genre are the letters of the younger Pliny” (Ackerman, 2002, 
p. 193).  



 

 

PART 4: FABRICATING FICTIONS  255 

makes reference to this style towards the end of his letter describing his Laurentine villa 

(Pliny, 1963, p. 143). 

They become literary devices to represent the effect of one form of aesthetics in the construction of 

another (an ekphrasis), and to correspondingly enlighten the recipient on the aesthetic qualities of 

the object being described174 - the true description, therefore, is clearly subject to the instabilities of 

a rhetorical purpose in conveying an effect.175  

4.4.2 Villa description – letter recipients, detail and translation. 

The villas are described in three different letters within the collection of personal letters (Books 1-9). 

Two letters describe in detail the layout of specific villas as a demonstration of the quality and status 

of these estates as places of relaxation and leisure, whilst a third makes briefer reference to a further 

two villas in the context of the recipient’s own building work. The relevant letters are found in: Book 

2: ep. 17 – Letter to Gallus: this letter describes Pliny’s Laurentian villa, a coastal retreat in close 

proximity to Ostia near Rome; Book 5: ep. 6 – Letter to Domitius Apollinaris: this letter describes 

Pliny’s Tuscan villa, a contrastingly mountainous retreat at the foot of the Apennines at the border of 

contemporary Tuscany and Umbria; and, Book 9: ep.7 – Letter to Voconius Romanus: this letter 

briefly describes two villas on the shores of Lake Como, referred to as Tragedy and Comedy in 

reference to their formal relationship. The Como villa descriptions demonstrate Pliny’s continued 

attachment to his place of birth, and this is further reinforced by letters to his friend Caninus Rufus 

(Book 1: ep. 3 and Book 2: ep.8), where the virtues of the local landscape and environment are 

praised. The villa letters, in keeping with the vast majority of Pliny’s letters, concentrate on a single 

topic for the content without digression, and are the primary source of description of this form of 

estate. This therefore makes clear the significance of the two detailed villa descriptions in the 

context of providing an illustration of Roman ways of life and the villa typology throughout 

architectural history176. The recipients of these are professional or childhood friends, and the 

                                                                                 

174 The definition of the term ekphrasis has been the subject of debate with regard to its role as a poetic principle or 
description of a literary form. Heffernan provides a helpful simplification as “ekphrasis is the verbal representation of visual 
representation” (Heffernan, 1993). 
175 Du Prey elaborates on the “impressionistic” qualities of the descriptions: “He [Pliny] took the approach of a gifted amateur: 
one strong on conveying the general atmosphere of a building but weak on specifying its precise appearance. His letters, for 
instance, ignore structure almost totally, and rarely do they hint at even so fundamental a feature as a column” (Du Prey, 
1994, pp. 8-9). 
176 For a recent re-reading of the letters and the villa descriptions see: Gibson & Morello, 2012. 
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content of the letters seeks to provide a description of the effect of the villas and the quality of 

spatial experience. They also demonstrate the status of the residences and portray a model of living 

and leisure that could be understood as exemplar for a citizen of his class. The descriptions177 are not 

technical descriptions of an architectural project, but instead have typically been described as 

impressionistic accounts of the villas. They focus on describing the spatial movements and 

interrelationships of the rooms alongside the landscape environment within which the villas are 

located, and are less preoccupied with the formal arrangement of the object and are instead more 

interested in the spatial and environmental qualities of orientation and the personal experience of 

moving through the sequence of spaces and associated grounds which becomes a form of 

experiential description making the subsequent essays in reconstruction inherently unreliable. 

In terms of translation, clearly this is not a neutral mechanism of conversion, but an active 

participant (whether consciously or not) in the process of constructing and reconstructing the 

meaning and the structure of the villa content178. The status of the Pliny descriptions as an ancient 

authority exacerbates this effect, with a historical sequence of refinement, improvement and 

correction of the text developing in parallel with the legitimacy established by the Vitruvian 

descriptions of the principles for dwelling-houses. This creates a serial translation that is frequently 

allied with an alternative architectural reconstruction (that is derived from the improved 

translation). The primary 18th century reference in the English language (the Melmoth edition) 

presented a loose translation that reinforced the activities of the gentleman class of the era. This 

portrayal persisted until the modern era and the key translation of Betty Radice. There has now also 

been a subsequent translation by Peter Walsh (Pliny, 2006), but for the purposes of my citations 

from the letters the Radice translation has been adopted as the reference. The complete letter 

translations are also supplemented by a wide range of individual translations of the villa 

descriptions, typically by authors alongside architectural reconstructions of the villa description. The 

text is consequently subject to a variety of translation processes that impact on both the 

transmission and the rhetorical intention of the description - the villa object within the text 

becoming a multiple construction both in terms of the narrative, the transmission of the narrative, 

and the interpretation of the description and transmission.  

                                                                                 

177 An analysis of the Laurentian and Tuscan villa description text is provided for reference in Appendices 1 and 2 (based on 
the Radice translation). 
178 See for example The Task of the Translator (Benjamin, 1973), and the role of Hermes in: Serres, 1982. 
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The following is a schedule of the principal villa reconstructions (Laurentine / Tuscan) and reference 

to where a new translation is provided: 

Date Designer L/T Published Ref. 

1615 Vincenzo Scamozzi L Scamozzi, Idea dell’architettura (Venice, 1615) 

1620 Giovanni Amrogio Magenta L Lancisi, Dissertatio de Plinianae Villae  (Rome, 
1714) 

1699 Jean-Francois Félebien des Avaux L, T Félebien, Plans (Paris, 1699) 

1700 Francesco Ignazio Lazzari T  

1728 Robert Castell L, T Castell, Villas of the Ancients (London, 1728) 

1751 John Boyle, earl of Orrery T Pliny, Letters, Orrery ed. (London, 1751) 

1760 Friedrich August Krubsacius L Das Neueste aus der Anmuthigen Gelehrsamkeit 6-
7 (1760) 

1762 Friedrich August Krubsacius T Das Neueste aus der Anmuthigen Gelehrsamkeit 
11-12 (1762) 

1770 Edward Stevens L Royal Academy Exhibition Catalogue (London, 
1771)  

1775 William Newton L,T  

1779 Stanislas Kostka Potocki L  

1796 Pedro José Marquez L, T Marquez, Ville di Plinio (Rome, 1796) 

1818 Pascal Lepage L  

1818 Amable Macquet L Vaudoyer, Grands prix (Paris, 1834) 

1818 Achille Normand L Vaudoyer, Grands prix (Paris, 1834) 

1827 Aloys Ludwig Hirt L, T Hirt, Die Geschichte der Baukunst bei den Alten 
(Berlin, 1827) 

1832 Friedrich Wilhelm Ludwig Stier L, T Allgemeine Bauzeitung 7-8 (1842-3) 

1838 Louis-Pierre Haudebourt L Haudebourt, Laurentin (Paris, 1838) 

1840 Luigi Canina L Canina, Architettura antica (Rome, 1840) 

1841 Karl Friedrich Schinkel L, T Schinkel, Architektonisches Album (Berlin, 1841) 

1843 Charles Robert Cockerell L Athenaeum, no. 798 (1843) 

1852 Jules Bouchet L Bouchet, Laurentin (Paris, 1852) 

1853 Jules Bouchet T Explication des ouvrages de peinture … des artistes 
vivants (Paris, 1853) 

1860 Gustav Meyer T Meyer, Lehrbruch der schönen Gartenkunst 
(Berlin, 1860) 

1889 James Cowan L Pliny, Epistularum, Cowan ed. (London, 1889) 

1921 Helen Tanzer L Tanzer, Villas of Pliny (New York, 1924) 
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4.5 Villa situations – the self-contradictory origins of a model.  

The descriptions of Pliny’s villas are an important record of the villa type and are often cited as the 

principal authority on this form of Roman house. However, his description is just one interpretation 

of this typology that in this case emphasises the role of wealthy occupants in this era of the Roman 

Empire. Descriptions of houses and the principles of the layout of a Roman villa in its original form as 

a working rural estate are outlined by other commentators preceding Pliny.  

This original form of villa reflects a typology more directly connected with the requirements of the 

rural economy where the villa constitutes a practical country residence to support the running of an 

estate. The rural typology is later translated into a luxury retreat for relaxation, leisure and escape 

from the city in the descriptions of Pliny the Younger and those owned by Cicero. Descriptions of the 

original Roman villa179 form would include the presentation of this building type as it is left to us in 

the writings of Cato, Varro, Columella and Palladius180. My study focuses particularly, however, on 

the description of the standard domus in Vitruvius as an illustration of the slippages and 

discrepancies in a model of axiomatic foundations, which were then applied as a self-justifying canon 

within the reconstructions of the Pliny descriptions as the villa evolved into a place of leisure as 

opposed to a productive country estate. 

4.5.1 Vitruvian model - describing the domus. 

The contribution of Vitruvius (c.80-15 B.C)  in De Architectura (The Ten Books on Architecture) 

written between 33 and 14 B.C. provides the most familiar and technical surviving record of the 

principles of Roman architecture. The background to Vitruvius’s life is little known other than scant 

details regarding a military engineering career and minimal architectural product, but it is in his 

surviving theoretical work that his influence is most significant. This is in large part due to being the 

only major work on the architecture of Classical Antiquity to have survived. As with all other 

surviving ancient texts, the copying, translating and printing of the manuscripts has played a 

significant role in defining the transmission of the Vitruvius text and the authority of the associated 

                                                                                 

179 The precedent scope that provides the context to the Pliny villa descriptions follows Helen Tanzer (Tanzer, 1924). 
180 These writers provide documentary evidence of the original villa form in terms of the relationship to a rural agricultural 
function and its emergent tension with the later leisured environment of the villas of Pliny and Cicero. See: Aemilianus, 1807; 
Cato & Varro; Columella, 1745. 
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principles. Vitruvius manuscripts were known and referred to throughout the medieval era, but it is 

with the claimed rediscovery of the text by Poggio Bracciolini in 1414 that the modern transmission 

of the principles is developed throughout the Renaissance and beyond181.  

The principles of his work are formed from a combination of ancient sources and his own practical 

experience and have made Vitruvius’s work a dominating authority throughout the development of 

Western Architectural theory and practice. The content of the Books is a wide-ranging record of the 

principles of all aspects of Roman architecture and engineering, and despite inaccuracies or partial 

explanations has underpinned the assumptions and the central aspirations of the discipline of 

architecture as well as the practical means to achieve these objectives182. The renowned definitions 

and theoretical construction of Book 1 have dominated architectural theory and the conception of 

the role and requirements of the discipline. As Kruft writes: 

Without a knowledge of Vitruvius it is impossible to grasp any of the discourse on 

architectural theory from the Renaissance onwards – at least up until the nineteenth century 

(Kruft, 1994, p. 21). 

The contribution of this work to the description of a villa is similarly a significant record of the 

principles and expectations of this typology and an enlightening source for all subsequent 

manifestations and interpretations of this building type. It is in Book VI that Vitruvius provides his 

treatment of private dwellings183 and in marked contrast to the later impressionistic descriptions of 

villas by Pliny the Younger, Vitruvius’s treatment is a practical guide to those seeking to ensure that 

the appropriate proportions and arrangements of a dwelling type are realised in the correct 

relationships of spaces and forms. The objectives for this Book are introduced in the preface as to 

“set forth the theoretical principles and the symmetrical proportions of private houses” (Vitruvius, 

1960, p. 169). 

                                                                                 

181 There is clearly a wealth of scholarship around the transmission and translation of the text and the development of the 
Vitruvian canon. For the purposes of my enquiry, I limit this exercise to the parameters of the domus description and their 
slippage and appropriation with regard to the subsequent villa reconstructions. For modern translations I adopt the 
conventional Morgan translation (Vitruvius, 1960) and also refer to both Granger and Schofield (Vitruvius, 1931, 1934, 2009). 
For specific historical reference (related to both the contemporary context of Pliny reconstructions and subsequent 
investigation of the Palladian revival) I refer to the Barbaro, Perrault and Newton editions: Vitruvius, 1556, 1673, 1791. For a 
summary of the wider context of the text see: Krinsky, 1967. 
182 Of particular significance is the apparent lack of illustration in his treatise. For a discussion of the construction of the book 
see: Carpo, 2001. 
183 For a discussion of the relation between his typology of a private house and the original “primitive hut” see: Rykwert, 1981, 
pp. 105-111. 
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Figure 132 Treatise extraction: Perrault, C _ A treatise of the five orders of columns in architecture _ Page 20 
(Perrault, 1708). An extract from Perrault’s treatise that illustrates the problematic of the inconsistent 
application of axiomatic harmonic principles – destabilising the Vitruvian model and introducing an arbitrary 
conception of beauty that is validated through rational application and taste. 
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The Vitruvian description of the Roman house is a form of description unlike any preceding it – a 

model of architectural production that outlines a systematization of typology as opposed to the 

more anecdotal advice of earlier recorded texts (or the atmospheric and impressionistic presentation 

of the later description of the experience of spaces of country villas). Whilst the principles of 

Vitruvius may not be made explicit in the later Pliny material, they nevertheless form the language 

that inherently justifies the formal relationships and configurations of spaces and are key to the 

construction of a logic of lineaments of the villa type. 

Chapter I of Book VI begins with a summary of the impact of climate on the siting of a house, and the 

formal implications of the environment on the house typology. This is followed in Chapter II by a 

treatment of the symmetrical proportions of the different styles of houses. This fundamental 

systematization of the model is clearly stated in the following: 

There is nothing to which an architect should devote more thought than to the exact 

proportions of his building with reference to a certain part selected as the standard. After 

the standard of symmetry has been determined, and the proportionate dimensions adjusted 

by calculations, it is next the part of wisdom to consider the nature of the site, or questions 

of use or beauty, and modify the plan by diminutions or additions in such a manner that 

these diminutions or additions in the symmetrical relations may be seen to be made on 

correct principles, and without detracting at all from the effect (Vitruvius, 1960, p. 174). 

Critically then, this chapter introduces a system of proportion producing a symmetry (understood in 

terms of the harmony derived from the assembly of parts and the correspondence of the separate 

parts to the whole form) that creates the eurythmy of its effect (understood generally in modern 

interpretations as harmony (Kruft, 1994))184. The subsequent principles of this chapter enact an 

application of the Vitruvian model on the specific typology of private dwelling and this model of 

design, with the rigid proportions of part to whole relatively manipulated by the specificities of 

context.  

The first thing to settle is the standard of symmetry, from which we need not hesitate to 

vary. Then, lay out the ground lines of the length and breadth of the work proposed, and 

                                                                                 

184 Naturally, the definition and translation of this term has been the subject of extensive interrogation. For a summary see: 
Lefas, 2000. 
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when once we have determined its size, let the construction follow this with due regard to 

beauty of proportion, so that the beholder may feel no doubt of the eurythmy of its effect 

(Vitruvius, 1960, p. 175). 

These principles are then outlined in Chapter III as the proportions of the principal rooms – 

beginning with a summary of the cavaedium or atrium which is described as having five different 

possible types of construction. The constructional systems of the atrium result in three possible 

typologies of spatial proportion: 

In width and length, atriums are designed according to three classes. The first is laid out by 

dividing the length into five parts and giving three parts to the width; the second, by dividing 

it into three parts and assigning two parts to the width; the third, by using the width to 

describe a square figure with equal sides, drawing a diagonal line in this square, and giving 

the atrium the length of this diagonal line (Vitruvius, 1960, p. 177). 

The scale and proportion of the atrium establishes a module for subsequent rooms. Either side of 

the atrium are to be located the alae which have proportions relative to the atrium and dependent 

on the scale of the atrium. Similarly, the tablinum is configured in proportion to the atrium and at a 

scale that is conditional to the scale of this originating space. This relativity continues with the 

proportion of the fauces and extends to the height and width of doorways and the location of 

ornamental busts (Vitruvius, 1960, pp. 178-179). 

These delineations then continue with the intercolumniation and proportions of peristyles lying 

across the atrium. With respect to dining rooms (triclinium), Vitruvius states a basic rectangular 

proportional requirement (2:1 ratio) with no relative scale connection to the atrium. This is then 

expanded into a general height requirement for all rectangular rooms (height=0.5 x length + width). 

In the case of square proportions for halls (oeci), then the height=1.5 x width (Vitruvius, 1960, p. 

179). These proportional principles for halls are then elaborated with different stylistic types of hall 

(Corinthian, tetrastyle, Egyptian and Cyzicene). Common to these spaces is a height relationship of 

h=1.5 x width. 

Vitruvius concludes this application of a proportional system with a statement requiring the need to 

observe these principles, but with a tolerance expressed with respect to the logistics of the situation: 
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All the above-mentioned symmetrical relations should be observed, in these kinds of 

buildings, that can be observed without embarrassment caused by the situation. The 

windows will be an easy matter to arrange if they are not darkened by high walls; but in 

cases of confined space, or when there are other unavoidable obstructions, it will be 

permissible to make diminutions or additions in the symmetrical relations, – with ingenuity 

and acuteness, however, so that the result may be not unlike the beauty which is due to true 

symmetry (Vitruvius, 1960, p. 180). 

Chapter IV outlines the implications for the location of the rooms in relation to the preferred 

environmental conditions for their respective uses – introducing environmental parameters of 

orientation into the disposition of the spaces in addition to the proportional system and applying a 

conditional logic of health and comfort to the symmetrical structure. These principles of orientation 

are developed with a logic of social hierarchy in Chapter V. This outlines the rationale for room 

locations and adjacencies in relation to the appropriate social structure for the occupation of the 

house, and the types of spaces required dependent on the social status of the owner. These 

establish principles of public and private spatial inhabitation within the house and develop a relative 

framework of rooms that are dependent on social standing, and that creates an inherently 

contingent fabrication of rules. 

In this chapter Vitruvius also briefly refers to the distinction between the requirements of a villa 

urbana and a villa suburbana and the respective adjustment of spatial hierarchy in response to the 

differing relationship to an urban or rural setting: 

If, therefore, houses are planned on these principles to suit different classes of persons, as 

prescribed in my first book, under the subject of Propriety, there will be no room for 

criticism; for they will be arranged with convenience and perfection to suit every purpose. 

The rules on these points will hold not only for houses in town, but also for those in the 

country, except that in town atriums are usually next to the front door, while in country 

seats peristyles come first, and then atriums surrounded by paved colonnades opening upon 

palaestrae and walks (Vitruvius, 1960, p. 182). 
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Figure 133 Treatise extraction: Gibbs, J _ The Rules for Drawing the Several Parts of Architecture _ Plate 2 (Gibbs, 
1732). An illustration from Gibbs’ widely adopted practical treatise that constructs a relative proportional 
system to replicate the Vitruvian model as a simple system of divisions of a consistent scale (but in so doing 
exposing ancient discrepancies from which the system’s value originates). The relativism of the 18th century 
pattern-book reconstructing the inherent instability in the original Vitruvian model whilst denying this 
relativism.  
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In Chapter VI Vitruvius outlines the additions required to this standard urban house model (domus) 

when situated in the country as a farmhouse (villa rustica). This recalls the earlier distinctions made 

by Cato and Varro regarding the fundamental agricultural origin of the villa type, with additional 

farm buildings required for livestock and storage. In contrast to the formal proportional system 

derived from a module of choice, the farmhouse symmetry is a result of the nature and scale of the 

cultivation of the site. 

Their dimensions should depend upon the size of the farm and the amount of produce. Their 

courtyards and the dimensions thereof should be determined by the number of cattle and 

the number of yokes of oxen that will need to be kept therein (Vitruvius, 1960, p. 183). 

The layout and principles of the villa type as initially described in Vitruvius is therefore determined 

by the cultivation and the practical logistics of farming. Crucially, however, Vitruvius introduces the 

capacity for the adoption of more sophisticated principles in cases where greater refinement is 

required: 

If something more refined is required in farmhouses, they may be constructed on the 

principles of symmetry which have been given above in the case of town houses, provided 

that there is nothing in such buildings to interfere with their usefulness on a farm (Vitruvius, 

1960, p. 185). 

This statement reflects the ambiguity of function for a villa as a rural residence that moves between 

the conventions of a farmstead typology and the hierarchical model of social status and cultured 

leisure of a wealthy retreat185. This concession in Vitruvius’ description to an emerging typology of 

refinement in the country form of residence provides the critical basis for the elaboration of the 

typology in Pliny’s era and letters, and the consequent application of a domus framework of 

symmetry and eurhythmics onto the farmstead villa context for all subsequent reconstructions of his 

villas from the Renaissance onwards. Given this, commentators have assumed that where ambiguity 

or uncertainty exists in the possible configuration of the villas described in Pliny’s letters, it can be 

inferred that the Vitruvian principles derived from the urban context of domus would be applicable: 

                                                                                 

185 For a programmatic commentary of a Roman villa derived from the Vitruvian description see: Moule, 1833. 
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It seems fair to suppose that Pliny, like all other Romans, was familiar with these accepted 

rules for building and that those portions of his houses which he does not mention or 

describe were all built and placed according to rule (Tanzer, 1924, p. 37). 

Given the above, the Vitruvian description of the principles of the domus is a key component of the 

villa material. Prior to Pliny’s villa descriptions, the Vitruvian principles of a Roman house type 

already reveal an inherent tension in the villa typology – reflecting an evolution of a villa’s function 

from a traditional agricultural role to a comfortable leisure retreat186. A retreat that is then 

embellished with refinement derived from the principles of symmetry and eurhythmics as outlined in 

the Vitruvian system – and the villa takes on its multiple forms of villa urbana, villa suburbana and 

villa rustica. In a normative architectural historical narrative of this type, the model of a villa is 

frequently positioned as an origin (in this case rural farmstead) which is then shaped and refined by 

the development of architectural invention (Ackerman, 1990).  

For the purposes of my fabrication, however, the intention is instead to elaborate on the inherent 

contradictions, ambiguities and tensions within the villa typology as an unstable and volatile ground 

of domestic arrangement and spatial configuration. The typology has a continuously shifting 

relationship with landscape, object, function, status, hierarchy and spatial arrangement and effect 

and is a dynamic model that is not a refinement of a type, but a continuous fabrication that 

manipulates and translates perceived structures of legitimacy to form an open sequence of 

projection. 

Whether an accurate assumption or not, the codification of the Vitruvian house typology and the 

acknowledgement of its possible application in a villa context, has provided the origin for the 

inference of the correct reconstruction of the Pliny letters by architects and commentators since the 

rediscovery of both Vitruvius and Pliny from the Renaissance onwards – consequently the domus 

model forms a preliminary reconstruction. 

  

                                                                                 

186 For a broader context of the villa in the evolution of Roman art and architecture see: F. E. Brown, 1961; Wheeler, 1964; 
Wilson Jones, 2003. 
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Figure 134 Treatise extraction: Langley, B _ Builder's Chest _ Plate 75 (Langley, 1727). A comparative 
construction of composite capitals that illustrates the wilful translation of the Vitruvian order as the basis for a 
fabricated fiction of classical authority that facilitates its reproduction. 
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4.5.2 Roman house – illustrating a standard type. 

The standard domus of the Vitruvian description (the application of proportion within a private 

dwelling) therefore becomes a parallel site of reconstruction to define the ideal type of standard 

house alongside the site-specific development of this ideal in the impressionistic landscape of the 

Pliny narrative. As with the letters of Pliny, the Vitruvius manuscript is a written description rather 

than an illustrated document and the Vitruvian system is rediscovered as a proportional system and 

a description of the correct arrangement of spaces with no accompanying illustrations. With the 

increasing significance of the codification of the principles and the desire to adopt the Vitruvian 

principles as a dogmatic structure of spatial arrangement and authoritative justification, there was a 

corresponding desire to provide illustrative reconstructions of these principles to clarify any 

ambiguities of interpretation in the text. As the Renaissance developed there was an increasing focus 

on the accurate codification of his principles and corresponding practical illustration – Kruft 

summarises this broad development as follows: 

Whereas the fifteenth century maintained a flexible stance towards Vitruvius, the sixteenth 

century saw the emergence of an increasingly dogmatic attitude. Editions and translations 

of, and commentaries on, Vitruvius became widely established as the vehicles of 

architectural theory, and even newly composed treatises fell under the influence of Vitruvius, 

who increasingly came to be regarded as normative. Sixteenth-century architectural theory 

developed against a background of 'Vitruvianism' (Kruft, 1994, p. 66). 

Whilst the content of Vitruvius is widely understood through the early Renaissance and reinvested 

with significance in a variety of ways in the important treatises of Alberti, di Giorgio, Filarete and 

Colonna (Colonna, 1999), it was not until the 16th century that the principles of Vitruvius are more 

directly translated into a codified practical system for their application within building. It is also then 

that there emerges a sequence of translations of the Vitruvius manuscript which coincides with the 

development of the printing press, thereby increasing access to the material in native languages and 

enabling more elaborate woodcut illustrations to clarify the content. Frequently, these translations 

also contain accompanying commentary that further clarifies any ambiguities of meaning in the 

Vitruvian original and provides further interpretation of the content through illustrative means.  

Reconstructing the ideal Vitruvian domus (and by extension the villa typology) is consequently 

located within this context. The ideal principles of Book VI are reconstructed through accompanying 

translation, commentary and most significantly the graphic illustrations that now accompany the 
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published form of the codification. As the sequence of iterations of a reconstruction of the Pliny 

villas also develops, a reconstruction of the Vitruvian ideal model can also often be found as a 

preamble to the detailed analysis of the Pliny material in order to justify the assumptions made 

within the reconstructions of the Pliny material. These reconstructions of the ideal Roman house 

provide the justification for the application of this ideal within the narrative of Pliny and in effect 

provide the absent technical construction to enable the projection of an open sequence of 

reconstructions of his descriptions – my study now continues by exploring some of the principle 

examples of this original reconstruction. 

One of the most significant is due to Palladio (1508-80) who developed a reconstruction of the 

ancient dwelling-house in the translation and commentary of the Vitruvius manuscript made by 

Daniele Barbaro (1513-70) (Vitruvius, 1556). Barbaro was a significant Humanist contemporary with 

Palladio and had commenced a new translation of Vitruvius prior to meeting him – his commentary 

of Vitruvius, which proceeds separately from the translation, outlines his interpretation of the 

Vitruvian system. The translation was published in a series of editions between 1556 and 1567 and, 

in Barbaro’s view, the proportional system of Vitruvius is incomplete in the original and so his 

commentary provides the opportunity to elaborate on this system and make it universally 

applicable: 

Architecture is … not a literal imitation of Nature, but the adoption of its prime principle. Art 

and architecture are determined by ‘ragione’, they are ‘scienza’, knowledge. For Barbaro the 

science of architecture lies in proportion. Vitruvius’s discussion of proportion (III.i) does not 

add up to a complete system; Barbaro uses his commentary to evolve his own system of 

proportion in detail. From the theory of proportion there emerge for him the ‘innumerable 

precepts of architecture’. The architectural design takes shape in the ‘disegno’, which is 

defined as the ‘quality, and the form, that were in the mind of [the maker] [artefice]’. Finally, 

the geometry underlying proportion is for Barbaro ‘the mother of disegno’, the basis of all 

architectural rules (Kruft, 1994, p. 86). 

The illustrations accompanying the translation are predominantly derived from drawings by Palladio, 

and the reconstruction of the ancient dwelling-house in this translation is to be seen in the context 

of Barbaro’s reconstructed proportional system. The woodcuts show reconstructions and 

clarifications of the Vitruvian text that are themselves influenced by the emerging built output of 

Palladio. This interrelationship is further emphasised in Palladio’s own subsequent treatise I Quattro 

libri dell’architettura (1570) where in Book II Palladio develops further an interpretation of the 
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principles derived from Vitruvius with respect to a private dwelling-house187. The translation of 

Vitruvius and the reconstruction of a proportional system in Barbaro’s commentary, as well as 

Palladio’s later development of the material in his own treatise, serve as a mutually justifying model 

of an idealised form with the correct application of a proportional system within an emerging villa 

product. 

Closely related to this approach, Vincenzo Scamozzi (1548-1616) is most well-known as the inheritor 

of several of Palladio’s unfinished projects but is also significant in his own right for his final 

theoretical work which constitutes the last major Renaissance treatise. Scamozzi’s L’idea della 

architettura universale (The Idea of a Universal Architecture) was published in 1615 and attempts to 

integrate neo-platonic principles of aesthetic theory into a universal and comprehensive model of 

architecture that emphasises the role of reason in its interpretation of the Vitruvian system. In his 

work rationality now dominates the design process, with invention now conceived as a form of 

applied mathematics within a totally scientific process (Kruft, 1994, p. 99). The treatise was planned 

in 10 books to consciously emulate the precedents of Vitruvius and Alberti, and it is in Book III that 

Scamozzi deals with private buildings – providing a reconstruction of both the ancient Roman 

dwelling-house and an interpretation of the Greek house based on the descriptions of Vitruvius in 

Book VI. These Vitruvian reconstructions provide the basis for Scamozzi’s Pliny reconstruction188 as 

well as an elaboration of ancient principles that justify his own output. As with all the attempts at 

developing a reconstruction of the Vitruvian model of the Roman house, the elements described by 

Vitruvius in Book VI are only partial which inevitably leads to an inference of associated rooms, 

proportions and content of the ideal form. Scamozzi makes this explicit in his description: 

I shall now describe the traditional Roman house so that its size, construction, and the 

Romans’ magnificent living conditions can all be appreciated. Unlike his description of the 

Greek house, Vitruvius does not give a full account of the Roman house, but only mentions 

part of it. This is because we always take familiar things for granted and pay far more 

attention to what is distant and foreign. Nevertheless, I will attempt to give as full a 

description as possible of the whole house (Scamozzi, 2003, p. 64). 

                                                                                 

187 Rykwert emphasises the extent to which Palladio’s villas reflect a continuous reconstruction of the original primitive house 
(i.e. another absent origin) as much as the Vitruvian model of a standard Roman domus (Rykwert, 1981, p. 116). 
188 Appendix 3 provides a close analysis of Scamozzi’s Pliny reconstructions as an example of the application of the Vitruvian 
canon within the impressionistic ambiguity of the Pliny villa descriptions. 
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The description and reconstruction of the model is therefore necessarily an inference from the basic 

elements described in the Vitruvius text, elements that are themselves relative proportions 

dependent on context and style. The origin is explicitly a fabrication that enables the translation and 

manipulation of these authoritative principles in the context of contingent factors, or in the case of 

the Pliny descriptions enables the assumption of formal relationships in the absence of technical 

detail. The role of the model is also expressly stated later in Scamozzi in the context of appropriate 

forms of urban housing for his contemporary Italian nobility: 

Palaces for the nobility and other illustrious people can be designed by selecting what is 

relevant from my descriptions of Greek and Roman houses and the other information I have 

given so far, and adapting and adding features to suit the traditions of a particular city or 

region (Scamozzi, 2003, p. 78). 

John Webb (1611-1672) develops a reconstruction that is significant in its translation of classicism 

for an English context based on the Renaissance models of Scamozzi and Palladio. He was a close 

associate of Inigo Jones (1573-1652) and worked for Jones from 1628. As a result, his output is often 

considered subordinate to Jones and many of his works have been inaccurately attributed to Jones. 

Together with Jones he can be considered a significant transitional architect in the adoption of 

classical forms within domestic architecture in England – the house designs develop from the late 

Renaissance precedents and transpose these principles into the social and environmental context of 

the English country or town house. After Jones died in 1652, Webb inherited both a series of 

incomplete projects as well as Jones’s library and collection of drawings that included annotated 

editions of Barbaro’s Vitruvius, Palladio’s Quattro Libri and Scamozzi’s Idea. It is from these principal 

treatises that Webb also developed a fascination with the Roman house type, and proposed his own 

reconstruction which is contained in a collection of drawings held in Oxford: 

They illustrate the house of the ancients. Its reconstruction had fascinated Renaissance 

architects and theorists who considered it the epitome of functional and aesthetic design 

and who sought to adapt it to their own building designs. Analysis of this group of drawings 

reveals a great deal about Webb’s ideas and working method. They show him studying 

Italian Renaissance treatises as well as that of Vitruvius. Perhaps most important for an 

assessment of Webb, they reveal him developing a design method that was suitable for 

large-scale buildings designed according to the Classical canon (Eisenthal, 1985, p. 7). 



 

 

PART 4: FABRICATING FICTIONS  272 

In this context, Webb’s reconstruction served to provide a practical and intellectual model of an ideal 

domestic form that could then be developed and manipulated into the specific local conditions of an 

emerging classical dominance in English domestic architectural projects and with Jones defines the 

initial influence of Palladian architectural translation in England. 

With the second phase of Palladian influence in England (driven by the work of Lord Burlington) 

Robert Castell (?-1729) also provides an important reconstruction. He was a relatively unknown 

scholar and architectural theorist who came to prominence with the publication of The Villas of the 

Ancients Illustrated, the publication of which is thought to have been financially assisted by Lord 

Burlington. He died in debtor’s prison shortly after its publication however. In this large manuscript 

Castell intended to provide a summary of all the known ancient sources and to prepare an 

illustrative reconstruction of the principal villas and their gardens. The reconstructions were to 

subsequently become highly influential in the development of the English country estate and the 

growth of Palladianism189 and it is in this folio that his reconstructions and translations of Pliny are to 

be found in detail. Also included, however, is a reconstruction of the ancient house to provide the 

justifying principles of the arrangement of an ideal form derived from the Renaissance model of 

interpreting Vitruvius. In common with earlier reconstructions, this provides the technical 

interrelationships of the spaces which could then be adopted where the more impressionistic Pliny 

descriptive text fails to provide sufficient description to enable a correct reconstruction. 

A final reconstruction example is provided by Luigi Canina (1795-1856) who illustrates the emerging 

dilemma of archaeological evidence. He was a later Italian archaeologist and architect – his works as 

an architect involved some elements of reconstruction or restoration, but his primary significance is 

due to his archaeological work in excavations at Tusculum and the Appian Way. This is reflected in 

his major academic work which he compiled as a historical study published in a series of volumes 

between 1830-1844 as L’architettura antica descritta e dimonstrata coi monumenti (Ancient 

architecture described and represented in documents) and within this manuscript are 

reconstructions of the Pliny villas as well as a reconstruction of the Vitruvian ideal dwelling.  

The importance of Canina’s contribution comes from the more modern dominance of the 

archaeological objects and the scientific processes of recording and cataloguing ancient artefacts. 

The reconstructions are informed by both interpretations of discovered objects as well as the 

                                                                                 

189 Part 5 develops the translation of the Pliny villa in the context of English Palladianism as a relocation of the narrative 
fabrication for projecting. 
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idealism of the descriptive narrative or proportional system, creating a new translation of the 

fabrication of the material that locates its legitimacy as a product of an empirical scientific enquiry. 

This reconstruction introduces the archaeological object into the theoretical model, and to 

complement the narrative descriptions of the Vitruvian text there develops an equivalent 

construction of discovered villas (practical evidence). This becomes a parallel illustration of the 

unstable relationship between the descriptive authority and the interpretations of the actual objects 

as discovered and reconstructed by archaeological excavation. 

The typology of experience, ritual and social structure is now inferred from the excavated object of a 

villa urbana. The model of an actualised typology becomes a contingent object derived from a 

preconceived ideal of the proportional system that has been reconstructed from the Vitruvian 

description. This renders the rationality of the Vitruvian proportional system perpetually unstable as 

the authority of the model of villa is juxtaposed with the empirical evidence of an actualised villa – 

the legitimising role of the authoritative system is consequently exposed as a relative and contingent 

field of projection that is appropriated to form a constructed fabrication for specific projects. 190 

 

 

 

 

 

                                                                                 

190 For a detailed review of the archaeological implications of Pompeii as representative of the standard Roman House 
typology see: McKay, 1975. For a survey of the spatial and decorative evolution of this typology as evidenced by the 
archaeological remains see: Clarke, 1991. 
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Figure 135 Essay composition: Essay 07. A frame from a series of projective reconstructions of room 
compositions that deploy interrelationships of data manipulation and projection derived from interpolations of 
differential villa reconstructions. The residual spaces becoming an open process of reconstruction involving 
within the contingent instabilities of their production – models for alternative rooms to emerge from within the 
residual fragments of an involving process. 
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4.6 Villa reconstructions – a synthetic cascade of project. 

Conventionally the reconstruction of the villas can be read as a historical series191 of an ideal form 

which progressively aspires to achieve a refinement and correct logic of reconstruction (Tanzer, 

1924). In my reframing of the dynamics of the material, however, the fabrication inadvertently 

exposes the absurdity of this solution ever being present – the reconstructions present a historical 

sequence that reflects continuous change rather than a specific stylistic evolution192. 

The reconstructions expand on the instability and contradictory impulses of the material – now 

caused by the application within the reconstructions of the preconceptions of each respective 

practitioner. These preconceptions draw from the social dynamics and theoretical constructions of 

each construction and the reconstructions attempt to distil true readings and absent projections 

from the unstable grounds of theoretical interpretation and appropriation. The missing descriptions 

of the text and the absent situations of the physical entities are projected through an interpretation 

of the authority of Vitruvian proportional legitimacy – the reconstructions of the Pliny villas then 

serve to expose the unstable legitimising fabric of the discipline in each case. In this way the field of 

villa reconstruction becomes the third principal component of my fabrication (following the absent 

object and unstable text). The Pliny villa descriptions provide a context for an extended sequence of 

attempts to reconstruct the villa as an architectural project and they are typically produced as a 

combination of drawings, textual commentary and an accompanying re-translation of the shifting 

definition of an original text. 

4.6.1 Reconstruction context – in search of the definitive model. 

The reconstructions have typically been the work of a practising architect, although historians and 

archaeologists have also contributed, and have been a continual preoccupation from the late 

Renaissance until the present day193. Often the reconstruction forms a component of a theoretical 

position and serves as an illustration of reinterpreted principles. They appear as works by architects 

who have made revised translations of Vitruvius, with the villas operating as illustrative models of 

Vitruvian principles in an apparently actual project. They have been the source of scholarly reflection 

and a form of projective exercise, an educational device to practise from the ancients and 

                                                                                 

191 This conventional model relates to a straight-forward linearity of a dialectical series, see: Ortega y Gasset, 2000, pp. 47-50. 
192 The sequence of villa reconstructions has properties of the slow changes of invention as described by Kubler (Kubler, 2008).  
193 An example analysis of reconstruction by Scamozzi is provided for reference in Appendix 3 – illustrating the process, 
translation and instability of the reconstruction. 
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reconstruct an ideal from within the terms of a contemporary taste and ambition. They have also 

been a project that provides an authoritative source as a legitimising ground for completed 

contemporary projects by a designer. The aim of the reconstructions has, however, always 

superficially had a consistent objective – namely to construct and present the correct depiction of 

the villas as derived from the evidence as expressed in the text194. The reconstructions are a problem 

that has been an ongoing preoccupation throughout the history of Western European architectural 

projection since the Renaissance – operating as a serial refinement of a problem that has 

continuously aspired to an ever more accurate solution.  

Inherent in this simplistic depiction of the model, however, are the contradictions and instabilities of 

the discipline. In the terms of my design research, the reconstructions don’t resolve anything – 

instead they collectively contribute to a problematic situation that perpetually extends an open 

sequence of projecting. The slippages, contradictions and translations expose an architectural 

project, even whilst each singular instance is desperately attempting to reconstruct a ground to fix a 

position. The objectives and role of reconstruction can be seen as a dynamic evolution that reveals 

shifting objectives in the logic of interpretation and theoretical appropriation, the language and 

aesthetics of description, and the intention and use of the product of reconstruction in relation to 

the social and professional context of producing contemporary projects.  

The reconstructions become an evolving reframing of the problem of describing an absent 

architectural product – an open sequence that is often interrelated and interdependent on 

preceding reconstructions, as well as an evolution of an original text (and the interpretative context 

and social expectations of contemporary taste). Again, superficially this could be construed as a 

serial improvement of depiction that operates as a pseudo-scientific interrogation of an authority 

and its previous failed attempts in reconstruction that aspires to an ideal form. In contrast, however, 

the interdependence and multiplicity of the essays creates an open sequence of unstable 

relationships and relative dynamics of project, in contradiction with the intended objectives of 

establishing a definitive model of an architectural project. The following develops some of the 

principal thematic drivers that underpin the villa reconstructions. 

                                                                                 

194 For a discussion of the essential difficulties in this ambition given the spatial description and ambiguity of the Pliny text see: 
Riggsby, 2003. 
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Figure 136 Pliny juxtaposition: Laurentian Schinkel_Hirt_Marquez_Stier. A villa juxtaposition study (Essay 08) 
that undermines the codification of the spaces (the reconstructions of an absent description of an archetypical 
ideal) through a fabrication of the differential lineaments of the villas (as reconstructed by author) that exposes 
the arbitrary rules to speculative reconstruction and unstable manipulation for alternative descriptions to be 
proposed within (and utilised again elsewhere). 
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4.6.2 Rules, lineaments and codification – linguistic ambiguities. 

The transmission of Vitruvius is the critical source for the theoretical framing of classical 

architecture, and the subsequent theoretical resurgence in classical architectural authority. Whilst 

present throughout the Middle Ages as an ancient reference, it is with the growth of Humanism in 

14th and 15th century Italy that the architectural implications were most critically adopted. The 

interpretation of this source dominated the revival of classical principles and laid the foundations for 

a Renaissance derived from the principles of classical conceptions of beauty. Specifically, this period 

develops a rigour in the interpretation of ancient texts that moves away from purely descriptive 

content and instead defines an analytical interpretation of the rules of classical authority (Kruft, 

1994, p. 41).  

Exemplary within this process was the reconstruction of theoretical principles in the work of Alberti 

(1404-1472). Alberti’s treatise De re aedificatoria (1443-1452) operates as a reconstruction of 

classical rules and reinterprets these rules of ancient authority in the context of contemporary 

requirements. It provides the basis for constructing a system of building and a theoretical 

construction of the discipline that is founded on ancient principles of authority, but relevant to the 

practical requirements of his age. It also significantly marks a shift from a treatise that provides a 

commentary of the ways in which works were constructed, and instead aims to provide a structured 

set of principles to inform the ways in which future buildings should be constructed (a subjunctive 

mood for projection).  

Central to this objective is the concept of lineaments as a structuring and legitimating fabric of the 

discipline, that operates both in terms of the theoretical justification for the art of building as well as 

prescribing the practical ordering of space. It places an emphasis on the intellectual preconception as 

the theoretical legitimacy for the practical art and constructs a ground for the discipline of 

architecture. The lineaments are introduced from the outset of the treatise: 

Let us therefore begin thus: the whole matter of building is composed of lineaments and 

structure. All the intent and purpose of lineaments lies in finding the correct, infallible way of 

joining and fitting together those lines and angles which define and enclose the surfaces of 

the building. It is the function and duty of lineaments, then, to prescribe an appropriate 

place, exact numbers, a proper scale, and a graceful order for whole buildings and for each 

of their constituent parts, so that the whole form and appearance of the building may 

depend on the lineaments alone. Nor do lineaments have anything to do with material, but 
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they are of such a nature that we may recognize the same lineaments in several different 

buildings that share one and the same form, that is, when the parts, as well as the siting and 

order, correspond with one another in their every line and angle. It is quite possible to 

project whole forms in the mind without any recourse to the material, by designating and 

determining a fixed orientation and conjunction for the various lines and angles. Since that is 

the case, let lineaments be the precise and correct outline, conceived in the mind, made up 

of lines and angles, and perfected in the learned intellect and imagination (Alberti, 

1486/1988, p. 7). 

The scientific and intellectual emphasis of Alberti’s treatise was rooted in an ambition to construct a 

discipline and learned art of architecture – and later treatises elaborated on the practical 

implications of the scientific method, which resulted in a series of more accessible works that 

developed the rules in more explicitly practical situations of building. The work of Filarete (c.1400-

1465) adopts a looser narrative style of treatise that demonstrates practical experience over the 

learned authority of Vitruvius and Alberti. Francesco di Giorgio (1439-1501) adopts a theoretical 

position that is derived from the Vitruvian and Albertian precedent, but that elaborates on the 

practical implications for contemporary building typologies. The utopian construction of Francesco 

Colonna (1433-1527) that is developed in his work Hypnerotomachia Poliphili presents architectural 

theory within an allegorical narrative that despite its novelistic structure, still reflects the principles 

of Vitruvius and Alberti in its conception of the ordering framework for the discipline. 

Despite the revival of rules and multiple attempts to apply these rules in contemporary terms during 

the 15th century, it was not until the 16th century that architectural treatises began to present 

codified forms of the material that could act as direct guidance for practical application. This is most 

clearly reflected in the work of Serlio (1475-1553) and his treatise L’architettura which shifts the 

emphasis towards practical rules that were readily accessible and not just for “great minds”. The 

work instigated a new emphasis on illustration as the key mechanism for practical application rather 

than operating as merely a support to the intellectual construction of principles. A similar ambition 

lies in the later work of Vignola (1507-73) and specifically in his Regola delli cinque ordini 

d’architettura (1562) which extends the illustrative emphasis of the treatise to the level of a practical 

textbook where the predominance of visual plates now produces self-evident practical 

demonstrations for direct application without theoretical explanation. The works of Serlio and 

Vignola both developed as a form of illustration that was widely replicated throughout Europe as a 

guide for the correct application of classical rules. There was also an equivalent preoccupation with 

the objects of the classical era as demonstrations of the realisation of perfect principles and this 
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became focussed on the surviving ruins of classical architecture and the analysis and replication of 

the motifs, proportions and details of these fragments.  These objects then enabled actual principles 

to be investigated and reviewed as the basis for reconstructing projective rules for future building. 

Superficially, the increased understanding of the actual configuration of the objects was expected to 

provide greater confidence in the correct way to build both in terms of the intellectual construction 

of a model and the physical experience of ornament, detail and spatial proportion. Inevitably, 

however, the interrogation of remains only served to expose slippages, divergences and 

discrepancies that were perpetually undermining the rules. This basic problematic of the principles 

lies at the heart of the exposure of the discipline and has been an enduring dilemma for the evolving 

dialectical construction of theory and practice since the earliest Renaissance treatises first 

confronted these insecurities. The continued construction of a treatise perpetually sought to 

reconcile the intellectual preconception with the archaeological evidence of objectification that 

remained. This results in reconstruction that is perpetually attempting to synthesise an authoritative 

model with the empirical knowledge presented by analysed artefacts in order to present a unified 

model of architecture that enables contemporary production. It is in this context that Palladio’s 

treatise is also situated – I Quattro libri dell’architettura (1570) and this develops from his illustrative 

support of Barbaro’s Vitruvius translation (as discussed previously) and presents the practical 

application of his interpretation of rules to support his current practice. Continuing the development 

of the illustrative content, the increased quality of the woodcuts provides the dominant message of 

the treatise and despite the theoretical dependence on Vitruvius and Alberti, the contribution of the 

work is in the graphic communication and popularisation of the contemporary product of Palladio 

himself.  

What this brief survey serves to illustrate is the growth of the codification of architecture during the 

15th and 16th centuries and an emerging tension between the intellectual and practical confidence 

in these principles. This insecurity can be seen to define the modern problematic of architectural 

production and the ambiguous status of authority as it transitions between mythological origins and 

logical rules. The emergence of the Pliny villa as a reconstructed project is located within this 

context. For subsequent architects, the villa provides a useful bridge between the axiomatic 

principles of the Vitruvian / Albertian tradition and the uncomfortable discrepancies and instabilities 

of objects – a reconstruction of an absent villa provides a context to reconstruct lineaments within 

the ambiguities of a rhetorical description and claim the reconstruction as another site of ancient 

principles that were actualised rather than simply theorised. An initial impetus for reconstruction 

therefore stems from a desire to identify an ancient authority that was both practical but could also 
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not be undermined by the circumstantial evidence of an object. It represents an in-between project 

that could be appropriated through reconstruction to assimilate the divergences and evolving 

problematic situation of the discipline. 

4.6.3 Legitimation and authority – uncertain axiomatic origin. 

Legitimation therefore becomes a defining impetus for the reconstructions – with repeated attempts 

to appropriate and reconstruct a logic of codification to define a discipline of architecture as it 

attempts to fabricate a theoretical ground to legitimise its production. This reflects a transition from 

a mythological confidence in symbolic relationships that are then replaced with the logical 

constructions of rational imposition that attempt to articulate an absolute position as a scientific 

model of production195. These logical fabrications, in the absence of ultimately a supporting narrative 

mythology, become themselves exposed in a relative context of uncertainty (what I have described 

in terms of a contemporary post-logical context). This dismantling is not simply a historical 

progression, but an ever-present problematic situation within the fabric of the discipline and 

undermines the legitimising tendencies of architectural theory and the successive attempts to 

construct an authoritative ground or origin to justify the production of works of architecture. The 

impulse for legitimacy is to construct architecture as an art of building as a significant aesthetic 

activity or framework of experiential and critical criteria for evaluating the value, relevance or 

contribution of works – and underlying attempts to construct a theoretical treatise and/or practical 

guide of the art of building is the desire to fabricate a legitimising structure for the discipline in order 

to enable production on self-evident principles. The codifications described aimed to establish 

inherent and axiomatic truth within the structural principles, proportional relationships and 

hierarchical constructions of spatial, formal and ornamental arrangement. The typical intention 

being to develop a logic that is progressively refined in order to articulate a correct rendition of the 

classical ideal of beauty within which the subsequent contemporary product of architecture can 

confidently reside. This refinement is therefore dependent on an inherent confidence in ancient 

authority to provide the framework for subsequent legitimising structures of the discipline – an 

authority that is established through association with these works providing the context to define an 

axiomatic ground for the aesthetic choices, hierarchical status and formal configuration of an 

architectural product.  

                                                                                 

195 As discussed in Part 1. 
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Figure 137 Essay composition: Essay 05. An abstract study that emerges from the interplay of a digital and 
analogue processes derived from the translations of a fictional construction of differential description. The 
residual spaces involving within the multiple fabrications and movements between forms of representation and 
forming an open problematic situation within which architectural projects are potentially claimed – a 
reimagined opportunity to dynamically project a value of agency rather than define a project with a 
preconception of legitimacy. 
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In this context, the axioms form incontrovertible origins of the discipline and the foundations of a 

scientific and learned methodology (theory) that embeds an aesthetic truth of the art of building as 

opposed to simply the pragmatics of building (practical activity). The reconstruction of ancient 

authority consolidates the expectation of an architectural project as an activity, experience and 

formal effect beyond simply building and introduces the enduring disciplinary insecurity regarding 

the value of a project and the meaning, value and relevance of the product (a form of knowledge 

antecedent to practising architecture). 

The surviving texts of antiquity form an initial site for interpreting self-evident axioms and 

establishing this ground for subsequent generations – and the problematic of the discipline is 

consequently embedded within this process. Becoming integral to the construction of a logical and 

reasoned theory to justify practice are the unstable foundations and ambiguities of an origin that is 

perpetually being juxtaposed with the instabilities of actualised evidence in the form of objects. The 

insecurities of the scientific methodology of axiomatic construction and the uncertainties embedded 

in the contingent processes of physical reality also continually distort any absolute or correct 

framework of text, object and reconstruction. As discrepancies and unstable tolerances within an 

axiomatic construction undermine the logical fabric of the discipline, the ever-growing relativity of 

the principles destabilises the self-evident confidence with the value of the product.  

Developing this theme, the axiomatic ground is then replaced with an empirical methodology and 

confidence in the scientific process as opposed to the absolutes of ancient authority, which 

manifests itself in the Pliny villa context in the application of empirical study of the evidence of the 

material as text and object to reconstruct from the origin as opposed to an application of assumed 

principles of authority. For Enlightenment reconstructions, the legitimacy of the discipline is now 

reconstructed in terms of the empirical analysis of the original material and a belief in a reasoned 

process. Again, however, this reconstructed ground is reliant on the fabrication of scientific enquiry 

which, if exposed as unstable by developments in the philosophy of mathematics and science as 

relative models and insecure method, by extension destabilises the reconstructed ground of the 

discipline of architecture further. Ultimately, therefore, the status of authority becomes exposed as 

a relative problematic situation rather than a source of self-evident truth or reference for empirical 

investigation.  

The impetus for villa reconstructions since the Renaissance can therefore be seen as a manifestation 

of a wider legitimising project within the discipline. The villas are repeatedly re-appropriated as an 

ancient authority within which the legitimacy of the rules can be exemplified by an actual project 
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and provide the opportunity to display a continued improvement on that legitimacy. For the 

reconstructing practitioner this legitimacy benefits, however, from a convenient and useful in-

between status that is neither limited by fixed axiomatic principles of text nor the clear empirical 

evidence of an object. The villas enable the projection of a theoretical position to be explored 

through the reconstruction and these projections then serve as specific fabrications as the location 

of grounds shift and morph with the insecurities of the discipline.  

The absence of a villa is consequently adopted as the site for reconstructing the discipline without 

being constrained by the dogma of lineaments or problems of awkward archaeological realities. As 

such the reconstructions inadvertently embody the shifting identity and ambiguity of legitimation 

and the inherent instabilities of an architectural project – paradoxically revealing the illegitimacy of 

their projections within the language of ancient authority. 

4.6.4 Social construction and translation – justifying practice. 

Allied with a narrative of theoretical legitimacy, the reconstruction project also evidences a social 

ambition for the discipline – the impetus to reconstruct is also inherently a constituent part of a 

project to elevate the status of the discipline as a learned profession and aesthetic activity that then 

provides a referential structure for contemporary projects, authorship and clients. The 

reconstructions not simply abstract projects that passively provide a site for academic and 

theoretical projection of a supposed architectural problem but active social constructions that are 

used to demonstrate contemporary social expectations of the programme of a villa as well as the 

hierarchical significance of the contemporary profession and its body of clients. The authority of the 

discipline is manipulated through the reconstruction to respond to the social context and enable 

architecture – indeed, the absence of the problem (absent villa) acts as an enabling mechanism that 

can be freely manipulated as an illustration of the status of the programme and the profession 

without requiring corroboration with a referential object or technically accurate description. 

The slippages in the material enable villa reconstructions to maintain a form of ancient legitimacy 

but also be re-presented in ways that are relevant to contemporary social constructions of aesthetic 

project, architect and client of the day – becoming an agency of translation. Whilst the discrepancies 

of an ancient text are limited to the instabilities and contingencies of translation and interpretation, 

and the problems of an object are constrained by the subtler deviations and preconceived 

assumptions of the empirical processes of measure, tolerance and accuracy, the villa reconstruction 

(with its inherent ambiguities) has far greater room.  
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4.6.5 Romantic nostalgia and myth – room for imagination. 

The room that the villa reconstruction offers suggests a mythologizing projection of another space 

and time of habitation and spatial experience – providing the framework for imaginative speculation 

and fantastical construction within the legitimate boundaries of ancient authority. A utopic vision 

also then incentivises the reconstructions – providing a site for a freely imaginative speculation of an 

idea that can then provide an influence on the contemporary product of architecture, whilst still 

alluding to the ideals of beauty embedded in the axiomatic dogma of classicism. This becomes an 

underlying imaginative impetus that sees the villas as an opportunity to elaborate, embellish and 

project romantic ideals within the absent project with the villa as a speculative fantasy to be 

moderated by the specific programme requirements of contemporary products of architecture.  

As with the other aspects of reconstruction, the villas provide a versatile context for this speculation 

precisely due to the ambiguity, uncertainty and instability of the villa. The reconstructions endure as 

a recurring project precisely due to the incapacity to reconstruct the villas – they create the room to 

project beyond the limitations of the classical dogma and the empirical evidence of ruins. They 

enable divergent romantic narratives to operate within their own terms of construction independent 

of the translations of the absent origin, whilst still claiming a degree of authority from the ancient 

model.  

4.6.6 Reconstruction summary – a mixed impetus for projection. 

In my reading of the reconstructions of the villa descriptions, the projects inadvertently contribute to 

a problematic situation that operates as a microcosm of the instabilities and insecurities of the 

discipline of architecture. Rather than articulating a linear progression towards an ideal solution to a 

problem, the projects collectively form an evolving problematic situation that evades description or 

resolution as any villa and instead exposes the projects as an unstable and contingent field of 

speculation. The impulse to reconstruct and the contexts of reconstruction cover a disparate range 

of architectural positions, which have been explored in terms of some common themes of 

reconstruction – these are my interpretation of thematic premises that have encouraged the 

enduring preoccupation with reconstructing the villas and focus on three principal areas of enquiry. 

Firstly, reconstructions that are driven by making a contribution to the legitimation of the discipline 

e.g. as projective illustrations that demonstrate, clarify or improve the application of codified rules 

and the associated axiomatic legitimacy of the discipline, or as projective constructions that support 
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an empirical fabrication of rules and the associated application of a scientific model of production. 

Secondly, reconstructions that contribute to the practical development of the profession or the 

social integration of the discipline as an aesthetic activity of practice e.g. through the development 

and application of a villa programme for contemporary architectural production benefitting from the 

reflected authority of an ancient source, and the enhancement of a learned and aesthetic profession 

of an art of building for the practice of architecture. Thirdly, reconstructions that contribute to an 

imaginative enquiry into the villa project as a speculative framework of design working within the 

luxury, mythology and ambiguity of an absent ancient source e.g. developing utopic and nostalgic 

reconstructions as a speculative design exercise to inform more moderated contemporary 

production. 

A typical reconstruction of a Pliny villa incorporates, to varying degrees of emphasis, aspects of each 

of these principal contexts of production and this creates a field of projects which evades a simplistic 

interpretation of a theoretical process of solving an architectural problem. Instead, the sequence of 

reconstructions creates a series that, despite their individual stated ambitions, collectively expose 

the contradictions of practising. The reconstructions become a unique condition that utilises the 

ambiguity of their projective status – suspended between a description and an object – to 

appropriate, project and translate a project. In its most extreme interpretation, the reconstructions 

cease to actually be about the villa at all, and instead operate as interstitial projections to enable the 

reconstruction of a ground and justify a product of an architectural project. But rather than simply an 

imaginative fantasy and a construction of an ideal paper palace196 with only visionary relevance, the 

reconstructions are caught in-between – claiming a correlation to an uncertain text and an absent 

object. This ambiguous state provides the reconstructions with an ever-shifting authority, legitimacy 

and value that mirrors the wider uncertainties of the discipline (as a theoretical and practical 

activity) as a whole. The project of reconstruction acting as a subjunctive proposition – a speculative 

framework that does not describe known facts but speculates on what those facts might have been. 

Developing this analogy, the reconstructions could be said to be enduring counterfactual conditions 

with each essay developing a virtual world of possibility, with no capacity for verification. The field of 

reconstructions thereby creating a sequence of alternate histories of the objects that are notionally 

described by the text, with each reconstruction adopting these worlds to fabricate an architectural 

project with all the associated theoretical, practical and social implications for production. 

                                                                                 

196 For a thorough review of the evolution of paper projects in Renaissance theory see: Hart & Hicks, 1998. For a more recent 
review of visionary implications of architectural projection see: Spiller, 2006. 
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Figure 138 Treatise extraction: Perrault, C _ A treatise of the five orders of columns in architecture _ Page 105 
(Perrault, 1708). An extract from Perrault’s treatise that emphasises his distinction between positive and 
arbitrary beauty and the confrontation of the contingent relativity of proportions – exposing the fabrication of 
legitimacy as a process of construction / reconstruction (but one that still aspires to the harmonic legitimacy of 
the original axiomatic ground). A process of description equivalent to the villa reconstructions as they elide 
away from an absolute but rely on the absolute for the project.  
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4.6.7 Using material – applying fabrication and reconstruction. 

The practical use of this material develops directly from the project of reconstruction – a project that 

produces a narrative derived from the description of an absent formal object but involves as material 

projections such that the project of the reconstruction begins to itself form the material. The depth 

of interrelation of the graphical representation of the villas begins to move as the work irrespective 

of the absent villa that provides the initiating descriptive context and so for my research the 

reconstructions form a body of work that acts as a site holistically – the involving description of an 

archetype – as well as individual moments of projecting. 

The movement between each reconstruction makes a shadowed project where the translations and 

projections between reveal the difference and eliding197 material of representations of the villa. 

Further, each reconstruction establishes a movement between the specific projection and the text 

(translation) as well as the historical fabric of previous projections. This forms a topology of 

architectural projection that contains variations, alterations and reconfigurations of the projected 

architectural representation of an absent object. Further still, the drawings made by each 

practitioner provides an intrinsic body of material with the geometric assumptions, translations and 

lineaments of the physical drawing and their respective modes of production, plan configuration, 

orientation etc. which forms another site of projective inquiry and material manipulation.  

The reconstruction drawings therefore provide material that articulates a multiplicity of project (the 

project of the continuum of articulating the villa archetype); elided projects (unformulated gaps 

between reconstitutions as a negative ground of project); a network of interrelations of project (the 

positive translations, projections and differences between projects); and, lineaments of each specific 

reconstruction project (the intrinsic geometric / representational / graphic material of the project) – 

these characteristics are then explored as a technical movement of operations for architecture. 

The movement of the fabrication (fiction) is therefore developed in the design research both in 

terms of the central problematic structure that the fiction constructs but also with specific technical 

appropriation of the material that forms an evolving method for enquiry (translating and 

reconstructing architectural enquiry). To begin with, the research develops a graphic reconstruction 

of the projects  – digital data extracting the formal properties of the physical drawing and the 

                                                                                 

197 Particularly the poetic use of elision where excluded sound is used to maintain a metrical structure (whilst the sound is still 
required – becoming a paradoxically absent presence). 
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relationship of the drawn material for each reconstruction (plan / section / elevation / view) 

alongside the canonic frame of architectural projection and representation (i.e. relation to Vitruvian 

/ Albertian principles and the preconceptions of architectural representation) and the perspectival or 

projective modular fabric underlying the graphic representation of the villa archetype. This 

extraction develops an involving geometric distillation of the material – the formal relationships, 

geometric proportional mechanisms and structural construction of the drawings that reconstruct the 

logical relations of the villa as abstracted material. A distillation that then exposes contingent 

parameters of the drawings – a re-reading of the drawing as data that translates the reconstruction 

as immaterial information establishing logics, hierarchies and a network of relationships. The 

multiple relationships are used as a juxtaposition of adjacent or distant reconstructions – the 

displacement of the representation and the consequent positive translation mechanism between 

and the negative elided project within to form an anterior, interior, exterior and ulterior 

reconstruction.  

The movements of material are applied as reconstructions and operative mechanisms working 

within an extraction of information – with 3-dimensional / 4-dimensional translation mechanisms 

and varied (imposed) logics of relation to the originating material. Spatial and volumetric 

reconstructions that are then reformed by the extraction of their own data and impact contingently 

on the initiating graphic representation that moves towards an in-between practice and contingent 

construction for an architectural project. 
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ESSAY 08: Pliny re-compositions and interpolations. 

How to reconstruct a narrative fabrication? 

In this essay, the reconstructions of the Pliny villas are developed in more specific detail to test the 

relevance of this origin as a process of reconstructing the narrative through an explicit understanding 

of the interpretative processes of the fiction. This investigates the arbitrary impositions of grid, 

module and composition that are layered by a historical series of practitioners on the ephemeral text 

of a spatial description. These impositions are interpreted (acknowledging slippage in my own 

processes of reconstruction), before exploring the juxtaposition of contrasting accounts of the 

spatial arrangement superficially derived from a consistent textual description.  

The reconstructions cease to be a reconstruction of anything other than the process of 

reconstructing – and it is this reconstructed material, as a series of compositions, that becomes an 

alternative material for projection in these studies. 

How are my reconstructions constructed? 

 

Figure 139 Essay 8.1. Reconstruction of Scamozzi reconstruction (Laurentian plan). 

The most significant early reconstruction is the interpretation of the Laurentine villa (Fig.139) as 

reconstructed by Scamozzi198 in 1615 (the rediscovery of the ancient model in the early 

                                                                                 

198 Soane uses the Scamozzi reconstruction in his lectures as the model of the typology (Soane, 2000, p. 218). For a 
comprehensive illustration of specifically the Laurentine villa see: Pinon & Culot, 1982. See also Appendix 3 for an example 
commentary on this reconstruction. 
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Renaissance). It presents a legitimising model to support Renaissance villa development and reflects 

a specific reading of the material to inform a preconceived project. In contrast, the reconstruction of 

Schinkel in 1841 (Fig.140) – purportedly the same villa – articulates a very different interpretation of 

the spatial arrangements and hierarchy to further a different sensibility of the architectural 

opportunities derived from the same ancient authority. 

 

Figure 140 Essay 8.2. Reconstruction of Schinkel reconstruction (Laurentian plan). 

What this essay explores is not an academic exercise of defining the project of the villas as a serial  

evaluation of the relationship of these reconstructions to an authority. There is no ground, and the 

reconstructions are conscious translations from other reinterpretations of what this ground might 

be. This absence of ground is also allied with an ulterior subtext of attempting to project a legitimacy 

that becomes a model of production for the respective actualised projects of each practitioner.  

My reconstruction drawings instead, then, begin with an interpretation of the reconstructions – but 

simply as a precursor for exposing the arbitrary juxtapositions within these interpretations199. Taking 

the Schinkel example (Fig.141), there is a printed form of the plan layout and corresponding 

description of the spatial arrangement as an interpretation of the villa configuration. This forms a 

reconstruction: 

                                                                                 

199 It is important to recognise that my reconstruction exercise is not aspiring to fix a logical interpretation that reveals the 
axiomatic principles for application but is a mechanism to instead juxtapose the differential conditions between 
reconstructions. This exercise is therefore to be seen in contrast to ideas of space grammar or attempts to identify the 
proportional structure of an ideal villa type: Hersey & Freedman, 1992; Hillier, 2007; Mitchell, 1990; Rowe, 1976; Stiny & 
Mitchell, 1978. For the origins of this way of approaching villa reconstruction see: Wittkower, 1967, pp. 70-76. For an 
alternative example of a productive application of projective possibilities see: Cohen & Lamster, 2001. 
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Figure 141 Essay 8.3. Schinkel reconstruction with the construction of the primary axes identified (by author). 

The preliminary step adopted is to reimpose the modular grid that sits within this composition (as I 

understand it). This involves a re-interpretation of the formal layout and in so doing defines the 

parameters and scale of the reconstruction in relation to the column proportions (Fig.142). 

 

Figure 142 Essay 8.4. Reconstruction of modular grid framework within Schinkel reconstruction (by author). 

With this modular imposition interpreted (subject to deviation from the original reconstruction 

through my own judgement of interpretation), the underlying fabric of the reconstruction is 

exposed. This defines a grid field and the principle lines of symmetry across the field (Fig.143). 
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Figure 143 Essay 8.5. Exposed grid construction of Schinkel reconstruction. 

With this interpreted ground extracted from the drawing, the reconstruction is a simple study within 

the parameters defined by this modular constraint. The grid defines its own inherent logic and the 

proportional relation of spaces flow from this imposition regardless of the relationship with the 

description of the letters. The reconstruction forms its own free interpretation by Schinkel of the 

right configuration of spaces in contrast to preceding reconstructions (superficially justified by a new 

interpretation of the text). The principal moves and geometrical relations are identified in this way to 

provide a fragmentary armature of the reconstruction plan (Fig.144). 

 

Figure 144 Essay 8.6. Reconstruction of Schinkel reconstruction with interpolated grid construction. 



 

 

PART 4: FABRICATING FICTIONS  294 

This approach is adopted across the full scope of reconstructions, establishing a multiple source of 

villa drawing as interpreted by myself over the interpretations of the original practitioner’s essay. 

The nodal point of the villa description – the atrium – is then initially explored as the pivot point for 

translations between reconstructions.  

For example, the juxtaposition of the Schinkel reconstruction with that of Hirt (1827) locates a 

primary plan over a secondary plan at the supposed location of each interpretation of the atrium as 

described in the text of this space. This creates a reconstruction of juxtaposed plan figures (Fig.145) 

that is neither Schinkel or Hirt (and certainly not Pliny). It creates an alternative identity with its own 

logic of relationships defined by the slippage between plan configurations (and an alternative field of 

data information held within this composition) – becoming a juxtaposition that begins to dissolve the 

positions of the reconstructions. 

 

Figure 145 Essay 8.7. Primary and secondary reconstruction juxtaposition study. 

This study then develops this approach using the multiple field of reconstructions – with varying 

hierarchies of juxtaposition (Fig.146) – initially still focussing on the accumulation of plan around the 

nodal position of the atrium. 
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Figure 146 Essay 8.8. Primary, secondary and tertiary reconstruction juxtaposition study. 

With the increased density of juxtaposition, it becomes apparent that the nodal location of atrium is 

as arbitrary as any other position within the plan and that the superficial centring of the 

reconstructions to this site within the text is futile.  

Further, the drawings expose the variation in reconstructions with varied hierarchies of a primary 

plan influencing the perception of slippage for subsequent layers. See for example Canina (1840) and 

Scamozzi (Fig.147). 

 

Figure 147 Essay 8.9. Reconstruction juxtaposition study. 
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Or Haudebourt (1838), Bouchet (1852), Canina (1840), Castell (1728) and Macquet (1818) (Fig.148). 

 

Figure 148 Essay 8.10. Reconstruction juxtaposition study. 

The drawings cease to either be reconstructions of the Pliny villa, or reconstructions of individual 

reconstructions (following a process of geometric interpretation) of the respective practitioner 

interpretations – they no longer essay as villas or reconstructions, but as compositional drawings of 

spatial relationships of difference.  

And with this repositioning of the narrative material of the drawings, the relations between the 

compositions are liberated and form the basis of a sequence of manipulations and translations to 

inform the drawing itself rather than any fiction that refers specifically to the logic of the layered 

interrelations (Fig.149). 
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Figure 149 Essay 8.11. Intensification of juxtaposition of reconstruction – dissolving narrative origin through 
composition of difference. 

Similarly, the differential movement of the underlying grids of the reconstructions is exposed as a 

series of arbitrary vehicles for locating drawings which – no longer having any justifiable relation – 

becomes not a structuring grid, but an active component of new drawing projections. The grid, and 

the layered differential of the underlying modular imposition, become active components of the 

composition – compositions which reconstruct an alternative fiction in each case (Figs.150-151). 
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Figure 150 Essay 8.12. Intensification study. 

 

Figure 151 Essay 8.13. Intensification study with juxtaposed modular frameworks. 

Reconstruction then creates its own field for projecting that exposes the material as a series of 

geometric exercises to establish positions that are then exposed, juxtaposed and re-composed as a 

multiple projection (Fig.152) for an architectural project (no longer reconstructions of a project). 
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Figure 152 Essay 8.14. Frames of reconstruction juxtaposition compositions – multiple manifestations of original 
difference now removed from an origin (exposed). 

Further, this compositional field adopts an intensity and depth of differential relations to become 

drawings where the source is no longer distinct or legible, but in its place a shadowed potential 

alternative plan emerges (Fig.153). 
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Figure 153 Essay 8.15. Alternative compositions emerging as residual reconstructions through intensity of 
layered difference. 

 

These plans can then be treated as individual drawings for further compositional translation, 

separate from the language of the originating reconstruction (Figs.154-155) 
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Figure 154 Essay 8.16. Pliny reconstruction composition study. 

 

 

Figure 155 Essay 8.17. Pliny reconstruction composition study. 
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Figure 156 Essay 8.18. Detail of Pliny reconstruction composition study. 

With successive iterations and an absurd depth of manipulation, the drawings adopt the appearance 

of blueprints for a completely different projection (Figs.156-157). Data to be extracted and deployed 

as differential languages from the drawing composition (not a villa) and a mechanism for projection 

embodied as a plan figure of fragments, slippages, movements, interpretations and juxtapositions. 
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Figure 157 Essay 8.19. Dissolution of plan identity – emergent parallel composition for projection. 

How to interpolate this “reconstruction”? 

The drawings reconstruct the fabrication, creating a dynamic of compositions that continue to move 

and adjust to imposed compositional interpretations. The critical rigour of the plan identity is 

simultaneously embedded and dislocated through the movements of production and a superficial 

axiomatic authority is exposed through a bewildering relativity of production – creating its own logic 

of imposition outside of the positions that originally defined the process. With this fluid series of 

grounds – a river flowing between positions – the interpolation of each reconstruction now becomes 

a process of adopting varying systems of data extraction from the new composition. Deriving a 

revised structure of data from each composition with the proportional relations no longer expressing 

simplistic harmonic relations between spaces, but a series of differential conditions to be further 

manipulated digitally.  
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The formal relationship of length, breadth, sequence, scale etc. are dissolved into a numerical field 

of differential drawn relationships – creating numerical series of unexpected consequences that are 

either retained as whole number complications or distilled to divergent series of numerical sets 

between 0.0 and 1.0 as an imposed boundary of numerical deviation. Datasets of deviation 

accumulate for deployment, manipulation, reformation or discard through scripted processes that 

apply these reconstructions and have an unpredictable quality inherent in their unstable formation 

as a compositional reconstruction. 

How can this be justified? 

Not at all – or completely. The reconstructions have dissolved the question (Fig.158), as drawings for 

projection they simply enable and are products for producing – acknowledging their inadequacies 

through a deviant manipulation and parody of a logical rigour that simply reinforces the whole 

fictional model of the material for projection. As such, they suggest a reconstructed fabric for 

projection that can move freely from this artificial ground. Explicitly articulating the instability of its 

origins and reflecting this instability through a fluid dynamic of reconstructions that no longer reflect 

a construction. The value of the drawings becomes purely an agency – to be tested, manipulated, 

speculated, reframed or disposed of. 

 

Figure 158 Essay 8.20. Blur of difference – intensification of differential dissolving composition. 
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How to apply this project for architecture? 

The clear progression is now defined by the momentum of this essay – this re-fabrication must now 

be tested as deployed interpolations and the blur of intensity and movement of positions should 

now be shifted into specific projections as an enactment of the agency produced. Reframing the 

enquiry as projecting rather than a project and testing the implications when these fictions are 

deployed. 

The research will explore these opportunities across a variety of scales and a variety of media – 

drawing across the evaluative lessons learnt from previous essays to consider a topology of projects 

where this blur is re-presented within diagrammatic components of projects on the one hand, or 

completely transformed into its own structure of a series of alternative sites as stoppages of this 

dynamism that both solidify as proposition whilst maintaining their inherent instability, projective 

uncertainty and fluid irresolution. 

Contradictory projects for architecture that keep open the room for perpetual questions to emerge, 

construct, reconstruct or be rejected without assuming any prejudged legitimacy that must allow 

their solution to be claimed as the right one. Projecting as a contingent and unstable process, not a 

stylistic trait of in-determinacy but an active agency of unstable fluidity that continues to reinvent 

the potential for alternative spaces, places and environments to emerge. 
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PART 5: CREATING SOME ROOM 

Essaying to project 

 

I have only to go on, as if there was something to be done, something begun, somewhere to 

go (Beckett, 1975, pp. 51-52).  

 

Of two people who contradict each other, one must be right and the other wrong: there is no 

third possible; it is said, the Third is excluded; or better yet: there is no middle [milieu]. Truly? 

Remarkably, the French language defines the word milieu as a point or an almost absent 

thread, as a plane or a variety with no thickness or dimension, and yet, all of a sudden, as 

the totality of the volume where we live: our environment … What had no more room takes 

up all of it (Serres, 1997, p. 43). 

 

… it called attention in a most impressive way to the fact that a proof can be given of the 

impossibility of proving certain propositions within a system (Nagel & Newman, 2005, p. 7). 
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5.1 How to project? Opening room for projecting.  

This part of my thesis tests models for architecture.  

It develops strategies for working within a temporary fictional construction and applying the 

associated differential properties for speculative proposals. 

It begins by outlining the thematic preoccupations of my final essaying. This defines a projective 

scope for creating room for architecture – pre-conceiving the product as an abstracted pattern-book 

of possibilities, and a series of situated projections. 

This brief is then followed by a parallel description of an alternative situation within which the fiction 

of the Pliny villas could be juxtaposed and form the basis for a series of situated projections to be 

developed.  

This situation defines a spatio-temporal context within which models for architecture are explored. 

Models that utilise the slippages between material, the contingencies of process / technique, and 

the continuous reframing of questions by design. 
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5.2 Something begun, somewhere to go – a brief. 

The programme of my design research focusses on an open sequence of houses – conceived both as 

a speculative framework for projects and a sequence of situated projections. This programme 

continues to manipulate an initiating material that drives the spatial and formal enquiry and 

develops the digital and analogue translations, contingencies and ambiguities derived from the 

narrative content of the villa. The proposed domestic projects are shaped and translated as essays in 

reconstruction in response to an evolving problematic situation of context, duration, location, 

contingent reality and spatial / formal affect and are explored and developed within two principal 

contexts.  

Firstly, as generalised and open typologies that develops an open enquiry and ascalar investigation 

of space, time, element and assemblage (part, component, sub-assembly, assembly) of house 

typologies. These are tested through a constrained usage of the contradictions and ambiguities of 

the narrative context and projective application of product as a pattern-book of possibility (Essay 

09). 

Secondly, as situated and actualised projections where a development of a network of situated 

stoppages of projecting is explored with interventions, reconstructions and propositions for 

architecture within the unstable contradictions of communication, description and objectification 

and the evolving problematic situation of an enquiry relocated to an alternative location (Essay 10). 

These programmatic approaches operate as the concluding essays of the thesis that reconstruct the 

enquiry, the project and the terms of projection. They explore the opportunities for inventive 

projection within the contradictions of the framework of constructing an architectural project and 

the principles of these approaches are developed below. 

5.2.1 Topology of projects (Essay 09 principles) 

The first area of investigation is the development of a speculative framework within a programmatic 

field of possibility for domestic construction. This is described as a topology of projects to emphasise 

the continued interconnectedness of a sequence of design essays which develops as an evolving test 

of project principles and the synthetic approaches to ways of working within the contradictions of 

architectural production. The projects will essay architectural enquiries within a topology of an 
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assemblage of houses – the speculative framework of houses constituting not a singular objectified 

house, but an involving enquiry into the translations, slippages and reconstructions of ascalar house 

constructions and component fragments as an interconnected field. An involving field of elemental 

constructions that investigates the potential productivity, value and spatial affect for architecture 

within an open sequence of production.  

The project explores a topology of houses as an interconnected sequence of house design elements 

and transformations that form a typology of translations, projections and relationships of diverging 

reconstructions of an archetypical project. These essays in the reconstruction of a project operate as 

a continuously involving and multiple field of house assembly across varied scales of domestic 

programme. The essays become an open sequence of projections that manipulate the originating 

material of a domestic archetype, speculate within the frameworks of domestic programmatic 

description and reconstruct the problematic situation of the boundaries, preconceptions and 

descriptions of domestic elements. 

This sequence defines shifting translations of parts of houses rather than a house. The essays 

reconstruct, construct and reflect unexpected contingencies of modes of production of ascalar 

components of a domestic typology assemblage. This partial description operates as an irresolute 

field of production for architecture within the preconceptions of a speculative framework. A post-

logical pattern-book that is translated and reconstructed by projecting and the contingent 

implications of the evolving problematic situation of parts of a house. The assemblage of domestic 

programmatic elements forms an involving field of spatial, formal and material affects that move 

between scales and typologies of domestic use and elemental construction to become a post-logical 

pattern book of project. The project consequently enacting a fragile and shifting assembly of house 

as a field of possibility that is inherently acknowledging and working within the contradictions of the 

terms of its production and the value, description and communication of its product.  
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Figure 159 Treatise extraction: Morris, R _ Lectures on Architecture _ Lecture 7 Room proportions (Morris, 1736). 
A systematization of proportions to define a project topology – but closed and limited as a model of domestic 
production and not open and responsive to slippages and translations for projection.  
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5.2.2 Situated projections (Essay 10 principles) 

The second area of investigation is the confrontation of a speculative framework with the specific 

contexts of a spatial and durational situation (translated fiction). This situation is the physical 

environment of the involving problematic situation and the situated projections manifest the 

processes of translation and reconstruction of a topology of houses as a sequence of projective 

house stoppages that are reformed in response to localised durational and situated contingent 

parameters of both an initial narrative, design methodology and situated context.  

The designing of situated projections confronts the contradictions of description, communication 

and objectification of an architectural project200. This confrontation will not represent a collapse into 

post-rationalised objectification but provides a new fabrication for continuing to expose the 

construction and reconstruction of a project as a tipping point in the spatial extension of the essays 

of projecting. The stoppages are not positions of an architectural project but form a composite and 

reflexive project for architecture – continuing to be an irresolute engagement with shifting and 

evolving reconstructions of a multiple field of problematic situations. 

The stoppages are developed as a sequence of situated domestic interventions within specific spatial 

and durational contexts (and an alternative narrative location). This framework enables the 

development and testing of an involving typology and topology of house within a situation of houses 

as divergent and episodic stoppages of projecting. Developing a medley and array of projecting that 

realises both an ongoing enquiry of post-logical production, and the actualisation of programmatic 

essays in response to localised conditions of situation. They are stoppages of a design project that 

are fully conscious of their instability and the contradictions of their relationship as constructions 

with the moment of stoppage. A series of spatial and durational interventions that reflect a space-

time episode within a situation – transforming the environment and reforming the parameters for 

continuing to produce, reconstruct and redefine the problem and the implications for subsequent or 

previous stoppages.  

                                                                                 

200 “haze sole certitude. The same that reigns beyond the pastures. It gains them already. It will gain the zone of stones. Then 
the dwelling through all its chinks. The eye will close in vain. To see but haze. Not even. Be itself but haze. How can it ever be 
said? Quick how ever ill said before it submerges all. Light. In one treacherous word. Dazzling haze. Light in its might at last. 
Where no more to be seen. To be said. Gently gently” (Beckett, 1982, p. 48). 
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ESSAY 09: Topology of projects and pattern-book re-imaginings. 

How to apply the fiction? 

This essay investigates the implications for applying reconstructions as a model for projection. The 

research has revealed fabrications of the Pliny material as a series of fields of information derived 

from the drawings – designed and manipulated through an intensive process of interpretation, 

juxtaposition and composition – that creates an immanent momentum. Data fields are extracted 

from the material and provide a constantly evolving series of structures for application – which are 

inherently involved with the ambiguity of this groundless construction, but also paradoxically 

disassociated from the specific origin which is found to be non-existent.  

How to apply this dynamic material? What are the contexts for projection that can test the 

problematic situation whilst keeping open the momentum? This essay explores one of the possible 

strands for application that emerges from the intensive manipulation of the narrative. The approach 

is to first reconsider the fictional model in the frame of a series of architectonic elements for 

dwellings. The intensity of translation and interpretation of the initiating material now finds a 

parallel in a multiplicity of outcomes as potential objectification – a manifold of project that forms 

multiple pieces as diagrams201 for an architectural project. Fragmentary elements project as multiple 

manifestations of the data of a problematic situation, that is then defined as a specific set of 

localised operations.  

The elements begin to define an alternative set of boundary conditions within a particular 

architectonic framework – for example projecting within grids, surfaces, walls, floors, rooms, spatial 

extensions, structures etc. The intensity of possibilities and associated transformations drive both 

variable operations and objectifications in this application. The project is not a singular outcome, but 

the designing for an architectural possibility between the multiple conditions of application – 

exploring the productivity enabled by an evolving problematic situation that creates its own fictional 

model that is appropriated and recast as alternative conditions within a wider topology of projects. 

The product of architecture becoming a re-imagined pattern-book – a reconstruction that 

perpetually reframes the enquiry, rather than imposes a model of a specific language of production. 

                                                                                 

201 The use of diagram has been extensively appropriated in architectural discourse – in its crudest sense simply expressing a 
form of explanatory graphical representation. In my use here, I refer back to the origin of this appropriation to suggest the 
translation of a manifold condition into a bounded description: “The diagram is indeed a chaos, a catastrophe, but it is also a 
germ of order or rhythm” (Deleuze, 2003, p. 102). 
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The elemental projects that emerge consciously feedback into the reconstruction of potential 

outcomes forming a dynamic interrelationship as an evolving topology with slippage, dissonance and 

variability as intrinsic qualities. A parallel can be drawn with the 18th century obsession with pattern-

book models that, despite superficially instructing a specific language and attempting to articulate an 

authoritative account for producing an accurate translation, inadvertently articulate a variable 

system for projection that accommodates contradiction and the unstable realities of production. 

How to project a “topology of projects”? 

 

Figure 160 Essay 9.1. Reconstructions of grid frameworks – translating narrative data into limiting grid field. 

The Pliny villa fabrication creates a many layered source of information – continuously evolving 

states and differential identities of spaces and their interpretative configurations extracted as 

multiple series of numeric relationships. This essay begins by producing matrices of data that 

abstract the graphic representations of the ambiguity and intensity of the reconstruction drawings 

and converts this into networks of information. The fields of numeric relationships are then able to 
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be interpolated and scaled within a variety of bounding impositions in a boundless number of 

variations of application. The designing of possibilities is developed from the field of unexpected 

interactions and the differential characteristics embedded in the narrative are moved outside of the 

drawings and both reduced and expanded into a network of numeric series. The series are initially 

collected as a range of positions – vertices, vector length, proportional relationships, nodal distances 

etc. This creates superficially absolute numbers from the slippage of my Pliny reconstructions. This 

information can then be collected and appropriated / translated through script to inform specific 

qualitative aspects or degrees of change within projective techniques of construction. Alternatively, 

variance or differential properties of this information can be imposed and reformed as a movement 

between numeric boundary conditions of 0.0 and 1.0 – localising the differential into an abstract 

space which is then projected onto a specific virtual 3-dimensional construct. The information then 

determining the formation of a grid construction – with 2 or more series informing the arrangement 

of line and structure within a grid framework (Fig.160-161). 

 

Figure 161 Essay 9.2. Projective grid study. 

This preliminary application demonstrates how a vast array of variables collected can be condensed 

to very minor inflections within a system. The degrees of variance are controlled to affect specific 

areas within a field for projecting localised consequences – and these implications can then be 

tested and modified.  
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The scripts (that I design) are not producing a grid construction, but in effect contain all possible grid 

constructions within a constructed boundary where the variability of the network of relationships 

contains boundless possibilities for dynamic outcomes. 

 

Figure 162 Essay 9.3. Surface panels of grid construction studies. 

The linear framework of grid202 is then developed as surface infill (Figs.162-163). The 2-dimensional 

plane of the grid occupied by panel elements, with the variability of the data enabling isolated 

interruptions, distortions or translations of effect within an abstracted field.  

                                                                                 

202 The scripted operations within a grid develop approaches to applying the source data within a limited field and exploring 
the potential for appropriating this material in a specifically bounded construction according to impositions of pattern and 
configuration. For the underlying sources of the mathematical and ornamental precedent to this application see: Albers, 1962; 
Aranda & Lasch, 2006; Day, 1933/1999; Holden, 1991; Meyer, 1957; Weyl, 1982. For a broader consideration of the technical 
preconditions of stylistic evolution see: Semper, 2004. 



 

 

PART 5: CREATING SOME ROOM  317 

 

Figure 163 Essay 9.4. Surface panel study. 

The initial planar diagrams are further developed across a 3-dimensional surface (Fig.164) – 

exploring the potential for localised manipulation of the material when applied to specific 3-

dimensional constructions within a limiting boundary of frame, panel and structure.  

 

Figure 164 Essay 9.5. Surface framework perturbation study. 
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The choice of series, the design of the operations and the allocation of limiting parameters are all 

reflections on the instrumentality of the material – exploring, manipulating and assessing the 

productivity of designed and unexpected consequences.  The scripted processes are therefore 

applied consciously as effect within a designed field of operations, but also embed a fluid variability 

derived from the contradictions of the evolving problematic situation. The technical processes are 

allied with the narrative material in an application that is not deterministic but are actively designed 

operations enabled by an intensity of process. 

 

Figure 165 Essay 9.6. Frames of wall / modular element / framework perturbation and contingent grid 
manipulation studies. 

The topology of projects evolves through this process – a continuously reconstructed framework for 

operation is designed to test the formal implications of the material within specific conditions. The 

framework is adjusted to respond to effect, or the effects and processes for projection adjusted to 

respond to the adjusted framework. The adjustments themselves alluding to architectonic conditions 
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and collectively forming projections for possible elemental configurations – walls, floors, surfaces, 

structural frames, spatial accumulations, landscape distributions etc (Figs.165-167). 

 

Figure 166 Essay 9.7.  Frames of volumetric enclosure and contingent manipulation / modification of 
constructed framework. 

Each contextual framework adjustment enabling additional parameters to be exposed, developed, 

manipulated and explored through the application of parts of differing relationships of the material. 

And with each potential serial iteration, alternative boundary conditions to test the application of 

these shifting parameters reveals alternative possibilities for the projections. 

The topology continues to elaborate – with varying contexts of boundary and intensities, densities 

and scales of application becoming a continuous essay for the construction of fragmentary parts – a 
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pattern-book of possibilities that respond to the bounding conditions imposed as well as projecting 

unexpected implications through the application of varying structures of the narrative material. 

 

Figure 167 Essay 9.8. Frames of vertical surface modulation and projection / fragmentation. 

The flexibility of the application for projection enables subtle interruptions to be contained within 

equivalent operations as extensive disruptions and translations of potential effect. The scripts are 

either limited or given free rein to dislocate conventional structures of vertical planar elements, or 

modular surface treatments, framed constructions etc. – a language of elemental architectonic 

expression now given a dynamism for projection derived from the slippage and variability translated 

from the problematic situation that evolves within the information (Figs.168-176). 



 

 

PART 5: CREATING SOME ROOM  321 

 

Figure 168 Essay 9.9. Translation of villa differential data into structural framework / roof construction. 

Localised translations of formal construction enable discrete adjustments to preconceived systems 

and this suggests applications that can begin to operate within an understood framework of an 

architectural project whilst continue to involve within the contradictions for projecting. 

 

Figure 169 Essay 9.10. Internal wall configuration / building component – ascalar component study of spatial or 
detail enclosure constructed as a projection of differential properties translated into formal construction. 
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Figure 170 Essay 9.11. Frames of spatial organisation and distribution as an open and reflexive speculation that 
constructs and reconstructs compositions. 
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Figure 171 Essay 9.12. Frames of modular component manipulation and displacement. 
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The studies continue to explore opportunities for manipulating a shifting language for projection – 

language that is reconstructed through the application of a differential field of information and 

designed as a falsework of potential configurations. 

 

Figure 172 Essay 9.13. Modular differential construction as flooring projection. 

 

Figure 173 Essay 9.14. Differential modulation of grid and panel surfaces within constructed room boundary. 
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Figure 174 Essay 9.15. Frames of grid as structural framework manipulated by involving integration of 
differential villa data translated into specific boundary field. 
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Figure 175 Essay 9.16. Frames of grid deviation and surface projection as manifold flooring conditions. 
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Figure 176 Essay 9.17. Frames of accumulated spatial enclosure as volumetric composition manipulated by 
translated and reconstructed villa data. 

 



 

 

PART 5: CREATING SOME ROOM  328 

This essay therefore embodies a multiple projection for architecture – the project is not a singular 

proposition but is the shifting reconstructions of the problematic situation and the reframing of the 

boundaries within which the material responds, is translated and reformed in response to the effects 

and the assessment of the respective productivity of each multiple condition. The studies are 

endlessly malleable projections for application where the codification of data juxtapositions can be 

deployed across all scales of intervention with varying degrees of complexity and intensity and form 

a relative structure that doesn’t adopt the position of relativism but simply enacts an open enquiry 

for projecting. 

How can I continue to not stop? 

The studies explore the possibilities of a reconstructing methodology, that applies the differential 

movements of information across all forms of bounding conditions – paradoxically both continuously 

enabling movement whilst constantly reframing boundary conditions. The processes of projecting 

constantly remaking the operating ground condition, before the effects of the application translate 

this temporary ground and reimagine the implications for a possible resolution. The intensity and 

depth of layering and manipulation both creating complex situations or very minor adjustments to 

preconceived architectonic spatial constructs or building elements. The rigour of the essay emerging 

as fluid dynamics and intangible movements between positions that is a constant reflection on the 

outcomes, and their relationship to the frame of operation and the potential application. Logics of 

application crossing freely between scales of intervention, creating a cascade of potential 

frameworks for projection. 

 

Figure 177 Essay 9.18. Reconstruction (by author) of Gibbs’ relative rules for drawing classical order details. 
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But within this movement, the nagging question of how the singular is expressed within the 

movement of the multiple continues to provoke. Is the irresolute useful? Are structures for 

projecting for an architecture able to maintain an openness? How is this openness applied beyond 

an abstracted field of enquiry? In this context, a parallel language of projective framework which 

reforms the language of production is explored. Consistent with the contradictions of the Pliny 

material and the artificial essays to establish an absolute authority that the reconstructions of these 

villas formulate, the extensive literature of architectural pattern-books in 18th century England now 

provides a useful counterpoint (Figs.177-185).  

 

Figure 178 Essay 9.19. Reconstruction (by author) of Gibbs’ relative rules for drawing classical order details. 

These works are themselves caught within the insecurities of disciplinary authority – in principle they 

have a core objective to essay a reconstructive framework of an absolute language of architectural 

production (the proportions of orders, the hierarchy of spaces, the relationship between elements, 

the processes of forming specific ornamental details etc.) but these principles are also 

simultaneously inherently relative, variable and pragmatic. The result being not a definitive product 

of this language, but a framework within which the rules for producing might be enacted. Slippage 

between these principles is consequently endless between the respective authors of the pattern-

books which all claim an authoritative and definitive position, whilst being deliberately produced to 

be as practical and transferable as possible. In so doing the Georgian pattern-book embodies a 

groundless-ness within its own language and the instructions for reconstructing the core elements of 

the language of architecture become codified variables of an endlessly varying structure. 
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Figure 179 Essay 9.20. Composite differential of order detail reconstruction (after Gibbs). 

The assumptions of the classical language providing a limiting boundary assumed to be self-

legitimising, but the projective structure and relativity of the pattern book model unconsciously 

eroding the fabric of this legitimacy. 

 

Figure 180 Essay 9.21. Composite of differential orders / proportions of arch / column module (after Gibbs). 
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This essay investigates the rules that are constructed within this endless search for a fully repeatable 

system and definitive articulation of the interrelationship of the variables. In this process, as with the 

Pliny material, the absence of the rules becomes explicit – or to put it another way, the construction 

of a project for architecture emerges as the processes for projecting not the product of adopting a 

specific system. Inadvertently deconstructing the language by way of producing essays to provide a 

means to endlessly reconstruct it. 

 

Figure 181 Essay 9.22. Intensification of pattern-book composite (after Gibbs) where the harmonic proportions 
are reconstructed as a drawn projection of an exposed proportion. 

But rather than accepting a pejorative language that is usually reserved for discussing a pattern-

book, the alternative context of the Georgian essays demonstrates a model for maintaining 

movement. When the artificial expectation for these handbooks to provide an absolute guide to 

classical reproduction is removed, the countless structures for projection reveal alternative 

possibilities for projection as an arbitrary but rigorous framework – a construction for reconstructing 

that is endlessly re-negotiated within a self-imposed boundary.  

When this boundary is adjusted, however, and my drawings compose alternative logics of this 

framework in juxtaposition or interposition, then the model of production is relocated (Figs.179-

182). 
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Figure 182 Essay 9.23. Entablature composite (after Gibbs) of proportional relativism. 

The pattern-book model is reimagined – not as a mechanism of production, but as a vehicle for 

projecting alternative possibilities that undermine its own language of production. The language of 

absolute authority is exposed through the movements of the pattern-book approach which, despite 

protestations of exactitude continue to evolve in ever more whimsical and arbitrary manifestations 

of taste. My drawings of these drawings adopt the rules – specifically those of Gibbs (Gibbs, 1732) 

who focussed most heavily on the delineation of parts as a variable and relative construct in a 

mathematical narrative of contingent parameters and scale devices – and develop as a series of 

interpolations of contingent instructions.  

The rules get dissipated into a blur of instruction whereby the object being described is removed 

from the processes, but the model for projecting outside, beyond or elsewhere emerges from an 

acknowledgement of the inherent contradictions (Figs.183-185). 
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Figure 183 Essay 9.24. Entablature study intensification as instructional blur. 

What remains is an indistinct set of associative connections that is clearly no longer applicable in the 

terms of its originating language but is suggestive of a contingency that escapes the boundaries of 

the delimiting language and suggests “how to continue not to stop projecting”. 

 

Figure 184 Essay 9.25. Dissolution of instructional relativism. 
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Figure 185 Essay 9.26. Composite entablature / column base (after Gibbs) as instructional rules dissolve and are 
exposed as a potential framework for an alternative language for production. 
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What might an architecture become? 

This essay explores the application of translations and manipulations as an involving series of 

operations and reframes the enquiry through projections for an architecture where the movements 

of data, frame, application and boundary are designed, manipulated, reconsidered and/or rejected 

as a fluid process for projecting. 

 

Figure 186 Essay 9.27. Frames of perforating surfaces as an open translation of grid and villa data differentials 
reconfigured within a limiting extent and boundary constraint. 

It also investigates a parallel language of pattern-book where the essaying of 18th century 

practitioners to articulate a definitive codification inadvertently develops an internal self-
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contradiction. Through projecting within this language, the rules display an arbitrary contingency 

that is paradoxically enabling – but in completely different terms to the ambition of the model.  

In evaluating these dual studies, the applicability and instrumentality of the scripted models can be 

seen to converge with the narrative framework of their origin (the Pliny data) and an alternative 

language of a contingent dynamic (the essays of a pattern-book approach to delineating absenting 

rules and shifting relationships). This suggests an alternative approach to objectification, as well as a 

possible evolution of a problematic situation, to enable specific propositions and situated projections 

to both enable and resolve irresolutely. 

Where might this architecture be situated? 

The location for projecting must evade the conventional models of production – not fixing a site, but 

identifying a situation as a language wherein models might be applied, rejected, dispersed, 

dissipated, reconsidered and either temporarily adopted or left discarded as other elements of a 

future past or subjunctive state of imminent conclusion.  

The design research will then investigate the capacity (if any) for concluding – working as a final 

essay within the contradictory absence of any possible resolution and projecting stoppages that 

embody a mixture and movement that remains open and leaves room for a full and explicit 

acknowledgement of their own potential irrelevance. 

This problematic situation draws through the experience of the research – the movements between 

abstraction, technique, play, logical rigour, dissolution of rigour, construction, reconstruction, 

fabrication and dislocation – to speculate on how this projecting might stop to communicate. This is 

considered as a reframing of all the material in an alternative landscape of situation as stoppages for 

projection (again). 
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5.3 Relocating a situation – juxtaposing rooms. 

The research has focussed on the slippage and differential conditions of the Pliny villa narrative as 

the primary fabrication within which to test models for projecting, and this situation has provided an 

endless capacity to articulate an instability and ungrounded-ness of a project and provide source 

material for projection. To further explore the possibilities for projecting, however, a parallel 

narrative framework is required that provides a context to situate projections as a physical 

proposition within which my models for architecture can be explored further.  

5.3.1 Why construct again? 

An alternative room provides another spatial and temporal environment within which specific 

propositional conditions can be explored – that maintains a relationship with the underlying material 

of Pliny, whilst also exposing an alternative context for enquiry as the absent original is now 

translated and reconstructed in another historical context for projection. This alternative situation 

offers the opportunity to further juxtapose the shifting environments of the Pliny narrative by 

creating movement and translation between the constructions and testing the opportunities to 

create room for projecting in-between. 

The research develops a contingent network of situations to test models for architecture and the 

network is formed of a series of multiple site conditions – a historical plane of architectural 

objectification that has a specific physical zone and temporal period, and where the status of 

objectification is manifest in multiple phases of completion. This provides an alternative meter for 

projecting within – a framework that introduces another language or position into the processes of 

objectification to allow all positions to be undermined and to emphasise the opportunities of 

keeping the process open. At the same time, it offers the opportunity for the final essay to now 

explore projecting for architecture in an actualised network and test the less abstract potential for 

my design research. 

5.3.2 Moving the construction(s) 

The context selected for enquiry is the development of Palladianism as a stylistic movement in the 

first half of the 18th century in England. This movement provides a structure within which to explore 

the contradictions of the original Pliny material in an alternative frame – working within the villa 

typology, but in this case now considered in terms of actualised architectural objects in a specific 
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temporal and geographic context. It also provides an ongoing capacity to expose the operations of a 

particular movement as an illustration of a preconceived stylistic imposition attempting to define an 

appropriate style that is legitimised by ancient authority. Projecting within this alternative field of 

objects now offers an opportunity to test an approach within specific contexts where the 

architectural implications form stoppages of process for reflection. The new construction begins 

again with the villa – beginning again in the middle of a multiple field of villa contexts that 

reconstruct the architectural idea for a specific space-time condition. The Palladian movement 

therefore represents a specific imposition and translation of the villa within a historical context.  

5.3.3 Where are the villas that are selected? 

The network of locations concentrate on London as the urban context within which an evolution of 

the linguistic translations, projections and stylistic impositions are explored – as the urban focus of 

the country, and of authority, it provides the spatial and physical location within which the 

differential conditions of the Palladian movement can be most emphatically utilised. London 

provides the nodal focus within which the ambiguity of the villa type is again explored as it moves 

between the suburban idealised condition and is simultaneously and continuously folded back within 

an urban environment of this suburban idyll (and unfolded out to become a fabricated landscape of 

rural England). 

The geographical situation is therefore inherently and deliberately dynamic – it has a London focus, 

but this is a shifting conception of London. The villa has a volatile relationship within the ambiguous 

interstitial conditions of early 18th century urbanism and the competing demands of a villa type –

located between domestic ornamentation of repeating townhouse models at one end of the 

spectrum, through to country estate planning at the other. The suburban model of ambiguity that 

the villa condition embodies hovers around the environs of London where the boundary conditions 

of an urban extent are ill defined203. The adopted locations204 simultaneously project from within the 

urban centre (the evolving speculative development of the West End), the liminal conditions of 

                                                                                 

203 The geographical scope is defined through the contemporary maps of John Rocque (10 miles round London 1746) and John 
Cary (15 miles round London 1786). 
204 A brief synopsis of each situation is provided for reference in  Appendix 5. 
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suburban environments, and the diverse manifestations of a rural estate and landscaped 

environment205.  

5.3.4 What are the villas that are selected? 

As is implied by their multiple and shifting geographical location, the villa is ascalar – the 

construction considers the villa environment as a fluid network of spatial conditions that reflects a 

multiple scale of domestic fabrication. The villa typology of Palladianism that forms the translated 

fabrication is not a specific type, but a field of domestic imposition that reverberates across all forms 

of rooms – becoming a language of architecture that through its dogmatic assertion of authority only 

succeeds to destabilise its own linguistic frame.  

The villa sites that are used operate between scales of this language – from rooms to country 

estates: specific rooms are selected within which the Palladian language is formalised as a spatial 

and ornamental device206 as the model of villa is appropriated in a specific interior condition; specific 

houses are selected within which the speculative development of London appropriates a “style” for 

translation and replication of housing development and the model of villa is appropriated as a 

speculative development condition207; specific mansions are selected where the villa typology is 

recast in an urban frame208 with the spatial hierarchies, relationships and stylistic effect appropriated 

for an emerging urban context and the model of villa is reconstructed in a grand urban condition; 

specific villas are selected where the villa typology209 is reconstructed in the liminal conditions of the 

environs of London as a translation of a Renaissance ideal (itself an appropriated translation of a 

fabricated ancient authority) and the model of villa is translated as an alternative imposition of villa; 

and, specific country houses are selected where the villa typology is elaborated as an ancient ideal of 

                                                                                 

205 For a comprehensive description of the urban and social context of London in the 18th century see: White, 2012. Specifically 
with regard to the architectural development and speculative planning of Georgian London see: Summerson, 1962. In 
addition, Survey of London volumes provide an invaluable resource to elaborate on specific architectural developments 
throughout this period. 
206 Specific architectural ornamental detail and interior design references include: Jourdain, 1950; Lenygon, 1914. For a 
detailed review of the interior decoration of Norfolk House see: Fitzgerald, 1973. 
207 For an overview of 18th century English houses see: Lloyd, 1975, pp. 123-145. Specific London development is described in: 
Summerson, 1962. 
208 For a thorough review of the London mansion of this period see: Pearce, 1986. 
209 A description of the villa is dealt with in all the principal architectural reviews of this period, see for example: Kaufmann, 
1968; Summerson, 1969; Tavernor, 1991; Wittkower, 1974; Worsley, 1994. For a specific focus on the Georgian villa see: 
Arnold, 1996. 
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excess, leisure and manipulated landscape environment210 and the model of villa reconstructed as an 

ancient villa. 

These five categories of villa that are identified within this revived fiction provide a reference 

structure for the sites – a network of locations that moves between these artificial constructs, as the 

villa typology is reformed, reshaped and redefined by its emerging context and provides an 

alternative environment for projecting within each scale of objectification. Specific ornament and 

spatial sequence of rooms in the West End reforming the landscaped environment of a country 

estate; or influencing the language of an elevation of a suburban model; or translating the 

disposition and hierarchy of rooms within a speculative townhouse proposal. The Palladian 

movement appropriates the villa between scales, and this fabrication adopts the movement as an 

alternative location for the design enquiry to expose, and utilise, the contradictions within practising. 

5.3.5 What is the villa condition that is used? 

In a similar way to the disparate geography and scale of the villa situation, the physical condition of 

the villa is also multiple. The sites do not simply reflect a single historic moment of objectification 

but are products across a spectrum of completion or fragmentation of construction – they are 

chosen as situations embodying multiple phase transitions of a villa that undermine the singular 

model of the language of production. The villa sites are: completed objects – physical buildings that 

remain an extant condition; demolished objects – sites that no longer exist; remodelled objects – 

partially reconstructed / adjusted / improved sites; reconstructed objects – sites that are remade on 

site or relocated as representative fragments of a lost site; translated objects – sites that in their 

original construction were reconstructions of other sites; speculative objects – sites that were never 

realised. 

The villa situation of the Palladian movement for projecting is, consequently, not simply a series of 

villas, but an interrelationship of existing, remodelled, translated, reconstructed and speculative 

conceptions of the villa as translated in a specific spatial / temporal field.  

                                                                                 

210 Again, the development of the country house is described in detail as an evolution of the villa type by the principal 
commentators. Specific detail with regard to early Georgian country houses is described in: Hussey, 1965. Of particular 
relevance to the landscaped design context of the country house is the work of William Kent (Mowl, 2006) and the 
contribution of Alexander Pope (Serle & Pope, 1745). In addition, the development of the garden building is described in: 
Rutherford & Lovie, 2012. 
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Figure 187 Treatise extraction: Halfpenny, W _ Practical Architecture _ Plate 26 _ Rustic door (Halfpenny & 
Jones, 1724). Palladian rules simplified into an instructional treatise to maximise dissemination and replication 
(whilst undermining origin). 
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5.3.6 How is the villa reconstructed / disseminated in Palladianism? 

The multiple states of the villa situation reflect a typology that is itself a fabrication of translation 

and reconstruction and the model of Palladianism inherently contains the idea of a replication of a 

language as the basis of engendering an authoritative legitimacy on the objects derived from the 

application of this language. Ostensibly, this language is derived from a Renaissance ideal (itself 

derived from its own specific spatial / temporal interpretation of ancient models). Equally, however, 

the model of Palladianism is a reconstruction of the Inigo Jones project for classicism in England (a 

rejection of a more domestically evolved Baroque), with the application of Palladian style focussed 

on the reconstruction of an English national architectural identity paradoxically translated from a 

very different social and climatic environment. Central to the use of this situation therefore is the 

ambiguous status of translation and reconstruction within the selected Palladian sites. The 

movement demonstrates the absence of an original and operates as a dynamic field of iterations of 

project that translates the principles and reconstructs / re-appropriates the rules of production to 

respond to specific requirements. The Palladian origin is translated freely, whilst at the same time 

being formally dogmatic in its assertion of a limited palette to claim a legitimating authority of 

production and the movement reflects an inherent contradiction in production that is a fluid process 

of translation between objects within set boundary conditions of a stylistic frame of language. 

The villa is situated primarily as a series of transition states of physical objects (practical evidence) 

but another key aspect for this alternative location is the parallel transmission of Palladianism as a 

speculative theoretical framework for reproduction. This system of transmission was critical for the 

success of the movement in defining a widespread language of production. This is most clearly 

demonstrated by the significance of the publication of Vitruvius Britannicus which, in effect, 

becomes the single most important object of the Palladian movement. Within the reproductions of 

domestic projects across the country, the narrative of the linguistic identity and legitimacy of 

Palladianism forms an incontrovertible framework for the subsequent reproduction of the model.  

Contemporaneous with the circulation of ideal templates for domestic projects, is the parallel 

production of countless pattern-book models which outline the pragmatic systems for reproducing 

the harmonic, spatial and ornamental details as well as the technical and economic principles for 

reproducing the requirements of the Palladian movement. The villa situation of Palladianism is 

therefore both a speculative projection of idealised projects and the shifting definitions of rules for 

reproduction. The textual circulation and distribution of the villa ensuring a widespread adoption 

and translation of the objects across disparate sites and spatial / temporal conditions – superficially 

establishing a fixed ground, the speculative movement of the villa model destabilises its language 

through the slippage and instability of varying structures of description and projection.  
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Figure 188 Treatise extraction: Campbell, C_ Vitruvius Britannicus III _ Plate 10 _ General Wade's House 
(Campbell & Gandon, 1725). An illustration of one of the selected sites (now demolished) that produced a near 
direct replication of Palladian villa design (translated into the London urban context in Great Burlington Street) – 
reflecting both the translation of the villa type and the communication of the design (Richard Boyle, 1723) 
through Vitruvius Britannicus to further the replication of the model.  
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The Palladian object becomes a dynamic field of translations and reconstructions and not a singular 

model – despite the stated aspirations to form a single model of production based on self-

legitimising principles. 

5.3.7 Why choose this alternative situation for projecting? 

The villas are a series of sites, but also an extended situation – the contradictions of the movement 

are explicit and the slippage and differential operations that exist both internal to the movement 

and to the translations of apparent ancient models are exposed.  

The reasons for this choice of context for the final essay of the design research is revealed through a 

series of key characteristics of the translation of the villa model. Firstly, the adoption of Palladianism 

as a model of villa production provides a vivid demonstration of the use and application of classicism 

as a vehicle for linguistic appropriation, circulation and translation as an architectural object of 

production. The principles of the language that are reproduced enables an interrogation of the 

artificial grounds of this language and the instability that lies within the apparent solidity of the 

position of architectural objectification. 

Next, the Palladian villa objects are distinct products but operate as a field of translations between 

positions as the model is reconstructed in different conditions that demonstrate a differential 

evolution of the stylistic dogma. The villa is therefore inherently denied an original condition, and 

the movement is characterised by processes of translation and reconstruction within which the 

dynamics of the Pliny material are reproduced in an alternative context as spatial / temporal 

conditions of phases of architectural objectification located elsewhere. 

The villa object is also inherently a multiple product where the singular idealised form is always 

elusive, but the varied and multiple locations of application are endlessly repeated, reconstructed 

and reapplied. Each villa a further manifestation of partial idealised conditions that derive an 

attempted self-legitimising authority from the linguistic dogma that is appropriated to produce the 

objects. Finally, the villa object is communicated and distributed through the publication of idealised 

speculations and the pragmatic rule-books that dominate 18th century architectural theoretical 

writing. These obsessive publications continually refine and popularise the principles of a movement 

that in their differential replicability undermine the sought for absolutism of production.  
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Figure 189 Essay composition: Essay 07. A study of layered analogue / digital compositions as a photographed 
composition – illustrating a digital / analogue process of multiple translations and slippages of contingent 
drawing production. A construction mirroring the slippages and translations of a problematic situation and the 
reflective projections for architecture in-between the apparent positions of sites. 
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5.4 The Palladian project – a derivative narrative. 

You too proceed! Make falling arts your care, Erect new wonders, and the old repair; Jones 

and Palladio to themselves restore, And be whate’er Vitruvius was before (Pope, 1996, pp. 

73-74). 

The Palladian revival movement is used in my research as an appropriated model that reconstructed 

architectural elements into a stylistic framework within a specific social / historical / geographical 

context211. A model of reproduction as a newly asserted dogma of architecture – within which my 

projecting can test implications for an alternative model for architecture. The following provides an 

origin of this movement within which the final essay speculates. 

5.4.1 Moral and political foundations 

The Palladian revival212 reflected a social and political aspiration that co-opted an ancient model 

(through the lens of the productive recasting of this model in Renaissance form) and identified the 

opportunity to assert a revised national identity within a specific period of English architectural 

domestic production. It is both theoretically an architectural stylistic adoption of the principles of 

Palladio, as well as a neo-Palladian reconstruction that focuses on the adoption of an English 

national style and the reproduction of classical purity for political and social dominance. 

It is often argued that a provocation for a Palladian revival movement is the emergence of a hostility 

to the prevalent Baroque213 style of architectural production that precedes the widespread adoption 

of Palladianism in England (Kruft, 1994; Summerson, 1969; Wittkower, 1974). This is also influenced 

by Anthony Ashley-Cooper, Earl of Shaftesbury (1671-1713) – notably in his collected treatises 

published as Characteristics of Men, Manners, Opinions, Times in 1711 (Shaftesbury, 1790) and his 

                                                                                 

211 For a broader context of the development of 18th century architecture within which the Palladian revival developed see: 
Summerson, 1986. 
212 The definition of this origin focuses on the Palladian revival as opposed to the first introduction of Palladianism to England 
with the work of Inigo Jones and is consequently a product of the aesthetic and political context of this period of the 18th 
century. 
213 For a contrasting historical review of the origins of the Baroque see: Harbison, 2000. 
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Letter concerning the Art and Science of Design (1712). The work of Shaftesbury introduces a critique 

of the Baroque214, and calls for a resurgence of interest in Greek simplicity. As Kruft identifies: 

This appeal to the Greeks fell on fertile soil, since at this time the English considered 

themselves the descendants not only of the Romans and the Venetians but also of the 

Greeks, and even of the Trojans. Shaftesbury called for a national architecture, the criteria of 

which emerge from a discussion of Baroque (Kruft, 1994, p. 236). 

This context demanded that Baroque licentiousness and free adaptation of classical models should 

be rejected in favour of a more dogmatic assertion of classical principles215. In Shaftesbury this is 

presented as both a moral and political project which could be adopted by the 18th century Whig 

aristocracy216. Ironically, however, little was known of Greek architecture at this time, and the 

opportunity for a dogmatic recasting of classicism was found more conveniently in the work of 

Palladio (the background of the political context of the work as well as a masonic narrative providing 

the dynamic impetus behind this appropriation). Furthermore, the emergence of this aspiration for a 

national identity became as preoccupied by a revival of interest in the first Palladian – the works of 

Inigo Jones – as it was in the Renaissance models of Palladio. In contrast to preceding generations of 

English architecture where the stylistic dominance had been typically continental, the beginnings of 

Palladianism saw an opportunity for England to establish an architectural model for the world that 

reflected its global political significance. The emphasis then shifts to establishing a lineage of 

Vitruvius–Palladio–Jones as the basis for early 18th century architectural thought in order to 

construct an architectural movement that would assert this authority217. 

5.4.2 English empirical context 

A parallel contextual narrative can also be seen in the philosophical background to the Whig political 

ascendancy at the end of the 17th century. Tavernor has written of the relevance of reflecting on the 

                                                                                 

214 Summerson identifies that the most significant criticism by Shaftesbury is reserved for the work of Wren as representing a 
form of English Baroque most closely identified to foreign influence and the Roman church. 
215 In English architecture, this therefore introduces an era of the “Rule of Taste” (Summerson, 1969) where the previous 
generation of Wren, Vanburgh, Hawksmoor and Archer are rejected in pursuit of a purist and English national model. For a 
comparative understanding of the preceding generation, see: Soo, 1998; Summerson, 1969, pp. 119-188. 
216 For a contrasting subversion of the Shaftesbury aesthetic project see: Hogarth, 1997. 
217 For a more complete narrative of the emergence of Palladianism and its relationship with English Baroque, see for example: 
Worsley, 1994, pp. 85-129. For a discussion of Palladianism in the context of the broader development of continental 18th 
century architectural innovation see: Kaufmann, 1968. 
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dominance of John Locke at this time where his work is used to legitimise an emergent aristocratic 

class freed from the constraints of monarchy to define the conditions for an Enlightened society:  

Locke’s Puritanism was tempered by an inquiring mind, and the Essay Concerning Human 

Understanding (1690) was his attempt at reconciling science with religion. Central to this 

reconciliation is the discovery of truth through empiricism. For Locke … knowledge is a 

product of experience and observation, aided by reason … Certain ‘truths’ central to 

Lockeian thinking were readily absorbed by the Whigs. Since property was essential to 

society, so men of property should rule; the sovereignty of Parliament was the sovereignty of 

the people – the State – and not the Church (Tavernor, 1991, p. 151). 

What emerges is both a moral imperative to define a national architectural model, combined with 

the social and political expediency in a new aristocratic identity adopting this model to reinforce an 

Enlightened project. The style should therefore reject the absolutist trappings (and French influence) 

of English Baroque and should seek to identify and reconstruct a purist model derived from an 

empirical understanding of the axiomatic principles of classicism (as had been begun by Inigo Jones). 

In this way, a further revival of Vitruvian thought within the political, social and environmental 

context of early 18th century England provides the basis for translating these principles into a neo-

Palladianism for English domestic dominance. The most obvious manifestation of this empirical 

attempt is the prevalence of the Grand tour as a means to acquire an appreciation and technical 

understanding of the principles of classical ideals and it is within this context that the new 

generation of English aristocracy forms its interpretative fiction to define a translation of classicism 

for the social, spatial and temporal environment of English domestic architecture and the associated 

social dominance of this aristocratic class. 

5.4.3 Development of the model 

The development of the neo-Palladian architectural model is founded on the publication of two key 

texts. These are the publication of Vitruvius Britannicus by Colen Campbell (1676-1729) with the first 

volume being published in 1715 (Campbell, 1716; Campbell & Woolfe, 1717), and the arrival of an 

English translation of Palladio’s I Quattro Libri dell’Architettura (Palladio, 1721) with engravings by 

Giacomo Leoni (1686-1746) and text translated by Nicolas Dubois (1665-1735). Summerson 

summarises the common aspects of these two principal documents as follows: 
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Figure 190 Treatise extraction: Campbell, C _ Vitruvius Britannicus III _ Plate 100 _ Hall (Campbell & Gandon, 
1725). A theoretical projection by Campbell that unfolds the room – a widespread 18th century technique in 
pattern-books to facilitate the replication of the model and emphasises the extent to which this document is 
not a theoretical text but a mechanism to publicise a stylistic approach. 
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These two books have certain things in common. Both are dedicated to George I and thus 

stamped as Whiggish products. Further, both evince the same distinct architectural loyalties 

– namely, to Palladio and Inigo Jones as the two modern masters to whom the British 

architect is to look for guidance, to the exclusion of all others. Further, both books show that 

their authors knew of the large collection of drawings left by Jones and fully appreciated 

their importance (Summerson, 1969, p. 190).  

The Vitruvius Britannicus is not a work of theory as such (the basis for the adoption of a stylistic 

approach of Palladian influence is simply treated in a brief introduction). It instead focuses on being 

a clear illustration of classical architecture in Britain. These illustrations served to demonstrate how 

English architecture could become a rightful successor to the authority of ancient and renaissance 

models of architecture (Kruft, 1994) – by way of the adoption and reconstruction of clear rules and 

absolute principles derived from Palladio and Jones218. The impetus for this is both political and 

social – but Summerson also identifies a theoretical interest in a renewed search for absolutes that 

could be seen as a continuation of the Ancient / Modern debate of the French Academy: 

The motive probably has some connexion with that search for absolutes with which the 

French Academy had for many years been concerned and which had given rise to much 

painful argument between ‘ancients’ and ‘moderns’, between those who believed that the 

architecture of antiquity comprehended a complete rational system of architecture and 

those who held that innovation was to a certain extent permissible. Those quarrels, by 1710, 

had become quiescent in France, but the search for absolutes was open for anybody to 

resume and in England it had some flavour of novelty, while Vanbrugian Baroque offered a 

wonderful target for polemics. Moreover, the dawning philosophy of Whiggism was 

extremely propitious to a thesis which embraced, at one and the same time, a devotion to 

antiquity, a flexibility authorized jointly by Palladio and common sense, and a strong 

national loyalty in the figure of Inigo Jones (Summerson, 1969, p. 191). 

In this context, the arrival of Vitruvius Britannicus provided an ideal foundation by combining an 

illustration of a confident national cause with a self-legitimising narrative.  

                                                                                 

218 For the classic account of the movement and the model of architectural historical narrative of this period see the series of 
essays: Wittkower, 1974. 
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Figure 191 Treatise extraction: Campbell, C_ Vitruvius Britannicus IV _ Plate 6 _ Duke of York's House (Campbell 
& Gandon, 1725). An illustration of one of the selected sites for projection that demonstrates the application of 
a stylistic model regardless of contingent discrepancies of proportion and alignment of adjacent structures. 
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But it also benefits from the context of a specific typological need within which the national fabric of 

Tudor and Stuart manor-houses could be replaced (Summerson, 1969) by a new generation of the 

aristocracy. The book provides a catalogue of English country houses that are presented as objects of 

architectural value and significance whereby the adoption of this style would therefore establish a 

legitimacy for the reconstruction of the English country house model. What enables the movement 

to become so widespread between 1710-1750 in England, therefore, is the application of this model 

within a specific building type219. This again is a product of the social context which enables this 

revival: 

The Whigs were associated with City merchants and with an aristocratic oligarchy who 

together were to be responsible for a new era of prosperity. Architecturally, this manifested 

itself in an increased demand for private house building, which was to be in a style that 

would express the new self-confident nationalism: the ‘antique simplicity’ of classical virtu 

was accepted as an ideal (Tavernor, 1991, p. 153). 

The pivotal member of the new generation of the aristocracy that enacts the development of neo-

Palladian architectural development is Richard Boyle, 3rd Earl of Burlington (1694-1753). 

Biographically, he was brought up from a young age within a framework of significant political 

responsibility but combined this with an enthusiasm for architecture220. 

In April of the same year that the first volume of Vitruvius Britannicus was published (1715) he 

returned to England from a Grand Tour of Europe (Tavernor, 1991). The consequences of his 

experience abroad and the emergence of Campbell’s work provided the basis for Burlington to 

establish a new movement within which the social, political and aesthetic imperatives could be 

employed within a specific architectural framework for a new generation. The significance of the role 

of Burlington in the development of the movement is to provide the formulaic model of Campbell 

with “an intellectual enrichment of a unique and personal kind” (Summerson, 1969, p. 197). More 

                                                                                 

219 For a review of the typology of the 18th century country house and the specific translation of the villa typology see: Arnold, 
1996; Christie, 2000, pp. 26-97; Spivy, D'Oench, & Breslauer, 1979; Summerson, 1990, pp. 79-120. For a discussion of the 
Palladian villa in the context of a broader narrative of villa typology evolution see: Ackerman, 1990. 
220 Burlington is pivotal for an understanding of the Palladian movement for all the commentators both as a patron and 
architect (Kaufmann, 1968; Summerson, 1969; Tavernor, 1991; Wittkower, 1974; Worsley, 1994). For specific reference to his 
own architectural output within an urban context see: Kingsbury, 1995. For a series of essays regarding both his life and 
artistic development see: Barnard & Clark, 1995. For a comprehensive survey of his most significant building at Chiswick see: J. 
Harris, 1994. 
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tangibly, he employs Campbell to remodel Burlington House in London where the aspirations of 

Vitruvius Britannicus are adopted by Burlington for the first time. 

Burlington provides the aristocratic context for the patronage of this emerging movement to be 

tested and developed on his own land, as well as enabling the development of a network of 

associated practitioners221 within which the movement’s dogma could be refined, circulated and 

replicated throughout a wider field of aristocratic connections. He also develops his own identity as 

an amateur architect that produces significant architectural objects. 

For the purposes of my enquiry, therefore, the Palladian revival project is a re-imagined villa as the 

site for a reconstruction of an ideal. A constant translation and replication of villa principles that 

superficially derive their authority from ancient and Palladian sources, but through the reproduction 

and speculation of the villa across scales, states and locations of object becomes a dynamic 

framework of reconstruction that serves to destabilise its originating ground. 

 

  

                                                                                 

221 Burlington is credited with an aspiration to form some kind of Academy of Arts similar in aspiration to the intentions of 
Shaftesbury (Summerson, 1969) and both his patronage and own practice developed a close circle of practitioners which 
dominated the evolution of the model to form a tightly connected network. A summary of principal practitioners in this 
network is provided for reference in Appendix 4. 
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Figure 192 Treatise extraction: Kent, W _ The designs of Inigo Jones _ Plate 72 _ Vol 1 (Jones & Kent, 1727). The 
illustration of the Octagon at Chiswick House (Richard Boyle, 1725) that is included within the Burlington / Kent 
project to publish the works of Inigo Jones and thereby establish the stylistic continuance of the Palladian 
movement and its English translation as a model for architectural reproduction and national identity. 
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5.5 Situating the reconstructions – reconstructed lineaments. 

The process of reconstructing a model for application was popularised, theorised and represented in 

a wide variety of publications throughout the 18th century, providing a comprehensive framework 

within which the movement could be communicated and reproduced. As with the original 

Renaissance222, the revival was driven by a renewed interest in the Vitruvian canon and a re-

appraisal of the axiomatic ground expressed in this definition of ancient principles. The second-order 

reconstruction of Palladianism was also seen through the lens of the product of firstly Palladio and 

then Jones. The sources of Vitruvius, Palladio and Jones then form the key starting points for the 

textual situation, which were later articulated as the basis of a new model in the circulation and 

constant evolution of Vitruvius Britannicus. The movement was initially developed to be a correct 

and faithful revival with a pedantic fixation with the absolute principles of classicism derived from 

ancient and Renaissance ideals. Paradoxically, however, the extent of publication and transmission 

begins to undermine these principles – with the popularisation of manuals for reproduction 

producing a flexible catalogue of applications where the axiomatic foundations are juxtaposed with 

wilful variance and ornamental divergence. This multiple and diverse textual origin constructs a 

parallel to the Pliny language of reconstruction as it now moves between unstable manifestations of 

villa through textual transmission, unreliable objectification and appropriated authority – now 

adopted in my final essay as the situated Palladian objects of villas with an interstitial and fragile 

status of language, object and spatial/temporal presence for projection.  

5.5.1 Situating the language – unstable grounds and translations of Palladianism. 

The edition of De Architectura (Vitruvius) that was closest to the period of the Palladian movement’s 

revival of interest in the original source of the ancient canon was the French translation and parallel 

abridgment / commentary made by Perrault in 1668 (Vitruvius, 1673). Some attempts to translate 

this French edition into English were made in the late 17th century (Harris, p.462), but it wasn’t until 

later in the 18th century that an English translation was made by William Newton (1771)223. Harris 

remarks on this curious situation: 

                                                                                 

222 For a historical overview of the philosophical and artistic origins of the principles of Renaissance and revival see: Panofsky, 
1972. 
223 William Newton refers to the authority of Pliny the Younger’s Laurentine villa in his Vitruvius translation (Du Prey, 1994, p. 
145; Vitruvius, 1791) and sketch reconstructions of both the Laurentine and Tuscan villas made by Newton survive. 
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Paradoxically the English, who had the lead in and set the standards of archaeological 

investigations, were the only ’polished’ nation without an edition of Vitruvius in their own 

language. Its absence was never more conspicuous. The great difficulty, as Perrault had 

pointed out, was to find the knowledge of architecture and the skills in language and several 

other sciences required for a translation in one person who also had ‘the inclination and 

opportunity’ to undertake the task (E. Harris & Savage, 1990, p. 464). 

There had been a proposed translation in 1728 by Robert Castell (author of The Villas of the Ancients 

which contains his Pliny villa reconstructions) that had been intended to be supported by Burlington, 

but he died a debtor before the project could proceed. Ironically therefore, the movement which 

was so intrinsically reliant on a faithful reproduction of the principles of the Vitruvian canon had no 

English language edition with which to define its ground of production. In addition, the Perrault 

translation was considered too free an interpretation and was a product of the Ancients vs 

Moderns224 debate. Despite the various foreign translation sources of Vitruvius, the Palladian revival 

was therefore more reliant on the translation of these principles through the Renaissance 

practitioners and their subsequent arrival to England with Jones as well as the empirical observation 

of ruins (which merely served to demonstrate divergence and discrepancies within the architectural 

canon). 

Giacomo Leoni’s225 edition of Palladio’s I Quattro Libri appeared in 1715 and this coincided with the 

return of Burlington from his Grand Tour. It was the first complete edition in English and was very 

successful. The text was translated by Nicholas Dubois and is principally a translation of the French 

edition of Roland Fréart de Chambray rather than the Italian original (E. Harris & Savage, 1990, p. 

356) . It also included Notes and Observations made by Inigo Jones never printed before and shared 

the Palladian ambition of presenting the work of both Jones and Palladio as the model for English 

architecture. The inaccuracies and lavish excess of the plates in the edition were not considered 

sufficiently scholarly a rendition of the original however, and Colen Campbell began a more accurate 

                                                                                 

224 For a full description of the Ancients vs Moderns debate, and specifically the implications of Perrault’s definition of 
arbitrary beauty, see: Perrault, 1993; Pérez-Gómez, 1983; Rykwert, 1980. 
225 For a discussion of Leoni’s contribution beyond the publication of his Palladio translation see: R. Brown, 1985, pp. 21-44. 
For a detailed review of his Clandon Park see: Hussey, 1965, pp. 97-103. 
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version (only book 1 completed in 1728)226. A further alternative version was prepared by Isaac Ware 

and published 1737-40 which subsequently became adopted as the definitive English translation227. 

The significance of Palladio’s text and its communication in English is clearly fundamental to the 

development of the revival in England. Palladio’s work became so influential because it expressed 

the canon of ancient architecture in a direct and accessible way (Tavernor, p.111). Tavernor 

describes this as a result of focusing less on the theory of Vitruvius (and later Alberti and Serlio) and 

concentrating instead on providing a practical guide to the principles. Most critically, the illustrations 

were clear and precise which, when combined with the communication and distribution potential of 

the published work, enabled widespread accurate reproduction and replication of the stylistic 

principles. Book II describes the properties of the private house and provides the content, through 

the examples of his own completed villas, for applying the ancient model in a contemporary setting. 

Ironically, this clarity of representation was founded on a distortion of the numerical228 presentation 

which served to disguise the harmonic proportions of the ancient model: 

Had he kept the measurements of Roman buildings in Roman feet these correspondences 

would have been clear, but he chose to convert them into Vicentine feet, and their 

proportional relationships were thus obscured. They could no longer be expressed in terms 

of ‘perfect’ numbers, or indeed of whole numbers at all. The result was that while the 

proportional systems of his own buildings were recognizable, those of the antique buildings 

… were overlooked (Tavernor, 1991, p. 40). 

Palladio’s text is therefore an unstable basis for the replication of ancient principles but is adopted as 

the basis of a continued Vitruvian model through Inigo Jones and appropriated in the dispersal of the 

Palladian revival through the villa form.  

Of parallel significance to the distribution and circulation of the Quattro Libri, was also the 

publication of a collection of drawings (Fabbriche Antiche) of ancient reconstructions by Palladio that 

Burlington229 had purchased. These drawings were reproduced by Ware for engraving  – with 

                                                                                 

226 Campbell’s translation was described as being a “revision” of the Leoni edition rather than a translation of the original to 
make it clear that it was correcting inaccuracies in interpretation (E. Harris & Savage, 1990, p. 359). 
227 Ware’s edition similarly emphasised the purity of his interpretation stating in its announcement for publication that there 
would be no liberties taken with “the Beautiful Proportions of that correct and incomparable Author, no deviations from his 
drawings … no fanciful Decorations introduced” (E. Harris & Savage, 1990, p. 364). 
228 For a broader discussion of the uncertainties and slippages of measure, see: Tavernor, 2007. 
229 For a discussion of the Palladio drawings that were acquired see: Hopkins, 2015. 
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consequent omissions and discrepancies arising (E. Harris & Savage, 1990, p. 350) – and sought to 

further consolidate the pre-eminence of the work of Palladio as the model of taste. This ambition 

was further reinforced by the publication of Pope’s letter to Burlington (Pope, 1996, pp. 67-74) 

which outlines the Burlington project and serves as a poetical construction to communicate the 

Palladian revival aspirations.  The significance of Burlington’s publication is less due to the material 

of its reconstructions, and more as a consequence of Pope’s poem that announces the publication as 

a demonstration of the taste that this model represents. 

These preliminary textual sources were ultimately overshadowed however by the practical agency of 

Vitruvius Britannicus. The project for publishing Vitruvius Britannicus predates Campbell’s 

involvement (E. Harris & Savage, 1990, p. 139) and its original conception did not propose to be a 

framework for popularising Palladian architecture, but simply to present a record of British 

architectural achievement of the day. It was a shift in architectural taste towards Palladianism that 

resulted in Campbell being accepted as the author, and the initial publication was rushed to 

introduce Palladianism in advance of the publication of Leoni’s edition of Palladio. The work gives an 

illustration of complete or proposed projects that serve to demonstrate the quality of British 

architectural output and with its new focus on Palladian style, demonstrate the qualities derived 

from an antique simplicity. It was published in three volumes between 1715 and 1725 and presented 

the most significant British buildings of the late Baroque era as well as an increasing emphasis on a 

wide range of Palladian country-houses (including many of Campbell’s designs). The work is almost 

entirely a series of engraved plates, with a series of notes. The work has a brief introduction where 

the agenda of the project is expressed in terms of demonstrating a quality in the national 

architectural product. This nationalism is then developed with an explanation of the debt that this 

quality owes to the product of Renaissance Italy with a clear emphasis on the work of Palladio. 

Palladio’s work is presented as the pinnacle of the Modern age, which has since declined: 

With him the great Manner and exquisite Taste of Building is lost; for the Italians can no 

more now relish the Antique Simplicity, but are entirely employed in capricious Ornaments, 

which must at last end in the Gothick (Campbell, 1716, p. 1). 

Inigo Jones is credited as the initial source of the Palladian revival where he rightly restores the 

Palladian principles and introduces this taste to the British context – the significance of Vitruvius 

Britannicus is therefore due to the extent to which it consolidates the principal objectives of the new 

architectural movement in a clear visual guide to the application of a model of architecture. Over the 

course of three volumes it presents countless examples of the application of the style in varying 
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forms of country-house derived from Palladian villa sources to a clientele eager to assert British 

identity and social status. The situations for my design research are frequently presented in Vitruvius 

Britannicus, and the work provides a constant reference structure for completed or speculative 

projects where the ideal villa model is presented230.  

After Campbell, Robert Castell published The Villas of the Ancients in 1728 (Castell, 1728) where his 

reconstructions of Pliny’s villas were presented alongside a translation of the letters and a 

commentary on the reconstructions (becoming an explicit ancient authority for the new style). The 

work was produced as a preliminary exercise in advance of preparing an English edition of Vitruvius 

and Castell applies Vitruvian principles of house building onto the model of the Pliny villas to 

demonstrate how this authority provides the foundation for the villa type. The work was published 

with a dedication to Burlington and was widely received after Castell’s death as the most reliable 

account of the villa configurations. It therefore communicated an ancient model of the villa 

alongside a widespread adoption of the Palladian model for new country-houses and its particular 

significance is in developing the relationship of the gardens to the architecture, providing a 

legitimacy to the development of a synthetic approach to landscape design that both presented a 

formality and a naturalistic tendency that juxtaposed this with the simplicity and austerity of the 

architectural object. 

                                                                                 

230 Appendices 4 and 5 present a summary of the relevant practitioners and projects selected – and the corresponding 
transmission in Vitruvius Britannicus or equivalent contemporary publications where applicable. 



 

 

PART 5: CREATING SOME ROOM  360 

 

 

 

Figure 193 Treatise extraction: Langley, B _ The Builder's Jewel _ 1751 _ Plate 78 (Langley & Langley, 1741). An 
illustration from one of Langley’s many publications that makes no theoretical contribution, but simply 
communicates practical details and techniques to enable the widespread adoption of neo-Palladian models of 
production. 
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The Designs of Inigo Jones was another influential work (Jones & Kent, 1727), initially published in 

1725, that presented drawings of projects by Jones (and Webb) that Burlington purchased in 1720 

and had reproduced by Henry Flitcroft with the work edited by William Kent231. Its primary function 

was to solidify the reputation of Jones as the source of British taste with which the Palladian model 

could be justified. It also was used to include works by Burlington himself to demonstrate the 

continuity of this taste from Jones to the current architectural product. Later editions were also 

developed in 1731 by Isaac Ware and 1744 by John Vardy232. Its role therefore was to emphasise the 

value of a revival of Palladianism through a British architect in contrast to the licentious Baroque or 

Gothick tendencies that had corrupted foreign taste since Palladio. It establishes Jones as a ground 

for the Palladian movement equal in standing to Palladio and Vitruvius, where the rigour of the 

axiomatic canon could be studied and replicated. 

5.5.2 Undermining the canon – practical manuals for reproduction. 

In addition to these key formative works of the Palladian movement, 18th century architectural 

language was also dominated by the publication of a wide range of architectural manuals233. These 

works alluded to theoretical requirements only in passing and were conceived more in terms of a 

practical handbooks on the most efficient means to replicate the architectural components, details 

and principles that the Ancient and Modern canon of Vitruvius-Palladio-Jones legitimised. The 

interest for my design research is in the intensity of this form of publication, and the principles of 

replication that begin to undermine the inherent legitimacy of the theoretical basis behind the 

design guidance.  

The output of William Halfpenny (?-1755) was amongst the most extensive234, and he produced a 

wide range of practical manuals and pattern-books of house designs (in a range of different styles). 

His works intended to present ordinary builders with ‘easy, practical methods’ of drawing the 

                                                                                 

231 For a review of the relationship between the work of William Kent and Burlington see: Wittkower, 1974, pp. 115-132. For a 
comprehensive survey of the contribution of Kent to architectural and landscape design see: Weber, 2014. For a biographical 
presentation of the opportunistic characteristics of this movement and architect see: Mowl, 2006. 
232 For a discussion of one of the more peripheral figures of Burlington’s circle (John Vardy) see: R. Brown, 1985, pp. 63-81. 
233 For a comprehensive survey of the written architectural output of this period see: E. Harris & Savage, 1990. 
234 A selection of Halfpenny’s principal works would include: Practical Architecture, or a sure guide to the true working 
according to the rules of that science, 1724; The Builder's Pocket Companion: Shewing an Easy and Practical Method for Laying 
down of Lines . . ., 1728; The Art of Sound Building, demonstrated in Geometrical Problems, 1725; A New and Complete System 
of Architecture Delineated, Delineated in a Variety of Plans and Elevations of Designs for Convenient and Decorated Houses, 
1729; Twelve Beautiful Designs for Farmhouses with Their Proper Offices, 1759; The Country Gentleman's Pocket Companion, 
and Builder's Assistant for Rural Decorative Architecture, 1753; The Modern Builder's Assistant, or, A Concise Epitome of the 
Whole System of Architecture, 1757. See: Halfpenny, 1725, 1731a, 1731b, 1748, 1749, 1750; Halfpenny & Halfpenny, 1753; 
Halfpenny, Halfpenny, Lightoler, & Morris, 1757; Halfpenny & Jones, 1724. 
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principal lineaments of the classical language (Colvin, 1995, p. 446). These methods provided a 

framework for reconstruction in simple terms that could be translated and applied across a variety of 

conditions and made the appearance of the Palladian style universally accessible. In their quantity 

and increasing stylistic diversity they also however undermined the simplicity of the Palladian 

movement – reacting to shifting taste that removed the theoretical ground and presented models of 

architectural application that could be replicated to accommodate a wide variety of aesthetic 

aspirations.  

Batty Langley (1696-1751) was similarly a prolific publisher235 of practical manuals that relayed the 

key aspects of the classical language in an accessible form. His work covered a wide range of topics 

and also emphasised Freemasonry as an additional basis of legitimacy.  

In addition to Halfpenny and Langley there were also the more theoretical works of Robert Morris236, 

Isaac Ware237 and James Gibbs238 who strove to define both practical and correct systems to 

reproduce classical elements. To this could also be added more specific practical manuals on general 

building (often founded on carpentry) of William Pain239, Francis Price240, William Salmon241 and 

Abraham Swan242 where ornamental detail and practical building techniques were described as 

templates for reproduction. In nearly all of these examples, the initial principle of the publication 

                                                                                 

235 A selection of Langley’s principal works would include: The Builder's Chest-book; or a Complete Key to the Five Orders of 
Columns in Architecture, 1727; New Principles of Gardening, 1728; The Builders Compleat Chest Book, or Library of Arts and 
Sciences, 1738; The City and Country Builder's and Workman's Treasury of Designs, or, The Art of Drawing and Working the 
Ornamental Parts of Architecture, 1740; The Builder's Jewel, or the Youth's Instructor, and Workman's Remembrancer, 1741; 
Ancient Architecture, restored, and improved, 1742; The Builder's Director, Or Bench-mate: Being a Pocket-treasury of the 
Grecian, Roman, and Gothic Orders of Architecture, Made Easy ... by Near 500 Examples, Improved from the Best Authors, 
Ancient and Modern, of Pedestals, Bases, Shafts [etc.] ... Engraved on 184 Copper Plates. Wherein the Orders of Andrea 
Palladio are Truly Laid Down …, 1767. See: Langley, 1726, 1727, 1728, 1738, 1740, 1747; Langley & Langley, 1741. 
236 An Essay on Harmony as it Relates Chiefly to Situation and Building, 1739; The Art of Architecture, a Poem. In Imitation of 
Horace's ‘Art of Poetry, 1742; Rural Architecture: Consisting of Regular Designs of Plans and Elevations for Buildings in the 
Country, in Which the Purity and Simplicity of the Art of Designing Are Variously Exemplified, London (later editions retitled 
Select Architecture, Being Regular Designs of Plans, and Elevations, Well Suited to Both Town and Country), 1750; The 
Architectural Remembrancer: Being a Collection of New and Useful Designs of Ornamental Buildings and Decorations, 1751.  
237 The Designs of Inigo Jones and Others, 1731; A Complete Body of Architecture. Adorned with Plans and Elevations, from 
Original Designs … In which are interspersed some Designs of Inigo Jones, never before Published,1756. See: Ware, 1735, 1756. 
238 A Book of Architecture, containing designs of buildings and ornaments, 1728; The Rules for Drawing the Several Parts of 
Architecture, 1732. See: Gibbs, 1728, 1732. 
239 The Builder's Companion and Workman's General Assistant, 1758; The Builder's Pocket-Treasure; or, Palladio Delineated 
and Explained, 1763; The Practical Builder, or Workman’s General Assistant; shewing the most approved and easy methods for 
drawing and working the whole or separate part of any building, 1774.  
240 A Treatise on Carpentry, London (later editions retitled The British Carpenter, or a Treatise on Carpentry), 1733. 
241 Palladio Londinensis: or, the London art of building, 1734. See: Salmon & Hoppus, 1748. 
242 The British Architect; or, The Builder's Treasury of Stair-cases, 1745; A Collection of Designs in Architecture, containing New 
Plans and Elevations of Houses, for General Use, 1757; Designs in Carpentry, London (later editions retitled The Carpenter's 
Complete Instructor in Several Hundred Designs), 1759. See: Swan, 1745. 
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was to translate the Palladian system into an accessible and reproductive framework for builders to 

acquire the legitimacy of the model through simple systems. Frequently, however, the works 

develop an intensity independent of the Palladian style and become a source for ornamental 

elaboration and variation that undermines the stated simplicity of the Palladian ideal. These works 

expose the contradictions inherent in the movement that presented an Augustan ideal for the 

confirmation of national identity and status within a villa typology, but whose imposition of a style 

and aesthetic taste was only superficially grounded (and was susceptible to ornamental excess 

through the whims of internal decoration at odds with the formal rigour of the classical exterior). 

5.5.3 Models and copies – translating objects. 

The research therefore adopts the situation of Palladianism as a model of architectural translation 

and reconstruction – a network of practitioner connections and various forms of architectural 

publication. The situation for my design research also uses a broad range of architectural objects of 

this movement243 as the locations for specific situated projections – forming a multiple field of sites 

that cross the varying scales and states of architectural object and providing an alternative context 

within which the contradictions and instabilities of a constructed model can be used for speculative 

projection. It is helpful to identify the defining objects of the Palladian movement as a basis for 

exploring the situation and these archetypical Palladian projects become the physical template for 

reproduction and translation within the Palladian model (themselves formed from translations and 

reconstruction of Palladio originals). In essence – following (Stutchbury, 1967) –  the principal 

archetypes of Palladian form can be conceived as the models of a country-house and a suburban 

villa. 

The rural villa is reconstructed in the Palladian model as the vast country-house and the design of 

Wanstead House became a defining typology for the country-house in a Palladian style – both in 

terms of its physical construction as well as the varying states of representation through its Vitruvius 

Britannicus publication – and spawned a series of replications throughout the 18th century. 

Summerson describes it as “a key building of its age. It looked back to Castle Howard, but by virtue of 

its purity of detail superseded that house as a model” (Summerson, 1969, p. 192). Wanstead 

exemplifies the Georgian great house type which acted as a “rural palace, pompous, splendid, 

extravagant, a symbol of affluence and of power, designed for grand entertainment in suites of ‘state 

                                                                                 

243 A list of the selected sites and a summary of the respective site conditions and references are supplied in Appendix 5. 
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apartments’” (Stutchbury, 1967, p. 20). Wanstead became the archetype for this scale of country-

house with simple external detailing and purist central portico with correct and austere appearance 

that is then juxtaposed with lavish interior rooms and extravagant (but impractical) spatial 

sequencing and configuration244. 

The suburban villa on the other hand is reconstructed and translated into the Palladian model as a 

lesser house which was “refined, convenient, luxurious, a symbol of surplus wealth and of superiority, 

designed for occasional entertainment (or permanent retirement) in a rural retreat” (Stutchbury, 

1967, p. 20). In this case, one of the most direct Palladian archetypes became the reconstruction of 

Palladio’s Villa Rotonda (itself reconstructed by Scamozzi as the Rocca Pisano). This model of villa 

was almost directly reproduced in four locations as: Mereworth Castle, Kent (Campbell, 1723); 

Chiswick Villa (Burlington / Kent, 1726); Foots Cray Place (1754)245; and Nuttall Temple (Wright, 

1754). Mereworth Castle246 is the earliest derivative model and “no more clear and direct a 

quotation occurred before or since in Anglo-Palladian architecture” (Stutchbury, 1967, pp. 54-55). It 

serves as the preliminary exercise in a reconstruction and improvement on the idealised object of the 

Villa Rotonda which is then reconstructed with subsequent Palladian iterations with sequential 

deviations and manipulations of scale and proportion. 

These two principal archetypes of villa manifestation provide the basis for the variety of sites and 

scales of intervention – room, house, urban mansion, suburban villa, rural country-house – within 

which the imposed identity of the style and its translations, reconstructions and differential 

conditions can be appropriated as sites for speculative projections for architecture. The network of 

sites is the output of a circle247 of practitioners within which this movement evolved, constructed 

and reconstructed a revival. 

                                                                                 

244 See: “a reckless waste of space, and all-prevailing pretentiousness at the price of discomfort, still constitute the 
characteristics of the style; pedantic and fantastic forms of rooms are a common weakness; and one thing which is more 
singular perhaps than all else, as indicative of positive want of skill, is the striking deficiency of ordinary Passages, and the 
readiness which is universally exhibited to create thoroughfare-rooms – not excepting even the chief apartments of the house” 
(Kerr, 1865, p. 47). 
245 For a discussion of the replication of the Villa Rotonda with particular emphasis on Foots Cray Place see: Anderson, 1994. 
246 For a detailed overview of Mereworth Castle see: Hussey, 1965, pp. 58-65. 
247 The Palladian revival has a clear circle of practitioners around Burlington where the associations and interrelationships of 
practicing roles and sites creates a multiple field of locations which I explore as the sites for projecting (as well as 
contemporary practitioners peripheral or opposed to this circle). For a description of key practitioners, see: Colvin, 1995; J. 
Harris, 1982. The practitioners that I explore are: William Kent, James Gibbs, Matthew, Brettingham Snr, John Vardy, Richard 
Boyle (Lord Burlington), Colen Campbell, Henry Flitcroft, Giacomo Leoni, Roger Morris, Isaac Ware, Batty Langley, John James, 
Daniel Garrett, Brettingham Yngr, Henry Herbert – see Appendix 4 for supplementary reference. 
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ESSAY 10: Situated projections of dissolving Palladian constructions. 

How to situate projecting? 

This essay confronts a conclusion and tests the multiple character of the research in the context of 

situating the processes of projecting for an architecture. It investigates the implications and validity 

of keeping room open as a dynamic enquiry, whilst simultaneously indicating a framework for 

stoppage. The research has evolved through a series of essays to speculate around and within the 

contradictions of production and critically explores the possibilities for seeing the conventional 

problems of justification not as problems to overcome, but as an irrelevance when the project is 

considered as a dynamic process for projecting. It has focused on the central theme of what I 

perceive to be the inherent contradictions of an architectural project – the context of architectural 

production that seems to require an absolute product but increasingly finds itself unable to justify 

the premise within which this product is produced. Projecting exploring possible value (as an 

enabling agency for architecture) that sees the inherent contradictions of an architectural project as 

the project for architecture. 

But what happens when this movement is situated? How is the tension between positions and the 

exposure of a shifting process communicated in a situation as a projection? How does a stoppage 

maintain movement? This essay explores this tension and investigates ways of working as a mixture 

that is both open as well as open to being temporarily resolved subject to the potential processes 

remaining responsive to being reformed and reframed (both reconstructing the context as well as 

the product which has superficially arrived). This speculates and (temporarily) concludes within this 

problematic situation (aware of course that there is no conclusion) and constructs a framework for 

situated projections to communicate this contradiction and continue to suggest a means to go on. 

Where / what is the situation? 

This essay explores an alternative shifting landscape of a situation that is an extended evolution from 

the archetypical origin of the Pliny villa now translated into a series of Palladian reconstructions of a 

Roman ideal. The appropriation of legitimising value now reconstructed in the 18th century 

landscape of London and its environs – its building elements, interiors, spaces, gardens, facades and 

constructions of town house, mansion, villa and country estate (examples of sites for projection 

illustrated as Figs.194-199). 
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Figure 194 Essay 10.1. Initiating view of Ditchley House (James Gibbs, 1722) – hall interior niche detail. 

The Palladian situation provides a revived framework for exploring the tensions and contradictions of 

practice using a deliberately classicizing language of production (responding to the central theme of 

a lost framework of validity for architecture) within which the possibilities for projecting can 

translate, reconstruct and juxtapose potential alternative models for projecting. 

 

Figure 195 Essay 10.2. Initiating view of Mereworth Castle (Colen Campbell, 1723) – villa exterior. 
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The Palladian model both creates a body of architectural product (a structure of reproduction), but 

also constructs a parallel framework of production through the publication of comprehensive 

presentations of this model (Vitruvius Britannicus) and the vast array of pattern-book material that 

describes the processes for reproducing the elements that are legitimised. The situation of 

Palladianism for projecting is therefore not simply a series of artefacts, but a model that is located as 

real architectural spaces, as represented objects (built, unbuilt, imagined, altered etc.), and the serial 

obsession with handbooks to instruct the replication of elements to construct parallel manifestations 

of self-similar objects. 

 

Figure 196 Essay 10.3. Initiating view of Chiswick Bagnio (Richard Boyle, 1717) – cassina exterior (after 
Campbell). 
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The locations that are selected for projecting shift in scale, duration and context and reflect both a 

range of domestic conditions as well as multiple states of completion – manifesting as existing 

constructions, demolished constructions, partially remodelled constructions, reconstructions of 

constructions, constructions in the process of transition, constructions representing ideal iterations 

of proposed constructions etc. – at varying points in the existence of projects248. 

 

Figure 197 Essay 10.4. Initiating view of Chesterfield House (Isaac Ware, 1747-52) – hall / staircase view 
(demolished). 

                                                                                 

248 See Appendix 5 for background regarding the villa typology and completion state of the chosen Palladian artefacts. 
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The situation for this essay is consequently the movements of a multiple field – but, critically, a 

multiple field that has the potential to communicate the research by making connections with 

known interior conditions and a language of spatial description within which my projecting 

contributes in a non-abstracted form. 

 

Figure 198 Essay 10.5. Initiating view of Norfolk House (Matthew Brettingham Snr, 1748) – doorway detail 
(demolished). 
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This model then forms a familiar architectural language to provide the context for juxtaposition and 

translations of language to be clearly exposed. The disjuncture and slippage between the 

appropriated classicist narrative of this period and the reconstruction of my projections working as a 

composite remodelling, speculation and reconstruction.  

In order to begin situating the projections, the study begins with a representation of a Palladian site 

that is identified from a matrix of locations and a field of contemporary practitioners who considered 

themselves exponents of a movement driven by the stylistic imposition of Lord Burlington (a circle). 

These physical objects (or memories of what these objects were or might have been) form a network 

of scales of intervention and are selected from room interiors, townhouses, urban mansions, 

suburban villas and country houses all constructed or proposed in the first half of the 18th century in 

the environs of London.  

 

Figure 199 Essay 10.6. Initiating view of Sudbrook Park (James Gibbs, 1725) – villa exterior. 

Each object within the network has an interconnectedness and overlapping narrative between sites 

(shared involvement of practitioners, clients, locations, typologies, precedent objects etc.) that sets 

up the potential for movement between the sites (around and within the circle) across the spatial 
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and temporal relocations249. To produce the drawings, a source image of the site is referenced as a 

ground and this becomes the basis for an analogue interpretation of the site as a reconstructed 

ground for the essay. In parallel with this, a digital framework that corresponds to this ground is 

constructed – a network of linear elements that define the parameters for the situation (Fig.200) 

specific to this instance of my situated projection (construction lines). 

 

Figure 200 Essay 10.7. Illustration of the initial ground of image and formation of digital construction lines as a 
framework translated from the analogue origin of site (Chiswick Bagnio). 

                                                                                 

249 A summary and schedule of the sites is provided in Appendix 5, with a description of the interrelationship of the Palladian 
practitioners in Appendix 4. 
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The construction lines are drawn perpendicular to the picture plane of the chosen representation of 

the site, and then given depth as a 3-dimensional projection of this 2-dimensional image. This 3-

dimensional carcass of the image of the site becomes the digital formwork for projecting within.  

Projective operations as translations of scripts from other constituent essays of my enquiry are 

applied – projecting a differential construction developed from the application of Pliny material 

within this Palladian construction. Each digital construction represents just one possible 

arrangement of connections within the field of construction lines and the application of scripted 

material for projection (Fig.201). Multiple operations within each network of construction lines open 

up alternative possibilities for the propositional enquiry within this instance of site. 

 

Figure 201 Essay 10.8. Frames of scripted projections within construction lines which translate the initiating 
image into a 3d construction that forms a projective framework for subsequent analogue and digital 
development (Chiswick Bagnio). 
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In addition, these constructions are initially made perpendicular to the picture plane (the original 

image of the site). But as 3-dimensional constructions, the slippage away from the perpendicular 

opens up a full range of alternative projections – multiple camera locations providing a field of 

possible constructions to develop as propositional interventions within an altered (parallax) iteration 

of the site (Fig.202). 

 

Figure 202 Essay 10.9. Illustration of the translation of the 2d plane into a 3d projective framework (Chiswick 
Bagnio). 

The specifics of each instance of site also continuously revise the effective operations of the script 

and inform processes of reconstructing the terms of operation – consciously involved in the 

contradictory process of an evaluative reflection on the product that adjusts the projecting in 

response to the emergence of a notional conception of the potential proposition contained within 

the image of the site.  
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This both anticipates a compositional potential, whilst also allowing the unexpected relationships of 

the site (and scripted manifestations that emerge) to shift the preconception of a potential 

proposition. An instance of the digital framework is selected as a stoppage of this phase of the 

iterative development and is adopted as a new ground of the image (Fig.203). 

 

Figure 203 Essay 10.10. Digital stoppage of Chiswick Bagnio digital projective framework (as reconstructed 
origin for analogue unfolding and reconstruction within the situated context). 

With this new ground, a corresponding analogue image is developed, and the digital construction 

becomes actively edited and reconstructed through its relationship with the original site as a process 

of making drawings. Fragmentary projections develop an internal logic specific to the situation, and 

the image of this site’s instance provokes a manipulation and translation of the digital construction 

towards a situated projection as proposition. The drawings develop a series of states with the 

propositional construction emerging between the drawing transitions (Fig.204-205). 



 

 

PART 5: CREATING SOME ROOM  375 

 

 

Figure 204 Essay 10.11. States of analogue unfolding of projection within the Chiswick Bagnio reconstructed 
origin. 
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Figure 205 Essay 10.12. Chiswick Bagnio façade in interim analogue state – indicating situated fragmentation of 
early essay of neo-Palladian revival (demolished) that is reconstructed through my projections for architecture 
within a reconstruction of Campbell’s reconstruction (published in Vitruvius Britannicus) – projections that 
undermine the language of construction, but through the unstable translations of the original propose 
alternative frameworks for other reconstructions / projects for architectural intervention. 
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The multiple states of the analogue drawing are also folded back into the digital plane – with the 

developed analogue material providing a new site for the digital operations to be developed and 

explored as alternative subtexts of the same propositional construction (Fig.206). 

 

Figure 206 Essay 10.13. Refolding the analogue stoppage of Chiswick Bagnio within the digital projection 
(constructing developed ground and creating room for future intervention). 
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This development is mirrored across parallel sites within the network of locations that were selected 

for the series of situated projections – with connections drawn between the Palladian contexts 

reflecting the network of historical places, geographies and states of completion, reconstruction and 

anticipation of an architectural project (Fig.207). 

 

Figure 207 Essay 10.14. Interruption of portico and columnar support at Chiswick House – projectively 
reforming parameters of spatial extent and architectural detail as a framework for other spaces to emerge. 
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The mixture of producing – the digital scripts, analogue states and the compositional interferences, 

translations and re-combinations – developing a propositional emergence for each instance which 

moves across the network of sites as a dynamic field for projection but one that is situated and 

progressively responding to the specific opportunities of each site and its respective connections. 

 

Figure 208 Essay 10.15. Intensification of portico construction as an integration with other situations and villa 
differential origins. 
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Complex impositions on the original image and its situated projection falling out of the process as a 

stoppage of the intensity of movement (Fig.208) – becoming a materialisation of proposition within 

a cascade of possibilities. And within this fluid projection, the fabricated elements can also be 

displaced – isolated compositions exposed and removed from the site and no longer clinging to the 

armature of the historical absent / present landscape of 18th century dwelling but forging their own 

potential independently (Fig.209). 

 

Figure 209 Essay 10.16. Isolation of portico projective framework – reconstructing potential outside of situation. 
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Or, on the other hand, consciously relocated to supplement, further manipulate or alter the 

parameters of a related site within the network (Fig.210). 

 

Figure 210 Essay 10.17. Translation and relocation of portico projective study into the reconstruction of the 
Chiswick Bagnio façade. 
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Or further still, generating an internal intensity within the original image that forces through this 

intensity to expose a parallel or alternative possibility for projection (Figs.211-212). 

 

Figure 211 Essay 10.18. Manipulation of staircase and balustrade ornamental detail as a restructuring of spatial 
progression within 36 Sackville Street (Henry Flitcroft, 1731-2). 

 

Figure 212 Essay 10.19. Intensification of balustrade fabrication as a dissolution of the original ornament and a 
reconstructed projective framework for an alternative spatial configuration. 
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Where this analogue intensity is juxtaposed with digital reconstructions and slippages of the model, 

to create additional room within the proposition for architecture (Figs.213-214). 

 

Figure 213 Essay 10.20. Unfolding analogue stoppage of 36 Sackville Street staircase and landing within a 
slippage of digital projection. 

 

Figure 214 Essay 10.21. Expansion of the spatial description of the bounding envelope of Wimbourne House 
(William Kent, 1743-54) and its demolition as a reconstructed scaffold for potential remodelled conditions. 
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What propositions emerge for architecture? 

What are the propositions? They are not projects in the conventional sense – architectural product 

that aims to solve a problem and justify its construction with reference to a post-rationalised 

language or a position that attempts to legitimise a pre-conception. Instead, the propositional 

models are the possibilities around propositions for architecture that are formed in-between the 

dynamic interrelationships of the enquiry. 

What might be designed begins with the image of the site – the specific context of the location and 

representation of each situation that is developed through the iterative analogue / digital process 

and shapes a fragmentary response that might extend, intervene, reform, remodel or adjust. The 

projective agencies move between constructions, reconstructions or projections within each physical 

space and the emergence of interventions evolves through phase transitions of drawing states. 

These states record a passage through the emergence of a propositional model that is, in turn, 

shaped by the process, narrative and wider connections between the content of the image and the 

fabric of the historical object. 

As the proposition is claimed within the image, the analogue drawing and digital process refines the 

context and the technical processes of production are reframed by this emergence. Script reapplied 

to further a specific propositional bias within the image and analogue gesture refocussed to embed 

intensity or specificity to the areas of focus within which the enactment of intervention is becoming 

apparent.  

The processes and speculative language remain open throughout – responsive to uncertain 

conditions, unlikely adjacencies and unexpected consequences of the situation when explored 

closely. Similarly, the claiming of a propositional model within the image remains fluid as details are 

refined, scripts are extended, and graphic possibilities / spatial conditions are developed. 
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At 31 Great Burlington Street, the central stairwell is focussed on the trompe-l’oeil ceiling where the 

language of classicism is artificially extended beyond the soffit. Interventions interrupt this artifice – 

rendering the status of spatial extension uncertain and the framework supports an artificial structure 

of support and converts this painterly illusion to an alternative possible construction whilst the 

ceiling is opened and the image and surface destabilised (Figs.215-216). 

 

Figure 215 Essay 10.22. Projective interventions at 31 Great Burlington Street (Colen Campbell, c.1720). 
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Figure 216 Essay 10.23. Digital projective reconstructions of soffit reconstruction (31 Great Burlington Street). 
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At 21 Arlington Street, the site image re-focuses on the gatepost as an anterior condition of the 

façade beyond. The interventions project from the entrance to remodel the absent façade 

suggesting alternative possibilities as a falsework for producing other extended domestic elevations 

and the associated languages of spatial articulation - the space of arrival reconstructing the object 

being arrived at (Figs.217-218). 

 

Figure 217 Essay 10.24. Projective interventions at 21 Arlington Street (Giacomo Leoni, 1738). 
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Figure 218 Essay 10.25. Digital projective reconstructions of façade and courtyard arrival reconstruction (21 
Arlington Street). 
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Adjacent, at 22 Arlington Street (Wimbourne House) the image of its demolition focusses on the 

absent location of the house and the residual structures that support the adjacent remaining 

structures. Within this framework, a loose network of pieces of construction emerge as additional 

structural support for the residual presence, or falsework for the impending arrival of an alternative 

occupant. Interventions move between the residual and the imminent / liminal prospect for an 

alternative architecture (Figs.219-220). 

 

Figure 219 Essay 10.26. Projective interventions at Wimbourne House (William Kent, 1743-54). 

 

Figure 220 Essay 10.27. Wimbourne House demolition reconstruction detail. 
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At General Wade’s house, the image focusses on the lost façade of this early essay in Palladianism. 

The translation of the Palladian model interrupted and / or reconstructed as an iterative remodelling 

of an elevational treatment. Moving between the external manifestation of the façade and the 

openings that lead through to lost spaces within, the intervention dismantles the surface and 

suggests an alternative depth of elevation in its alternative place and contradictory rooms out-with 

the dwelling (Figs.221-222). 

 

Figure 221 Essay 10.28. Projective interventions at General Wade’s house (Richard Boyle, 1723). 
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Figure 222 Essay 10.29. Digital projective reconstructions of façade and rustication reconstruction (General 
Wade’s house). 
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At Norfolk House, the image focusses on the relationship of a balustrade, landing and the decorative 

surfaces at the lower and upper levels which pivot around lighting that link through to the 

demolished rooms through doorways. The intervention re-shapes this dynamic with a staircase 

reconstruction with pieces that partially reform the balustrade as well as extend a framed 

construction through to the absent spatial conditions beyond the picture plane (Figs.223-224). 

 

Figure 223 Essay 10.30. Projective interventions at Norfolk House (Matthew Brettingham Snr, 1748). 
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Figure 224 Essay 10.31. Digital projective reconstructions of stairwell and landing reconstruction (Norfolk 
House). 
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At Chesterfield House, the central column is partially reconstructed as the focal point for the 

staircase beyond and propositions unfold from the hall behind the viewer as a looping 

reconstruction that fragments the staircase ornamentation and opens alternative spaces within the 

composition. The staircase now remodels the passage between stair and hall, whilst both staircase 

and hall support the column (Figs.225-226). 

 

Figure 225 Essay 10.32. Projective interventions at Chesterfield House (Isaac Ware, 1747-52). 
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Figure 226 Essay 10.33. Digital projective reconstructions of hall, column and stairs reconstruction (Chesterfield 
House). 
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At Chiswick House, the Inigo Jones gateway is partially removed and reconstructed – interrupting its 

rustication with a framework which structures a yet-to-be gate (Figs.227-228). 

 

Figure 227 Essay 10.34. Projective interventions at Inigo Jones gateway at Chiswick House (Beaufort House, 
1621 – Chiswick House, 1738). 

 

Figure 228 Essay 10.35. Digital projective reconstructions of gateway arch and rustication reconstruction (Inigo 
Jones gateway). 
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At Pope’s villa in Twickenham, the estate plan is reformed as a framework for an alternative 

construction of the landscape model. This begins as a subtle re-ordering device working across the 

garden to destabilise the Palladian preconceptions of order / spatial effect, but expands through this 

reordering into a projective structural intervention (Figs.229-230) 

 

Figure 229 Essay 10.36. Projective interventions at Pope’s Villa, Twickenham (James Gibbs, 1720). 

 

Figure 230 Essay 10.37. Digital projective reconstruction of villa setting reconstruction (Pope’s Villa, 
Twickenham). 
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At Foots Cray Place, the missing (demolished) reconstruction of Palladio’s villa is composed within a 

lost landscape. This process intervenes as both a re-positioning and inter-positioning of the possible 

villa within its landscape field (Figs.231-232). 

 

Figure 231 Essay 10.38. Projective interventions at Foots Cray Place (Isaac Ware / Brettingham Yngr / Daniel 
Garrett, 1754). 

 

Figure 232 Essay 10.39. Digital projective reconstruction of villa setting reconstruction (Foots Cray Place). 
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At Dr. Johnston’s House (Orleans House) in Twickenham, the ceiling rose is elaborated as pieces of 

the ornamental surface are removed and reshaped to extend the scale of the space. Interior 

ornament creating room and the decorative foliage re-imagined as structuring devices for an 

alternative room or spatial configuration (Figs.233-234). 

 

Figure 233 Essay 10.40. Projective interventions at Orleans House Octagon (James Gibbs, 1710). 

 

Figure 234 Essay 10.41. Digital projective reconstruction of soffit reconstruction (Orleans House Octagon). 
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At Wanstead House, the landscape is interrupted with an alternative bridging mechanism between 

the geometries of the park. An intervention within the landscape that links and interrupts, before 

developing as a construction that exposes the plan figure – a fragment that manages the translation 

between geometries across the landscape (Figs.235-236). 

 

Figure 235 Essay 10.42. Projective interventions at Wanstead House (Colen Campbell, 1715). 

 

Figure 236 Essay 10.43. Digital projective reconstruction of villa setting reconstruction (Wanstead House). 
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This approach continues throughout my studies where the propositions are exposed that reside 

within the site – developing propositions that are claimed as partial, emerging or lost projections for 

architectures through a dynamic process situated between the mixture of narrative, analogue / 

digital technique and choice. 

The propositions also emerge between “sites” – as the drawings develop, the network of 

relationships between the constructions enables alternative connections and compositions that 

create contingent effects and responsive reconstructions. For example, the estate plan interruptions 

both continuing to propose intervention local to the landscape as well as influencing the remodelling 

of interiors with a narrative connection – creating a movement between the rural, suburban and 

urban manifestations of the villa typology, now recast as a dynamic field for projecting alternative 

architectural possibilities in place or before occupation by a villa. 

In this case the geometrical bridging device between the interruptions of the Wanstead House estate 

plan is removed from context as a formal hinge between conditions and extracted as a fragmentary 

piece of construction (Fig.237). 

 

Figure 237 Essay 10.44. Isolation of Wanstead House projective framework.  

This piece is then relocated into an alternative scale of intervention where the revised ground 

defines an alternative propositional context for speculation – here the fragment of Campbell’s estate 
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reconstruction is reapplied across the section of his reconstruction of Palladio’s villa (Mereworth 

Castle, Kent) as was reproduced in his Vitruvius Britannicus (Fig.238). 

 

Figure 238 Essay 10.45. Translation and deployment of Wanstead House partial projective framework within 
Mereworth Castle sectional reconstruction (Colen Campbell, 1723). 

This remodelling of Campbell’s reconstruction can be juxtaposed with the lost reconstruction of 

Foots Cray and create an alternative interior / landscape (Fig.239). 

 

Figure 239 Essay 10.46. Juxtaposition of Mereworth Castle reconstruction of Palladio villa typology within 
setting of Foots Cray Place (parallel Palladio reconstruction). 
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With a hierarchy of juxtaposition reshaping the nature of the intervention – landscaped remodelling 

of Foots Cray reconstruction or internal remodelling of Mereworth dictated by the absent Foots Cray 

exterior (Fig.240). 

 

Figure 240 Essay 10.47. Mereworth Castle / Foots Cray Place dissolution of reconstruction. 

And an intensity of operations in-between these translations creating an alternative ground for a 

revised propositional fragment altogether (Fig.241). 

 

Figure 241 Essay 10.48. Intensification reconstructing ground for projection. 
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A propositional fragment which may also reappear as the projective apparatus to extend a spatial 

sequence through Mereworth’s interior (towards the central domed hall). The movements between 

Wanstead’s estate plan and the translations between this fragment and the section of Mereworth 

and the landscaped framework of Foots Cray applied to an unfolding of a spatial sequence that 

becomes the central pivot for a field of associated drawings (Fig.242). 

 

Figure 242 Essay 10.49. Intensification of juxtaposition repurposed within Mereworth Castle interior preceding 
central hall. 



 

 

PART 5: CREATING SOME ROOM  405 

The propositions therefore begin with the site as image but through drawing, reflecting, claiming and 

modifying become reclaimed fragments that move across the network in shifting compositions. 

Compositions that draw through the multiple frames of the enquiry – and with each potential 

translation alternative scripting processes and analogue interrogations augment the differential 

capacity and extend the possible applications and outcomes for architecture. 

The propositional drawings emerge as operations within a site, translations between sites, objects 

dislocated, lost or re-found or fragments that reshape the original situation – either as a ruined and 

discarded place, or a future-perfect reimagining that loses sight of the villa altogether and forms new 

spatial arrangements for contemporary or anticipatory spaces for dwelling and environments for 

living within and amongst.   

How do these studies contribute? 

Drawing from the various essays of this thesis – from the playful slippages, scripted rigours, aesthetic 

choices, narrative constructions and linguistic fragments – the mixture that continues to unfold 

between positions is given a specificity in this essay. Another situation overlaid and working within 

the overarching framework of the Pliny material creates a release for the drawings to move quickly 

across spaces, places and times – either located, dislocated or relocated. Drawings either working 

within the situation or removed and reframed through the processes of drawing. 

The drawings in this essay then begin to communicate within a situation – suggesting a propositional 

potential within a language of architecture that is deliberately requisitioned as a field of superficially 

authoritative constructions but exposed through the juxtaposition of narratives as a most unstable 

context for reconstruction which precisely enables for that very reason. In this way, in contrast to 

the abstractions that formed the situation for enquiry in earlier essays, these drawings revel in the 

site but as a fluid interplay which sees the potential for movement within a network and for 

contradictory effects to be utilised for unexpected or yet-to-be explained consequences. The 

dynamic enquiry, and the questioning that runs through my research, now focusses less on the 

capacity to articulate the value of these drawings, and instead sees the interrelationships and 

movement become the project within a recognisable language that is simultaneously undermined. 

An inherent tension that fluctuates and oscillates – held suspended in mid-air between the artificial 

grounds of a historical site and an almost imagined future. Yet at the same time representing a series 

of stoppages that articulate a way to stop whilst going on. 
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What do I think of these objects? 

The drawings in this essay attempt to embody a possible outcome for my research. They enact a 

mixture, they shift between narratives, play with techniques, distort realities, reconstruct 

possibilities and reframe questions within an ever-shifting landscape of a problematic situation for 

architecture. As objects they are composite, fragmentary, eliding, residual, partial, subjunctive and 

irresolute. But they also form compositions that are integrated within a site, that condense into a 

landscape, that form a falsework for future occupancy and suggest strategies for completion or 

interrogation and speculation. They develop an intensity and depth that is integrated within a 

construction of an architectural language formed through the discarded remnants of authority – 

consciously manipulating the classicizing preconceptions of this language to expose the work and let 

the contradictions and differential movement combine with a knowledge of making and doing and 

drive an enquiry forward (or backwards). They are integrated within architecture, but not of 

architecture. They enable production, but don’t themselves produce. At each threshold of resolution 

gaps appear, opportunities arise, and my enquiry keeps open the room to respond to these shifting 

circumstances. They are subjunctive conditions, or words that lie beneath the gaps between words – 

drawings that are projecting for a possibility, rather than limited by an already preconceived end-

state. 

Most significantly for the research, they relocate a critical rigour – evading questions of a value of 

product and diverting the emphasis towards thinking and reflecting upon meanings that emerge 

through active agencies for projection. It is no longer a question of what I think about the object, but 

how productive the framework for producing objectification might be. The rigour no longer attaches 

to the specifics of the choices and decision-making relative to a singular identity, but instead is 

fashioned by a reflection and critical approach to the construction of the model for objectification. 

This allows the contradictions that flow through conventional evaluation to be fully and openly 

acknowledged – the arbitrary choices, the unnameable processes, the wilful gestures and slippages 

that leap, rebound, reflect and distort the unimagined, unexplained and unexpected within 

processes for projecting.  But this enables more than simply an acknowledgement of contradictions – 

it enables a repositioning of architectural knowledge and the conception of an architectural project . 

A project not conceived as a dialectical reconstruction of a which simply reconstructs another 

artificial position and an associated quagmire of evaluative terms. 

No, something much quieter and simpler. A shift in emphasis that simply asks – not what 

architecture is, but what it might do. 
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PART 6: CONCLUDING REFLECTIONS 

Irresolute answers to a dynamic question 

 

… but fie these are questions again. That is typical. I know no more questions and they keep 

on pouring out of my mouth. I think I know what it is, it’s to prevent the discourse from 

coming to an end, this futile discourse which is not credited to me and brings me not a 

syllable nearer silence. But now I am on my guard. I shall not answer them any more. I shall 

not pretend to answer them. Perhaps I shall be obliged, in order not to peter out, to invent 

another fairy-tale, yet another, with heads, trunks, arms, legs and all that follows, let loose 

in the changeless round of imperfect shadow and dubious light. But I hope and trust not. But 

I always can if necessary (Beckett, 1975, pp. 23-24).  

 

… a moving blur catches our eye in the distance; we ask ourselves: ‘What is it? Is it a cloud of 

whirling dust? A tree waving its branches? A man signalling to us?’ Something in the total 

situation suggests each of these possible meanings. Only one of them can possibly be sound; 

perhaps none of them is appropriate; yet some meaning the thing in question surely has. 

Which of the alternative suggested meanings has the rightful claim? What does the 

perception really mean? How is it to be interpreted, estimated, appraised, placed? Every 

judgement proceeds from some such situation (Dewey, 1910, p. 108). 

 

Phaedrus: But, quite seriously Socrates, what would you have done, as an architect? 

Socrates: How can I tell? … I only see in a general way how I should have conducted my 

thoughts. Phaedrus: Conduct them at least to the threshold of the edifice that you did not 

build (Valéry, 1932, p. 69). 
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6.1 How to conclude? Some irresolute answers and reflections.  

This part of my thesis is a reflection on the design research. It critically assesses the models 

developed within the thesis and reviews the relevance and contribution of the research. It reframes 

the enquiry and reaches to understand a conclusion (if possible).  As a reflective process, it looks 

back on the evolution of the questions and essays that have attempted to test, modify, manipulate 

and explore the predicament that provoked doubt and stimulated enquiry in the first instance. It 

presents the key findings and outlines the implications for an architectural project as an open and 

involving re-conception of working method and integrated reflection as a shifting and dynamic 

framework of evaluation.  

This forms a shift in disciplinary emphasis (not a paradigm shift that merely constructs a new 

position) and proposes an inconclusive conclusion: an exposed practice for architecture that 

acknowledges contradiction, uncertainty and the unstable dynamics of problem-setting as an open 

enquiry. Construction and reconstruction forming a dynamic integration of means and ends – a 

series of instrumental operations to test, reject, develop, translate and evaluate in terms of the 

knowledge acquired through participation. The activity of projecting remaining consistently the 

mechanism between positions that creates room for architecture – enabling contingency, innovation 

and speculation.  

This conclusion also considers the relevance, contribution and enabling capacity for the research 

beyond the terms of individual enquiry. It expands from subjective preoccupations in order to 

extrapolate broader opportunities for the discipline due to a shift and re-conception of the terms of 

an architectural project – not as a self-justifying model of the product relying on antecedent 

structures of knowledge to communicate but as an open, unstable and necessarily fragile and 

insecure activity. An agency that articulates a value through broader participation, engagement and 

open communication with alternative possibilities.  

The conclusion then considers the implications for my professional practice as a-project – 

considering models for architecture within the preconceptions of commercial reality and dynamics of 

social interaction. Speculating on the application of projecting as a productive and relevant activity 

rather than consolidating an architectural project as a closed and obsolete discipline. It outlines 

continuing the thesis project (going on), as well as approaches to integrating an open network of 

intelligent action in practice. A form of exposed and subjunctive practising for architecture that 

creates room within the dynamics of each unstable and shifting problematic situation. 
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Figure 243 Projective fragment: Wimbourne House. A projective study (Essay 10) at Wimbourne House (William 
Kent, 1743-54) that isolates the projective construction from the situated context of the process of demolishing 
this London house adjacent to 21 Arlington Street – constructing a framework that enables alternative projects 
for this situation as the situation is fragmented and reconstructed. 
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6.2 Summary of findings – questions and models for practising.  

… if it’s I who seek, what exactly it is I seek, find, lose, find again, throw away, seek again, 

find again, throw away again, no, I never throw anything away, never threw anything away 

of all the things I found, never found anything that I didn’t lose, never lost anything that I 

mightn’t as well have thrown away, if it’s I who seek, find, lose, find again, lose again, seek 

in vain, seek no more, if it’s I what it is, and if it’s not I who it is, and what it is, I see nothing 

else for the moment, yes I do, I conclude (Beckett, 1975, p. 107). 

It is obviously critical to draw some conclusions from research – to look back at a research question 

and the terms that provoked an enquiry, and to review findings of the research against that opening 

question. It is important to see this not as a closing exercise, but as a re-framing exercise that 

informs future enquiry250.  

The first immediate response is that in a sense this research is inherently inconclusive. The very 

nature of the approach to answering the question has been to explore the implications for 

architecture as an architectural project that remains open – developing models for architecture that 

focus on the capacity to reconceive the nature of an architectural project as a means to go on, a 

projective exercise where the relationships and contradictions are always primarily focussed on 

reshaping the next outcome and the conclusions of each essay simply informing the questions that 

emerge for the next.  

There are, however, conclusions beyond simply an acknowledgement of the characteristics of 

ongoing enquiry that suggest a specific relevance and potential application for architecture. 

Conclusions that involve a re-conception of the discipline as a contingent process of projecting for 

architecture as a dynamic and open activity – with implications both for ways of working 

architecturally as well as ways of reflecting on the activities that speculate on future possibilities and 

the knowledge acquired through the dynamics of an architectural project. 

 

                                                                                 

250 Equally, looking back is now reconfigured with the experience of the activity: “every movement of experience in completing 
itself recurs to its beginning, since it is a satisfaction of the prompting initial need. But the recurrence is with a difference; it is 
charged with all the differences the journey out and away from the beginning has made” (Dewey, 1934, p. 175). 
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6.2.1 Reframing questions – subjunctive mood of enquiry 

A successful reframing of the problematic situation leads to a continuation of the reflective 

conversation (Schön, 1991, p. 136). 

The first of these conclusions is a reconstruction of the research question – the notion that the initial 

formation of the research question was in some sense wrong251. The design research has successfully 

dissolved the preconceptions of what it was intending to do and the way in which the question was 

posed has been seen to be a product of the contradictions that have been enquired within. The 

question is reframed to ask “what an architectural project might do?” as opposed to “what is an 

architectural project?”. 

This suggests that a way to work architecturally is more relevant if the practice is considered in terms 

of a model for projecting and not a model of a specific product. That the dynamic movement within 

an enquiry that is explicitly engaged with the contradictions, instabilities and impossibilities of any 

self-justifying mechanism becomes the construction that enables and is reflected upon. This is to 

claim that the object of an architectural project is not something but is the agency for doing 

something. 

What has emerged therefore reframes the research question – exposing the extent to which the 

initial preoccupation was absorbed within the same problems that were identified as problems. The 

question began considering the simple formulation of “what is an architectural project?”. The 

research tested the associated theoretical implications, contradictions and instabilities for the 

discipline that flow from this question and explored the range of legitimising crises and un-grounded 

qualities that pervades architectural discourse (and philosophical speculations around any potential 

value or meaning in the practice of this discipline). The corresponding implications, however, simply 

                                                                                 

251 The title always deliberately sceptical that what I was researching was “an architectural project” in the conventional terms 
constructed by the discipline. 
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further destabilised the conception of an architectural project in the terms of the research question, 

leaving the practice of architecture virtually untenable (an almost (im)possible practice).  

What the research has therefore involved is not what it is, but what it might do – and the essays 

expose the inadequacy of the original construction of an architectural project. The research has 

required the construction of the question and the metanarrative of enquiry but reformulates the 

question in conclusion – exploring the potential to construct, enact and operate within a shifting and 

dynamic model for projecting and suggesting the productivity of an enabling framework that evolves 

and responds to the problematic situation it is engaged within. 

It is not a model of an architectural solution, it isn’t anything – rather it might do something for 

architecture. In this reframed form, the various layers of insecurity are relocated and the notion of a 

problem of something is redefined as a problematic situation within which an activity might enable. 

Not producing objects of architecture (which are then exposed within the unstable and futile logics 

of theoretical discourse), but models for producing. The contradictions of producing architecture also 

relocated as the terms of understanding practice evolve – the contradictions revealed as enabling 

and constructive models for projecting alternative possibilities and contingent realities. 

Contradiction, compromise, tolerance, modification, failure, reconstruction – all these qualities that 

are repressed by a singular production of a preconceived object are released and kept open. 
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Figure 244 Projective fragment: Wanstead House. A projective study (Essay 10) at Wanstead House (Colen 
Campbell, 1715) that isolates the projective construction from the situated context of the estate plan of this 
demolished suburban villa – constructing a framework for manipulating the landscape setting or reconstructing 
architectural projections of a lost villa construction (itself a reconstruction and translation of a villa typology). 
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6.2.2 Ways of working – reconstructing method and context 

The second conclusion is that in order to enact an enquiry of this nature, designing must 

continuously explore composite methods and techniques as a mixture, and this mixture should 

operate within a consciously fictional construction (open to reconstruction). The ways in which work 

is made, and by extension the knowledge acquired by making, should both explore and utilise the 

ambiguities and slippages that movement between various techniques of producing and 

constructing frameworks for working engender (doubt and constant problem-resetting operating as 

an evolving activity).  

This can involve the testing, application and continuous development of methods, for example, that 

undermine the structures of digital process – with coded manipulations that remove reliance on 

software preconceptions and enable specific choices, translations and movements to be 

manipulated as an integrated component of an enquiry (not as a deterministic technical rationalism). 

It also could involve analogue processes reshaping the terms of an enquiry which is itself a shifting 

landscape of narrative content. The play between scales of interaction and immediacy of gesture and 

between physical and virtual operations providing a constant movement to explore alternatives, 

slippages, unexpected reframing of problems and unstable contingent outcomes for further 

operations. A mixture of technique continuously operating between positions and enabling 

scepticism, uncertainty and contradiction to be active facets of an ongoing questioning of the terms 

of a problematic situation and the instrumentality of the operations and tools developed to respond 

and reshape the enquiry.  

The research has explored the ways in which the properties and assumptions of my ways of working 

have continuously reshaped my enquiry, reframed my question, been my question, adjusted my 

preconceptions of what I am trying to do, and are adjusted by the outcomes of what I am doing – 

with a mixture of technique constantly reconstructing the terms of action and the reflection-in-

action directing further action. Frequently these approaches to a method of production have 

experimented in ways which may not be immediately successful as an outcome that supports 

enquiry, but crucially the research has shown the benefits in keeping this experimental movement 

open throughout to enable unexpected movement and unpredictable and contingent relations to 

emerge and modify working assumptions. A constant reflection on the productivity of each essay 

becomes the enquiry, not simply a review that post-rationalises an approach. In this context the 

design research shows the opportunities that emerge – an integrated dynamic that is open to 

change, adjustment and alternative possibilities (without a preconceived end-state) and allowing the 
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room for projecting to move and respond to a shifting narrative and multiple possibilities for 

architecture as they are translated and reconstructed. 

In parallel with this is the necessary construction of a fiction or narrative framework within which an 

enquiry for architecture can be tested, applied, manipulated and superficially resolved. Narrative has 

been used to expose the project, and to propose a shifting problematic situation in opposition to 

conventional models of site. A multi-layered language of situations has evolved as an environment 

and culture within which projecting can speculate and this has provided an alternative model for 

producing work where the situation is an unstable, shifting and malleable network of text, object, 

geographic location and historical condition in a full range of built, unbuilt, reconstructed and 

modified forms of project. The use of these situations has been key in proposing an alternative 

model for projecting – suggesting that understanding the intrinsic dynamics of the temporary 

grounds is a necessary and vital component of any exploration.  

The construction of a project is consequently never grounded but a perpetually shifting framework 

for enabling projects, and the narrative selection and evolution has demonstrated how 

contradictions, slippages and instabilities of a ground might not be problems to close and restrict, 

but opportunities to keep open, respond to, invite and relish. The fictional constructions become 

productive ways of working and have been the basis of articulating the doubt and contradictions in a 

project through temporary grounds.  
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6.2.3 Ways of reflecting – reconceiving and relocating evaluation 

1. The essence of thinking consists in reflecting, i.e., in distinguishing what thinks from what 

is being thought. 2. In order to reflect, the mind must stand still for a moment in its 

progressive activity, must grasp as a unit what was just presented, and thus posit it as object 

against itself. 3. The mind then compares the units, of which several can be created in that 

way, and separates and connects them according to its needs (Humboldt quoted in 

Glasersfeld, 1995, p. 90). 

The third conclusion is that the shift in emphasis from object to agency helps liberate the structures 

of evaluation that close around the discipline. The research demonstrates an opportunity to 

reconsider the location of value outside of the product of an architectural project. The research does 

not produce a product, but a model for production – and it is this framework for future possibilities 

and their respective enabling properties that might allow an architectural project to remain open, 

responsive and ameliorative. 

The development of an exposed practice has focussed on an open and exploratory approach to 

method whereby the contingent implications and opportunities for projecting form a dynamic and 

shifting interaction within a problematic situation. But the research has also focussed on the parallel 

requirement for this action to be directed – i.e. the unavoidable construction of a framework for 

activity (narrative fiction for projection) which provides a shifting context for reflecting on the 

activity as a constituent dynamic for projecting. This is an equally significant re-conception for 

reflecting within the processes of projecting that articulates a value by virtue of the instrumentality 

of the activity in responding to the contingent problems arising (as well as then reframing the 

problematic situation as a basis for further modification, testing and speculative projection for 

architecture). 

The research concludes that ways of reflecting within the discipline and of articulating a value for the 

activity alluded to within an architectural project need reconstruction. Value is not obtained from a 

preconception of the project or a post-rationalisation of the consequent product – but is acquired in 

response to contingent parameters emerging within an activity for architecture. This is a subtle and 

fragile balance – keeping room open within an ongoing process – and corresponds to a basic shift in 

emphasis away from a self-justifying obsession (with reference to anterior conditions and 

preconceptions of an architectural project) and replacing terms of evaluation as a constant review of 
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processes for projecting. Keeping open an enquiry whilst simultaneously not reducing projecting to 

an uncritical and undirected activity.  

Reflection then develops as an integrated form of knowledge acquisition – the evaluation of the 

operations informing a direction, choice and value appraisal derived from the outcomes that emerge 

(or fail to emerge) within projecting for architecture. The value of an architectural project is not then 

found within the product – it is not of anything. It might be valuable to anyone in particular – as an 

appreciation of usefulness, improvement, enhancement etc. – but it (an architectural project) can 

claim no intrinsic value or antecedent structure that legitimises preconception or post-rationalised 

evaluation. It is the persistence of claiming this value that threatens the ability to project. But rather 

than deny all capacity for value, what the research suggests is that considering value in these terms 

is again the product of a misguided question. The doubt, problem and crisis are all initially predicated 

on finding another position outside of the positions that might somehow escape the contradictions. 

What the research has revealed by design is the extent to which an acknowledgement (or more 

accurately full engagement) with the contradictions of practice as a dynamic process enables the 

terms of evaluation to be shifted. 

Of course, the inherent contradictions of the discipline are immediately apparent – so embedded in 

the solid product is the frame of reference of architecture. How does the process stop? What is a 

stoppage? What the work has explored by design is an acceptance of this contradiction, and the 

implications for projecting. What happens if this room is always kept open? Or is the nature of an 

architectural project always inevitably confronted by a collapse into the singular that is then 

subjected to the process of post-rationalisation and self-justification that cripples the capacity for 

movement and projection? 

Within each essay these problems were confronted – specifically through the contradictions of 

communicating a dynamic process and a depth of narrative enquiry. How can designing as a fluid 

process for architecture communicate objects of architecture? Does it need to? Or can the 

construction of an architectural project be reconceived as a strategic framework for producing 

independent of the object produced? If so, how is this construction described? The answers to these 

and similar questions is necessarily in-between dualistic extremes. The processes for projecting that 

have been explored utilise and don’t discard contradiction, compromise, failure, tolerance, 

abstraction, translation, modification etc. These processes become an architectural project – a model 

for making architecture containing within it stoppages that are elements of this model and required 

pieces that are not isolated but components of a broader synthesis.  
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These partial pieces are both internal to a process and external to the process at the same time – 

they keep open the enquiry and are condensed into a moment / space / context for reception, 

consideration, experience and communication. All contingent requirements for a continued 

evolution of a model for architecture – but at the same time not indicating the conclusion of the 

process, just providing terms within which that process can be reframed. The final essay in this thesis 

comes closest to articulating this by temporarily settling in locations, contexts and languages of 

architecture whilst projecting alternative possibilities. The outcomes explore the capacity for 

objectification to be evaluated as stoppages within an ongoing question – i.e. What do they 

contribute to the next iteration? How do they reshape the terms? What are the strategic failings and 

opportunities that arise? What is their capacity for adjustment and modification? What is the 

instrumentality of their configuration for consequent applications? etc. Using these forms of 

question in relation to the thesis, the design work suggests a way to go on. Not as a new position, 

but as a framework for changing positions to evolve within. The projects conclude in the form of a 

demi-cadence252, that asks questions of their subsequent manifestation – not demanding answers 

and justifications of their final solution. 

The model for projecting as a dynamic and instrumental way of working can therefore be reflected 

upon as the architectural project – the agencies for change and future possibilities can be tested, 

modified and manipulated as an ongoing evolution of a problematic situation. The project isn’t the 

production of a solution to a problem that demands justification. It isn’t anything. It might be 

something. It might be a continuous evolution of a problem-setting, reframing, reconstructing, 

translating, modifying and testing process for architectures yet-to-come. In the terms of the 

research, this reflective activity becomes an integrated form of exposed practice with ways of 

working creating room for projecting.  

                                                                                 

252 Pierce describes the nature of belief as a demicadence: “And what, then, is belief? It is the demicadence which closes a 
musical phrase in the symphony of our intellectual life” (Thayer, 1982, p. 85). In the context of my use, I would rather suggest 
that a demicadence is one that partially closes whilst continuing to keep open (whilst conscious of the construction that is 
reconstructed). 
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Figure 245 Surface topology: Study. A scripted surface study (Essay 09) that creates room for the development 
of multiple conditions through the application of translations and slippages of differential data within shifting 
definitions (and contingent reconstructions) of problematic situations. 
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6.2.4 Composite conclusion – integrating means and ends 

These three conclusions – reframing my question, exposing a way of working, and the shift in 

emphasis for evaluation – define the principal findings of my research.  

The research approached the subject matter of an architectural project with scepticism and 

uncertainty regarding the justification and critical evaluation of the discipline – and by extension an 

insecurity regarding methods of practising and evaluating the outcomes. Through essaying within a 

shifting fictional construction and testing methods for projecting within an evolving architectural 

question, the research concludes that it is precisely through an engagement with the contingent, 

unstable and contradictory implications revealed by the activity that an open, innovative and 

architectural project can be realised (and valued). The contradictory limitations of the discipline (and 

the construction of a project) form a delicate and temporal support for an activity – required 

constructions only in so far as the fiction is recognised and acknowledged, and the knowledge 

acquired through the activity and its interrelationships within an evolving problematic situation 

reconstructing this framework endlessly as reflection reshapes the terms of the problematic 

situation and vice-versa. 

The conventional model of problem-solving – and any associated evaluation constructed from pre-

conceived terms – is therefore exposed. By persisting in a model of practice that denies the 

contradictions and uncertainties through the use of positions external to the activity with which to 

justify the product, an architectural project continues to consolidate an irrelevance. It can no longer 

endlessly reform positions with theoretical justification to enable a stable value to be articulated – 

but instead should confront the risks of exposure and the positive opportunities of the inherent 

insecurity of engagement with projecting as an open activity. Reconstructing projecting as a volatile, 

uncertain and contingent practice that becomes valuable. The contradictions of constructing this 

practice and the slippages, translations and dynamics of practising interacting with a continuous 

reflection-in-action that reframes the terms of an enquiry – the outcomes of operations continuously 

evaluated in terms of the instrumentality within the shifting definition of problematic situations.  

An architectural project therefore becomes exposed between positions (poetic affect) – an in-

between condition that constructs fictions and tests, modifies and projects as these constructions 

are reconstructed and evaluates outcomes as a contingent method within an activity for architecture 

(but does not form a new position just a modified framework for the evolving problematic situation 

to continue to be projected within). An inherently contradictory and transitory status that involves a  
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Figure 246 Situation 14.2. Chesterfield House _ Projective intervention _ State 07. 
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Figure 247 Situation 15.2. Chesterfield House _ Projective intervention _ State 08. 
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rejection of conventional models of the discipline and profession that perpetuate an image of a 

settled product. 

The means and ends of a project now become integrated as an ongoing questioning – a model for 

architecture that reconceives ways of working and ways of reflecting as a contingent manifold for 

practice that enables. Conclusions that don’t necessarily conclude the research but are simply the 

findings that are revealed at this point in an ongoing process of questioning. Continuing to be less 

interested in what the construction of an architectural project is and more interested in how it might 

be possible to project within the construction given an evolving problematic situation. Continuing to 

discover whether an explicit and dynamic projection articulates an alternative rigour and way of 

working that is enabling, productive and paradoxically valuable and uses contradictions and 

uncertainties within the construction of a project as a means to reconstruct projecting.  

In this context a parallel can be found in the phrase negative capability253 that was first used by John 

Keats in a letter to his brothers written in 1817 describing a failing that he saw in the poetic qualities 

of the work of Coleridge:  

… it struck me what quality went to form a Man of Achievement, especially in Literature, and 

which Shakespeare possessed so enormously – I mean Negative Capability, that is, when a 

man is capable of being in uncertainties, mysteries, doubts, without any irritable reaching 

after fact and reason – Coleridge, for instance, would let go by a fine isolated verisimilitude 

caught from the Penetralium of mystery, from being incapable of remaining content with 

half-knowledge (Keats, 1958, pp. 193-194). 

Keats is critical of what he sees as the futile and perpetual attempt by others to discover a higher-

order truth that would explain and reduce the situation to a solution. For Keats, an openness and 

receptiveness to situations was the preferred quality that demonstrated a negative capability to 

acknowledge the uncertainties without requiring their resolution as a reasoned solution – accepting 

instead the opportunities that might arise within uncertainty. Whilst the Romantic ideals of this 

aspiration don’t necessarily correlate with the enquiry, the concept of negative capability offers an 

interesting corrective to the underlying dominance of models of progress and rationality that still 

define the terms of problems today. By developing a negative capability, the potential benefits and 

                                                                                 

253 See also the discussion of Keats in: Dewey, 1934, pp. 33-35. 
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opportunities of inherent contradictions reconstruct an architectural project as an open and 

continuous process for projecting and questioning that doesn’t demand a single solution but enables 

an approach. 

6.2.5 Going on – continuing to question 

… it will be the silence, where I am, I don’t know, I’ll never know, in the silence you don’t 

know, you must go on, I can’t go on, I’ll go on (Beckett, 1975, p. 132). 

The conclusion of the thesis is ongoing – a questioning equivalent to the going on that Beckett 

describes. A phrase that succinctly articulates the illusion of completion or progress (a sense of 

direction or purpose) that maintains enquiry (necessarily and unavoidably) whilst embodying the 

essential contradiction of an impossibility to attain a knowledge that resolves or reveals meaning 

(wherever it is that one arrives at).  It is a process that is defined by doubt and contradiction, but the 

research has focussed on the opportunities exposed when these instabilities are not considered as a 

problem and become contingent necessities (becoming the project) rather than obstacles or 

problems to solve. The slippages, translations and movements between situations providing a 

continuous model for projection – creating room for architecture to project, not describing a model 

of an architectural project.  

It therefore seems appropriate to include in this section (the principal findings of the research) a 

continuation of the translations and states254 of drawing and making. Continuing to develop the 

situated projections of the final essay as a series of specific projections and states of analogue and 

digital drawings that work across the fabrications of enquiry. The drawings are speculative 

projections for architecture – fabrications formed within the contradictions of the discipline of 

architecture and the construction of an architectural project – unceasingly doubtful of the value of a 

project but at the same time necessarily involved in the processes, uncertainties and contingencies 

of projecting.  

                                                                                 

254 The notion of states has throughout alluded to the multiple stages of Piranesi: “by implicitly questioning their possible 
translation into three dimensions—it is “impossible” to build them as if they were coherent, with orthogonal plans and 
elevations at scale—Piranesi’s “second stage” models function metaphorically, offering the possibility of “seeing as” that open 
up a world of fiction” (Pérez-Gómez, 2016, p. 204). 
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Figure 248 Situation 17.2. Chiswick Villa _ Projective intervention _ State 08. 
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Multiple propositions modify, extend, manipulate and reconstruct spatial extent and formal 

ornamentation within the context of a field of existing, remodelled, demolished or unbuilt Palladian 

projects. The speculative projections operate within the contradictions of this practice – seeing the 

contradictory framework of the discipline not as an obstacle to be repressed and reduced to an 

alternative language, but as an open speculation that attempts to enable a productivity for 

architecture contingent with the contradictions of practice.  

Through an acknowledgement of the uncertainties of practising, the work attempts to maintain a 

negative capability that is productive. Architecture as a shifting, unstable and contingent field of 

possibilities that perpetually reconstructs the initial construction as a process for projecting, rather 

than denying the fiction of the discipline and hopelessly continuing the mythical perpetuation of a 

singular construction of a project. 

The drawings continue to develop from three types of essay in reconstruction. Firstly, the 

contradictory descriptions of the Roman villa as a juxtaposed / composed series of planimetric 

datasets. Secondly, a developed topology of projected constructions of architectonic elements 

extending a pattern book of multiple manifestations of formal / spatial treatments from within the 

contradictory data. Finally, phase transitions and states of situated projections where the slippages 

of the origin are now reconstructed as the formal motivation for contingent speculations within a 

translated field of situation. 

It is this last type that provides the focus for the concluding studies (examples shown in Figs.246-

251) – attempting to explore the dynamics of projecting as a model for architecture that works with 

the contradictions of practice, and manifests an involving and uncertain attitude to form, spatial 

extension and construction through an extended series of states of partial completion, proposition 

and intervention. 

The drawings are analogue and digital manifold projections – a series of alternative possibilities of 

existing, remodelled, demolished or unbuilt spaces. They are spatial extensions as fictions or 

fabrications for architecture that speculate on the opportunities associated with a repositioning of 

the discipline as an open and contingent process for projecting.   

An architectural project? 
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Figure 249 Situation 11.2. General Wade's House _ Projective intervention _ State 05. 
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Figure 250 Situation 13.3. Cumberland House _ Projective intervention _ State 12. 
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Figure 251 Situation 22.2. Mereworth Castle _ Projective intervention _ State 07. 
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6.3 Contribution – communication, reception and social relevance.  

The research has generally been conducted in an explicitly personal tone – it is my research question 

and my designing that I am evaluating. This has been a deliberate approach to emphasise the extent 

to which the development of models for producing work are necessarily the subject of personal 

decision-making processes that are only justifiable in those terms – with a value being considered 

through the instrumentality of operations that are inherently reflected upon and reframed by the 

participant of projecting the research.  

What the research suggests is a model for architecture as an emergent response and agency for 

change within a shifting landscape of problematic situations – and this ambiguous, diverse and 

multiple landscape is the location for meaningful evaluation. Not meaning in terms of any inherent 

justification of the individual objects located outside of this model, but a knowledge acquired 

through the activity that directs further action and reshapes the capacity for these objects to 

influence and inform future outcomes that continue to relocate the terms of evaluation. An intrinsic 

part of any problematic situation, however, is clearly the communication, experience and reception 

of any outcome – the broader re-conception of an architectural project as an inclusive and enabling 

framework that reconsiders the operations of the discipline. Not clinging to an ungrounded series of 

theoretical appropriations with which to justify a method or product of an architectural project, but 

an opening of projecting to the uncertainties, risks and opportunities of an exposed practising for 

architecture. These parameters are clearly social, not simply personal, and form the critical aspect of 

shaping the consequences for projecting when reviewing the stoppages that arise. The broader 

contribution to practice is therefore what an architectural project might contribute not in the 

conventional terms of the impact of a singular object, but as a model for projecting as a framework 

of possibility.  

The research has explored the capacity to maintain a space of movement, reflection, translation and 

adjustment not as a means to simply define another position, but as a way to expose opportunities 

for practising. Whilst the tone of my research has been to explore these opportunities in terms of a 

personal capacity to continue, the research also offers a wider benefit in reflecting on a shift in 

emphasis for architecture more generally. The thesis refers to a shift in emphasis to make clear that 

what is suggested is not locked in a dialectical relationship whereby one position is juxtaposed with 

another, and both involved within the same intrinsic narrative or transcendental model. What the 

research offers is a suggested context for working that moves outside the predicaments expressed 

by attempting to answer “what is an architectural project?” in conventional terms. It is not trying to 
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resolve things, or land on a specific position through research255. The conclusion is consciously 

inconclusive – as the project being produced is a model for projecting and not a product. 

The relevance of this then becomes much broader than simply a personal design agenda – a shift in 

emphasis regarding practice and the practising of architecture. A way of practising that is less 

focussed on what the discipline appears to be (the objects, spaces, concepts and shapes that 

populate our experience of the built environment), and more interested in what it might be (the 

interrelationships, movements, translations and future possibilities derived from contingent and 

unexpected relations, modifications and instabilities). 

What the research offers for consideration is one of many models for projecting within this 

ambiguous space for production. It shows the workings (or failings) of a dynamic enquiry that uses 

uncertainty as a productive force and develops a poetic fictional construction that is both required 

and dissolved through the operations, interactions and implications of an integrated method. It 

demonstrates ways of working that move across and between method, narrative and reflection as an 

open and responsive model for projecting which are reviewed in terms of future enabling capacity.  

This is to suggest that, in the context of a post-capitalist model of production, the status of an 

architectural project (and by extension architecture and architect) should evolve. The obsession with 

retreating as a profession and academic discipline into exclusive and redundant languages of 

justification is increasingly untenable – the basis of critically evaluating objectification left exposed as 

a futile and ungrounded position. What remains, and what the research has tried to explore, is a way 

of working that keeps open other possibilities for projecting. Now emphasising the strategic framing, 

manipulation and modification of the interrelationships between contradictory aspects that shape 

any enquiry. This enables, and not simply dogmatically asserts, the validity of a solution – with the 

value of an outcome assessed through experience (that reframes ongoing questioning of the terms 

of any solution). 

In this way, the research contributes a speculation on what architecture might do as a process that 

responds to the contradictions of its construction. As design research it does not attempt to fix a 

                                                                                 

255 A central objective is to avoid the trappings of a paradigm shift which attempts to theorise a new position of practice, but 
to explore the productive implications of a shift in emphasis for practice: “not concerned with framing a general theory of 
reality, knowledge and value once for all, but with finding how authentic beliefs about existence as they currently exist can 
operate fruitfully and efficaciously in connection with the practical problems that are urgent in actual life” (Dewey, 1984, p. 
36). 
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position, but simply to be an exposition for making architecture. This contributes to a wider context 

of contemporary architectural production – where currently the status of what architecture is 

persistently fails to articulate what it might become. 

This indicates that the research, knowledge and insight of the thesis could have a beneficial impact 

for both architectural working methods and evaluative reflections – both in terms of an academic 

understanding of the contradictions of architectural positions and the practical implications for an 

intensive and ongoing dynamic process for projection.  

The speculation offers the opportunity to reconsider the methodology and role of commercial 

practice by focussing less on the objectification of a product and more on the dynamic evolutions of 

problematic situations within which the practice of architecture contributes – translating practice 

and ways of practising. Research that reconstructs ways of reflecting on the contradictory product of 

practice as an enabling form of productive agency for both critical appraisal and the commercial, 

social and cultural contexts of experience that define the reception and expectations of the 

discipline. 

This social impact could be developed through the dissemination and elaboration of the findings of 

my thesis in specialist academic journals as a conventional model of academic research 

development. My research has, however, always been conducted whilst in professional practice and 

has spanned a period of personal professional development that has seen an evolution of my 

architectural context with the formation of my own architectural practice a-project (A-Project Design 

Ltd. founded in November 2013).   

Developing the research practically and commercially has always been the logical extension and 

continued exploration of the research question – the application and reconstruction of projecting as 

a model for architecture that could be realised through professional practice and embody the 

translation of the activity. Essaying a critical rigour through the practical application of dynamic 

methodologies for practising and the realisation of physical works and propositional frameworks that 

confront the contradictions, insecurities and mess of reality (with the associated commercial, social 

and cultural reception of irresolute works). It is ultimately in the consequent activity for architecture 

through practice that my irresolute conclusions and ongoing questions will be realised – and any 

broader social value tested and modified. 
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Figure 252 Situated projection state (Chiswick House _ State 07). 
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6.4 Practising – outlining an exposed agency for architecture.  

This chapter now concludes by exploring the opportunity for developing the research in the context 

of commercial practice as a form of continued research that confronts the contradictions of the 

discipline. This speculates on approaches to developing the research in the context of social, cultural 

and commercial preconceptions and its practical application as an activity that informs the shaping 

and reshaping of physical objects, spaces and places. It outlines a speculative approach to an 

exposed practice to enact the findings of the thesis within the immediacy of the commercial realities 

of the profession. This explores the implications of a subjunctive256 mood for practising – a 

preoccupation with what might be rather than a dogmatic imposition of what it is. Developing my 

own architectural practice (a-project) in ways that integrate the principal findings of my research – 

with a mixture of method and dynamic reflection that reconceives apparent obstacles 

(contradictions, insecurities, uncertainties) as necessary and unavoidable contingent parameters that 

enable new opportunities and reframe problematic situations (productively developing projecting 

for architecture). 

As an academic thesis, the research is inherently irresolute and the stoppages of the design enquiry 

are by definition momentary descriptions of an involving and in-between project for architecture 

that attempts to continuously reframe the problematic situation within which models for 

architecture might continue to enact, enable and speculate. As such, the design research continues – 

designing, producing, re-questioning and reshaping emerging contexts of enquiry for projection – as 

a means to go on. This going on could be conceived as a continued academic essay, but key to any 

ongoing research is also the opportunity to enact the enquiry within the practical limitations of the 

discipline. The conclusion, therefore, now projects forward an integrated approach to this ongoing 

enquiry and speculates on ways to combine the research as a model for architectural projection that 

both investigates the ongoing preoccupations as a speculative programme as well as explores the 

opportunities to apply and modify the involving situations (and the re-framing of the contexts) 

within a commercial business context as a-project.  This explores how a negative capability might 

enable poetic projections for architecture that speculate within architectural projection outside of 

the cartesian boundaries of problem resolution and formal objectification that dominate the 

                                                                                 

256 Morton references the idea of veering (derived from Royle) to suggest an uncertain directionality of subjunctive projection: 
“the subjunctive, floating “as if” virtual reality of beauty is a little queasy—it’s captured well by Nicholas Royle’s use of the 
term veer to describe aesthetic experience. From veer we obtain environment and perversion. When a ship is veering, it’s not 
certain whether it’s acting on the ocean or letting the ocean act on it. In the same way, beauty requires a veering toward a 
thing. The thing emits a tractor beam in whose vortex I find myself; I veer toward it” (Morton, 2016). 
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conventional model of contemporary architectural production. It explores questions of 

objectification and how the approach to stoppages contained within the thesis might create room 

for architecture in a broader social and commercial environment – shifting the emphasis of an 

architectural project to the value that emerges within the unstable dynamics of the activity and 

testing the implications for practising outside of the academic frame of a PhD with a manifold of 

operations, strategies, frameworks, partial resolutions, contingent interventions etc.  

The approach adopted is to develop key themes of the thesis and their possible application as 

continued research in practice. 

6.4.1 Projecting for architecture – redefining a project as a dynamic process 

The emphasis on projecting as a dynamic and shifting approach to questioning must redefine a 

project. Application within commercial practice must develop responses and reconstructions as 

evolving problematic situations – prioritising the fluid interrelationships of a subjunctive and 

speculative condition rather than an objectified product of architecture (the deterministic and 

reductive framework of preconception or post-rationalisation of antecedent knowledge). This 

fundamental distinction of the thesis should inform an application of a mixture of design research 

method, an open and responsive approach to questions and the reframing and translating of 

questions in response to apparent answers – constructing ways of working that recognise the 

uncertainty of contingent parameters and outcomes as a productive context for new opportunities 

that are not already contained within preconceived solutions of a project.  

This therefore focusses on projecting as the discipline for architecture. Practising as a form of 

subjunctive speculation that opens poetic opportunities and creates room for making, thinking and 

experiencing architecture as ongoing reflections in-between problematic situations – as opposed to 

reductive solutions of a project of architecture as an objectified product with a delimited context and 

holistic closure. Projecting embodying an unstable and multiple methodology (mixtures of analogue 

and digital techniques, fluctuating reflections, evaluations, modifications within translating and 

diverting contexts, shifting conceptions of problematic situations, collaborative conversations, 

divergent and receptive influences) that are forever opening new possibilities for projection (more 

than the sum of its parts). A fragile model for practice that responds to the specific dynamics of each 

evolving problematic situation (and acknowledges the risks, uncertainties and contingent 

opportunities of the evolving situation) rather than impose a solution or reductive model of project 
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on any given problem. Reconstructing a project in order to expose the opportunities contained 

within projecting. 

6.4.2 Contradiction – productive acknowledgement and use of obstacles 

Projecting therefore requires rethinking apparent contradictions of practice. Conventionally 

understood as obstacles to be overcome, denied or excluded the research has suggested that the 

contradictions of the discipline (described in terms of the dilemmas of construction, description and 

production) are not logical difficulties that are resolved outside the activity but are integral drivers 

for the activity (become the activity). Practically therefore, the research should explore ways of 

reframing the apparent contradictions as the project for architecture – i.e. developing the 

dissolution of the non-contradictory dominance (exemplified by technological determinism or 

humanist models of production) and encouraging an openness to acknowledge apparent 

contradictions as not simply enabling mechanisms for projection, but the actual project for 

architecture (a heap of possibilities) which reveal tangible benefits as an enabling activity. 

This involves the translation of apparent difficulties into productive encounters within a problematic 

situation – recasting and translating obstacles as enabling and productive drivers for a changing 

approach to possible outcomes (a progressive world of possibilities). Developing a dynamic approach 

to projecting that is open to the opportunities of a negative capability of working between apparent 

contradictory constructions – creating room and opening a dynamic framework for projection that 

enables. This must include reflexive dialogue within evolving design strategies – allowing 

compromise, contingency, tolerance, temperance etc. to modify, extend, manipulate and 

reconstruct terms within speculative frameworks for action. This will foster a propositional model 

that responds to unforeseen encounters productively as a further opening for enquiry rather than 

imposing “architecture” on a given situation. An architectural project only obtaining any validity 

through the activity that responds to the uncertainties emerging through encounters as activity and 

not able to be justified / resolved through recourse to pre-defined structures of knowledge (a 

discipline of architecture) – and consequently becoming a facilitating service for environmental and 

ameliorative intervention. 

6.4.3 Fiction – temporary constructions 

As well as reconstructing project, the terms of construction must also be reconfigured. This involves a 

re-conception of the nature of an architectural brief or context as a fiction for projection – a 
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significant shift in emphasis for any initial bounding definition of a project away from a problem to 

be solved and towards acknowledging a temporal falsework within which the activity reframes the 

problematic situation as a contingent consequence of the outcomes of an activity. In the thesis this 

has focussed on the role of fiction within the construction of an architectural project – an involving 

narrative framework that is reshaped by designing, projecting and reflecting on the implications for 

the problematic situation (opening a space analogous to the poetic ambiguity contained within a 

metrical structure of articulation). The fiction involving within the processes of projecting and 

reframed by the contexts that influence the processes of designing – narrative translated by 

projections for architecture that construct, reconstruct and discard alternative languages within 

evolving situations.  

In practice this must develop approaches to the construction and reconstruction of a project as a 

structure that creates room for architecture (not simply imposing architecture on a project) – the 

boundaries of brief or site clarified as simply temporary states that continue to open opportunities 

and alternative possibilities within the languages of production (reshaped by contexts and situations 

that reflect / are reflected upon) – an architectural project as if. 

Specifically, this involves the recalibration of the terms of a productive engagement with a 

problematic situation – not simply conventional challenges to a brief (that impose an established 

logic of production on a superficially static given situation) but an acknowledgement of the 

necessary boundary only when considered as an initiating fiction for projection. A fiction that is 

rewritten and exposed by an activity that uses an ecology of context and dialogue – social, physical, 

cultural, economic etc. – to reshape the framework for propositional outcomes (enabling outcomes 

beyond the terms of the initial problem).  

6.4.4 Method – mixture of technique and dynamics of reflecting 

Method must also be reconceived in terms of a mixed technical process and an integration of means 

and ends within an agency for production. This removes the adoption of preconceived approaches to 

a problem and exposes practice to the uncertainty (and opportunities) of contingent operations. 

Application of method evaluated in terms of instrumentality and understood as an integrated 

reflective process within the activity which reframes the enquiry, the approach to responding to the 

enquiry and the value of the activity that emerges. 
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Taking this multiple approach forward into an engaged social and commercial environment of 

practice involves keeping open a contingent methodology for practising architecture that 

experiments (essays) with diverse and mixed ways of working that are responsive to the changing 

specifics of an evolving problematic situation. Site recast as a shifting ecology of context, fictional 

construction and translations of situations in response to the emerging outcomes of a projective 

activity. A continued development of a multiple design enquiry that moves between forms of 

architectural production as an open process and translation of the boundaries of media – developing 

the application of a mixture as the appropriate contexts for projecting and revealing / inhabiting the 

slippages and poetic opportunities emerge (as opposed to an imposition of preconceived method). 

Technically this requires continuous exploration through the specifics of any problematic situation to 

develop shifting techniques for projecting. This could use method to destabilise apparent solutions 

and preconceptions of digital definitions of spatial and durational extent as well as preconceived 

limitations and restrictions of analogue media. It would test methods for architectural projection 

that move between physical and virtual translations (coding, gesture, composition, integration, 

differential juxtaposition etc.) and are themselves translated through application, experience, 

extension etc. as embodied perception. Reconstructing practising as an ecology and mixture for 

projection exposed to reconstruction and gaps, fissures, tipping points of manifestation and 

representation (not a delimited method for production). 

An unstable methodology becoming a series of productive and enabling operations that are reflected 

upon through the activity – with this reflection incorporating the broad conception of the 

architectural project as a complex and multiple field of social, environmental, commercial and 

physical contexts. Movement of digital and analogue ways of working (and the integrated reflection 

within the involving activity) becoming the agency for projection – and the emerging value of an 

architectural project as it dynamically responds to the changing parameters of problematic 

situations. 

6.4.5 Practice – an exposed practising for architecture 

Collectively, the themes outlined above suggest principles for a reconstruction of an architectural 

project as a framework for applying the research in the context of commercial practice. The 

principles consciously continue in the language of the thesis and don’t define a single position but a 

framework for development. In practice the reconstruction will inevitably require constant 

repositioning and communication / translation to demonstrate specific conditions of social and 
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practical experience, tangible benefits and the implications for a recalibration of the perception of an 

architectural service. In conclusion, however, the re-conception can be summarised as an exposed 

practice. 

An opportunity to develop models for architecture that don’t simply create new positions for 

developing work (not just repositioning the terms of method and evaluation of outcomes with an 

alternative theoretical imposition). The approach for a-project does not anticipate articulating a new 

model of architectural production that redefines the product of an activity with a new justification 

and theoretical appropriation derived from a reconstruction of antecedent knowledge – superficially 

forming a new method or evaluative framework within which problems could then be resolved. 

What the research is requiring for practice is a more radical shift, but one that acknowledges a 

paradoxically fragile and delicate re-conception open to the insecurity of practising rather than the 

imposed dogma of practice. Exposing practice – creating room for method, reflection and an open 

acknowledgement of the contradictions and instabilities in the construction of fictions – to 

collectively enable projecting as an activity rather than perpetuate a closed imposition of a project. 

Naturally, a key challenge is to recalibrate the expectations as an activity within a social and 

commercial context that provides a specific service – this involves a shift in emphasis throughout the 

preconceived limits of the discipline e.g. identifying the propositional value of strategic projection as 

opposed to dogmatic fixity; demonstrating the flexible and speculative potential in operations and 

frameworks that enable new possibilities rather than impose already established preconceptions of 

outcomes; revealing the benefits to an explicitly open fiction of brief that responds to contingent 

realities and unexpected opportunities rather than limited and reductive testing against a 

superficially static problem; manifesting the productive implications for a mixture of technique and 

reflection that responds to the emerging specifics of a situation rather than adopting a singular 

model of production justified by anterior delineation; reconceiving authorship as multiple and 

dynamic as opposed to singular and static etc. etc. 

Most fundamentally, this involves the reconstruction of the discipline as an agency for architectural 

projection (spatial conditions, frameworks, propositional interventions) not as an activity that 

produces architectural projects (shapes, objects, things). An architectural project now operating as 

an activity that enables situations and is evaluated in terms of the ongoing actions that are revealed 

through its integration within the specific environment of changing problematic situations. The value 

of an architectural project not caught suspended in theoretical crisis as an ungrounded discipline 
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that clings to disparate narratives of production to support the imposition of a design solution, but a 

value that emerges as a propositional activity. 

Practice will therefore develop the PhD thesis as an integrated approach to projecting for 

architecture as a commercial activity – an enabling agency for projection that essays and evolves 

processes of methodology, reflection and questioning within shifting contexts and reconstructions of 

problematic situations. Integrating the exposure and instability that has been explored within the 

thesis as an enabling agency for practice – acknowledging ambiguities and contradictions as the 

opportunities for projecting beyond perceived limitations of the discipline and the reductive product 

of architecture. Developing approaches to assembly, sub-assembly, component and part where the 

assemblage of projection always exceeds the apparent totality of the whole – an ecological 

assemblage of architectural projection that twists between and through the evolving languages of 

production, translation and manifestation (creating room). For example: developing translations of 

speculative projection as applied to large-scale environmental frameworks with shifting urban and 

landscape ecologies in an explosion of context (social, cultural, historic, poetic etc.); urban block 

components and mixtures of use and diverse volumetric housing situations; localised components of 

individual buildings; frameworks of constituent parts and interventions that might emerge within 

spatial prototypes etc. 

Practising as a-project anticipates developing the speculative projections of the PhD as a commercial 

agency for projecting within contemporary contexts of built environment – creating room for 

alternative languages of translation, construction and reconstruction as a dynamic field for practice 

that enables new ways of thinking and making architecture to be revealed through practice. Not as 

definitive formal objects or physical shapes, but as a way of working and reflecting that produces 

frameworks, stoppages, pattern-books and speculative constructions, interventions, spaces and 

conditions for construction and reconstruction through experience. This will continue the domestic 

preoccupation of the PhD (the house as an unavoidable social environment of experience rather 

than the imposed dogma of institutional commissions) and anticipates revealing within the broadest 

conception of shifting situations the opportunities of: advanced speculative planning and projective 

thinking, evolving environmental frameworks and possibilities, diverse volumetric propositions and 

typologies, specific spatial strategies open to change and variation, pattern-book topologies of 

components, temporary / partial interventions of objects subject to reconstruction etc. – all open to 

possibilities beyond the terms of their initial description. 

An architectural project reconstructed as an exposed practising for architecture.
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Appendix 1: Laurentian villa [Book II: 17 To Gallus] 

The letter is formed of three principal sections: beginning with a description of the landscape setting, 

then following this with a description of the spatial sequence and configuration of the villa and 

concluding with a description of the gardens and associated outbuildings.  

The subject matter and purpose of the letter is introduced swiftly by Pliny in the opening paragraph 

which describes the central aim of the letter as being an explanation of why his Laurentine villa is 

“such a joy” to him.  

You may wonder why my Laurentine place (or my Laurentian, if you like that better) is such a 

joy to me, but once you realize the attractions of the home itself, the amenities of its 

situation, and its extensive sea-front, you will have your answer (Pliny, 1963, p. 75). 

This is then followed by a further two paragraphs of description regarding the setting of the estate. 

The first of these articulates the logistics and practicalities of its location in terms of access and 

proximity to Rome which emphasises the villa suburbana convenience: 

It is seventeen miles from Rome, so that it is possible to spend the night there after 

necessary business is done, without having cut short or hurried the day's work, and it can be 

approached by more than one route; the roads to Laurentum and Ostia both lead in that 

direction, but you must leave the one at the fourteenth milestone and the other at the 

eleventh. Whichever way you go, the side road you take is sandy for some distance and 

rather heavy and slow-going if you drive, but soft and easily covered on horseback (Pliny, 

1963, p. 75). 

The next paragraph describes the surrounding campgna that accompanies the route from Rome and 

provides the landscape context prior to arrival (the anterior setting): 

The view on either side is full of variety, for sometimes the road narrows as it passes through 

the woods, and then it broadens and opens out through wide meadows where there are 

many flocks of sheep and herds of horses and cattle driven down from the mountains in 

winter to grow sleek on the pastures in the springlike climate (Pliny, 1963, p. 75). 



 

 

APPENDICES  443 

This brief explanation of the proximity and access to Rome, and the corresponding landscape 

environment prior to arrival, is then immediately followed by the description of the villa over a series 

of paragraphs which constitute the majority of the letter. The description of the villa building adopts 

a sequential narrative through the spaces with an emphasis on the environmental qualities of the 

rooms and the interrelationship of the uses.  

The villa building text begins with a description of the overall scale of the building as being not 

excessive. It then commences the sequential narrative with movement through an atrium and 

colonnaded courtyard (porticus) with an enclosed area257: 

The house is large enough for my needs but not expensive to keep up. It opens into a hall, 

unpretentious but not without dignity, and then there are two colonnades, rounded like the 

letter D, which enclose a small but pleasant courtyard. This makes a splendid retreat in bad 

weather, being protected by windows and still more by the overhanging roof (Pliny, 1963, p. 

75). 

It will be noted straight away from this initial description that the tone of the letter is focussed on 

the qualitative aspects of the experience of the spaces, as well as their relationship with status and 

hierarchy. This is clearly in contrast to the emphasis on technical principles of a practical treatise 

such as Vitruvius, where the proportional systematisation of the spatial relations is prioritised. This 

more impressionistic style is maintained throughout and is intended to convey the experiential 

benefits of the villa and its contribution to a “delight” and a focus on leisure and relaxation in 

harmony with the landscape setting. 

The description continues with the relationship of a second hall (cavaedium) and subsequent dining-

room (triclinium) located centrally from the porticus: 

Opposite the middle of it is a cheerful inner hall, and then a dining-room which really is 

rather fine; it runs out towards the shore, and whenever the sea is driven inland by the 

                                                                                 

257 Castell, R. (1728) writes: “The first thing that offers itself is a plain, tho' not mean Atrium; from thence you enter a Porticus 
in form like the Letter O, which surrounds a small but pleasant Area.”; Melmoth, W. (1746) writes: “The courtyard in front is 
plain, but not mean, through which you enter porticoes shaped into the form of the letter D, enclosing a small but cheerful 
area between.” 
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south-west wind it is lightly washed by the spray of the spent breakers. It has folding doors 

or windows as large as the doors all round, so that at the front and sides it seems to look out 

on to three seas, and at the back has a view through the inner hall, the courtyard with the 

two colonnades, and the entrance-hall to the woods and mountains in the distance (Pliny, 

1963, pp. 75-76). 

This description now introduces the relationship of the villa to the sea as the pivotal landscape 

connection of the villa and the primary aspect with the associated multiple vistas from the dining-

room. In the opposite direction, it also establishes the sequential view back through the spaces 

already described towards the entrance and the anterior landscape spaces prior to arrival. This 

sequence then forms the primary axial construction of the villa description. 

The subsequent description then is organised as a sequence of spaces off this dining-room, with a 

description of a wing of accommodation to either side. One wing to the left of the dining-room 

contains first a series of bedrooms – one large and one small:  

To the left of this and a little farther back from the sea is a large bedroom, and then another 

smaller one which lets in the morning sunshine with one window and holds the last rays of 

the evening sun with the other; from this window too is a view of the sea beneath, this time 

at a safe distance (Pliny, 1963, p. 76). 

This continues with winter quarters (hibernaculum) and gymnasium located to benefit from the 

specific environmental conditions in this location: 

In the angle of this room and the dining-room is a corner which retains and intensifies the 

concentrated warmth of the sun, and this is the winter-quarters and gymnasium of my 

household for no winds can be heard there except those which bring the rain clouds and the 

place can still be used after the weather has broken (Pliny, 1963, p. 76). 

Following this is a room (cubiculum) configured as an apsidal library type space: 

Round the corner is a room built round in an apse to let in the sun as it moves round and 

shines in each window in turn, and with one wall fitted with shelves like a library to hold the 

books which I read and read again (Pliny, 1963, p. 76). 



 

 

APPENDICES  445 

And the wing concludes with a further bedroom (dormitorium), a separating passage and servants’ 

quarters occupying the rest of this “side of the house”: 

Next comes a bedroom on the other side of a passage which has a floor raised and fitted 

with pipes to receive hot steam and circulate it at a regulated temperature. The remaining 

rooms on this side of the house are kept for the use of my slaves and freedmen, but most of 

them are quite presentable enough to receive guests (Pliny, 1963, p. 76). 

The description then turns to the sequence of spaces on the other side of the dining-room, which 

firstly is occupied by a series of living spaces (a charming room - cubiculum politissimum, a large 

room or dining room – cubiculum vel cenatio, a room with an anteroom – cubiculum cum 

procoetone, an anteroom – procoeton, another room with anteroom – aliud cubiculum and an 

anteroom – procoetone): 

On the other side of the dining-room is an elegantly decorated bedroom, and then one which 

can either be a bedroom or a moderate-sized dining-room and enjoys the bright light of the 

sun reflected from the sea; behind is another room with an antechamber, high enough to be 

cool in summer and a refuge in winter, for it is sheltered from every wind. A similar room 

and antechamber are divided off by a single wall (Pliny, 1963, p. 76). 

These spaces are then followed by the bathing facilities (cold room – cella frigidaria balinei with two 

plunge baths – duo baptisteria, anointing room – unctorium, hot room – hypocauston, steam room – 

propnigeon, two small rooms – duae cellae, swimming pool – calida piscina, ball court – 

sphaeristerium): 

Then comes the cooling-room of the bath, which is large and spacious and has two curved 

baths built out of opposite walls; these are quite large enough if you consider that the sea is 

so near. Next come the oiling-room, the furnace-room, and the antechamber to the bath, 

and then two rest-rooms, beautifully decorated in a simple style, leading to the heated 

swimming-bath which is much admired and from which swimmers can see the sea. Close by 

is the ball-court which receives the full warmth of the setting sun (Pliny, 1963, pp. 76-77). 

In this location there is also a second storey of accommodation (turris) which is described as having 

two rooms – diatae duae and a dining room – cenatio: 
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Here there is a second storey, with two living-rooms below and two above, as well as a 

dining-room which commands the whole expanse of the sea and stretch of shore with all its 

lovely houses (Pliny, 1963, p. 77). 

This description of the view from the second storey again reminds us of the coastal context, but also 

makes clear that this is an area populated by other villas and not an isolated rural location. This is 

followed by a description of another second storey (turris) that faces the alternative landscape 

setting away from the sea (the turris containing a chamber – cubiculum, store room – apotheca, 

granary – horreum, dining room – triclinium, two apartments – duae diaetae): 

Elsewhere another upper storey contains a room which receives both the rising and setting 

sun, and a good-sized wine-store and granary behind, while below is a dining-room where 

nothing is known of a high sea but the sound of the breakers, and even that as a dying 

murmur; it looks on to the garden and the encircling drive (Pliny, 1963, p. 77). 

This description then leads back to the garden (hortus) and the start of a more detailed description 

“constructed” landscape which begins with the immediate environs of the drive (gestatio): 

All round the drive runs a hedge of box, or rosemary to fill any gaps, for box will flourish 

extensively where it is sheltered by the buildings, but dries up if exposed in the open to the 

wind and salt spray even at a distance (Pliny, 1963, p. 77). 

This is then followed by a further description of the planting (surrounding a shady path – via tenera) 

and a description of the view that is obtained from the dining-room away from the sea that had 

previously been described: 

Inside the inner ring of the drive is a young and shady vine pergola, where the soil is soft and 

yielding even to the bare foot. The garden itself is thickly planted with mulberries and figs, 

trees which the soil bears very well though it is less kind to others. On this side the dining-

room away from the sea has a view as lovely as that of the sea itself, while from the 

windows of the two rooms behind can be seen the entrance to the house and another well-

stocked kitchen garden (Pliny, 1963, p. 77). 

From here there is a description of an arcade (cryptoporticus) that runs through the garden: 
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Here begins a covered arcade nearly as large as a public building. It has windows on both 

sides, but more facing the sea, as there is one in each alternate bay on the garden side. 

These all stand open on a fine and windless day, and in stormy weather can safely be 

opened on the side away from the wind (Pliny, 1963, p. 77). 

In front of this arcade is situated a terrace (xystus) and emphasis is placed on the siting of this 

terrace in order to optimise the environmental benefits: 

In front is a terrace scented with violets. As the sun beats down, the arcade increases its 

heat by reflection and not only retains the sun but keeps off the north-east wind so that it is 

as hot in front as it is cool behind. In the same way it checks the south-west wind, thus 

breaking the force of winds from wholly opposite quarters by one or the other of its sides; it 

is pleasant in winter but still more so in summer when the terrace is kept cool in the morning 

and the drive and nearer part of the garden in the afternoon, as its shadow falls shorter or 

longer on one side or the other while the day advances or declines (Pliny, 1963, p. 77). 

The description of the arcade is also developed in terms of the comfort provided and the 

atmosphere created: 

Inside the arcade, of course, there is least sunshine when the sun is blazing down on its roof, 

and as its open windows allow the western breezes to enter and circulate, the atmosphere is 

never heavy with stale air (Pliny, 1963, p. 77). 

Following this, Pliny then describes a favourite suite of rooms (diaeta est amores mei) that is located 

at the termination of the arcade and which is described in detail as providing a further retreat within 

the villa as a private group of rooms. Particular emphasis is placed on this suite which Pliny says was 

his own personal contribution to the villa building configuration. The arrangement of the suite begins 

with a sun-parlour (heliocaminus) facing the terrace and another room (cubiculum) that opens onto 

the arcade: 

At the far end of the terrace, the arcade and the garden is a suite of rooms which are really 

and truly my favourites, for I had them built myself. Here is a sun-parlour facing the terrace 

on one side, the sea on the other, and the sun on both. There is also a room which has 
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folding doors opening on to the arcade and a window looking out on the sea (Pliny, 1963, 

pp. 77-78). 

Facing the separating wall there is an alcove (zotheca) with seating which provides the opportunity 

to appreciate contrasting views of the sea, the neighbouring villas and the woods: 

Opposite the intervening wall is a beautifully designed alcove which can be thrown into the 

room by folding back its glass doors and curtains, or cut off from it if they are closed; it is 

large enough to hold a couch and two arm-chairs, and has the sea at its foot, the 

neighbouring villas behind, and the woods beyond, views which can be seen separately from 

its many windows or blended into one (Pliny, 1963, p. 78). 

These first rooms are then supplemented by two bedrooms (cubiculum noctis et somni) and an 

associated passage (andron), furnace room (cubiculo hypocauston) and an ante-room (procoeton) 

that leads to a second bedroom - cubiculum. The location of these rooms and the accompanying 

buffer spaces creates a further degree of seclusion and retreat within this part of the villa: 

Next to it is a bedroom for use at night which neither the voices of my household, the sea's 

murmur, nor the noise of a storm can penetrate, any more than the lightning's flash and 

light of day unless the shutters are open. This profound peace and seclusion are due to the 

dividing passage which runs between the room and the garden so that any noise is lost in 

the intervening space. A tiny furnace-room is built on here, and by a narrow outlet retains or 

circulates the heat underneath as required. Then there is an ante-room and a second 

bedroom, built out to face the sun and catch its rays the moment it rises, and retain them 

until after midday, though by then at an angle. When I retire to this suite I feel as if I have 

left my house altogether and much enjoy the sensation; especially during the Saturnalia 

when the rest of the roof resounds with festive cries in the holiday freedom, for I am not 

disturbing my household's merrymaking nor they my work (Pliny, 1963, p. 78). 

This concludes Pliny’s description of the villa and is then followed by a series of additional 

statements regarding the setting and practicalities of the estate’s location which collectively reaffirm 

the benefits of staying there (as well as a few comments regarding some shortcomings of the 

environment). These additional statements regarding the setting of the estate again reinforce the 

villa suburbana model that both combines the benefits of landscape and rural tranquillity with the 
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urbane practicalities of bathing and local facilities. In addition, Pliny also recalls the villa rustica 

origins of the typology with reference to the cultivation and produce aspects of the estate.  

Only one thing is needed to complete the amenities and beauty of the house – running 

water; but there are wells, or rather springs, for they are very near the surface. It is in fact a 

remarkable characteristic of this shore that wherever you dig you come upon water at once 

which is pure and not in the least brackish, although the sea is so near. The woods close by 

provide plenty of firewood, and the town of Ostia supplies us with everything else. There is 

also a village, just beyond the next house, which can satisfy anyone's modest needs, and 

here there are three baths for hire, a great convenience if a sudden arrival or too short a 

stay makes us reluctant to heat up the bath at home. The sea-front gains much from the 

pleasing variety of the houses built either in groups or far apart; from the sea or shore these 

look like a number of cities. The sand on the shore is sometimes too soft for walking after a 

long spell of fine weather, but more often it is hardened by the constant washing of the 

waves. The sea has admittedly few fish of any value, but it gives us excellent soles and 

prawns, and all inland produce is provided by the house, especially milk: for the herds collect 

there from the pastures whenever they seek water and shade (Pliny, 1963, pp. 78-79). 

The concluding remarks of the letter then return the discussion to the introductory aim of convincing 

the recipient of the benefits of this way of life: 

And now do you think I have a good case for making this retreat my haunt and home where I 

love to be? You are too polite a townsman if you don't covet it! But I hope you will, for then 

the many attractions of my treasured house will have another strong recommendation in 

your company. Farewell (Pliny, 1963, p. 79). 
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Appendix 2: Tuscan villa [Book V: 6 To Domitius Apollinaris] 

The letter is constructed in a more integrated form than the Laurentine villa text with the 

descriptions of setting, villa and garden frequently forming constituent parts of the same 

experiential description. In terms of structure, therefore, the letter is more focussed on a formal 

letter writing arrangement of introduction, content and conclusion within which the holistic 

experiential description of the villa is described.  

This adjustment in letter structure is in part due to the modified ambition of the letter. Where the 

Laurentine description aims to simply demonstrate the virtues of his estate as a model of villa living, 

in the Tuscan description Pliny aims to convince his recipient of the appropriateness of the 

environment and setting of this estate in response to “concerns” having been expressed. The result 

in this subtle shift is greater emphasis and rhetorical focus on the harmonious relationship between 

the setting and the well-being of inhabiting the spaces. 

The letter is therefore introduced with the ambition of convincing his recipient of the 

appropriateness of his estate as a summer retreat in the light of expressed concerns. In contrast to 

his Laurentian villa, therefore, the focus of the setting is a mountainous context: 

I am touched by your kind concern when you try to dissuade me from my intention of staying 

in Tuscany in summer. You think the place is unhealthy, but while it is perfectly true that the 

Tuscan strip of seacoast is relaxing and dangerous to the health, my property is some 

distance away from the sea, and is in fact at the very foot of the Apennines, which are 

considered the healthiest of mountains. So to rid you of all your fears on my account, let me 

tell you about the climate, the countryside, and the lovely situation of my house, which will 

be a pleasure alike for me to tell and you to hear (Pliny, 1963, p. 139). 

So begins a justification of the environmental conditions within which his estate is situated which 

begins with acknowledgement of its winter weaknesses, but emphasises the benefits of the setting 

in summer. This is also supported with reference to the health benefits of this environment that is 

merged with a nostalgic return to a prior age: 

The climate in winter is cold and frosty, and so quite impossible for myrtles and olives and 

any other trees which will only flourish in a continuous mild temperature, but the laurel can 
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grow and does very well; it is sometimes killed off by the cold, but not oftener than in the 

neighbourhood of Rome. The summer is wonderfully temperate, for there is always some 

movement of the air, more often a breeze than a real wind. Hence the number of elderly 

people living there – you can see the grandfathers and great-grandfathers of people who 

have reached their own manhood, and hear old stories and tales of the past, so that a visit 

here is like a return to another age (Pliny, 1963, p. 139). 

This basic environmental description is then elaborated by a much lengthier contextual description 

of the campagna within which the villa is located – a broader narrative of anterior landscape. The 

description is presented as a constructed landscape setting within which the villa is situated, and 

which forms a reciprocal harmonious relationship with the architectural and formal landscape 

construction of the villa and hortus. The description also gives greater detail about the rural 

cultivation of this landscape, the fertility of the land and the logistical issues and advantages of the 

setting: 

The countryside is very beautiful. Picture to yourself a vast amphitheatre such as could only 

be a work of nature; the great spreading plain is ringed round by mountains, their summits 

crowned by ancient woods of tall trees, where there is a good deal of mixed hunting to be 

had. Down the mountain slopes are timber woods interspersed with small hills of soil so rich 

that there is scarcely a rocky outcrop to be found; these hills are fully as fertile as the level 

plain and yield quite as rich a harvest, though it ripens rather late in the season. Below them 

the vineyards spreading down every slope weave their uniform pattern far and wide, their 

lower limit bordered by a belt of shrubs. Then come the meadows and cornfields, where the 

land can be broken up only by heavy oxen and the strongest ploughs, for the soil is so stiff 

that it is thrown up in great clods at the first ploughing and is not thoroughly broken until it 

has been gone over nine times. The meadows are bright with flowers, covered with trefoil 

and other delicate plants which always seem soft and fresh, for everything is fed by streams 

which never run dry; though the ground is not marshy where the water collects, because of 

its downward slope, so that any surplus water it cannot absorb is drained off into the river 

Tiber flowing through the fields. The river is navigable, so that all produce is conveyed to 

Rome by boat, but only in winter and spring – in summer its level falls and its dry bed has to 

give up its claim to the title of a great river until the following autumn (Pliny, 1963, pp. 139-

140). 
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With this landscape context established, Pliny then continues by placing the villa in this context as an 

exercise in balancing the harmony constructed by the landscape: 

It is a great pleasure to look down on the countryside from the mountain, for the view seems 

to be a painted scene of unusual beauty rather than a real landscape, and the harmony to 

be found in this variety refreshes the eye wherever it turns. My house is on the lower slopes 

of a hill but commands as good a view as if it were higher up, for the ground rises so 

gradually that the slope is imperceptible, and you find yourself at the top without noticing 

the climb. Behind it is the Apennine range, though some way off, so that even on a still and 

cloudless day there is a breeze from the mountains, but one which has had its force broken 

by the distance so that it is never cutting nor boisterous (Pliny, 1963, p. 140). 

This setting context then develops as a specification of the orientation of the estate that then leads 

into the description of the constructed villa within this setting. This begins with the colonnade at the 

entrance, which then introduces a series of rooms and an atrium:  

It faces mainly south, and so from midday onwards in summer (a little earlier in winter) it 

seems to invite the sun into the colonnade. This is broad, and long in proportion, with 

several rooms opening out of it as well as the old-fashioned type of entrance hall (Pliny, 

1963, p. 140). 

In contrast with the more segregated description of the Laurentine villa, at this point Pliny describes 

the entrance in relation to the adjacent garden features that integrate with the colonnade and 

entrance rooms as an holistic landscape experience of formal and natural environments. This begins 

with a description of the terrace (xystus) and is followed by a description of a path (ambulatio) and 

drive, followed by a more general description of the garden context at the entrance: 

In front of the colonnade is a terrace laid out with box hedges clipped into different shapes, 

from which a bank slopes down, also with figures of animals cut out of box facing each other 

on either side. On the level below there waves – or I might have said ripples – a bed of 

acanthus. All round is a path hedged by bushes which are trained and cut into different 

shapes, and then a drive, oval like a racecourse, inside which are various box figures and 

clipped dwarf shrubs. The whole garden is enclosed by a dry-stone wall which is hidden from 

sight by a box hedge planted in tiers; outside is a meadow, as well worth seeing for its 
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natural beauty as the formal garden I have described; then fields and many more meadows 

and woods (Pliny, 1963, p. 140). 

The description of the entrance arrangement of landscape is then brought back into the spatial 

description of the villa, with a focus on the dining-room (triclinium) which, as in the Laurentine, 

serves a key axial role in relation to ordering the description of the interior spaces and the 

relationship with the contrasting framed views of the constructed landscape (the interrelationships 

of anterior, exterior, ulterior and posterior contexts of villa): 

From the end of the colonnade projects a dining-room: through its folding doors it looks on 

to the end of the terrace, the adjacent meadow, and the stretch of open country beyond, 

while from its windows on one side can be seen part of the terrace and the projecting wing 

of the house, on the other the tree-tops in the enclosure of the adjoining riding-ground 

(Pliny, 1963, pp. 140-141). 

Similarly described in relation to the location of the entrance colonnade, is a suite of rooms (diaeta) 

around a defining courtyard of plane trees. Within these rooms, a sense of retreat is further 

emphasised with the acoustic separation from other spaces for a bedroom, and a private dining-

room that reframes a series of views back through the courtyard, colonnade and the view beyond 

the colonnade to the wider formal and natural landscapes of the setting: 

Almost opposite the middle of the colonnade is a suite of rooms set slightly back and round a 

small court shaded by four plane trees. In the centre a fountain plays in a marble basin, 

watering the plane trees round it and the ground beneath them with its light spray. In this 

suite is a bedroom which no daylight, voice, nor sound can penetrate, and next to it an 

informal dining-room where I entertain my personal friends; it looks on to the small 

courtyard, the colonnade, and the view from the colonnade (Pliny, 1963, p. 141). 

There is also an additional room (cubiculum) in this suite that is described in greater detail with 

regard to the combined effect of internal decoration, neighbouring planting and integrated water 

features. This description constructs an holistic aesthetic effect that integrates naturalistic 

decoration with the experience and effect of the adjacent constructed nature: 
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There is also another room, green and shady from the nearest plane tree, which has walls 

decorated with marble up to the ceiling and a fresco (which is no less attractive) of birds 

perched on the branches of trees. Here is a small fountain with a bowl surrounded by tiny 

jets which together make a lovely murmuring sound (Pliny, 1963, p. 141). 

Continuing, a bedroom (cubiculum triclinio) is described in relation to the position of both the 

colonnade and the principal dining-room and provides a range of framed views of terrace, meadow 

and ornamental water pools which again collectively create a heightened aesthetic and experiential 

effect of visual connections, acoustic relaxation and environmental comfort: 

At the corner of the colonnade is a large bedroom facing the dining-room; some windows 

look out on to the terrace, others on to the meadow, while just below the windows in front is 

an ornamental pool, a pleasure both to see and hear, with its water falling from a height 

and foaming white when it strikes the marble. This room is very warm in winter when it is 

bathed in sunshine, and on a cloudy day hot steam from the adjacent furnace-room serves 

instead (Pliny, 1963, p. 141). 

Beyond this room is arranged the sequence of spaces that constitute the bathing facilities of the villa 

with the respective temperatures being located according to the appropriate environmental 

conditions: 

Then you pass through a large and cheerful dressing-room, belonging to the bath, to the 

cooling-room, which contains a good-sized shady swimming-bath. If you want more space to 

swim or warmer water, there is a pool in the courtyard and a well near it to tone you up with 

cold water when you have had enough of the warm. Next to the cooling-room is a 

temperate one which enjoys the sun’s kindly warmth, though not as much as the hot room 

which is built out in a bay. This contains three plunging-baths, two full in the sun and one in 

the shade, though still in the light (Pliny, 1963, p. 141). 

Located above the dressing-room is the ball court (sphaeristerium), whilst near the baths is a 

staircase (scalae) that leads to an arcade (cryptoporticus) and three further rooms (diaetas tres). 

These three rooms are then oriented in relation to the framed views of the courtyard with the plane 

trees, meadow and vineyard, again constructing an interrelationship of the internal spatial 

experience and the constructed and natural landscapes of the estate: 
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Over the dressing-room is built the ball court, and this is large enough for several sets of 

players to take different kinds of exercise. Not far from the bath is a staircase leading to 

three rooms and then to a covered arcade. One room looks on to the small court with the 

four plane trees, another on to the meadow, and the third faces the vineyard and has an 

interrupted view across the sky (Pliny, 1963, p. 141). 

Other rooms are then described in relation to this arcade with two rooms (cubiculum) described in 

relation to view and environment, and a suite of rooms (diaeta) that connects the riding-ground 

(hippodromum) with the rest of the villa. Pliny concludes this section by saying that this is the full 

extent of the “front of the house”: 

The head of the arcade is divided off as a room, from which can be seen the riding-ground, 

the vineyard, and the mountains. Next to it is another room which has plenty of sun, 

especially in winter, and then comes a suite which connects the riding-ground with the 

house. That is the appearance and lay-out of the front of the house (Pliny, 1963, pp. 141-

142). 

Pliny then describes a “side” of the villa beginning with another arcade (cryptoporticus) which has a 

dining-room (triclinium) half-way along it which incorporates a private staircase for serving. At the 

end of this arcade is a bedroom (cubiculum), and underneath the arcade is another subterranean 

arcade (cryptoporticus subterraneae): 

Down the side is a covered arcade for summer use which is built on higher ground and 

seems not to look down on but be actually touching the vineyard below; half-way along is a 

dining-room which receives the fresh breezes blowing down the Apennine valleys. Its broad 

windows at the back look on to the vineyard, and so do its folding doors, but through the 

arcade between, and along the side where there are no windows, there is a private staircase 

which is used for serving at dinner parties. At the far end is a bedroom with a view of the 

arcade as pleasant as that of the vineyard. Underneath runs a semi-underground arcade 

which never loses its icy temperature in summer and is airy enough not to need to admit the 

outside air (Pliny, 1963, p. 142). 

Next to these arcades is located a third (cryptoporticus) which is located where the dining-room 

ends: 
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Next to both these arcades begins an open one where the dining-room ends, which is cool 

before noon but hot during the later part of the day. It leads to two suites, one of four and 

the other of three rooms, which are alternately sunny or shady as the sun moves round 

(Pliny, 1963, p. 142). 

Pliny then continues with a detailed description of the riding-ground (hippodromus) and the 

associated integration with landscaping features which fuse with the surrounding natural setting of 

the estate. The description emphasises the combination of the variety of garden planting 

arrangements and layout with the leisure activities of the riding-ground: 

The design and beauty of the buildings are greatly surpassed by the riding-ground. The 

centre is quite open so that the whole extent of the course can be seen as one enters. It is 

planted round with ivy-clad plane trees, green with their own leaves above, and below with 

the ivy which climbs over trunk and branch and links tree to tree as it spreads across them. 

Box shrubs grow between the plane trees, and outside there is a ring of laurel bushes which 

add their shade to that of the planes. Here the straight part of the course ends, curves round 

in a semicircle, and changes its appearance, becoming darker and more densely shaded by 

the cypress trees planted round it to shelter it, whereas the inner circuits – for there are 

several – are in open sunshine; roses grow there and the cool shadow alternates with the 

pleasant warmth of the sun. At the end of the winding alleys of the rounded end of the 

course you return to the straight path, or rather paths, for there are several separated by 

intervening box hedges. Between the grass lawns here there are box shrubs clipped into 

innumerable shapes, some being letters which spell the gardener’s name or his master’s; 

small obelisks of box alternate with fruit trees, and then suddenly in the midst of this 

ornamental scene is what looks like a piece of rural country planted there. The open space in 

the middle is set off by low plane trees planted on each side; farther off are acanthuses with 

their flexible glossy leaves, then more box figures and names (Pliny, 1963, pp. 142-143). 

This predominantly landscape based description is then contrasted by a detailed description of a 

highly ornamental alcove or dining-seat (stibadium) which constructs a luxurious sensory and 

aesthetic experience in harmony with nature and leisure through the combination of physical 

material, water effects, dining, views and acoustics. The dining experience is extended with 

integrated provision for sleeping that further heightens the tranquillity of the spatial experience and 

the harmonious relationship with the natural setting: 
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At the upper end of the course is a curved dining-seat of white marble, shaded by a vine 

trained over four slender pillars of Carystian marble. Water gushes out through pipes from 

under the seat as if pressed out by the weight of people sitting there, is caught in a stone 

cistern and then held in a polished marble basin which is regulated by a hidden device so as 

to remain full without overflowing. The preliminaries and main dishes for dinner are placed 

on the edge of the basin, while the lighter ones float about in vessels shaped like birds or 

little boats. A fountain opposite plays and catches its water, throwing it high into the air so 

that it falls back into the basin, where it is played again at once through a jet connected with 

the inlet. Facing the seat is a bedroom which contributes as much beauty to the scene as it 

gains from its position. It is built of shining white marble, extended by folding doors which 

open straight out among the trees; its upper and lower windows all look out into the 

greenery above and below. A small alcove which is part of the room but separated from it 

contains a bed, and although it has windows in all its walls, the light inside is dimmed by the 

dense shade of a flourishing vine which climbs over the whole building up to the roof. There 

you can lie and imagine you are in a wood, but without the risk of rain. Here too a fountain 

rises and disappears underground, while here and there are marble chairs which anyone 

tired with walking appreciates as much as the building itself. By every chair is a tiny 

fountain, and throughout the riding-ground can be heard the sound of the streams directed 

into it, the flow of which can be controlled by hand to water one part of the garden or 

another or sometimes the whole at once (Pliny, 1963, p. 143). 

The combination of the riding-ground and stibadium descriptions dominate the content of the 

second half of the Tuscan villa description and emphasise the impressionistic qualities and aesthetic 

effect of the letter. The objective here becomes clearly rhetorical – describing through a literary 

form the layered and interrelating experiential qualities and harmonious effect of the environment 

as an holistic constructed landscape. This description is in marked contrast to a technical study of 

spatial arrangement, proportion or progression and highlights the ambiguity within the text of the 

villa where the described (or imagined) object recedes within the language of rhetorical and 

experiential excess. 

The stylistic predominance of this part of the letter is then emphasised by a digression that follows 

these descriptions. Pliny self-consciously intimates the imbalance or excess of these descriptions, but 

justifies their length in terms of the ekphrasis precedent and the need to present the “entire house” 

to obtain a complete impression of its effect: 
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I should have been trying long ago not to say too much, had I not suggested that this letter 

should take you into every corner of the place. I don’t imagine you will find it tiresome to 

read about a spot which could hardly tire you on a visit, especially as you have more 

opportunities if you want an occasional rest, and can take a seat, so to speak, by putting 

down the letter. Besides, I have been indulging the love I have for all the places I have largely 

laid out myself or where I have perfected an earlier design. In short (for why should I not 

state my opinion, right or wrong?) I think a writer’s first duty is to read his title, to keep on 

asking himself what he sets out to say, and to realize that he will not say too much if he 

sticks to his theme, though he certainly will if he brings in extraneous matter. You know the 

number of lines Homer and Virgil devote to the descriptions of the arms of Achilles and 

Aeneas: yet neither passage seems long because both poets are carrying out their original 

intention. You see too how Aratus traces and tabulates the smallest stars, but because this is 

his main subject and not a digression his work does not lack proportion. It is the same with 

me, if I may ‘compare small things with great’. I am trying to set my entire house before 

your eyes, so, if I introduce nothing irrelevant, it is the house I describe which is extensive, 

not the letter describing it (Pliny, 1963, pp. 143-144). 

Following this justification of the length of the description, Pliny then returns to the initiating 

objective of the letter that was stated in the introduction. His conclusion states that the preceding 

description should have amply answered any concerns regarding his preference for this villa given 

the qualities and environment he has portrayed. He then reinforces this conclusion by creating a 

direct connection between the environment of the villa and the peace and well-being that this 

environment creates: 

But to return to my starting-point – for I shall justly be censured under my own law if I 

pursue this digression further – these are my reasons for preferring my home in Tuscany to 

one in Tusculum, Tibur, or Praeneste. And I can add another reason: I can enjoy a profounder 

peace there, more comfort, and fewer cares; I need never wear a formal toga and there are 

no neighbours to disturb me; everywhere there is peace and quiet, which adds as much to 

the healthiness of the place as the clear sky and pure air. There I enjoy the best of health, 

both mental and physical, for I keep my mind in training with work and my body with 

hunting. My servants too are healthier here than anywhere else; up to the present I have not 

lost a single one of those I brought here with me – may I be forgiven for saying so, and may 

the gods continue to make this the pride of the place and a joy to me (Pliny, 1963, p. 144). 
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Appendix 3: Scamozzi reconstruction [Laurentian] 

Scamozzi made the first published reconstruction of the Laurentine villa, which is the subject of Book 

III Chapter XII of his The Idea of a Universal Architecture (1615). He introduces country houses with 

the Pliny reconstruction after the principles of private houses in general, (and town houses in 

particular) have been described and demonstrated in the preceding chapters of this Book.  

In principle, his overall treatise was an attempt to formulate a coherent system of architectural 

theory and practice that drew from the ancient and early Renaissance codification of Vitruvius and 

Alberti, as well as the body of theoretical and practical experience of Renaissance architecture within 

the 15th and 16th centuries in Italy and develop a unified Neo-platonic project and idea of the 

discipline and justification of contemporary projects. The reality of the treatise is, however, that it 

represents a belated   and incoherent representation of late Renaissance ideas that were poised for 

reconstruction by Mannerist and Baroque developments.  

The villa reconstruction is presented as a single drawing that combines a plan and sectional 

elevation. It is introduced at the start of Scamozzi’s discussion of country houses and reflects a role 

for the villa reconstruction as one of exemplifying a legitimising model of ancient authority that then 

supports the subsequent descriptions of contemporary work, much as his reconstruction of the 

Vitruvian domus had already established for town houses. It is accompanied by an explanatory 

commentary of the reconstruction (there is no full translation of the original letter), which begins by 

placing the villa typology in the context of the ancients (Columella, Vitruvius, Cicero etc.) and is then 

followed by a description of Scamozzi’s approval of the ancient villa urbana model. He begins this 

discussion by stating his preference for the country house type over the town house: 

In my view, the house on the country estate both delights and offers more possibilities, room 

for room, than the town house. Maybe also because it offers a landscape of hills, mountains 

and valleys; the countryside filled with plants and leafy trees, and Nature’s flowers and fruits 

in all their variety. Our souls are much more satisfied by these fundamental and eternal 

things than by those of the city which represent the skills and knowledge of men, and are 

therefore of far less noble origins, and so do not content us, and even less our spirits 

(Scamozzi, 2003, p. 127). 
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This is then followed by a familiar recounting of the benefits of health, natural landscape and 

relaxation that is derived from the ancient sources: 

On the country estate we are far less burdened by the multiplicity of public and private 

affairs. Life in town, where so much is happening all the time, is disquieting rather than 

soothing for the body and spirit. The air, and consequently the food, is more nutritious and 

of better quality on the country estate so that one eats better and is stronger and healthier, 

provided we also take exercise as we should. In summer the air blows more freely and is 

fresher and purer in the suburbs and on country estates, as we can see by looking at the 

woods and leafy trees, the lush green meadows full of flowers, the clear water running in 

brooks and playing fountains, and the breeze passing through the narrow valleys (Scamozzi, 

2003, p. 127). 

These remarks are then followed by adopting the Pliny Laurentine villa as the basis for his discussion 

regarding country estates in antiquity. He then provides a commentary of the villa layout that is 

reflected in his plan. Following this description, Scamozzi then translates key principles from this 

description that he uses to support contemporary approaches to the siting of country houses of both 

his own and Palladio’s actualised works (notably the elevation of buildings to maximise views). 

Scamozzi begins his description of his reconstruction (and by extension what he considers to be the 

correct interpretation of the surviving Pliny narrative) with a summary of the inferred setting-out of 

the villa and the ordering metric of his own reconstruction (of which there is no justification 

provided). There is an inherent acknowledgement of the incapacity to describe completely the 

house, but Scamozzi nevertheless aspires to a description and plan that is an improvement over the 

original disorder of Pliny’s rhetorical presentation. 

From his letter to Gallus, beginning: Miraris, cur me Laurentinum, (You wonder why I like 

Laurentum so much …) we can infer that the house was very spacious and consisted of 

several parts situated one behind the other, and included an atrium, a round courtyard, an 

open courtyard and a dining hall. Its shape was rectangular, with its length almost two and 

a half times its width. The inclusion of many original features led to its design being much 

admired, and from it we can formulate many ideas for the construction of suburban houses 

and country estates where their owners can live in appropriate style. Therefore, I shall 

endeavour (as far as I am able) to describe the house in detail and in a more orderly fashion 

than the writer himself did. I shall use to a scale of equal intercolumniations of 10 to 12 
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Venetian feet between which there could be passageways or openings (Scamozzi, 2003, p. 

127). 

These opening remarks are then followed by developing a general arrangement of the buildings and 

orientation of the site with respect to the natural and constructed landscapes of the estate: 

The position of the site required that the house’s main entrance faced north, with the right 

side facing east where there were beautiful, ornamental gardens. The rustic gardens and the 

management buildings of the estate used to be on the left, facing west. The finest views 

were toward the south and toward the sea (Scamozzi, 2003, pp. 127-128). 

The description of the spatial sequence begins with the atrium (1): 

One entered by means of a large atrium measuring 5 intercolumniations by 7, which 

perhaps had overhanging eaves, but nothing meagre. If we interpret Vitruvius correctly, we 

can see that atriums were not always at the back, except when the master of the house had 

his quarters in that part of the house (Scamozzi, 2003, p. 128). 

This is then followed by Scamozzi’s interpretation of the courtyard (2): 

Behind the atrium there was a round, medium-sized courtyard with very high walls and 

windows in transparent stone. Its diameter could have been 9 intercolumniations, and it was 

encircled by a colonnade that was 1 intercolumniation wide. In the corners I have drawn 

some large staircases leading upstairs, plus two rooms for convenience, and exits on four 

sides (Scamozzi, 2003, p. 128). 

This description of a circular courtyard is then followed by Scamozzi’s interpretation of the other 

primary space, the cavaedium (3): 

This colonnade led to the cavaedium or open courtyard, which was 11 intercolumniations 

long and 7 wide. It is thought that this courtyard was ornamented with columns or pilasters 

all around (Scamozzi, 2003, p. 128). 
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Beyond this Scamozzi draws a vestibule 2 intercolumniations wide, and this completes the parts that 

constitute the “main building” in his opinion (4). The fundamental components of his plan are 

therefore the dimensioned and axial sequence of 4 spatial elements – atrium, courtyard, cavaedium 

and vestibule. Scamozzi then develops his plan off this armature, beginning with a projecting dining 

space (5): 

Standing separately, however, was a beautiful, south-facing summer dining hall, 4 

intercolumniations long and 3 wide, which projected into the sea like a peninsula so that the 

waves could pleasantly wash over it (Scamozzi, 2003, p. 128). 

With this North-South axis complete, Scamozzi begins “constructing” the sequence of rooms around 

this principal armature (6): 

On the right of the vestibule behind the dining hall was a series of two winter rooms, 5 

intercolumniations long, lit from the south, east and partly from the north, via the 

cavaedium. The first room was for resting, while the larger one, which faced east, served as 

a gymnasium and had cupboards along the walls such as libraries have, for storing the 

equipment (Scamozzi, 2003, p. 128). 

This arrangement is then replicated to the west of the vestibule (7): 

On the left of the vestibule were another two rooms the same size as those above, which 

faced south and west, and toward the north on the cavaedium side. The first room was for 

resting; the second, which ended on the west side, was a dining room (Scamozzi, 2003, p. 

128). 

The cumulative dimensions of both wings and vestibule is then confirmed as: "These series of 4 

rooms, together with the vestibule, measured 13 by 2 intercolumniations” (Scamozzi, 2003, p. 128). 

With the constructed dimensions offset from the central axis, Scamozzi continues by constructing 

the wings surrounding the cavaedium, beginning with the west (8): 
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In the wing along the left side of the cavaedium, measuring 3 intercolumniations wide and 

11 long, and in line with the dining room at the west end, there was once another room for 

resting with a room opposite for servants of that apartment, and a staircase leading 

upstairs. Beyond was a cold bath with very large tubs. In the middle was an exit to the rustic 

gardens. On each side were two fine, small rooms, one for the frigidarium while the other 

was the caldarium and ointment room. Behind lay the circular sudatorium and the furnace 

room for heating. All these rooms faced west. Above, in the middle, was a tower with small 

rooms for taking the view and other places for resting. These rooms received light from 

many sides, were very peaceful, and had a lovely view of the sea and estates (Scamozzi, 

2003, p. 128). 

This is then followed by an equivalent commentary on the configuration of an east wing (9): 

On the right side of the same cavaedium, and in line with the gymnasium beyond, there 

were previously some bedrooms on the east side, the most clement and healthy aspect, 

which had a view of the ornamental gardens. Next to them, facing the cavaedium, was the 

steam bath and stairs leading upstairs. A passageway in the centre led outside to the 

ornamental gardens. On each side of the exit was a small room, one of which served as a 

dormitory for the slaves, and the other as a place to eat in spring and autumn. These rooms, 

as well as the store rooms and granaries above, received light from the east and west. Here 

too, above the entrance, was a tower with small rooms and bedrooms with beautiful sea 

views and even more with views of the countryside. To the sides of the secluded 

passageway, measuring 2 intercolumniations wide and running from the colonnade to the 

cavaedium, was the kitchen and a small dining room (Scamozzi, 2003, p. 128). 

A few additional rooms are then added to the upper level of the western wing and this then brings 

the description of the rooms around the cavaedium to a close: 

Above the cavaedium on the left side were a few mezzanine rooms with their own small 

staircase, lit from both ends. These were the rooms for the slaves and freedmen who took 

care of the house and all its inhabitants. Here ends the description of the rooms around the 

cavaedium or open air courtyard (Scamozzi, 2003, p. 128). 
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Scamozzi then develops his reconstruction with an equivalent approach to constructing wings to 

either side of the atrium, beginning with the west and rooms firstly located adjacent to the atrium 

(10): 

Externally, to the left of the atrium, I drew 2 rooms with a passage between them. One room 

was for taking the view, the other, facing north, for heating. Both receive light from the 

atrium and from under the cryptoporticus whose high roof offered shade for walks until 

midday (Scamozzi, 2003, p. 128). 

These rooms lead to an adjoining colonnade facing west (11) : 

Beyond these rooms and the round courtyard with its colonnade lies a passageway 

connecting this part of the house to the other. This west-facing colonnade which has a view 

of the rustic gardens and the estate, measures 16 by 2 intercolumniations and is parallel 

with the bathrooms on the left of the cavaedium (Scamozzi, 2003, p. 128). 

A more cursory treatment of the equivalent relationship to the east of the atrium is then described 

(12 and 13): 

Lastly, to the right of the atrium, again externally, there may have been other rooms with 

another cryptoporticus beyond them, outside of the walls of the circular courtyard. This 

would have completed and perfected the house. It would have overlooked the ornamental 

gardens to the east where people could stroll from noon to evening (Scamozzi, 2003, p. 128). 

Finally, Scamozzi concludes his commentary by referring to other parts of the villa which he does not 

consider critical to his reconstruction and the value of the model: 

Pliny also describes other features which I will not discuss here as they are not essential to 

the building (Scamozzi, 2003, p. 128). 

At the conclusion of his commentary, Scamozzi then refers to the reproduced plan that constructs 

this description as a plan and cross-section. The plan is concentrated on the house with only minimal 
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indication of the adjacent external context – simply providing an illustration of the location of the 

sea to the south, and the beginnings of formal gardens to the east and west.  

The plan embellishes the written commentary and consolidates the symmetrical purity of the 

construction. From the stated dimensions and inference from the relationships as shown on the 

plan, the reconstruction can readily be summarised in the following table with the dimensions 

(either stated or inferred) in intercolumniations (with the stated variance of an intercolumniation 

measuring between 10-12 Venetian feet as a tolerance for passages / openings): 

Ref. Space Stated dimensions or inferred relationship 

1 Atrium 5 wide x 7 long 

2 Courtyard 9 diameter with inner colonnade 1 wide 

3 Cavaedium (open courtyard) 7 wide x 11 long 

4 Vestibule (procetone) 2 wide 

5 Dining room 3 wide x 4 long 

6 Two rooms east of vestibule 5 long (inferred 2 wide from vestibule) 

7 Two rooms west of vestibule 5 long (inferred 2 wide from vestibule) 

8 West wing 3 wide x 11 long 

9 East wing Inferred replication of west wing dimensions 

10 Two rooms left of atrium Inferred dimension 2 wide x 7 long 

11 West-facing colonnade 2 wide x 16 long 

12 Two rooms right of atrium Inferred dimension 2 wide x 7 long 

13 Another cryptoporticus Inferred dimension 2 wide x 16 long 
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As already stated, Scamozzi’s reconstruction is the first published attempt to construct a plan from 

the text description of Pliny’s letters, and consequently marks a significant position in the field of 

subsequent essays that address the problem of the villas.  

His scientific approach to constructing a logical spatial sequence from the impressionistic narrative of 

the villa description is clearly a demonstration of a process of construction. His projection is a 

synthetic process of translating the scant technical details of the original shifting text into a 

theoretical model of authoritative spatial configuration that could provide a supporting ground for 

subsequent legitimation of contemporary architectural product. It is an exercise in proportional 

arrangement that draws from the components of the letters to inform a project for his own 

contemporary product as a model of Renaissance order. It deliberately denies the instabilities, 

ambiguities and impossibility of actually reconstructing, and instead constructs a logical framework 

for projection that enables his methodology to be demonstrated with the reflected association of 

ancient authority.   
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Appendix 4: Palladian situations [authors] 

A key aspect of selecting the Palladian258 movement as an alternative location for research (within 

which the translations of the archetypical Pliny origin could be juxtaposed, translated and projected) 

is the degree to which there can be seen to be a clearly defined circle of practitioners within which 

the properties of Palladianism developed after its original conception with the work of Inigo Jones. 

This neo-Palladian circle covers a range of roles within which the architectural approach evolved – 

from patron, draughtsman, architect and landscape designer etc. – with the identity and status of 

the discipline necessarily ambiguous in this period. 

The sites selected for enquiry are drawn from the work of this broad circle of practitioners – either 

speculative or realised – and the following provides a brief synopsis of the key authors of these 

works to illustrate the interconnectedness of the situation and the relational logic which provides an 

alternative construction for the design enquiry in this situation. 

Richard Boyle, 3rd Earl of Burlington (1694-1753) – Lord Burlington259 is pivotal in the development 

and widespread adoption of Palladianism as the model for aristocratic villas and its associated 

influence on the course of English neo-classicism. Colvin notes that “for more than thirty years he 

was the acknowledged arbiter of English architectural taste” (Colvin, p.148) and his influence is felt 

in the advice to others that he provided, the practitioners he encouraged and his own architectural 

output. Burlington was the dominant force in developing this architectural stylistic imposition and 

sought to reinstate the canons of Roman architecture (Colvin) through the series of translations of 

this ideal (Vitruvius, the evidence of surviving Roman remains, Palladio, Scamozzi and Jones). His 

approach to this canon was largely derived, however, from Palladio’s drawings and was focussed on 

a purist reinterpretation (avoiding any wilful exceptions in the output of his sources) to form a 

correct model of architecture. This model was fundamentally driven by the desire to reassert English 

taste and paradoxically to impose this model to define an independence for architecture from the 

continental Baroque influence of his preceding generation. 

                                                                                 

258 For general background to the Palladian revival and its circle of practitioners see: J. Harris, 1982; Kaufmann, 1968; 
Summerson, 1969, 1986; Tavernor, 1991; Wittkower, 1974; Worsley, 1994. 
259 For background regarding Burlington’s career and work see: Barnard & Clark, 1995; J. Harris, 1994; Kingsbury, 1995. For 
reference to his publications see: E. Harris & Savage, 1990; Palladio, 1730. For biographical synopsis see: Colvin, 1995.  
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William Kent (1685-1748) – Kent260 was one of Burlington’s closest architectural allies and played a 

significant role in expanding the adoption of Burlington’s architectural ideas. Initially beginning his 

career as a painter, his work evolved into the practice of interior decoration and ultimately into 

architectural objectification. In 1724 he prepared (on Burlington’s request) The Designs of Inigo 

Jones … with some Additional Designs which assisted in extending the influence of Burlington’s 

model from simply aristocratic connections to the works of the Royal Palace. Whilst a close ally of 

the Burlington model, his architectural output is far freer and less dogmatic in its pursuit of 

correctness – demonstrating an inherent fragility in the adoption of a reconstructed axiomatic canon. 

This tension is most clearly seen in Kent’s lasting influence in the transformation of the English 

landscaped garden where the rigid principles of Palladian orthodoxy in the buildings are juxtaposed 

with a studied informality (Colvin, p.582) of the surrounding natural environment.  

Colen Campbell (1676-1729) – A Scottish lawyer in origin, Campbell261 was most significant for the 

movement through the publication of Vitruvius Britannicus where the agenda of Palladianism was 

articulated not as a theoretical position, but as an elaborately illustrated guide to the emerging taste 

and how this could be applied262. He was at the forefront in shaping Burlington’s initial ideas and 

replaced Gibbs in the remodelling work of Burlington House where some of the first attempts of 

applying Palladian principles were put into practice. His earlier realised work at Wanstead also 

became a defining template for subsequent country houses and exemplified a clear transition from 

earlier Baroque houses of Vanburgh. Summerson summarises the importance of Campbell as 

follows: 

It would be no exaggeration to say of Campbell that between the years 1715 and 1724 he 

set up the models upon which the whole of Palladianism in England was to depend. His 

achievement was twofold. First, at Wanstead and Houghton he took late seventeenth-

century conceptions of the great house and remodelled them in the light of Palladio and 

Jones. Second, at Mereworth, Stourhead, and elsewhere he took Palladio’s own conceptions 

                                                                                 

260 For background to his work and career see: Weber, 2014. For reference to publications see: E. Harris & Savage, 1990; Jones 
& Kent, 1727. For biographical synopsis see: Colvin, 1995. 
261 For background to his work and career see: Stutchbury, 1967. For reference to publications see: Campbell, 1716; E. Harris & 
Savage, 1990. For biographical synopsis see: Colvin, 1995. 
262 Colvin describes his lasting relevance to the evolution of the style as “the propagandist of the Palladian movement in British 
architecture” (Colvin, p.209).  
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and exhibited them as prototypes of what was to become the English villa (Summerson, 

1969, p. 197). 

James Gibbs (1682-1754) – Also Scottish, but of Catholic background, Gibbs is conventionally seen as 

parallel to the Palladian movement rather than an exponent of the style. His religion influenced a 

preference for the Baroque that resisted the austerity of the Palladian correct canon and his work is 

more directly affiliated with the work of Hawksmoor and Vanbrugh. However, despite this context, 

his later work increasingly absorbed the prevalent Palladian influence and further spread the basic 

principles of this style as it became adopted universally in the model of domestic architecture 

(Colvin, p.400). His publications are equally significant with A Book of Architecture in 1728 

popularising his own output (where this had been repressed by Campbell), and his Rules for Drawing 

the Several Parts of Architecture in 1732 became one of the most successful manuals for effective 

replication of neo-classical components. 

Giacomo Leoni (1686-1746) – An Italian, the background to Leoni’s arrival in England is unclear but is 

significant chiefly for the publication in 1715-20 of his edition of Palladio which coincides with 

Burlington’s formulation of the Palladian revival. In contrast to other practitioners of this period, he 

was also familiar with the work of Palladio first hand and this shaped his country-house output. As 

with Gibbs, his Catholicism restricted his employment and consequently Baroque influences on his 

work tend to avoid the strict censure of Palladian principles as envisaged by Burlington. 

Nevertheless, his edition of Palladio was “one of the text-books of the English Palladian revival” 

(Colvin, p.608). 

Roger Morris (1695-1749) – Roger Morris was a London architect with a close association with 

Campbell. He may have operated as his assistant early in his career (Colvin, p.666) and is known to 

have been the draughtsman for some of Campbell’s work and supervised projects on Campbell’s 

death. In addition, he was also closely associated with Henry Herbert (Lord Pembroke) who became 

a significant patron / collaborator allied with the Burlington project. His notable contributions to the 

model of a villa at Marble Hill and Richmond establish a clear Palladian type as reconstructed for the 

English suburban condition, whilst later work also demonstrates innovation within the limitations of 

this type. 

Robert Morris (1703-1754) – Related to Roger Morris, Robert in contrast is significant to the 

movement because of a series of publications between 1720-50 that established him as “the most 

important writer on architectural theory of the first half of the eighteenth century” (Colvin, p.665). 
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Whilst not directly associated with Burlington, Robert Morris’ theoretical writings are aligned with 

the axiomatic principles of the Vitruvian canon and Palladian revival and contributed to solidifying 

this theoretical position as the defining language of the period. His practical output is limited, but his 

designs reflect the failings of a strict adherence to a system and simplistic interpretation of the 

system’s potential application which ultimately undermine the correct taste of Palladian revivalism. 

Henry Flitcroft (1697-1769) – Flitcroft has a direct association with Burlington as an assistant and 

draughtsman (becoming Burlington’s assistant in 1720). He drew the plans and supervised the works 

for some of Burlington’s own works, as well as provided the publication drawings for Kent’s The 

Designs of Inigo Jones. As his career progressed under the patronage of Burlington, he also carried 

out speculative development where the principles of Palladian orthodoxy and close replication of 

Jones are transferred to the prevalent Georgian townhouse model. 

John Vardy (1718-1765) – Vardy is an example of the broader influence of the Palladian movement 

and the extent to which this style was adopted comprehensively within official architectural 

positions in England. He was associated with Kent and published Some Designs of Mr. Inigo Jones 

and Mr. William Kent in 1744, as well as being connected with drawing production and later 

supervision of Kent’s works. His built output is limited, but he demonstrates a typical Palladian 

model in the houses that were built as well as a number of unexecuted designs. 

Matthew Brettingham Snr (1699-1769) – Brettingham Snr is most renowned for his role as builder 

and contractor at Holkham Hall where he supervised the construction of Burlington and Kent’s 

designs. His role ultimately led to a self-appropriation of this work which provided the basis for 

extensive employment in the Palladian idiom for other country-houses. His architectural output is, 

however, another example of the limitations of the model of strict adherence to a reductive 

language and the conformity of taste. Colvin describes him: 

“Brettingham was an orthodox but unenterprising Palladian whose dull, well-bred facades betray 

neither the intellect of a Burlington nor the fancy of a Kent. No masterpiece stands out from the list of 

his works, but in nearly all of them the solid virtues of mid-Georgian architecture are evident.” 

(Colvin, p.155) 

Matthew Brettingham Yngr (1725-1803) – Brettingham Yngr was the eldest son of Brettingham Snr 

and serves as an illustration of the continued influence of the movement for a second generation of 
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practitioners. His output was limited, but there are drawings and unexecuted projects that reveal a 

continued application of the Palladian model during the second half of the eighteenth century. 

Isaac Ware (1704-1766) – Ware had close connections to Burlington and benefitted from his 

patronage. His translation of Palladio’s Four Books of Architecture in 1738 replaced Leoni’s as a more 

detailed and academic edition and was assisted by Burlington. He published a variety of other works 

initially presenting existing works of the Palladian model (Designs of Inigo Jones and Others), and 

subsequently a more comprehensive theoretical statement in A Complete Body of Architecture. In 

contrast to the more limited Palladian practitioners, his work attempts to find a balance between the 

strictures of Palladian orthodoxy and imaginative exceptions (Colvin, p.1021). His work also 

exemplifies the contradictory impulse of the Palladian taste that demonstrated a plain austerity on 

the exterior and decorative excess on the interior. 

Daniel Garrett (?-1753) – Garrett was within Burlington’s immediate circle assisting on a number of 

his early building projects contemporaneous with Flitcroft. His later career developed from this role 

and included country-house work with a strict adherence to his patron’s architectural ideas. As such, 

Garrett exemplifies the continued propagation of the model as a system of replication and 

reconstruction with limited innovation. Colvin summarises: “He does not appear to have been a very 

original designer, but provided his clients with handsome houses in a straightforward Palladian style” 

(Colvin, p.393). 

Batty Langley (1696-1751) – Originally a landscape-gardener, Langley lived in Twickenham in the 

early part of his career (and consequently is partly associated with Palladian projects in this suburban 

context). Langley’s lasting significance however is as an author of a wide variety of architectural 

publications. These publications were more practical manuals than theoretical treatises and were 

directed at craftsmen as an intelligible source of the principles of classicism translated into simple 

replicable methods. In contrast to the correctness of the original Palladian model, these publications 

served as an unscholarly model of reproduction which served to both popularise and destabilise the 

principles. 

John James (1673-1746) – James began his architectural career in a continuance of the English 

baroque tradition with a close connection to ecclesiastical work of this period in London and 

associated surveyor work. James subsequently adopted the Palladian revival and the aspirations for 

a beauty of architecture to be expressed through a simple aesthetic and adherence to an axiomatic 

foundation. As another disciple of Palladian principles, he again is often considered as simply a 
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competent practitioner in architectural historical terms. Nevertheless, his work continues to 

demonstrate the application of this model in a variety of villas. He also was involved in a number of 

publications including the translation of A Treatise of the Five Orders of Columns in Architecture from 

the French of Claude Perrault in 1708. 

Henry Herbert, 9th Earl of Pembroke (1689-1750) – Herbert as the owner of Wilton House (Inigo 

Jones), had a special interest in the Palladian style which Jones had first introduced and the revival 

which was being led by Burlington. As with Burlington, Herbert was more than a patron but an active 

practitioner with a number of built works evidencing a clear application of Palladian inheritance. 

Similarly, his work also enabled many connected practitioners to develop their Palladian approach 

e.g. Roger Morris. 
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Appendix 5: Palladian situations [projects] 

The following provides a brief description of the situations selected from the projects of the 

Palladian network of clients, architects and draughtsmen that embody an involving and complex 

interrelationship of built, published, translated, reconstructed, lost architectural objects and 

translations of the villa typology across a variety of scales and locations (and are the sites developed 

in the accompanying illustrative material)..  

The architectural projects reflect the complex interconnections of authorship and translated 

typologies, pattern-book rules and manipulated authority between overlapping practitioners of this 

period in the application of the Palladian model and the translation of a reconstructed villa form. 

These situations have been used in the design research to explore the opportunities of working 

within the slippages and uncertainties as a project for architecture when relocated within a specific 

spatial and durational context removed from the Pliny material. 

  Scale Name Date Author 

1.1 Room Burlington House – Saloon 1719 William Kent 

1.2 Room 11 Henrietta Place – Parlour 1723 James Gibbs 

1.3 Room Norfolk House – Music Room 1748 Matthew Brettingham Snr 

1.4 Room Woodcote Park, Epsom 1755 John Vardy 

1.5 Room Chiswick Bagnio / Cassina 1717 Richard Boyle (Lord Burlington) 

2.1 Domus 44 Berkeley Square 1744-45 William Kent 

2.2 Domus 31/2 Great Burlington Street C.1720 Colen Campbell 

2.3 Domus 36 Sackville Street 1731-2 Henry Flitcroft 

2.4a Domus 21 Arlington Street 1738 Giacomo Leoni 

2.4b Domus 22 Arlington Street (Wimbourne 
House) 

1743-1754 William Kent 

2.5 Domus 76 Brook Street 1726 Colen Campbell 

2.6 Domus General Wade's house 1723 Richard Boyle (Lord Burlington) 
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3.1 Villa urbana Norfolk House, St James's Square 1748 Matthew Brettingham Snr 

3.2 Villa urbana Burlington House 1722 Colen Campbell / William Kent 

3.3 Villa urbana Pembroke House 1723-24 Colen Campbell / Henry Flitcroft / 
Roger Morris 

3.4 Villa urbana Devonshire House 1740 William Kent 

3.5 Villa urbana Cumberland House 1760s Matthew Brettingham Snr 

3.6 Villa urbana Chesterfield House 1747-52 Isaac Ware 

4.1 Villa suburbana Chiswick Villa 1725 Burlington / William Kent 

4.2 Villa suburbana Pope's Villa, Twickenham 1720 James Gibbs 

4.3 Villa suburbana Wricklemarsh 1723 John James 

4.4 Villa suburbana Marble Hill House 1724-29 Roger Morris 

4.5 Villa suburbana The Elms (Mr Rooth's House), 
Epsom 

1717 Colen Campbell 

4.6 Villa suburbana Foots Cray Place 1754 Isaac Ware / Brettingham Yngr / 
Daniel Garrett 

4.7 Villa suburbana Johnston's House, Twickenham 
(Orleans House) 

1710 John James (Batty Langley garden 
design); James Gibbs octagon 

4.8 Villa suburbana Westcombe House, Blackheath 1730 Henry Herbert 

4.9 Villa suburbana Sudbrook Park, Petersham 1725 James Gibbs 

5.1 Villa campagna Mereworth Castle, Kent 1723 Colen Campbell 

5.2 Villa campagna Ditchley, Oxfordshire 1722 James Gibbs 

5.3 Villa campagna Esher Place, Surrey 1730-33 William Kent 

5.4 Villa campagna Wanstead House, Essex 1715 Colen Campbell 

5.5 Villa campagna Clandon Park, Surrey 1730-33 Giacomo Leoni 

5.6 Villa campagna Tottenham House, Wiltshire 1719 Burlington 

5.7 Villa campagna Wrotham Park, Hertfordshire 1745 Isaac Ware 

5.8 Villa campagna Combe Bank 1720-40 Roger Morris 
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1.1 Burlington House Saloon – This site forms part of a series of surviving internal modifications 

(1719) of Burlington House that were either the result of Kent or Campbell and form the Saloon and 

adjacent spaces. They form an early illustration of Palladian internal decoration and the contrasting 

approach to internal ornamentation with the severe exterior appearance of the villa type. 

1.2 11 Henrietta Place Parlour – This site is the reconstruction of the parlour from James 

Gibbs’s town house on 11 Henrietta Street in the V&A London. The house was one of four houses 

that Gibbs designed in 1723 for the Cavendish-Harley estate in Marylebone (one of which he 

occupied himself). 

1.3 Norfolk House Music Room – This site is the reconstruction of the Music Room from 

Matthew Brettingham the Senior’s Norfolk House in the V&A London. The room illustrates the 

ornate decorative system deployed within the panelled room of the Palladian mansion. 

1.4 Woodcote Park, Epsom – This site is a reconstruction of the drawing room of Woodcote 

Park which was a suburban villa designed for the 6th Lord Baltimore by John James (1755) and 

reconstructed after fire damage in 1934 (the drawing room removed to Boston Museum of Fine 

Arts). 

1.5  Chiswick House Bagnio – This site is the casino or bath-house that Burlington designed for 

the gardens of his Chiswick Villa in 1717. It is one of the earliest Palladian models – described as the 

first essay 263 in this style by Burlington and predates the redevelopment of the villa itself (later 

transformed into a reconstruction of the Villa Rotonda). The site is demolished (1778) and is 

illustrated in Vitruvius Britannicus (III pl.26); paintings of the garden of the villa made by Rysbrack; 

appearing in Burlington’s portrait; and featuring on Rocque’s engraving of the Chiswick villa estate of 

1736. The bagnio was a feature within the formal landscaped avenues that concluded with a series 

of architectural focal points that also included a rustic arch and a Domed Temple (Gibbs, 1716). The 

building was used as Burlington’s drawing office before 1725-6. 

                                                                                 

263 Campbell described this site as “the First Essay of his Lordship’s happy Invention” but was almost certainly a product of 
Campbell’s close supervision (J. Harris, 1994, p. 57). 
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2.1 44 Berkeley Square – This site is an urban villa designed for Lady Isabella Finch by William 

Kent (1742-4) which survives. The house demonstrates Kent’s increasingly baroque extension of the 

Palladian type with elaborate staircase design juxtaposed with restrained Palladian ornamentation. 

2.2 31 and 32 Great Burlington Street – On the same street as General Wade’s house, Campbell 

designed a series of town houses (1718-23) also within Burlington’s estate that were to become the 

prototype of the townhouse model in Georgian London (Survey of London). These are still existing 

(now Old Burlington Street) and illustrate the application of the villa within a domestic town house 

condition. Pope was originally intended to have taken no.32. 

2.3 36 Sackville Street – This site is a town-house designed by Henry Flitcroft in 1731-2 (existing 

but interior significantly altered). The villa reflects the application and ornamental variation of the 

town-house model with ornamental detail translated and reproduced from other speculative sites. 

2.4a 21 Arlington Street – This site is an urban villa designed for the 2nd Viscount Shannon by 

Giacomo Leoni (1738). The house survives but was altered by Chambers in 1769. 

2.4b Wimbourne House (22 Arlington Street) – This site is an urban villa designed for Henry 

Pelham by William Kent (1741-50). The house was partially demolished and altered. 

2.5 76 Brook Street – This site is a town-house villa designed by Colen Campbell for himself 

(1725-6). The house survives, and his interior designs are illustrated in Campbell’s Five Orders of 

Architecture (1729). 

2.6 General Wade’s house, Great Burlington Street – This site is the reproduction of a Palladio 

façade produced by Burlington for a town house for General Wade (Burlington’s friend) in 1723. The 

urban villa was on Burlington’s estate and provided an opportunity for Burlington to reproduce a 

garden front directly from his personal collection of Palladio drawings. The building was demolished 

(1935) but is represented in Vitruvius Britannicus (III pl. 10). 

3.1 Norfolk House, St. James’s Square – This site is an urban villa designed for the 9th Duke of 

Norfolk by Matthew Brettingham the Senior (1748-52). The house was demolished in 1938 but was 

reflective of a Baroque decorative style for the internal spaces in contrast to the formal Palladian 

exterior. 
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3.2 Burlington House, Piccadilly – This site is the remodelling of Lord Burlington’s London urban 

villa where Campbell replaced Gibbs in 1717. This constitutes the remodelling of the façade (existing 

but further remodelled in 1872) and courtyard spaces with colonnade and gatehouse (demolished 

1866). The Campbell project is illustrated in Vitruvius Britannicus (III pl.22-25). The project provided a 

central London location to demonstrate the classical refinement derived from Palladio and Jones. 

3.3 Pembroke House – This site is an urban villa designed for Henry Herbert by Colen Campbell 

(1724) that was demolished in 1913. It is illustrated in Vitruvius Britannicus (III pl.48) and featured 

interior design and external additions by Henry Flitcroft and Roger Morris. 

3.4 Devonshire House, Piccadilly – This site is an urban villa designed for the 3rd Duke of 

Devonshire (1734-40) by William Kent which was demolished 1924-5. It is illustrated in Vitruvius 

Britannicus (IV pl.19-20). The gates to the house survive as a fragment on the perimeter of Green 

Park. 

3.5 York House (later Cumberland House), Pall Mall – This site is an urban villa designed for the 

Duke of York by Matthew Brettingham the Senior (1761-3). The mansion was altered by Adam in 

1780-1 and later demolished in 1908-12 but is illustrated in Vitruvius Britannicus (IV pl.16). This villa 

demonstrates a prosaic adoption of Palladian principles in the formal arrangement and internal 

decoration in a conservative Palladian taste. 

3.6 Chesterfield House, South Audley Street – This site is an urban villa designed for the 4th Earl 

of Chesterfield by Isaac Ware (1748-9). It was demolished in 1937 (with fragments surviving in the 

Metropolitan Museum, New York).  Illustrations of elements of the villa feature in Ware’s Complete 

Body of Architecture (pl.60-1,64,81-3,85,88) as well as an illustration of the project in Vitruvius 

Britannicus. 

4.1 Chiswick Villa, Twickenham – This site is a suburban villa designed by Burlington (for his 

own use) and William Kent in 1725-9. The house is a reproduction of the Villa Rotonda and survives 

alongside a variety of landscape garden structures and layout. The designs are illustrated in The 

Designs of Inigo Jones (I pl.70-73). The garden also contains a gateway designed by Inigo Jones which 

Burlington purchased from Beaufort House and moved to the gardens. 
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4.2 Pope’s Villa, Twickenham – This site is the remodelling of Alexander Pope’s villa in 

Twickenham by James Gibbs (1719-20) with associated landscape garden improvements. The villa 

was demolished in 1807-8, but fragments of the garden design and grottos remain. This site is an 

early manifestation of the Palladian villa type in a suburban context. The garden design was recorded 

by Pope’s gardener John Serle (Serle & Pope, 1745) and reflects Pope’s interest in developing a 

complementary garden design to the Palladian villa model that was derived from the villas of the 

ancients. 

4.3 Wricklemarsh, Blackheath – This site is a suburban villa designed for Sir Gregory Page by 

John James (1724-7). The house is demolished (1787-1800) but is illustrated in Vitruvius Britannicus 

(IV pl.59-61). The portico and other fragments were reused at Beckenham Place, Kent by John Cator 

(who had acquired Wricklemarsh to redevelop as a speculative estate). 

4.4 Marble Hill House, Twickenham – This site is a suburban villa designed for Henrietta 

Howard by Roger Morris / Henry Herbert (1724-9). The building survives and is a pure expression of 

the villa type as a lesser house type in a suburban context. The development of the associated 

garden design was influenced by that of Pope’s villa nearby. It is illustrated in Vitruvius Britannicus 

(III pl.93). 

4.5 The Elms (Mr Rooth’s House), Epsom – This site is a suburban villa designed for Mr. Rooth 

by Colen Campbell in 1717. The house was extensively remodelled but is illustrated in Campbell’s 

Vitruvius Britannicus (II pl.48-9). 

4.6 Foots Cray Place, Kent – This site is a suburban villa designed for Bourchier Cleeve in 1754 

of uncertain attribution (potentially by Isaac Ware, Matthew Brettingham the Younger or Daniel 

Garrett). It was demolished after a fire in 1949. This villa is another reproduction of the Villa Rotonda 

and is illustrated in Vitruvius Britannicus (IV pl.8-10).  

4.7 Johnston’s House, Twickenham (Orleans House) – This site is a suburban villa in 

Twickenham that was designed by John James (1710) with a later Octagon extension by James Gibbs 

(1720). The house was demolished in 1927, but the octagon room survives. The design of the house 

is illustrated in Vitruvius Britannicus (I pl.77) and the octagon features in Gibbs’s The Book of 

Architecture (pl.71). The gardens were designed by Batty Langley. 
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4.8 Westcombe House, Blackheath – This site is a suburban villa designed by Henry Herbert for 

himself (1727-8). The house was demolished in 1854. The design of the villa closely reproduces that 

of Whitton Place, Middlesex designed by Roger Morris 1732. 

4.9 Sudbrook House, Surrey – This site is a suburban villa designed for the 2nd Duke of Argyll 

and Greenwich by James Gibbs (1715-19). The house survives but the front was altered in 1767 but is 

illustrated in Gibbs’s A Book of Architecture (pl.40) and Vitruvius Britannicus. 

5.1 Mereworth Castle, Kent – This site is a rural villa designed for John Fane by Colen Campbell 

in 1720-5. The house is the first of the Villa Rotonda reproductions and is the most direct 

reconstruction of a Palladio design and established this as an archetypical model. It is illustrated in 

Vitruvius Britannicus (III pl.35-8). 

5.2 Ditchley, Oxfordshire – This site is a rural villa designed by James Gibbs (1720-42) that is an 

existing building and is illustrated in Gibbs’s The Book of Architecture (pl.39). The interior spaces of 

the villa had little involvement by Gibbs and are the work of William Kent assisted by Henry Flitcroft. 

The site is formerly the location of a Roman villa. 

5.3 Esher Place, Surrey – This site is a rural villa designed for Henry Pelham by William Kent 

(1733). The project involved alterations to an existing structure in the Gothic style (now demolished) 

but was also speculatively designed as a Palladian reconstruction. The project demonstrates a 

stylistic fluidity within the language of the architectural model to accommodate the specific site 

conditions despite the apparent dogmatic orthodoxy of the Palladian type. 

5.4 Wanstead House, Essex – This site is a rural villa designed for Sir Richard Child by Colen 

Campbell (1714-20). The house was demolished in 1824, but the various design iterations are 

illustrated in Vitruvius Britannicus (I pl.23-7, III pl.39-40) and the project as built is illustrated in 

Rocque estate engravings of 1735. The site is formerly the location of a Roman villa. 

5.5 Clandon Park, Surrey – This site is a rural villa designed for the 2nd Lord Onslow by Giacomo 

Leoni (1730-3). This villa was seriously damaged by fire in 2015 with recent proposals for 

reconstruction.  
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5.6 Tottenham Park, Wiltshire – This site is a rural villa designed for Lord Bruce by Burlington 

(1721) with supervision of the building work by Henry Flitcroft.   

5.7 Wrotham Park, Hertfordshire – This site is a rural villa designed for Admiral John Byng by 

Isaac Ware (1754). The house was demolished and rebuilt after 1811, but the original villa is 

illustrated both in Ware’s Complete Body of Architecture (pl.52-3,84,89,94) as well as Vitruvius 

Britannicus (V pl.45-6). 

5.8 Combe Bank, Kent – This site is a rural villa designed for Col. John Campbell by Roger Morris 

(c.1725). The house was subsequently altered in 1835-9 but is illustrated in Vitruvius Britannicus (IV 

pl.75-77.
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