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Propositions 

1. 

Type is the idea and deep structure that forges a commonality in 

plurality. 

2. 

The concept of type is most progressive when it is used as a 

heuristic tool to seek out what is typical, that is to say, what is 

most common to all. 

3. 

The concept of type is most regressive when it is used to ascribe 

rationality to idiosyncratic formal procedures. 

4. 

The city is the site on which architecture can stake its claim for 

sociality as it is through the idea of the city that the idea of what 

is common can be discursively formed. 

5. 

The typological project of the late 1980s regressed when it was 

used as a formal procedure to recreate an image of the past as a 

means to justify architecture's continuity with history and context. 

6. 

To work typologically is to work in scries, harnessing the ideas 

and deep structures of precedent types, and to project them into 

new architectural soludons, whilst maintaining its typicalities. In 

this, lies the possibility of an architecture that turns the most 

typical into a common artifact or framework. 
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7. 

Both 'post-critical' arcliitecture and the recent 'post-pragmatic' 

architecture maivc the same mistais;es in opposite directions. The 

former writes off the intellection of design, the latter illustrates 

intellection with design. 

8. 

Peter Carl once remarked that theory places an unnecessary 

burden on the wit and imagination required of design, and that 

theory does not lead happily to design. This would place this 

dissertation as a critical reflection of, rather than a blueprint for 

practice. 

9. 

An architecture of resistance ceases to be so when built, if re­

sistance is defined as a struggle against a dominant power. As 

such, the ambition and outcome for the project of resistance is 

self-cancelling. In Chinese thought however, transforming the in­

herent tendency of things is seen as being more efficacious than 

resistance. 

These propositions are regarded as opposable and defendable, 

and have been approved as such by the supervisor: 

Profir. S.U. Barbieri 
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Summary 

The purpose of this dissertation is to renew the understanding of 

type and its relation to the idea of the city. In doing so, it attempts 

to revalidate the theory of type and its instrumentality for 

architectural production in today's globahsed cities. The analysis 

of the history and theory of type alongside the inquiry into the 

developmental city, frames the research of this dissertation. The 

developmental city is one that is conceived and constructed 

through Its dominant types and used primarily as a developmental 

tool, instigated primarily by speculative capital. This sets the 

inquiry apart from the three discourses of typologies as outlined 

by Anthony Vidler at the turn of the nineteenth century, early 

twentieth century and 1970s. In these three instances, architects 

and theorists turned to the question of type to ]ustify architecture's 

social and political role; and the heuristic value of type became 

invaluable in these instances, as to raise the question of type is to 

raise the question of what is typical, and as such it is a search for 

what IS common, not only to architecture itself but to the wider 

milieu in which it is produced. 

This investigation relies on the close examination of the 

writings on the theory of type and typology, in particular those 

that relate to the idea of city. It is not an exhaustive inquiry 

into the entire history of type — this has already been carried 

out by Leandro Madrazo in 1995. This inquiry begins with 

Antoine Chrysostome Quatremère de Quincy and the didactic 

theories of Jean-Nicolas-T.ouis Durand; the former is credited 

for being the first to formally introduce the concept of type into 

architectural theory and the latter for offering a didactic theory in 

the dissemination of architectural knowledge through a rational 

and scientific method. Crucially, the focus is to investigate the 

instrumental role of type as a heuristic and didactic device in 

renewing the discipline of architecture. 
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Type's relation to the idea of the city is the extension of this 

concern to search for a commonality in which architecture could 

invest Itself with sociality. This necessitates the discussion of the 

idea of the city, from Aristotle's definition of the city or pohs as 

a space of coexistence to Chantal Mouffe's concept of agonistic 

pluralism. The rereading and remterpretation of the writings 

and projects on the city of Aldo Rossi and Rem Koolhaas are 

viewed through the lens of type and the idea of the city as a 

space of agonistic plurabsm. Although it is not customary to 

draw the relation between the two, it is precisely the intention of 

this dissertation to show that the instrumentality of type as a tool 

for renewal is in its ability to locate the idea of what is common 

through the city. 

The final part of the dissertation on Singapore involved 

archival research of unpublished material in Singapore Housing 

and Development Board Library and the Urban Development 

Authority Resource Centre Singapore. The city of Singapore is 

used as a case study to exemplify the utilization of the dominant 

type to figure forth the idea of the developmental city state. 

It is a contingent idea that evolves with the regimes of power 

and is therefore an evolving political project - a manifestation 

of political forces. An understanding of the dominant type in 

this context will centre on the discussion of the generic nature 

of type — the propensity of the typical for transformation - as 

a shared disciplinary knowledge and social contract. Unhke the 

'urban artifacts' associated with the historical city, the dominant 

types here arose from the conditions of tabula rasa. As one of 

the earliest examples of the developmental city in Asia, Singapore 

will be understood through two dominant types - the high-

rise, high-density tower and slab block of Singapore's public 

housing project and the podium block. The 'success' of this 

developmental city state in utilizing the city and its architecture as 

a political project has also evolved a condition where the city can 
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be seen as a laboratory for a peculiar archetypal developmental 

Asian urbanism that is now being exported to other cities in East 

Asia, in particular to China. 

The result of this dissertation is the possibility of conceiving 

a fourth typology, distinct enough to set itself apart from the 

three typologies that precede it, in the history and theory of 

architecture. This redefinition centres on the conception of the 

dominant type as a common framework - firstly as an architecture 

that enables and embodies the idea of the city as a space of 

agonistic pluralism; and secondly as a common knowledge for 

comprehension and cooperation. 

The theory of type can therefore be this device for reasoning 

and experimentation that enables the re-engagement of 

architecture with the city in a critical and inventive manner. This 

entails the renewed understanding of type and the repositioning 

of the dominant type as a primary element in understanding and 

envisioning the city; a medium that allows one to draw on its 

pliability as a constituent part of the city and its effectiveness as 

a medium for channelling architecture's disciplinary knowledge. 

Both of these issues hinge on the ability of type to act as a 

flexible instrument of control and its potential to derive and 

propose ideas from and for the city, as a discursive idea that can 

be commonly held by all. 
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Samenvatting 

Het doel van deze dissertatie is het vernieuwen van inet begrip van 

het type en haar relatie tot het idee van de stad. Hiermee wordt 

gepoogd om de theorie van het type en haar instrumentaliteit voor 

architectonische productie in de hedendaagse globaliserende stad 

te revalideren. De analyse van de geschiedenis en theorie van het 

type, samen met het onderzoek naar de ontwikkelingsstad, vormt 

het ondcrzoek-kader van deze dissertatie. De ontwikkeUngsstad 

wordt gevormd en geconstrueerd door haar dominante typen en 

wordt bovenal gebruikt als ontwikkelings-'tool,' voornamelijk 

aangezet door speculatief kapitaal. Dit plaatst het onderzoek 

buiten de drie discoursen van typologieën zoals omschreven door 

Anthony Vidler: het begin van de negentiende eeuw, de vroege 

twintigste eeuw en de zeventiger jaren. In deze drie momenten 

wendden architecten en theoretici zich tot de vraag van het type 

om de sociale en politieke rol van architectuur te rechtvaardigen. 

De heuristische waarde van het type werd in deze momenten van 

onschatbare waarde, de vraag van het type is immers gelijk aan 

de vraag van wat is typisch, en zo is het een zoektocht naar het 

gemeenschappelijke, niet alleen voor architectuur zelf, maar ook 

voor het bredere milieu waarin architectuur geproduceerd wordt. 

Dit onderzoek is afhankelijk van een grondige bestudering 

van geschriften van de theorie van type en typologie, met 

name de teksten die relateren aan het idee van de stad. Het is 

geen uitputtend onderzoek naar de gehele geschiedenis van 

het type - dit is al gedaan door Leandro Madrazo in 1995. Dit 

onderzoek begint met Antoine Chrysostóme Quatremère de 

Quincy en de didactische theorieën van of Jean-Nicolas-Louis 

Durand. Quatremère de Quincy wordt gecrediteerd voor de 

eerste formele introductie van het concept van het type in de 

architectuur theorie. Durand bood een didactische theorie 

voor de verspreiding van architectonische kennis volgens een 
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rationale en wetenschappelijke methode. De cruciale focus van 

deze dissertatie is om de instrumentale rol van het type als een 

heuristisch en didactisch instrument voor de vernieuwing van de 

architectonische discipline te onderzoeken. 

De relatie tussen het type en het idee van de stad is 

de uitbreiding van de bezorgdheid om te zoeken naar een 

communiteit waarmee architectuur zichzelf zou kunnen verrijken 

met socialiteit. Dit vereist een discussie over het idee van de stad 

die reikt van Artisotle's definitie van de stad, of polis, als een ruimte 

van co-existentie tot Chantal Mouffe's concept van agonistisch 

pluralisme. De herlezing en herinterpretatie van de geschriften 

en de projecten van Rem Koolhaas en Aldo Rossi worden 

bekeken door de lens van het type en het idee van de stad als 

een ruimte van agonistisch pluralisme. Hoewel het ongebruikelijk 

is om de relatie tussen de twee te maken, is het juist de intentie 

van deze dissertatie om de vernieuwende instrumentaliteit van 

het type te tonen dat ligt in haar vermogen om het idee van wat 

gemeenschappelijk is door de stad te lokaliseren. 

Het laatste deel van de dissertatie over Singapore betrekt 

archief onderzoek van ongepubliceerd materiaal van de 

Singapore Housing and Development Board Bibliotheek en 

het Urban Development Authority Centre Singapore. De stad 

Singapore wordt gebruikt als casestudy om het gebruik van het 

dominante type als voortstuwend middel van het idee van de 

ontwikkelingsstad staat te illustreren. Het is een voorwaardelijk 

idee dat evolueert met machtsregimes en is daarom een 

evoluerend politiek project — een manifestatie van politieke 

krachten. Een begrip van het dominante type in deze context 

zal centraal staan in de discussie van de generieke aard van het 

type — de neiging van het typische voor transformatie — als een 

gedeelde vakkennis en sociaal contract. In tegenstelling tot de 

stedelijke artefacten die zijn geassocieerd met de historische 

stad, verrezen de dominante types vanuit de conditie van tabula 
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rasa. Als een van de eerste voorbeelden van de ontwikkelingsstad 

in Azië, zal Singapore worden begrepen door twee dominante 

typen — de hoogbouw, hoge dichtheid torens en flatblokken van 

het Singaporese sociale woningbouw project en het podium blok. 

Het 'succes' van de ontwikkelings-stad-staat in het gebruik van 

de stad en haar architectuur als een politiek project heeft een 

omstandigheid voortgebracht waarin de stad gezien kan worden 

als een laboratorium van een eigenaardig Aziatische archetypisch 

ontwikkelings-urbanisme welke nu wordt geëxporteerd naar 

andere steden in Oost Azië en voornamelijk naar China. 

Deze dissertatie resulteert in de mogelijkheid om een 

vierde typologie te vormen, verschillend genoeg om zichzelf 

te onderscheiden van de drie voorafgaande typologieën in de 

geschiedenis en theorie van architectuur. Deze herdefiniëring stelt 

de conceptie van het dominante type als een gemeenschappelijk 

kader — ten eerste als een architectuur die de het idee van de stad 

als een ruimte van agonistisch pluralisme aanzet en belichaamt; 

ten tweede als een gemeenschappelijke kennis voor begrip en 

samenwerking. 

De theorie van het type kan een apparaat worden voor 

redenering en experimentatie welke in een kritische en inventieve 

manier aanzet tot een her-betrokkenheid van architectuur met de 

stad. Dit houdt in dat het hernieuwde begrip van het type en de 

herpositionering van het dominante type als een primair element 

geldt in het begrijpen en voorstellen van de stad; een medium 

dat ons in staat stelt om in te winnen op de plooibaarheid als 

een constituerend bestandsdeel van de stad en de effectiviteit als 

een medium om architectcmische vakkennis van te kanaliseren. 

Beide zaken hangen af van het vermogen van het type om als 

een flexibel controle instrument te fungeren en haar potentieel 

om ideeën van en voor de stad te laten ontstaan en naar voren te 

brengen, als een discursief idee dat gemeenschappelijk gedragen 

kan worden door iedereen. 
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Introduction 

This dissertation proposes to renew the understanding of type 

and Its relation to the idea of the city. Through this, it proposes 

the possibihty of conceiving a fourth typology, distinct enough 

to set Itself apart from the three typologies that precede it in the 

history and theory of architecture. This redefinition centres on 

the conception of the dominant type as a common framework 

— firstly as an architecture that enables and embodies the idea 

of the city as a space of agonistic plurahsm; and secondly as a 

common knowledge for comprehension and cooperation. 

Any attempt to define type is an attempt to define what is 

typical, and what is most typical is common to all. As such, type 

lends Itself as an effective heuristic device to locate commonalities. 

This search for what is common m architecture is not to locale 

formal or tectonic simiktude, nor is it used to usher in a universal 

style. It IS a search for what is the idea that can be commonly held 

so as to invest architecture with a social and poktical role. It is for 

this reason that the question of type arises when architecture is 

perceived to be m crisis; when its relevance to the wider mikeu 

m which It is produced is m question. In The Third Typology'^, 

Anthony Vidler outkned three critical moments m the history 

and theory of architecture when the question of type was raised 

to revakdate and renew the discipkne of architecture: in the late 

eighteenth and early nineteenth centuries, the legitimization was 

found in nature to sustain the doctrine of imitation; in the early 

twentieth century, it was in the processes of industrial production; 

and in the 1970s the historical city - both as a concept and artifact 

- became the site for its rcvakdation and renewal The present 

offers Itself as the fourth moment. 

For more than a decade, architectural production has 

1 Vidlcr, Anlhony,' 1 liL Ihud lypology', 0/)/>oi///o«i 7(1976),pp 1-4 
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been instigated primarily by speculative capital in a neo-liberal 

market economy. The context for this production is the city, 

in particular m developing and new cities in East Asia, which 

I will term 'developmental cities'. Here, the utihzation of 

architecture for speculation is so total that the city itself is seen 

as a developmental tool and a 'branded' product - its concern and 

goal IS profit. Architecture responded to this demand for product 

differentiation in the market economy with formal differentiation 

- the prohferation of novelty in the form of 'iconic' buildings. 

The result is the reduction of architecture's role to a singular 

cause - the facihtation of speculative capital — that flattened 

architectural culture and discourse m its wake. 

The viabihty and sustainability of this developmental model 

m recent years has been put to serious question and with it, the 

architecture that accompanied it. If architecture is required to 

offer an alternative, it must return to the question of die city. 

For the city, in its most fundamental definition and condition, 

IS the space of plurality and coexistence; and for this reason it 

requires architecture to rearticulate its role beyond the concerns 

of the market alone, and instead address the concerns of the 

collective by formulating an idea that can be held m common. If 

architecture must return to the idea of the city for revahdation 

and projection, it is not in opposing novel forms with formal 

uniformity or blandness. The task hes instead m fostering the 

conditions that counter this flattening tendency, by offering a 

framework that cultivates alternatives and enables meaningful 

difference to exist. This meaningful difference, the plurahty of the 

city, can come about from architecture's abihty to capture, frame 

and accommodate, and should not be confused with the diversity 

of differentiated tectonics or convoluted forms. In other words. 

It IS the possibility of architecture to act as a common framework. 

This common framework inheres m the dominant type and 
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I define the dominant type as the typical element that constitutes 

both the idea of the city and the structure of the city. For a type 

to be dominant, it has to prevail anci be of influence; and what is 

the most prevailing is also the most typical and common to all. If 

the city IS understood m its most fundamental sense, as a space of 

coexistence, following Aristotle's definition of the. polis, then the 

city Itself IS a common space par excellence. Thus it is through 

the constitution of the idea of the city with the dominant type 

that my proposition for its efficacy as a common framework is 

positioned. 

Such an understanding must first be preceded by the 

close examination of the theories of Antome Chrysostóme 

Quatremère de Quincy and the didactic theories of Jean-Nicolas-

Louis Durand. The former is credited for being the first to 

formally introduce the concept of type into architectural theory 

and define type as 'the idea that must swerve as the rule to the model', 

whereas the latter offered a didactic theory m the dissemination of 

architectural knowledge through a rational and scientific method. 

Two important criteria framed this reading, the first concerns 

Itself with locating the concept of type m their respective writings 

and teachings and was conducted through the dialectics of type 

as idea and model. The second concerns the instrumentakty of 

type in renewing architecture's role and its epistemc during die 

crisis of architecture m the late eighteenth and early nineteenth 

centunes m France, when architecture as a discipkne and its 

knowledge, assumed through the authority of the ancients, were 

challenge by the nse of the new discipline of science and the 

new revolutionary society. Most crucially, through diis dialectics 

of idea and model, I argue that both Quatremère and Durand 

ascribed a societal role to architecture, through their treatment 

of the 'idea of type' and the 'deep structure of type' respectively. 

In the case of Quatremère, the heuristic nature of type 
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was instrumental m his revalidation of the supremacy of Greek 

architecture, when its claim as the origin of architecture was 

threatened by the archaeological discovery of Egyptian civilization 

that predated it. Quatremere offered an epigeneüc account of 

this problem of origin by introducing his three primitive dwelhng 

types - the cave, the hut and the tent. Of the three, he maintained 

that the hut was more superior, as the transposition from the hut 

to the Greek temple required abstraction and rationakty. It is an 

abstract beauty derived from the principles that governs nature 

and a transposiuon of rational timber construction to stone In 

doing so, Quatremere was able to maintain the claim of Greek 

architecture as the architecture for the society of his time. Through 

this, he vaUdates the use of classicism as an architectural language 

of rationakty and abstraction, an allegory for the revolutionary 

society defined by the ideals of Enlightenment. Quatremere 

thus defined the idea that can be commonly held, as the eternal 

idea or ideal derived from nature, that involves the intellect for 

reasoning and abstracdon, a value that he finds befitting to his 

mikeu. Following this reading, I argue that Aldo Rossi's meta-

critical project mirrors that of Quatremere for they both conflate 

architecture with sociakty; and they do so through the heuristics 

of type. The former finds the allegory of a rational, abstract and 

beautiful architecture befittmg the society of his time, the latter 

constructs the noUon of the collective out of the idea of the city 

that acts as the permanent principle for architecture. 

As for Durand, I argue that the deep structure of type is 

fundamental to his construction of a logic of type; and 1 define 

the deep structure as the irreducible structure that holds the 

potential to organize. It is my argument that Durand's theoretical 

construct is firmly based on the idea of type although he did 

not use the word type himself; it is not constructed out of the 

theories of imitation, as Quatremere did, but out of Ins attempt 
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to systematize architectural knowledge. The ideas that serve 

as a rule to his deep structxifes of type are 'solidity, salubrity and 

economy'; and although Durand utiUzes typology in a pragmatic 

manner, his larger ambition was to arrive at a general principle 

of architecture tiiat is understandable and accessible to all. Thus, 

what is common in the case of Durand is architectural knowledge 

itself It can be argued that for Durand, science and rationality are 

seen as a means of emancipation for the revolutionary society, 

and he ascribed this to a method. Therefore, this inethod, as the 

logic of type, despite its pragmatic leanings is in fact political. For 

Durand, architecture should not be the preserve of monarchical 

and aristocratic patronage; it is universally accessible when it is 

teachable to all. 

This relation between the idea of type and the deep structure 

of type informs my conception of the dominant type and its 

relation to the idea of the city. My argument to conceive of the 

idea of the city as a space of agonistic pluralism, to counter the 

tendency for novel difference that blunts our ability to forge 

a commonality, is informed by Chantal Mouffc's critique of 

liberalism. Her argument against liberalism is that in liberalism's 

defence of diversity and individual liberty, it neglects the 

importance of forging a commonality that is required for the 

political. For Mouffe, the political is the dimension of antagonism 

that is constitutive of human societies'; but she proposes to 

turn this antagonism to an agonism that accommodates the 

plurality of coexistence. This agonistic pluralism focuses on the 

construction of a commonality that binds differences rather than 

on the elimination of the enemy in an antagonistic understanding 

of the political. 

Expanding from Mouffe's argument, I propose that the 

city can be a common space par excellence when it is conceived 

2 Mouffe, Chantal, (In (he Polilical (Abingdon & New York: lloiuledgc, 2(105), pp.9-21 
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as a space of agonistic pluralism; and this is analogous to the 

dominant type as a common framework that acts as borders 

of containments. This is not the postmodernist's version of 

fragmented heterogeneous spaces of relativism, nor a Deleuzian 

'smooth space". It is always demarcated and structured by the 

deep structure of the dominant type. It acts as a framework of 

recognition that displays typicahttes to constitute a commonality. 

This however cannot be universal as m an agonistic plurahsm, 

there can only be a contingent idea of what is common. Thus, 

this commonahty is discursive and this unresolved but productive 

tension manifests itself and is reified as the dominant type of the 

city at a given point in time. 

The city as an idea of agonistic pluralism is one that strives for 

heterogeneous containments and makes possible the articulation 

of meaningful difference. Through this, I propose to reinterpret 

the writings and the projects on the city by Aldo Rossi and Rem 

Koolhaas. It is not customary to discuss the works of Koolhaas 

alongside Rossi or through the lens of type, but I maintain 

that in both cases, the dominant type features prominently in 

their efforts to redefine the idea of the city that can no longer 

be sustained as a homogeneous whole and a uniform totahty. 

They did so by first redefining the idea of the city: the collective 

memory and permanence of the liistorical city for Rossi and the 

dispobitif of heterogeneous containments of the metropohs 

for Koolhaas. Following which, they abstracted and transposed 

the deep structures of their respective dominant types into new 

architectural projections. In these two examples, the recourse 

to the idea of the city as a project revahdates the works of 

architecture through the reconstitution of a commonahty that 

3 Architecture'!) response to the problem of pluralism is often manifested in the production 

of formal difference that is then appropnatcd by capital as commodities of novelty These 

architectures of 'competition' are different to the spaces or architectures of agonistic pluralism 

See Mouffe, Chantal, 'Artistic Activism and Agonistic Spaces' in Ar/ (C^ Weuanh A Journal of 

hicai, Conk\l\ anilMelhoch Volume 1 No 2 Summer 2007 
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architecture must again respond to. 

In the final chapter, the city of Singapore is used as a 

paradigmatic example of a 'developmental city state' to further 

the discussion of the dominant type and the idea of the city. This 

choice posits that the discussion of the fourth typology does not 

reside in the historical European city but in the fast developing 

cities of East Asia, from tabula rasa. Secondly, the developmental 

city offers a different and distinct understanding of type through 

the development of its dominant types, and thirdly it furthers the 

understanding of a common framework as a shared architectural 

knowledge and social contract. 

A state can be termed as a developmental city state when 

it establishes, as its principle of political legitimacy, its ability to 

promote, administer and sustain economic growth through the 

use of the city as a developmental apparatus. This developmental 

city state can be understood through two dominant types: the 

first is the high-rise, high-density tower and slab block that 

make up Singapore's public housing project and houses 85 

percent of the nation's population. The second is the podium 

block, a MetaboUst invention unique to Asia, with shopping as 

its primary programmatic instigator. Through the analysis of 

these dominant types I further articulate the characteristics of 

this fourth typology as such: it is generic, that is, typical with 

the potential for transformation. It generally requires a tabula 

rasa as a precondition for existence and differs from the third 

typology which fundamentally depended on the historical city for 

its definition and constitution. The pliability of its deep structure 

accounts for its operativity. It is shaped by a political ideology 

that emphasizes the efficacy of pragmatism, on the one hand, 

and tlie nature of multi-stake holders' developments that favour 

flexible accumulation and aggregation as growth strategies, on 

the other. The fourth typology is pervasive, prevalent and inheres 
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in the dominant type. Its role as a developmental apparatus can 

be found m cities across China, India and South East Asia. It 

IS more pronounced in China, with its single party rule under a 

communist party that is currendy overseeing the expansion of 

a neohberal economy, and hke Singapore, its political legitimacy 

rests on its developmental abihty. 

The fourth typology is pohtical but it cannot be understood 

from the opposing categories of pohtics and economy, city and 

suburbs, civic monuments and private housing and its analogous 

manifestations in the delineation of a legible, definable core in 

contraposition to an expansive territory. It acquires a pohücal 

agency if it is understood as a common framework that enables 

an inclusive process of change and transformation. Here, the 

model of agonism is again useful to conceive of the relation 

between the sovereign and the subject, as one that maintains its 

bipolarity but does not seek to confront and displace the other; 

It seeks instead to achieve an equdibrium and balance, albeit in 

constant transformation and alternation. Thus, for this common 

framework to function, it inust be a shared knowledge that is 

based on rationahty, as informed by the example of Durand. 

I he deep structure of the dominant type, as much as it can be 

appropriated by the state, can also be appropriated by its other. 

It is a medium, a recognizable framework for negotiation and 

cooperation — a social contract. I h e awareness of this form of 

efficacious pragmatism is not solely to enable the operativity 

of praxis; as a matter of fact, I argue that the abihty to detect, 

describe, analyze and theorize the dominant type is the first step 

in surpassing it, which involves a choice and decision upon the 

closure of analysis. 

Thus, to understand the deep structure of the dominant 

types, IS a response to a totality of architecture tied to its role in 

the discursive idea of the city It centres on the conception of 
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the dominant type as a common framework - an architecture tliat 

enables and embodies the idea of the city as a space of agonistic 

pluralism; and as a common knowledge for comprehension and 

cooperation; as the fourth typology. 



1 T H E IDEA OF TYPE 



1. Introduction 

The idea of type is most instrumental to theorists and architects 

when it is used as a heuristic device to uncover the very essence 

of architecture and its role in the wider context in which it is 

produced. This discussion as to definition and treatment of the 

idea of type will begin in the eighteenth century with Antoine 

Chrysostomc Quatrcmère de Quincy (1755-1849), who explicidy 

and formally introduced the idea of type into architectural theory, 

in a context where speculations on the origins of architecture 

were commonplace. I wiU then proceed to cover writings by ar­

chitects and theorist who have raised or recuperated the idea of 

type explicidy and in the manner consistent with Quatremcre'. The 

choice is again focused on the instrumentality of type as a heuristic 

device, but this time with the focus on the city as exemplified by 

Aldo Rossi's 'structure of permanence' and Giulio Carlo Argan's 

'precedents and continuity' in design. The goal of this chapter is 

to show how type can be seen as a heuristic device that allowed 

each generation of architects and theorists to revalidate the role 

of architecture within society by searching and defining what is 

the idea of type, that is, what is the ideal that is common to all 

that will act as the principles for which architecture is produced. 

This task was well suited for the discursive nature of type, for it 

is at once vague and precise; vague in that it alludes to perfection 

and the ideal in the metaphysical realm of ideas and precise in its 

application to the expressive qualities or character of different 

comparable building types. 

To locate and uncover the concepts associated with type, 

1 I Icncc ihis will not include works that touch upon issues associated with typology indirectly, 

those that conflate the idea of type with function, formal variation and morphology, i.e., 

Nikolaus Pcvsnei, Rob and Leon Kriei, Saveno Muratori, Colin Rowe and Mathias Lingers. 

Lc C.orbusier's coupling of the ideal perfection of classicism and standardixaLion of industrial 

production will be discussed m (Chapter 3 for it docs not explicitly refer to the word type, 

although It IS related to Quatremère's conception of architecture as embodying the ideal and 

haMiig to lespond to sociclal needs. 
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this chapter will delve into the definition of the words, followed 

by the concepts and theories üed to Quatremère's entry in the 

Dutionnaire hntonque d'anhitecture (1784-85). This includes Type, 

Idea, Rule, Character and his theory of Imitation and Origins. 

Besides the Dutionnaire histonque d'anhitetture, Quatremère's 

theoretical output can be approached from his essays. The three 

most important essays are 'A.n Essay on the Nature, the End, and the 

Meam of Imitation in the Vine Arts' (1837), his prize winning essay 

on Egyptian Architecture which was sponsored by the Académie 

loyale de\ Inscriptions et Belles-Eettres and referred to as the Prix 

Caylm essay of 1785. This second essay was eventually updated 

and revised to form the De I'architecture é^tienne essay of 1803. 

Quatremère's Dutionnaire for the E^ncyclopidie Méthodique was 

commissioned by Charles J. Panckoucke and remains one of the 

most thorough works to date in the French language to frame 

the widest theoretical scope for architecture and fine arts. It 

offers a Platonic discourse on the idea of type while Durand's 

Parallele offers an operative understanding of typology^. Unhke 

any contemporary dictionary, these dictionaries were veritable 

encyclopaedias, where each entry is an essay on the etymology of 

the word, and is of theoretical, historical and practical concern. 

Unhke the treatise, its main ambition is to lay the etymological 

foundations whilst engaging in current debate. The arguments 

are not arranged systematically but alphabetically. It is a format 

that IS very accessible but suffers from a systematic sequence of 

argument. As such, Quatremère's overall theoretical ambitions 

and goals, situated withm the debate current in his time, are not 

immediately obvious if his work is approached from the entries in 

the encyclopedia as, unhke his essays, they do not hold a coherent 

and uninterrupted argument. To overcome this, I will begin with 

Quatremère's definition of type to outline the related words and 

2 Youncs, S, I In Ï lislomul Didwnary oj Anhiluliiit of Qiialnmui (It Qmtuy (I ondon y\ndrcas 

I'apadakis Publisher, 1999), p 10 

14 



concepts embedded in his classic definition. From tinis, liis theory 

of Origins and Imitation will be discussed to underpin his entire 

theoretical project. Following which, a detailed analysis of the 

concepts, tied to the various words, and tied to the idea of type 

outlined above will be carried out. Through this, Quatremère's 

ambition and goals, pursued through his idea of type will be 

discussed, centred on his efforts in verifying and revalidating the 

supremacy of Greek architecture. An important consequence 

of this effort contributed to Quatremère's formulation of 

architecture as language^ and its manifestation in classicism. It 

is a formulation that required an architecture that was conceived 

through abstraction, required the worltings of a rational mind, and 

exquisite taste and balance. Such an architecture, for Quatrcmcre, 

was to find its deserving counterpart in the enlightened society 

of the Revolution - architecture as an allegory that speaks of a 

higher intellect. 

2. Quatremère de Quincy and the Dictionnaire historique 

d'architecture 

Antoinc Chrysostome Quatremère de Quincy was born in 1755 

to a family of Parisian merchants. Fie first studied law in honour 

of his father's wishes but soon developed an interest in arts, par­

ticularly in classical antiquity. He spent years in Italy, sought the 

acquaintance of Piranesi, and returned to Paris in 1784, having 

3 'I'his was Sylvia l.a\in's main ihcsis in 'Qtuilremère (k Qiniiiy and ihe iiiivnlioii of a modern 

lm<j/ta^c oj iirchikilf/rc/ (1992). l,a\in's thesis was a detailed elaboration of the framework 

and propositions already outlined by /Vnlhony Vidler m his M''rom ihe 1 kit to the 'lemplc: 

(Quatremère de Quincy and the Idea of 'type' in Vidler, Anthony, Ihc W'nlini^ of the IĴ //A: 

Arclnlcdtfral Theory in the ] Mte linlightenttient (New York: Princeton Architectural Press, 1987), pp. 

147-64. Quatremère's conception of architecture as language ha.s also been proposed earlier 

by Peter C(3llins in C/w//i;/«i; Jdeuh in Modern Architectitre 17^0-1950 (London: P'abcr and P'aber, 

1965), pp 174. All three authors cited ()uatremèi'e's Pn\ Ciiylm essay of 1785 as the essay that 

contained this proposition. 
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given up his dreams of becoming an artist. Above all, Quatrem-

ère was an academician. Fie was the Permanent Secretary of the 

ylcadémie de\ Beaux-Art\ from 1816-1839. Depending on which 

period of his professional Ufe is emphasized, Quatremère still 

appears as he did to his contemporaries: a wild-eyed reformer 

in the early 1790s, a reactionary member of the old guard m the 

1830s (Fig 1.1 and Fig 1.2).' 

The DiLtionnaire hi\tonque d'anhitetture can be seen as the 

theoretical culmination of Quatremère's reflection on nature 

in the process of artistic creation, both in art and architecture; 

on the relationship between the principles which are the source 

of nature's rules; and the possibihty of invention through 

imitation withm the tradition of art and architecture. Because 

of this, the DiUtonnaire is the source from which thinkers stake 

out their position. Quatremère's artistic theory can be broken 

down into three principal categories; the first questions the 

nature of invention and genius and is argued through his theory 

of imitation; the second touches upon the artist's intellectual 

freedom and the autonomy of different arts; and the third 

concerns itself with the role and mstrumentahty of history in the 

process of renewal within a tradition. Quatremère affirmed his 

view of art based, for two decades, from 1780—1840, on Platomc 

metaphysics. According to this view, the relationship between the 

idea and unage, or what is thought and seen can be understood m 

three categories: that there are things that are seen and thought, 

things that are seen but not thought, and things that are thought 

but not seen. The third category is also known as Platonic Forms 

- that IS, a paradigm that sensible objects imitate, although they do 

so imperfectly and incompletely.'' For Quatremère, die Form of 

4 l.avm, Sylvia, Qiiulnmcre (In Qmncy and IIK Imxnitiin oj a Mo(kni Ixm<^uai^t oj AjdnliUure 

(Cambndgc, MA Mil I'rcss, 1992), p6 

5 I'or example, to sec if an aci is |LISI, one looks Lo the 'füim' of justice, or to acejuire 

knowledge, one looks to the 'foim' of education Plato also refers to this as the realm of truth, 

the apprehension of intelligible foims which can only be ach]e\ed through reason See Ripublit 
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Forms, or what constitutes the good, the true and the beautiful 

IS nature, considered m hei laws and existing both in the sensible 

and non-sensible realms For this reason, Quatremere's theory 

can be understood as a metaphysical theory of architecture' For 

every entry m the Dutionnatre hutonque d'anhiteoture, Quatremere 

will customarily begin with the definition and the etymology of 

a word, from this he forms concepts and from there on a theory 

As a whole it sets out a fiamework for an aesthetic system, with 

architecture as the liighest imitative art and should be read as 

a treatise on architectural theory, more for the principles it sets 

forth than its factual details 

3. Quatremere's Definition of Type 

The word lype derives from the Greek word typos, generally accept­

ed to mean 'model, matrix, impression, mould, figure in relief or 

in bas-rehef' He makes a distinction between this etymology of 

the word m Greek to its meaning more as varying projections m 

the act of sculpting or molding, and the more metaphoiical and 

less technical meaning in French And he defines type as such 

T/ze word type presents /ess the imope of a tbin^g to copy or i/xitate 

complete/)/, than the idea of an etement ivtjuh mint itieif ierpe ai a 

riite for the mode/ ^ (emp/iam mine) 

47f)b 

6 Quaticmcrcs ihcoiy can be charictcri/ctl is being both -x polemic ind i system It is t 

polemic IS It opposes or corrobcjrates with other doctnnes notibly (^uitremere sought to 

steer architecture tway from the scientific and Caitcsian preoccupations of Dunnd and the 

poly technicians, first instituted by Chude Perrault It is a system because it mainly concerns 

the realm of ideas which the very source of rules and pimciples that governs conventions and 

practice And it is also a system as it aims at pioviding a broad conception of line aits and 

architecture with relation to aestheucs See, Younes, S, /At \ U\ionudOtdionury oj Anhitulitn of 

Qmilrewire (k Qiiinq (I ondon Andreas Papadakis Publisher 1999) p 11 

7 Quatremere de (^uincy s lype in \U Wislamal Onttonary oj Anht/uliin {\ imii^m Papadakis 

Publisher, 20()()), p 254 
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To fully appreciate this definition of type, an understanding of 

other key concepts associated with the words that Quatrcmère 

has used in this sentence will be crucial. The highlighted words 

and phrases above draw on three further concepts and theories. 

'Copy or imitate' points to Quatremère's most important theory -

the theory of Imitation. 'Image' and 'Idea of an element' refers to 

Quatremère's Platonic concept of Idea/Ideal in the design arts. 

'Rule' for Quatrcmère refers to the necessary guides m the design 

arts that result from principles. These wiU be discussed in detail 

below. Having stressed that type is an element that carries an idea 

for iinitation, he draws the distinction between type and model: 

T/ws, one im// nof say — or af /east if would he mv/j^ to say — thaf a 

stat//e, a compos/twn of a/ims/jedpaintmg, bas served as a type for 

t/)e copji that ii>a.s made of it; hut rat/ier one frajiment, one e.\quisse, 

one thought of a master, one more or /ess rague description, gape 

hirth to a ipork of art wit/nn an artist's imagination, ip/wse type 

ipas supp/ied /yy such and such idea, such and such motif or such 

and such intention. The mode/ understood in the sense of practica/ 

execution, is an oh/ect that s/wu/d /ye repeated as it is; contratimse, 

the type is an o/fect after iMch each artist can conceive ipor/ss t/^at 

bear no resemh/ance to each other A// ij precise and given ip/oen it 

comes to t/^e mode/ w/n/e a// is more or /ess vague !v/:)en it comes to 

the type. Concomitant/}', we see that there is nothing in the imitation 

of types that sensih/ity and the mind cannot recogni:;y, and not/nng 

t/wt cannot /^e contested /y prejudice and ignorance. 'This is >p/)at 

happened for examp/e in architecture ". (emp/iasis t?/ine) 

This distinction between type and model and Quatremère's 

promulgation of the former is crucial not only in conformity to 

H Qualrcmcic do (.)uincy\''J'ypc'm Ihi \h\Uirntüönluinün oj ïn/i/U't///n {\ .(mtVm Papadflkls 

Publisher, 2()()()),p 255 
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hls theory of Imitation but albo drawb on one of his concept 

of 'Character' Together, his theory of Imitation and Character 

were instrumental in his efforts to introduce an epigenetic ver­

sion of the origins of architecture and at the same time revahdate 

the supremacy and thereby the relevance of classicism for his 

time This I will also discuss in detail below in 'Origin', 'Type and 

Model' and 'Character'. 

4. Origins 

Vidler, in introducing Quatremère's notion of Type in his article 

The Idea of Type: The Tramformatton of the Academu Ideal: 1750-

1830', Oppoiittons, 8 {\911) drew a parallel between the efforts 

in architecture and that in other disciples in their search for first 

principles during the Age of Enhghtenment'' This search centred 

on the primitive hut as the first type of inhabitation as well as 

something that embodied the first principles of architecture The 

definition of type is central to this formulation of the response 

to determine the origins of architecture. It is a logical combina­

tion of Tangier's idea of origins and the notion of characteristic 

forms, with reference to both classical traditions and the newly 

adopted terminology in the natural sciences.'" Following this, 

type had the omnibus meaning of concept, essential form, and 

building type It is an idea that was both vague and precise at the 

same time - vague m its allusion to the natural beauty that resides 

m the metaphysical realm of ideas, and precise m its application 

to the expressive quahties or character of different budding types 

y '1 he search for ihc origins of architecture was for the I'nlightenment architect tantamount 

to the discovery of the true principles of his ait 1 ike Newton m science, like I ockc m 

philosophy, like Rousseau in inthropology, the Architectp/ji/ouiphe looked at the beginnings of 

shelter as the first imik of tjpe of inh ibitaiion, the loot and theiebj the simple mtural principle 

of all architecture' 

10 Vidler, Anthony, I/te Wnhns^oj ihe W^alh Anhitutitial Umit^ in IIK Ï MU I nh^htiiumiil {HLW 

Yoik Prineelon Aichltecturll Press, 1987), p 147 
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Before Quatremère's entry in the Dklionnaire hislorique 

d'archilecfure (1784-85), the word type retained the overtones 

of archaism and religious mysticism which was inherited from 

its usage in the bible. Type is also often used by antiquarians, 

historians and biblical scholars to describe religious symbolism. 

Neoplatonism contributed the notion of type to aesthetic beauty 

in their revived interest in antiquity, exemplified by Winckelmann's 

use of this word in '...a type of heai-ity in the female figure.' in his 

'Reflections on the Imitation of the Greeks in Painting and Sculpture' 

(1755). Thus, Quatremerc as a student of sculpture in the 1780s 

should have been familiar with these usages, which found a way 

into his own definition and conception of the idea of type." 

The genesis of the idea of type was tied to the problem of 

the models of origin or the first cause for architecture. Thus, 

the idea of type entered architectural theory both as symbolic 

figure and aesthetic ideal. This search can be exemplified for 

instance with Ribart de Chamoust's position on the design and 

development of a French order, a task that fuelled an earlier debate 

involving, among others, Francois Blondel, Claude Perrault and 

Antoine Dcsgodets.'" The conventional theory of imitation that 

Ribart followed, stipulated the selection of a type as a composite 

of nature's ideal beauties - a standard perfection rather than a 

particular example. The imitation of this la belle nature was to 

ensure perfection in art. Thus, it is nature that provides this type. 

Crucially, Ribart's type is not nature itself but one step away from 

it. 

11 l''of a more detailed account of the genesis of the word type pre-(^ualremère, refer to 

Vidlcr, Anthony, 'The Aesthetic of 1 iistory: Winckcimann and the Greek Ideal' and 'I'Vom the 

Hut to the Temple: Qiialremere de Quincy and the Idea of 'i'ypc', in 'Vh Wnltnfi^ oj ihe W'^alh: 

ArchikU/irari'heoty III (he \ J.IIC iLnha^hkiwieiif [Hew >'ork: Princeton Architectural Press, 19H7), pp. 

125-164 and Vidlcr, Anlhony, 'The Idea of I'ypc. 'ihe Transformation of the Academic Ideal: 

1750-1830', Oppinttiom, S (1977), p.9V 115 

12 Vidler, Anthony, 'I'rom the Hut to the Temple: Quatremerc de Quincy and the Idea 

of Type', in Vhe Writing oj the Walk: Archiicctnnil I'heory in ihe I^fc l^nlifijilcnmenf (New \'ork; 

Princeton Architectural Press, 19H7), p.l49 
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Quatremère's attempt in this search can be traced to the 

theories of Marc-Antoine Laugier. He attributed to the cabane, 

or primitive liut, the character of a fundamental principle 

of architecture. The cabane can be considered an antecedent 

to Quatremère's type. Quatremère in fact acknowledged the 

importance of Laugier by inserting an entry 'cabane' in the first of 

his three volumes of Ilncyclopidie Méthodique, published between 

1788 and 1825. Laugicr's idea of the primitive hut was expounded 

in his 'Essay on ^Architecture' in 1755, an essay in reaction to the 

excesses of Baroque and Rococo.'^ It was also written as an 

attempt to return to the origins of architecture, and to rediscover 

the fundamental principles of architecture in the primitive hut. 

Like other classicist theorists, Laugier thought that architecture 

like art is an imitation of nature and sought a path back to natural 

origins. 

The primitive hut for Laugier carries the character of a 

fundamental principle of architecture, founded in nature. It is 

a 'rough sketch that nature offers us' and he accounts for its origin as 

follows: 

7/ IS i//e same in architecture as in all o/ber arts; i/sprineipies are 

pounded on simple nature, and nature's process dear/y indicates its 

rules. Let ui look at man in his ptimitipe state without anj aid or 

guidance othjer t/wn his natural instincts. I le is in need of a place 

to rest On thje hanks of a (juiet/yp/ojping brook he notices a stretch 

op grass; it^ presh greenne.rs is pleasing to his eyes, its tender down 

invites him; he is drawn t/iere and, stretched out at ieisure on thi.\ 

13 'Many minii/fianh aronndus {tn Irunu) an mlness lo thejad that our jonfalhen eagerly anchitcuisjully 

completed. We Ikii e hud our ïircimunte\, our Mahelangelo^, oitr I Uiiflolas. \ he luit Lenliiry produced r)iit\terpiae^ 

tn unhiteiture ivortlry of the hit ti^e^ hecmae at that time nature almoit spent itself try /arts/imji upon tti 

u ^1 of talent. Hitt at the rery moment when n>e were approaching perfection, as if barhansm had not lost 

all Its daim on us, we fall hack into a low and jaulty taste, hrefythm^ now seems to threaten us with a 

complete decadenie.'\.mifft:r, Marc-Aiitoine, An \:.siay on Anhiteiliire, trans, by Wolfgang and Anni 

I Icrrmann {l-o-^Angclcs I Icnncsscy & Ingalls, 1977), p.9 
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spark/i/Ts, i'arpe/, he Mnks of /w//um^ else hu/ en/oyin£ fht\s^ift 

of /?a/ure; he lacks no/Jnnji, lie does /?o/ ivish for a/iy//)in^. But 

soon /he scvnhin£ hea/ of //le sun forces him (o look for shelter. 

A nearby forest draws hiu/ to its cooling s/jade; /je runs to fnd 

a rfuge in its depth, and t/iere he is content But suddenf)i mists 

are risinj>, sipir/ing round and j>romng denser, until thick c/oud.i 

coper t/)e skies; soon, torrential rain pours down on thn deiij>/)tfu/ 

forest The sarage, in his /eafy she/ter, does not know Iww to protect 

himself from t/ie uncomfortah/e damp that penetrates everywhere; /le 

creeps into a near/yy cape and, finding it dry, he praises /jimseffor 

his discovery. But soon t/ie darkness andfou/ air surrounding Inm 

make Ids stay unbearable again. He leaves and is re.roked to make 

good by his ingenuity the care/e.rs neglect of nature. He wants to 

make Ijimsef a dwetting that protects but does not burji hiim. . S^ome 

fallen branc/ies in t/ie foreft are t/je jight material for Ins purpose; /}e 

choo.res four 0/ the .rtronge.rt, raifes them upright and arranges t/iem 

in a square; acro.rs their top he lays four ot/jer bramhe.\; on t/x.re he 

hoiftsfrom two sides yet anot/jer row of branc/ies w/iich, inc/ining 

towards each other, meet at their /7/ghe.ftpoint He then covers this 

kind of roof with /eaves .ro c/o.fefypacked that neither .lun nor rain 

can penetrate. Thus, man is tiou.red. ''* 

From this description, it is clear that botli the thick forest and the 

cave as found, without the 'ingenuity' of man are insufficient as a 

model for architecture. It is the combination of both the natural 

principles of nature and the mind of man that produced the first 

model for architecture (iMg. 1.3). I'or Laugier, 

'Such is the course of simp/e nature, ly imitating the natura/ 

proce.(.r. art wa.i /:!orn. A// t/ie .rp/endors of architecture ever 

conceived have been mode/ed on the /ittie /lut I /javejust de.rcribed. Jt 

14 Laugier, Maic-Anloinc, An hwuy on Anhiletliire, trans, by Wolfgang and Anni I Icrrmann 

(l-osAngclcs- Hennessey & Ingalls, 1977), p 1 1-12. 
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is bj approaching ihe simp/idiy of fbe/irsi moM i/jaif//i/(iawei/ta/ 

mis/akes are avoided and frue peifeciion is ac/neved. " 

Not only architecture imitates nature but the very fundamental 

element of architecture is provided by nature. Laugier adds, 

TAe pieces of jpood set upi7j>/if iiape ^ipen us /he idea of //w 

cv/umn, //K' pieces p/aced /iori:^onia//)/ on iop of i/iem //)e idea of 

i/w enfab/aiure, the inclining pieces forming the roof ihe idea of i/w 

pedimeni. T/iat is iphai a// masters of art /lave recognised. '" 

Besides offering the elements of architecture, this simple rustic 

hut of Laugier acts as an ethical marker against the decadence of 

architecture as he sees it. 

'Let us never lose sij>/)t of our tittle rustic /jut I can only see 

columns, a cei/inji or entablature and a pointed roof forviing at both 

ends ii'/jat is caPed a pediment So far t/jere is no pau/t, stitt /ess an 

arch, no pede.sta/s. no attic, not eren a door or a m'ndow. I t/ierefore 

come to this conc/usion: in an anhitectura/ Order on t/)e column, 

t/je entablature and t/ie pediment may form an e.aentia/part of its 

compo.fition. If each of there parts is suitably placed and .mitably 

formed, nothing e/.re need be added to make the work perfect '^ 

As pointed out by Leandro Madrazo, various scholars have read 

Laugier's hut differently, Peter Collins takes the primitive huts as 

rational constructions'*, and Tom Heath even attributes Laugier 

15 Laugtcr, Marc-Antomc, An l^wciy on /Inliilaliite, tians by Wolfgang and Anni 1 Iciimann 

(LosAngclcs. I Fcnncssey & Ingalls, 1977), p 12 

16 Ibid., p. 12 

17 Ibid., p. 12-13 

18 Collins, I'ctci, Chiinein^ ]ikal\ in Miiilnii \nhikilnrc 1750-1950 (London. I'abci and I'abci, 

1965), p 29 

25 

http://compo.fi
file:///nhikilnrc


as the father of 'structural rationalism', considering construction 

as a rational act'"' Wolfgang Herrmann takes the primitive hut 

as einbodying both a concrete example and an idea, whilst John 

Summerson understands it as a 'symbohc diagram', and Joseph 

Rykwert, a 'noHonally primitive ( ) demonstration of a prion reasoning 

', that IS to say an idea '" A moie balanced reading of Laugier's 

primitive hut that lelates more closely to Quatremere's type is to 

take It as a unity between the physical and conceptual structure 

of a building That the primitive hut demonstrates that sensible 

form should conform to the idea of conceptual form, and this 

conceptual form is the primitive hut Ihis leading can be sup 

ported by Laugier invoking the act of imitation in describing 

the genesis of the primitive hut What is crucial to the debate 

of origin Is that Laugier puts forth a monogenesis account that 

explains the Greek temple as the original architecture bestowed 

on man by nature, a product of beauty that resides both in nature 

and m the mind 

Quatremere's account for the origins of architecture can be 

found m his entry for '4nhitecture' m the Kncyclopedie Methodique 

d'anbitecture (1788) and Dictwnnaire histoncjue d'anbitecture (1784-85) 

However, this account rose out of an earlier essay on Egyptian 

architecture, known as the Pnx Caylm essay Sponsored by the 

Auidemie "loyale dc imcnptions U Bc//cs Lettres, Quatremere's prize-

winning essay was written when he was thirty years old, m 1785 

It formed the basis of his later essay De /'architecture egyptienne of 

1803 '̂ 1 he prize was set up m 1754 by Comte de Caylus, a yearly 

prize in support of the study of antiquities 1 he topic of that year 

was to account for an empirical knowledge of Egypt, m a ckmate 

ly llcith lom Aft/y»/</;/lr(fe/«//OT (Tondon John Wiley &Sonb I ttl 1984) p 29 

20 Midri/{) 1 cindro 1 he C onccpl of lypc in Aichilccturc An Inquiry into ihc Niiurc of 

\rchiiLCturil I orm (unpublished PhO ihtsis 1 idgt-nossischc Itchnischc I lochschulc /unch 

1995) p 175 

21 1 ivin, Sylvn Qmtnmere (h Qiiincy umi ih InnnluHi oj a Mochii I jtn^in^ oj Ir hi/u///n 

((•imbndgc MA Mil Press, 1992), p6 
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where the study of Rgypt was becoming increasingly empirical 

and less mythical with a growing rcahzation that the Egyptian 

civilization was more ancient than that of the Jews". The essay 

was titled 'What was the .state of architecture among the Egyptians 

and what does it appear the Greeks borrowed from them'. To ask the 

question about Egypt then was to ultimately ask a question about 

the origins and nature of man. This interest in Egypt was taldng 

over the staple interest in Greece, to the point at which they were 

asldng what did the Greeks borrowed from the Egyptians. And 

to ask this IS to fundamentally challenge not only the hegemony 

of Greek architecture but the foundations of its civilization. 

The issue of the primitive hut became a major theme m 

Quatremcre's thought, and was centred on the doctrine of art as 

iirdtation of nature. I le begins by making a distinction bet^wcen 

the art of building and the art of architecture, the former is 

independent of Ume, place and people, whilst the latter is only 

attained by few and is a product of civilizations: 

'If //K ar/ of h/i/dinji is cvnsidered iPi/Ii resped /o //>e science 0/ 

air/iiUciure, ii is noihinji o/her/han consiruciion... If one considen 

// mill respec/ /o need, ii he/onqs io a//iime andfo a//cvi/n/ne.\; hu/ 

t/ie art of arcbi/ecture, thai is io say i/je artparexceiience, according 

fo ihe etymology of i/je Greek word far from being common io ail 

iime and ai/peop/e is. on i/ie contrary, reserred for some priri/eged 

periods and conniries; one mnsi define ii as ire fja/'e as Pje art of 

buiidingfoPowing ii/e proportions and rn/es determined and fixed 

/})! nature and taste. Tiie art of buiiding is found eren among tite 

sarage peopie; tiie art of arcintecture, on tiie contrary, can on/)i he 

tiie fruit of societies tiiat iiave been most perfected ty ciri/i^ation, /py 

aPmoraf causes and wit/} t/je coi/a/yoration of aP t/)e ot/)erart.!. '' 

22 ].tivin, Sylvia, Qitcilremre (k Qumcy and Ihe \nnntion of a Modern ïjtnu/niüp oj Anktuhnc 

(Cambridge, MA; MI'l' Press, 1992), p. 12 

21i Quatremère de Quincy, Antome (^hrysólhomc, in Tanis I linchcliffe, 't'xlracts fiom ihc 

iMicyclopcdie mcthodiquc d'architcclure', 9\ I, 7 (1985), p.27 
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With the increasing archaeological evidence of Egyptian civiliza­

tion and empirical evidence of it predating the Greeks""', archi­

tecture's monogenesis became increasingly difficult to sustain. 

Quatremère's distinct contribution to this conundrum was that 

he managed to sustain the theory of origins by replacing its 

monogenetic account with an epigenetic one. He achieved this 

by proposing three primitive models, in place of Laugier's single 

primitive hut. The first models according to Quatremère always 

arose out of the place, or the 'distinct states that nature seems to have 

given to man', which includes climate, production of the country, 

lifestyles of inhabitants and through necessity: 

'IFe lack, mthout doub^, the actual means to carry out simlar 

research mth exactitude, especially among people separated from 

us by the immense interval of centuries and the distance of places 

It tpouid be necessary to understand in a much more positive ipay 

t/ian ive presently can t/ie different kinds of climate, their diverse 

productions, t/jeprecise location of the first societies t/jat established 

nations, t/ieir origin, t/ieir number, their iife style, their p/ysical 

position, t/jeir first social institutions, and an infinity of other 

causes wou id allow us to understand why the art of building took 

on in each case one form rather than anot/)en iY^e can nevert/jeiess 

refer tlie general differences ti)at one appre/tends in t/je arc/jitecture 

of dfferent peoples of tiie earth, to the three very distinct states 

t/>at nature seems to have given to man; at least it is certain t/mt 

these states must have necessari/y exerted some influence on the first 

diveliings of natural ife, w/nch, in ati countries, have served as 

models for architecture. ^' 

24 I'br a more detailed account on Architectural I'^gyptology in the eighteenth century, see 

1 ,avin, Sylvia, Qitatnmin (U Qntncy and the Ini enllon tij a Mockrn I Aniiiiciup of Archttednn (C'ambridge, 

MA: Mil' I'ress, 1992), p.32-41. 

25 (.)uatremere de C.)uincy, Anloine (Jirysothome, in 'I'anis 1 llnchcllffc, 'I'Atracts from the 

Uncyclopédie mcihodiciue d'arclntecture', Hi I, 7 (1985), p.27 
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Quatrcmère's three primitive models are the cave, tent and hut, 

arising out of the above conditions and tied intimately to ways m 

which people sustained themselves through hunting, shepherd­

ing and agriculture: '... according to their different positions, hunters, 

sbeplierds, or farmers. The first dwellings that were associated with these three 

kinds of occupation could hut reflect their requirements and bear very differ­

ent characteristics. ^'' He elaborates that the hunting people, includ­

ing fishermen, had no initial need to build houses and found it 

sufficient to hollow out dwellings in the rocks that nature offered. 

I'he shepherds, due to their nomadic nature and itinerant lives, 

resorted to tents; but for those who farmed, led both a sedentary 

and active life that required them to build firmer and more solid 

buildings."^ Thus, the three types, cave, hut and tent, owed their 

origins not to divine causes but to the essential nature of primitive 

socieües, a shift from J^augier's account of the primitive hut. It 

depended on primarily environmental conditions such as climate, 

availability of natural materials and the profile of local terrain. 

The criteria that made the hut superior to the cave and 

tent is the rationahty and abstraction offered by carpentry in 

the transposition from the hut to the temple, and from wood to 

stone construction; in other words, from primitive dwelling to 

architecture. Quatremcrc's arguments were as follows: 

'Carpentry .rer/'cW a.r a morfe/ /o Greek arc/j/'tecfure; a//d o//e m//sf 

admit tha/ of /he fhree mode/.f //)a/ na/ure can pre.refi/ to /he ar/, 

carpe/j/ry /r u'///)o/// do//h/ //le wos/peifec/ a/idp/ie.'^/ of a// (...) 

26 (^uaLicmcic dc (.)uincy, Anloinc Chrysolhomc, in 'I'anis ninchcliffc, 'I'AlracLs fioni the 

iMicyclopcdic mcthodiciuc d'architccUirc', 9]], 7 (19S5), p.28 

27 ^Mu bwifmg peoples (wbtch utdiide^ the jUh eaters) for n hni^ fw/f would mf hart' needed to build 

bou^e^. i'beyjound it more eoitvenieut to hollow out dwelltug'! tu the ivikf or they profited fi Of// those dweilt//^'! 

uat/ire offered tbe/// lit hei laie/us. (...) i be \bcpherd people, watukred iea\ele\\ly i/i order to ehau<;e pü\t/ire\, 

thit\ leadtt\s^ an ttmeruiit life. Heme tbe //\e of tent\. (...) A^nc/ilt/ire, requires it hfe at oiue ait/n ai/d 

sedentary, it ////i^t mduu ///en to buildpr///ei and ///ore whd b/uldtng^.' - Qufiltcmcic dc <.)ütncy, Anloinc 

C^hrysÓLhomc, in 'i'tinis i jinchchffc, 'lixLracls from the iMicyclopcdic mclhoditjuc d'architcclutc', 

V/;, 7(1985), p 28 
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undergroundcon.ftru(,^w/i)pn'\ent to the art suc/i an impojin^ and 

accomplished mode/ that i/mtatwn dare not or cannot undertake 

anjthngfurther. There /j too much to imitate for the tenti. ^'' 

The cave offered nothing to imitate and the second model - the 

tent - IS unsound and puerüe. Carpentry on the other hand is both 

sohd and hght and it provided the arts with the greatest number 

of mouldings, modifications and ornaments, Quatremère would 

add, 'One could therefore assert, that without carpentry there would never 

have been in architecture a reasoned art. '^'' Quatremère reasoned that 

the transposition from timber to stone architecture, not only 

conserved the form of the former but allowed further richness 

to be added. The cave on the other hand offered nothing more to 

the architecture of the Egyptians as nothing can be iixatated from 

mutating itself (stone construction imitating stone). Thus, Greek 

architecture is superior to the other two because it started with a 

superior model, the primitive hut - the cave is inferior to the hut 

for It lacks abstraction, the tent has too few elements to imitate. 

Here, Quatremère agreed with Vitruvius and Laugier that the 

only material for the prumtive hut is wood, a material available 

in Greece. The determinant factor for the form of the primitive 

hut was carpentry - a rational system of construction for tim­

ber frame construction contained the principle of architecture 

- It produces forms, hke nature, out of necessity, i.e, abacus to 

protect the column from humidity and as a base for beams, end 

of girders corresponds to the triglyph, and the stylobate to also 

protect the column from humidity. The material for the primitive 

hut thus cannot be stone as it is formless. Besides construction, 

proportion also played an important part m shaping the primitive 

hut. At some point the primitive hut reached a certain level of 

28 (^uaircmcrc dc (^uincy, Aniomc ChrysoihomL, in i,inis I hnchchffe, '1 \tiActs from the 

I ncyclopcdiL mtthodn-iuc d'archilccluic', i^// 7 (1985), p 28 

29 Ibid , p 29 
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perfection in proportion that could be used as a model to imitate. 

Therefore, the path from primitive hut to Greek Doric temple is 

the path from construction to architecture, requiring rationality 

and abstraction. 

Quatremère's epigenetic account removed the problem of 

Egyptian civilization predating the Greeks and still maintained 

the theory of origins. I le did this by attributing Greek architecture 

with rationality and abstraction that gives it superiority over 

Egyptian architecture. Quatremère's next task was to draw the 

relation between nature, society and architecture and to again 

assert the supremacy of the Greeks. 

'Ncifure, mt/wut douh/, //as nof made fhe cabin, hu/ Na/ure has 

direcied mafi in his formation, and man, j>mded by an insfincf, 

coarse if one m'shes, but sure, and by a sentiment ndiiib in early 

times cou/d not mis/ead, has transmitted to it the true impressions 

of Nature. The art cannot and must not abandon this originai 

imprint, considered as a mere triple, since one be/ieve oneself 

perfected by society, and yet so rare to recover in a// respects (...). 

Yes. wit/wut doubt, it is t/w princip/es contained in t/?e rustic 

hut ip/nch independently of a// proof of its existence, render it 

unfhakeab/e, and make it triumph a^aintt any attack. "", and 'If 

t/wn architecture is an art of imitation, it is not b)i harinj> conserred, 

in embei/is/nng them, t/ie grotescjue forms t/iat necessity imprinted on 

t/je dmP/ings of t/je first men; /mtitis because it imitates Nature in 

t/ie laws (...). From t/wt are derived t/w ham of proportion, a/m/ys 

constant in t/ieir p!'incip/e.i. a/ways rariab/e in t/ieir app/ication. 

according to the nature of the bui/dings of the point of riem of 

the character, of thepurpo.ie, of the customs, of the c/imate.f. of the 

needs of the people. '' 

^0 (^ualrcmcfc do Quincy, AnLoinc C^hrysolhomc, in 'lams I [inchcliffc, 'l'!\(i'acls from the 

I'.ncyclopcdlc mctliodlquc d'archltccLurc', V\\, 7(1985), p.3N32. 

.31 Ibid., p.33 
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Thus It IS man's rationality and capacity for abstraction that al 

lowed nature's principles to be transposed into architecture This 

stands m contrast to the idylhc account of nature as described 

by Laugler, who was ambivalent m the treatinent of copying the 

material appearance of nature and the abstractions of its work­

ings Purthermore, Quatremere attributed the capacity for such 

endeavours to the social and pohtical climate that men find them 

selves in, beyond the climates provided by nature 

It IS ipithout f/onbif, on/y up fo ^/je Greeks fo discern tlje decree of 

hberty ifhul) IPÜS agreeable (o architecture, andjiaiM' to it tbij happy 

constitution, ec^uallyfarjrom t/m Iicente of Asia and the despotism 

of Egypt But this judicious temperament must be thejruit of the 

fortunate coming together of the best moral andp/rymaJ causes, and 

the perfection of this art must depend on the perfection of people 

who Inpen ted It •*' 

Here, Quatremere stressed the distinction between primitive 

building and the art of architecture made on the basis of social 

structure rather than on technical means and aesthetics By look 

ing at the architecture of ancient Egypt, Quatremere was able 

not only to reestabhsh the primacy of Greek architecture but to 

introduce rationahty, freedom and liberty to account for its excel 

lencc and its validity for his time 1 hrough this, Quatremere was 

voicing an opinion, common among his contemporaries, on the 

need to sever the ties between the arts and monarchy, and to free 

the artist from the patronage of monarchs Egypt thus was used 

as a negative example in both the i^rix Caylus essay and in his entry 

'Architecture' to highbght the social and political stiuctuies that 

ossified alongside its arts and architecture, a cradle of civilization 

that remained monolithic and where the lack of progress in its 

32 (^uiircmcrc dc Quincy Antoinc Chrysothomc m linis 1 linchcliffc I xtricts from ihc 

I ncyclopcdic mcthodiquc d archiiccLurL' ^// 7 (1985), p 32 
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arts was attributed to the controls of Idngs and priests. Greece 

on the other hand owed its artistic achievements to its system 

of government that guaranteed the freedom of its citizens. Thus 

according to Tanis Hinchcliffe, 

T/jis meal?f //̂ /// f he has/s of fbe/'r (Greek) aif i/o /ot/ger (fepea^erf 

on/)i upof! social/y aorepfed ms/om, hi// upon a rea/i/y hejiond 

society, iMch was ificorrupfih/e hecause i/ ims idea/. To transcend 

the strongho/d that the French social system liad over its artists 

and architects, a similar imitation ivas needed so tliat the 'rules' of 

art would no honker be determined by a sma/i coterie, but would be 

open to anyone with the wit and inte/iigence to perceive the rules of 

nature. *̂  

Sylvia Lavin on the other hand attributes the importance of Qua-

tremère's Vrix Caylus essay to the way in which it enabled Quat-

remère to conceive of architecture as a language, underpinned by 

the virtue of abstraction in his dieory of imitation. In so doing, 

Quatremère was to reestablish the primacy and validity of classi­

cism as the language of architecture for the Enlightenment. This 

I wiU discuss further under the heading of 'Language'. 

Returning to the idea of type, towards the end of his entry 

'Architecture', Quatremère concludes. The rules architecture yives 

itself, are posed on a double base: that of the po.ütive imitation of the 

types, and that of the imitation of Nature's ideal.'^^ It is clear that the 

formulation of type as the three 'original dwellings' or 'primitive 

models' and its embodiment of an 'ideal', with his theory of 

IiTiitation as foundation, allowed Quatremère to address the 

problem of origin, current in his time and to hold an implicit 

poUtical and societal agenda. 

'h'S Qualrcmcrc de (.)Liincy, Aiiloinc C]hrysólli(nnc, in 'I'Ani.s I rinchcliffc, 'I'Alracts from (he 

I'.ncyclopcdic mcth()dlt|uc d'arcliilcclLirc', 9\ I. " (1985). p.26 

34 Ibid , p.31 

33 



5. Imitation 

I h e theory of iiTiitation is central to Quatremère'b formulation of 

the idea of type to stress the role of man, rather than the divme, 

in the creation of architecture. It also emphasized the rationahty 

and abihty of the mind for abstraction In his entry for 'Inutation' 

in Dtitionnatre histonque d'anktetture, Quatremère begins by posit­

ing nature as the source for all arts of imitation: 

'Each art has i/i nature a general mode/ common to a/I the arti, 

and a mode/ t/jat <?/ partuii/ar to it To consider nature in the 

unn'ena/tty of her /aip\ suggests t/iat their imitation be/ongi to 

a// t/je arts. Comequent/y, there are ru/es for imitation to which 

each art is subject, if not m the same manner, then at /east to the 

same degree. Simi/ar/y, there is a universal grammar common to a// 

/anguagei, and a grammar which is particu/ar to every dia/ect ^' 

However Quatremère unmediately points out that nature under­

stood here, is not one that is confined solely to its appearance- '... 

when nature is said to be the model for all the fine arts, one must be guarded 

from reitmting the idea of nature to that whuh u evident and material"' 

Instead, imitation involves the adoption of the rules that govern 

nature This is clearest when Quatremère elaborates that to imi­

tate IS not to make the image of, or to produce the resemblance 

of a thing, a body or a given work, it is not to imitate the work 

but to imitate the artificer. Thus one imitates nature by making as 

she makes, that is, '... not by repeating her work properly speaking, but 

by appropriating the principles that served as a rule for this work, in other 

words, her spirit, her intention:, and her laim. "'' The artist, therefore, 

35 Quatrcmcrc dc (^uincy, Antoine Chrysothome, enlry 'Imitation' in 1 ht ïrtie, Ihe Vtdivti and 

iht RLU/ 1 III 1 li\/i)ma/ Puttonary of ybJu/a/i/re of Qiuilnmin i\ Qitnuy, trans by Youncs Samir 

(1 ondon Andreas I'apadakib Publishers, 2Ü0Ü), p 175 

% Ibid, p i 75 

37 Ibid, p i 76 
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distils nature into a system, through close observation of nature's 

causes, organizing systems, general traits and relations. And the 

laws of nature for Quatremère constitute the ideal. This will be 

elaborated in the section of 'Idea and Ideal' below. 

In the context where Quatremère formulated his theory of 

imitation, architecture was not conventionally included in the 

imitative arts, for architecture had no direct model to imitate 

from in nature. For instance, a statue draws its resemblance 

from the study of a human body. Architecture could not imitate 

any object of nature. Quatremère proposed two manners of 

imitation in architecture that grant it the right to be included 

in the arts of imitation. The first is the sort of imitation that 

every art of building makes from elements of primitive 

construction. But once this process is perfected, the artist forfeits 

his own authorship. For instance, the artist who composed the 

monuments in Greek architecture from the construction system 

of the primitive hut and transposed it into stone is the original 

imitator. But subsequent imitation of this model is no longer 

deemed an act proper to the arts of imitation. Thus Quatremère 

makes clear that the first transposition from the primitive hut to 

the temple was an act of imitation proper but from there on, the 

stone temple cannot be further imitated. In comparison, Laugier 

argued for the replacement of imitation of ancient styles with the 

imitation of the primitive hut. For Laugicr, the hut was the vehicle 

for the return to nature, it was a model of natural simplicity. In 

contrast, Quatremère refutes that the primitive hut was a natural 

model and contends that however real or fictitious it may be, the 

primitive hut was itself already a work of art. The primitive hut 

for Quatremère was irreproducible whilst for Laugier it was. 

Now that the first manner has ceased to be instrumental, 

Quatremère gives attention to the second manner of iiTiitation that 

sti-esses the importance of abstraction, especially in architecture, 

and of imitating the principles rather than the resemblance by 

35 



stating. 

'But the imitation that ii truly proper to arc/jiteoture — whuh kke 

the ot/ierarts tests on nature — being h i direit, it no /eu real only 

iti pnnLipk II more abtttait Beoauie it // throuj^h the imitation 

of tause) t/)at art imitates the ef/ett of nature, andreproduui her 

imprei sionj The architectimitatej nature when, in the creation that 

are dependent on hu art, hejohloips and render sensible to our eyes 

and mindi, t/^e system of harmony, of t/je iphok, of reason and 

truth, which nature repeals as a model in ai/ /jer }Porks ^' 

bo how does architecture imitate nature^ Quatremère answers 

this by distinguishing two ways of considering nature, its details 

and tlie whole At the level of details, an artist can only produce 

parts of the ideal - that is representing a man instead of man, 

and building instead of architecture This would mean that imita­

tion should involve the weeding out of the contingent from the 

essential 1 his is particularly pertinent in the context that Qua 

tremere was working m, where with the rise of relativism, the 

contingent was given more piiority than the essential Thus the 

reemphasis of the essential, reminds one of what ought to be, 

rather than what is In other woids, the call to reach for the ideal 

With regard to considering the whole, Quatremere maintained 

that imitation does not necessarily depend on the physical tangi­

bility of that model to become real (as the empiricists contend) 

As stated, architecture, unhke other arts has no direct model to 

imitate in nature that can be concretely taken as origin Origin is 

not the same as beginning, or precedent, and for Quatremere, the 

primitive hut is a beginning and not the oiigin of aichitecture 

The primitive hut is fictive because a certain distance has to be 

38 Quitrcmcrc dc Quincy, Antomc C hrysothomc, entry *lmilition'in // t Sim tU\ lUin and 

111 liuii ill \ Uilomal Dulwmry oj Anlnluljin üj Qiialnmne Oe Qmmy Irins by Youncs Simir 

() (indon Andrcis IHp idikis Publishers, 2()(X)), p 176 
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traversed between the fictive primitive hut and architecture, and 

it must be understood as a metaphor and not as a material object. 

If Laugier's primitive hut is to be taken as a literal structural and 

material model, it would have been reproduced endlessly and the 

columns would remain tress. Therefore in Quatremère's theory 

of imitation, architecture iiTiitates nature's laws and not its ap­

pearance. To support this, Quatremcre gave an account of the 

way the Greeks perfected this theory of imitation through the 

development of its statues for commemoradon. lie states that 

the Greeks started, hke the Egyptians, with the veneration of 

divine images and idolatry figures. This was then replaced by a 

practice that included mortals in the statues. This practice of rais­

ing statues to victorious athletes found its natural model in the 

stadium and gymnasium, where the representation of the human 

body could be effectively studied. Since this act of imitation was 

no longer constrained by religious consecrated forms, the task of 

imitating nature and rivaling it became more pronounced. Finally, 

this process of imitation was further perfected when gods were 

depicted in the likeness of man but with the perfection that eludes 

man. This is how Quatremcre accounts for the way in which the 

imitation of nature in the arts of design among the Greeks was 

formed, expanded and perfected. 

From this development of the theory of imitation in the arts, 

Quatremère proceeds to include architecture by first explaining 

architecture's proxiirdty to the arts of design and subsequently 

describing architecture's imitation of nature in its orders. 

However, Quatremère's account of the orders differs from that 

of Vitruvius. In the first, Quatremère states that, 'As soon as the 

charm of imitation, founded on the causes of nature ivas felt in some parts, 

the needjor this pleasure was communicated to other parti. And architecture, 

being so closely linked to the arts of design, could not remain a stranger to such 

an influence. '^'^ Next, to distinguish between the copy of a model in 
^y (^ualrcmcrt dc (^ulncy, Antomc Clhiysolhomc, entiy 'Imllatlon' in ] he Imc, llin I H//tv iiiul 
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lts most material manifestation and imitation as an abstraction of 

the principles of nature, Quatremère states that his brief history 

of imitation bestowed Greek architecture with the principle of 

reason, of truth and harmony that had a 'pmverful analog which 

adopted a ijitem of proportiom that was no longer based on arbitrary and 

variable elements, but rather on the assimilations of the systems that nature 

applies in the organiv^ation of living beings'"'. Fur thermore, tins system 

of proportions which was clearly reahzed as an mutation of the 

human body, hke the practice of imitation m statues, allowed 

Quatremère to rank architecture among the fine arts. However, 

Quatremère points out that there is a difference between claiming 

the existence of a rigorous relationship between the orders of 

architecture and the human body, as Vitruvius does, and his 

explanation of the abüity of the eye to discern the variety of 

characters and differences m form, quahties hke 'strength, lightness, 

power, etc.' that allows an analogical correspondence between the 

orders and nature. Thus for Quatremère, what art and architecture 

imitate does not reside in the material model but in the realm of 

the ideal." 

Quatremère also draws an important distinction between the 

word imitation and copy. For him, to copy is to 'reproduce an object 

ivithout adding anything to it, but also when he servilely reproduces another's 

manner of doing and composing'^-. Imitation is clearly understood as 

the opposite of copy. This distinction is made clearer in his 'An 

Essay on the Nature, the End, and the Means of Imitation m 

the Fine Arts' (1837). He clarifies this by drawing upon the word 

/At Heal ihi I In/omal Ph/umar) 0/ /\n//lhi///n 0/ Qnatnnun öc Qmniy, Irans by Vouncs Samii 

(I ondon Andrea-, Papad.ikis I'ublislurs, 2()()()), p 177 

40 Ibid, p 177 

41 'J he Aim of this article (Imitation) has been to demonstrate the maily diffeient levels 

existing within the realm of imitation in the fine aits, and to prove that it is erroneous to give 

the name of art of imitation to that which only has a pobitive and material model in physical 

nature' Quatremère de Quincy, Antoine ( hrysothome, \ la. Inn, the 1 uUie and the Real J he 

I listomal Dictionary of Anhtteitjire of Qnatremen De Qiiiney, trans by Youncs Samir (London 

Andreas I'apidakis Publishers, 2000), p 178 

42 Ibid, p i 78 
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resemblance. For him, resemblance is a necessary condition of 

imitation but it is an error to confound resemblance by means 

of an image in the fine arts and similarity by means of identity 

in the mechanical arts.'^ Exact resemblance can never exist. In 

nature there are no two leaves that are exactly alike. Even in the 

mechanical arts, there are small differences. So there can only 

ever be an approximate resemblance, and the resemblance that is 

created by imitation is one that '... does not repeal the object in reality, 

but only by an image.''' This image, since it is not the representation 

of rcaUty is for Quatremcre the idea. This is how he arrived at 

making the words image and idea synonymous, 

'... an image is noihinj^ more nor /ess i/wn an appearance of ihe 

ob/eci represented. There is, helween the oh/'eci and iis appearance, 

a// f/w difference /A// .repara/es thai which iru/y is from iJiai 

ip/nch on/y appears io he: and //w .fame may a/so he app/ied to 

resemb/ance, since that w/mh he/ongs to the image is not/iing e/se 

t/jan an appearance of resemh/ance. *' 

For Quatremère, imitation is not identical repetition as it does 

not reproduce real resemblance of the object. The image as a 

product of imitation furnishes only an incomplete resemblance 

of the object imitated. Thus imitative resemblance compels us 

to see one object in another. The merit of such a resemblance 

is that it appeals not only to our senses but to our minds, as 

knowledge is required to discern between one object and another 

and one object in another. Therefore, architecture's iirdtation is 

analogical, as exemplified by the transformation from wood to 

stone construction. According to Quatremère, wood consti'uc-

tion preceded stone and earth. He based this on the fact that 

4.̂  Qual rcmcrc dc Quincy, Antoinc Chrysolhomc, An ]^\\cty on the Nulnre, the iliul, ami the 

^Uun\ ol bmfcltloilin the ï'me Arh^it-wx^ by [. Ĉ  Kent (London .Smith, Iddci .md C'o, I8 ' ^7 ) ,p l7 

44 Ib id , p 18 

45 Ib id , p 19 
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stone projections, cornices, dcnüls could only have received their 

forms from the imitation of another material, that is wood. He 

also raises carpentry to a rational construction system and claims 

that the success of the hut and therefore carpentry hes m the 

metaphorical transformation from wood to stone. Thus stone, 

the way it is used, carved and miUed and stacked, is not inherent 

in Its material property and it is thus fictive. In this acceptance 

of the fictive model, as stated by Younés, Quatremère appropri­

ates Aristotelian artistic truth, in contradistinction to the factual 

and cognitive truth of historical genealogy. Thus architecture's 

imitation is analogical and not simditudinal and here Quatremère 

differs from Plato's understanding of truth. Por Quatremère, 

there was the necessary step to transpose wood construction into 

stone, a distance that has to be travelled from the primitive hut 

to the Greek temple. Mimetic architecture was therefore not a 

natural phenomenon but an artificial invention. Abstraction was 

thus for Quatremère '... the phjiual mamfestalwn of reason and the 

melaphysual mamfestation of man.'"' 

The theory of imitation is also important to the way m which 

Quatremère conceives of architecture as language as argued by 

Lavin." For Quatremère, '...Greek architecture was parallel to nature 

not became it was naturalnlu but because it was rational"" Architectvire 

was imitative in that it was analogous to the processes of nature 

rather than due to loolung hke natural elements. Quatremère saw 

in the artificiahty of Greek architecture not only a language of 

reason but a language of convention. Language was dependent 

on three forms of abstraction: its rational model, its artificial 

formal expression, and the conventional relationship between 

46 (^uatrcmcrL dc Quincy, Anionic ( hiysothomc, cnUy 'Imilalion' in \hi tmi, Ihi I icliH and 

ihi IKull Ï hi \ Itslomul Duliofiuty üf Anhllullire oj (Jiiutnmtn W (Jntncy^ lians by Youncs Samir 

(I ondon Andreas I'apadakis Publishers, 201)0), p i n 

47 I.avin, Sylvia, Quatrcmcrc dc Qunicy ind the Invention of a Modem 1 anguage of 

Aichitecuirc ((^ainbrielgc, MA Ml I Press, 1992), p 102 I H 

48 Ibid , p 105 
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them. In social terms, the interaction of the three has two 

meanings, firstly, a social agreement that enabled communication 

that forms social bonds. Secondly, it gives a semantic dimension 

to language, an ability to carry abstract conceptions necessary 

for civilised societies. For Quatremère, Egyptian was a natural 

language and Greek was an artificial language because of the use 

of the hieroglyph for the former and the alphabet for the latter. 

As such, the Greek language is one that speaks of an idea of 

progress whilst the language of the hieroglyph is no longer ahve. 

He reasoned that because artificial language was the product 

of reason rather than of instinct, its development reflected an 

advance in man's capacity for formulating ideas." Following this, 

Quatremère drew this parallel, 

T/je co/i/v/ify'o//a/ anr/ ahstrad/y m/'mefy'c forms of a/ide/if Greek 

archifecfure, on /be o//jer bc/nti, eouM he sfructura/fy idenfified 

iPi/b ar/ifda/ /a/iguage — /bey cou/d he Mihera/e/)i !m//eij a/id 

tbey ipou/d beprease/y read— and cou/d f/ws enable anbi/ec/ure /o 

ff/ffr// i/s socia/func/ion. T/je conren/wna/i/)i of Greek, arc/n/ec/ure 

gave i/ //w mora/ con/en/ and soda/purpose of a// in/e//ec/ua/ and 

in/e//igih/e /anguages. *" 

Quatrcmère's attempt to make classicism the architecture of the 

modern world did not rest on the authority of the ancients but 

in its ability to act as a universal languiage of architecture because 

of its superior moral and intellecttial social development. It is 

not due to its efficacy as a communicative tool but because of its 

universal nature and the values it shares with that of the of the 

Enlightenment. At the heart of this is Quatremcrc's conception 

of type: that it must ultimately rest on the process of imitation -

49 ].avin, Sylvia, Quatremère de (.)uincy and the Inventuin ol a Modern Language of 

Architecture (Cambridge, MA: MI'l' Press, 1992), p.122 

50 Ibid., p. 123 
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an artificer's act of abstraction. 

6. Type and Model 

Quatremère first used the word type in his Pnx Caytus essay of 

1785 on Egyptian architecture, where it was used almost synony­

mously with mockr^ Laugier and other materialist writers used the 

word 'models'. In 1825, Quatremère finally published his article 

on type for the third volume of the Encydopédte Méthodique From 

here on, type was synonymous with idea, as alluded to earher by 

Winckelmann in his 'Reflections on the Imitation of the Greeks in Paint­

ing and Sculpture' (1755), and the word model isxi^h.es 'hteral copy'. 

In the context that Quatremère writes, it refers to the endless 

primitive huts buut according to Laugier's model m the landscape 

gardens of France, England and Germany. As pointed out by 

Vidler, 'Quatremère was no doubt attracted to the distinction between type 

and model following his preference for Greek over ÏMtin etymologies, for 

"intellectual" rather than "common" mage.^' The etymology of the 

word type in Greek is, 'unprmt of a blow, mark, character of writ­

ing'; and in Latin 'measure, manner, metliod, rule'; and in Italian 

modello is synonymous with the object of imitation Quatremère 

draws this distinction to argue against the pruniUvist models, 

that is, columns must continue to look like trees and capitals like 

branches of trees. The difference between type and model is used 

to point out the folly of rejecting imitation, as to do so is to deny 

a metaphysical ideal in favour of materiahsm-

''JYicy lon/uie the idea of /jpc (the on^tnati/ig reaion of a thn^, 

51 Vldlcr, Anthony, '1 rom ihc I iut to the Icmplc (.)iiaticmcrc CJL (,)uincy ind the Idcl 

of lypc', m \}K \Vnttn\i^ nj Ihi Walls AnhikUiiut! Iliiory in ihi \Mk I iiliijiknminl (New Yoik 

PnncLton Acchitccturil Press, 1987), p 150 

52 Vldlcr, Anthony, \he Wnlinfi^üf lite Wulh AnhileUiiml I//ton in Ilk ] MU I /;//£jA/[/;/;/t«/(New 

York Princeton Architectural I'ress, 1987), p 152 
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which cannoi tvmmand nor ///rnhh /he mo/i/ of /he means of 

an exaci siml/i/ude, wi/h //;<? idea of model (//le compieie /hing), 

udjich compe/s forma/ resemh/ance. Since //je /jipe is no/ suscep/ib/e 

/o //ja/ precision iMch is demons/rable by measures, //jey re/ect 

i/ as chimerita/ specula/ions. T/ws, in abandoninj^ anhi/ec/ure, 

m//wu/ a re^u/a/in^ ̂ uide, /o /he vagueness of a/i /he fan/asies /o 

which her forms and lines are suscep/ih/e, //lej reduce /jer /o asa^e 

whose condi/ions are dic/a/ed by ereiy individual. This resu//ed 

in //je comp/e/e anarchy in /h)e ensemb/e and //je de/ai/s of a// 

composi/ions. ^' 

Those who insist 'columns must continue to look like trees, and capitals 

like the branches of a tree.''' are for Quatremcre, confusing type and 

model. I Ic goes further to point out that this confusion not only 

leads to a creative vacuum but can also be simultaneously servile: 

Thuf, in conpbundinji //ie idea of /ype, //je imaj>ina/ii>e mode/, w/nch 

wi// deprive /he type of a// i/s va/ue, /wo adversaries, /ry opposing 

rou/es, agree on di.r/or/ing /he who/e of archi/ec/ure; //je firs/ ly 

emp/ying i/ a/xw/u/e/y of any imi/a/ive .ryr/em and freeing i/ from 

any ru/e, from any con.\/rain/; //w o//)er by chaining and repre.rsing 

/his ar/wi/hin /he bonds of an imi/a/ive .fervi/i/j' /ha/wou/ddes/roy 

bo/h //ie fee/ing and //le .rpiri/ if imi/a/ion. ^' 

Quatremcre also warned that confusing the model and type is 

ct]uivalent to confusing imitation and copy as discussed above in 

his theory of Imitation. Obviously, copying produces the exact 

thing and cannot be considered as an artistic invention and worse, 

copying the model unguided by the rules and principles of type, 

will lead to complete anarchy. Thus type is a Platonic Form im-

SS Quatremcre do Quincy's *'l'ypc' in 'Vh Ilu/omut Du'lwnary of Aixhilattire (I/jndon: 

Piipndakis Piiblislicr, 2()0()), p256 

54 Ibid., p.25ri 

55 Ibid , p.256 
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bued with liiTutless potentials from which different buildings can 

be derived. This is opposite to the model, as precise and fixed 

object, from which only exact copies can be made. Thus type 

resides in the realm of the True and model resides in the realm 

of the Real As a matter of imitation, the process that inheres in 

type involves the intellect, whilst the model involves the senses 

7̂ 1? model, undentood in the ten re oj prattua/ execution, n an 

ob/ect that ihou/d be repeated ai // /// oontramvise, the type /i 

an objeit after 2p/)uh each artnt can concewe ipork\ that bear no 

reiemb/ance to each other. A//nprectje andji^wen when it corner to 

the model, ip/y/e a// n more or /ej i mjiie mhen it comei to the type 

(...). Concomitantly, we see that there // nothin^g^ in t/)e imitation 

oJ types that semibility and the mind cannot recognise, and nothing 

that cannot be contested by pre/udice and ignorance. This is what 

happened for example in architecture. *" 

An example of the difference between what constitutes the real 

and the true can be explained by using Canaletto's capriccio of 

Vemce depicting the Basihca and Palazzo Chiencati of Vicenza 

and a proposal for Ponte Rialto in Venice. Although the painting 

appears real, depicting the buildings of Palladio in their natural 

setting, it lb not true The point is not that the capriccio sets out 

to deceive, but that the true in this instance is the ideal or an 

ideal m which the process of creativity strives for (Fig 1 4). Thus 

for Quatremère, type which rehes on imitation, is figurative and 

illusory compared to the model which is the hteral copy of what 

IS real or material As such, type is vague m the process of imi­

tation, thereby allowing abstraction and transposition, whereas 

the model offers nothing but a precise, fixed result. Thus type, 

56 (^uilrcmcrL dc (^uincy, Antoinc Chrysótht)mc, \be Fme, the ViUiie and the Real f he 

I inlomal Duliotiary oj Anhihiliin oj Qiiatremere De Qiimcy, trans by Youncs Samir (London 

Andreas Pipad-ikis Publishers, 2()()()), p 255 
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following the platonic tradition, resides in the realm of platonic 

form or ideas and requires the intellect for its intellection. And 

model appeals more to the senses for it resides in the realm of 

sensible form (Fig. 1.5). 

The gap between type and model is very important for 

Quatremère. When the two are collapsed, there is no difference 

between imitation and copy. An example could be the syllogism 

that since nature does not produce regular geometries, and since 

art attempts to imitate nature, then an irregular garden could be 

considered an imitation of nature, while a geometric one could 

not. This is false for Quatremère as he sees in nature the existence 

of order and symmetry. 

7. Idea, Ideal 

For Quatremère, type is also synonymous with idea as he has 

defined in his entry 'Type' in the Encyclopédie Methodique of 1825. 

Its antecedent can be found in Winckelmann's remark on ideal 

beauty in 'Reflections on the Imitation of Greek Works in Paint­

ing and Sculpture' of 1755: 

'Iff //je masUrpieces of Greek arf, cv/!iioisse//rs a/id i/M^afors find 

not only nature at its most beautiful but a/so something beyond 

nature, name/y certain idea/forms of its /:>eauty, w/m/j, an anvient 

interpreter of P/ato teacbes us. mmes from images created l^y t/w 

mind a/one. ^'' 

In his entry 'Idea, Ideal' in the Dtctionnaire historique d'architecture 

57 Winckclmann.Johann Joachim, 'Reflections on the hmtation ot" Greek Works in Painting 

and Sciilptuie' trans Mallgravc, I larry I'rancis, in ArünkihiralThoij i 'alumc ): An Anlhologyfram 

I 'illIIIm\ 111 1870, ciia. Mallgtave, I lauy I'lancis (London Blackwcll Publishing, 2(106), p. I(iO 
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(1784-85), Quatremere begins with the accepted theoretical defi­

nition and descnbed how, according to its Greek derivation, the 

word idea '. . signifies the kind of image left in our mind by the impression 

of objects Thus metaphysically speaking, idea and image are ttvo synonyms.' 

"•" For Plato however, the words idea and image are not synony­

mous although the division diat the pairing suggests, of what is 

abstract and what is sensible, concurs with Quatremere 

Quatremere concedes that most metaphysicians would take 

idea to signify the representation of all that pertains to the moral 

domain and the word image to the lepresentaüon of all material 

objects m the realm of the senses flic word idea is used in 

architecture to designate the impressions left in the mind by die 

objects that belong to the art of building That is, those having 

the idea of a monument or conserving the idea of its plan In the 

process of artistic creation, Quatremere contends that an artist 

invents and imagines only by making a new whole out of various 

parts he holds in his mind Thus the product of this invention is 

a composite effect, a new image formed by the amalgamations of 

many partial ones that is dien made material To achieve this, the 

artist must first and foremost form this image in his mind This 

IS what Quatremere means by forming the idea of a composition 

for instance. For him, the distinctiveness of the idea depends on 

the force of impression of an observed object, which m turn 

depends on the nature of the individual's mind, its capacity for 

memory and extent of study Thus for Quatremere, the clarity 

of idea IS directly proportional to the truth of its representation 

The word ideam the arts of design and architecture, according 

to Quatremere, is synonymous with the word esqume or croquis — a 

rough sketch — an object's condensed or reduced image that is 

nevertheless sufficient to fix the general notions of the whole. 

58 Quilrcmcrt dc (^uincy, Antoinc ( hrysothomc, cniry 'Idea, Idcil' in \hs Trtit, the TtUttv ami 

llii Real I hi i Ihtomal Duhunary of Anhilulim of Qualnrnm l\ Qr/miy, irvis by Youncs Simii 

(1 ondon Andreas Papadakis Publishers, 2000), p 172 
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Another use of the word can be understood as being synonymous 

with memory. When one tali<s of proceeding from an image, 

i.e., drawing or maldng from an idea of, say, a monument, one is 

producing tlie appearance of tlie monument not from reality but 

from the image lodged in memory. As a result of the above — of 

our mind's capacity to compensate for the idea that is lodged in 

our memory - the act of artistic creation poses the question as to 

the ends of imitation. This end for Quatremcre is the ideal, '... 

a kind of lype which stands as its exemplary ideal; and this is at once the 

principle and the explanation of what theory calls the ideal in every genre 

of imitation.'''' The ideal has two meanings, the first, understood 

in a negative sense is synonymous with the imaginary, fantastic 

and fictitious. Its product, a disordered imagination, is mistaken 

with its own dreams for the inspiration of genius. I'he second 

understanding of the word ideal, especially in its application in the 

arts of imitation is, 

'...the charac/erLf/ii;type, tliegenem'prindp/e of .wS andsudi a 

suh/ect of imttation, iphkh /.'r deduced from a nature cvmidered tn 

her intention.^ and in /ler^enera//amf of henporh; rather than her 

individual productions'."" 

As such, the ideal is opposed to the word natural, as the natural 

to Quatremère is restricted to the exact copy of the model taken 

individually, while the '... ideal imitative manner, is one which represents 

from a general point of view, in other words, as they can be, or as they should 

be."' To achieve this, intelligence is required in assembling the 

many disparate perfections. This quest for the ideal in is most 

important in architecture, rather than in any imitation arts, as 

59 Qiialrcmcrc dc Quincy, y\nU)inc Chrysolhomc, entry 'Idea, Idcfil' m Vhc I'n/c, /he ]'itliiv ami 

the [Keul: 'i'he I iisloriad Dtdiomity of Anlnteclure of Quatremère De Qinncy, (rans. by Youncs Samir 

(l.ondon: Andreas I'apadakis Publishers, 2()()()), p. IV.'̂  
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I 
architecture does not have a direct model in nature and recjuires 

an abstract system of selection and combination, 

7̂ 1? Imka^ive theo/y seems of liU/e app/ieation in arc/iitecU/re, 

iphlch does not operate on the basis of a real and materiai model. 

However, when one thinks that the system upon which this art is 

founded, and the prindp/es upon which it is based, are necessarily 

the result of intelligence; and when one recognises t/jat epety ystem 

that derives from the general laws of nature belongs to the ideai 

order of things, then perhaps one is permitted to propose thiat no art 

more than architecture rests on t/jeprinciple known as t/}e ideal. *'' 

In his 'v4« Ussay on the Nature, the End, and the Means of Imitation 

in the Vine Arts', (1837) Quatremère was more explicit than in his 

entries in Dictionnaire historique d'architecture, with his reference to 

the philosophers of antiquity, namely, Plato and Cicero, m his 

formulation of the notion of ideal. He begins by quoting Cicero's 

account of an orator that has never existed - a perfect orator -

'J lay it down as a principle, that tfjere ij nothing of whatever kind 

.ro beautiful, but that there is something more beautiful above and 

beyond it, w/jich mcy be imitated as an original, inacre.ssib/e to our 

.renses and whuh mind and thought a/one can embrace *'' 

For Quatremère, diere is always over and above every beautiful 

object, a type of intellectual beauty that can only be discovered 

through the worldngs of the mind, 'i'his is to Quatremère what 

constitutes the ideal. He further cites Cicero's account of Phidias 

forming the statue of Jupiter or of Minerva by not studying any 

individual in order to draw a resemblance from it, but by using 

as his guide a type of superior beauty that existed in his mind. 

62 Ibid., p 174 

63 (!!iccr(), Orat. ad Marc IkuLum, 2.7 
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Bul this docs not literally mean that Phidias has not studied the 

particulars of the human body m reality. This serves to point out 

that this type of beauty and perfection cannot be found in any 

one particular model but in the idea alone. Quatremcre offers a 

simple verification of this doctrine of the ideal hy stating: 

'... //' so many arilifs he ./^/ fo ovpj t/>e same mode/, the respee/ire 

copies M//present as many dissimi/anties as there are copyist. In 

accounting/or thm fact, it is t/ie custom to say t/?at t/jis ari.\es from 

each one /ia!>inj> ins own manner in seeing it. Which is as much 

to say, that each sees only as /?e sees, /y virtue of .mme caute t/jat 

determines him so to see.'''' 

In other words, the ideal must exist to account for the dissimilari­

ties in all copies, where dissiirdlarities are seen as the imperfection 

of the copy. For Plato, according to Cicero, these primordial types 

do not reside in use and spring up when conjured, but reside eter­

nally in the realm of reason and understanding. The ideal form is 

employed by Plato as an object of comparison, to make intelhgi-

ble his repubhc, for he insists that his republic is portrayed as an 

idea, to serve as a sensible type to confront his system of justice 

and virttie. Thus this ideal form is perfect and beyond the reach 

of human power. So Quatremcre draws on Cicero's and Plato's 

ideal, in the form of the perfect orator for the former and perfect 

government for the latter, in fomenting the laws of nature as the 

goal for his theory of imitation. The ideal is never attainable, but 

acts as a comparison and goal in the process of imitation to seek 

the truth, '... that the ideal may be considered as the only nature, and the 

only truth, in as much as in it alone do we discover nature comprehended at 

large, and viewed from high.'''' 

64 Qualrcmcrc dc Quincy, Antoinc ChrysÖLhoinc, An \'.\\ay on Ihs Natun, Ibc I'jid, ami the 

Meiint of Imlaimn in Ihe 1 •ineArh, Irans by J C. Kent (I xjndcjiv Smith, I Udcr and Co., 18^7), p.27H 

65 Quaticmcic dc Quincy, Anionic C^lirysoihomc, An ÏLwiiy on the Nulmc, fhc l^nrl, und Ihe 
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To be precise, Quatremère's type is in fact Plato's eidös. 

For Plato, idea is not synonymous with image, in fact it is its 

opposite. But Quatremère idea, following his definition of type, 

is synonymous with image. Thus Quatremère's set-up of type vs. 

model, is in the end equivalent to idea vs. image for Plato. This 

is because Quatremère traces the word idee back to the Greek 

eidolon (image) and the common use of the word image in the 

arts. Therefore Quatremère sets up the type-model opposition 

to distinguish from idée-image and express his two contrasting 

objects of imitation that his artistic theory called for. Thus 

type-model is the same as Plato's eidös-eidolon but the only 

difference is that Quatremère included architecture among the 

imitative arts, whue Plato had given architecture the status of 

non-imitative or original in his Theory of Art'in The Kepublic. The 

distinction between type-modeli?, also similar to Plato's two objects 

of imitadon - sensible and abstract: abstract form (eikastikê) and 

sensible appearance (phantastikë). However, as mentioned above, 

there is no difference to the metaphysical construct between 

Plato and Quatremère that divides the abstract and the sensible 

and the real and the true (Fig. 1.6). 

Having set out the understanding of the ideal, Quatremère 

then elaborates on the means of attaining the ideal These means 

involve the act of generalizing and to illuminate this, he contrasts 

the act of generaKzing with the act of parUcularizing. To generalize, 

in imitation, is to express a subject and to represent an object in 

its collective whole, in the character belonging to the genus of the 

object. Whereas to parricularize, is to express and represent its 

distinguishing character, which causes it to be distinguished from 

every other. So, when an object is pardcularized it is dependent 

on the individual rather than the species and on the species rather 

than the genus. Quatremère contends that this act of generalizing 

finds its highest order in poetry. To abridge in poetry according 

Mulih oj ImikiliiDl III Ihti'lmArh, Iraiis. by J, (,. Kcnl (],i)nd()n. .Smllli, lildcT and Co., IH37), p.28l 
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to him is to '... reduce its intrinsic value within the smallest compass. '*' 

By doing so, they are reduced to their principle, by suppressing 

their details, their value thus becomes more evident to the mind. 

There is however a crucial difference between Quatreinère 

and Plato's ideal that resides in the realm of Form. Quatremère's 

introduction of an epigenetic account of the priinitive hut and his 

insistence on rationality and abstraction inadvertently secularized 

this Neo-Platonic and Christian tradition and renders type not 

as a divine revelation but as an inner principle of nature or as 

a human invention.''^ The ideal, although residing in nature, is 

understood as principles that are accessible to man through his 

ingenuity and reason. And architecture arose from this, not from 

nature or God but from man's intellection. 

8. Rule 

If type is the idea that must serve as a rule to the model, it is 

crucial to understand how Quatremère understands the way in 

which the idea acts upon the process of invention. We can turn to 

his entry of 'R»/«'in the Dictionnaire historique d'architecture. He first 

draws a parallel between language and art in the understanding 

of the word rule, 

'Bj/Zes, (here/ore, are io the realm of (he works and operations of 

the mind what they are to the domain of the iporks and operations 

of the hand; thej oimpy the same ro/e, which is to direct and shorten 

operations. ** 

66 (^ualrcmcrc dc (^uincy, Antoine C^hrysothtjmc, ^\n \inay on Ihe Nature, Ihe iiitil, tmd Ihe 

A-Ztw/i oj Inntatumtnth \-iiic Arl\, trans, by J. C. Kent (l-ondon: Smith, I'Jdcrand Co., 1837), p.315 

67 J^avm, Sylvia, Quulremn ck Qinncy and Ihe lilienfioii of a Aloikrn 1 ̂ nfftaae of Anhlkchtn 

(Cambridge, MA: MIT Press, 1992), p. 92 

68 Qualremèrc dc Qunicy, Antoine C^lhrysothome, entry 'Rule' in 7'/w 'Vnie, the Vuiiiv and 

llie litia/: i'he \ li\torical Dictionary oj Arehiteititre of Quatremère De Quiney, trans, by Youncs Samir 
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l ie also distinguishes between principle and rule, stating that 

the former, 'as its etymolo^ indicates, expresses the idea of on^in, of 

wunefrom which con<:equences derive, and these consequences are the rules.''"'' 

Hence, rules are derived from principles. As such, principles 

are general truths and rules arc their particular applications. 

Principles are universal, immutable and small in numbers. They 

cannot be compromised nor modified. Rules on the other hand, 

are numerous and contingent, their variabihty depends on time, 

place and circumstances. Thus for Quatremère, new insights can 

emanate from a fundamental truth (principle) that will give rise 

to some new rule. 

For Quatremère, there arc four divisions of rule in the 

theory of architecture. The first are rules based on principles of 

reason and the very nature of things. This is the rule that forms 

the practical code of construction and structure. It determines 

the buildings structural integrity and safety and constructional 

feasibility. It results from experience which can substitute for 

precise calculations and is always infalhblc as the rule can always 

be verified by mathematical calculations. 

The second arc rules that have as a principle the constitution 

of our mind and the laws of our senses. Quatremère argues 

that these rules guide the ways and the means through which all 

impressions of the works of art gained from the senses can be 

judged through a moral faculty. He calls this moral faculty, the 

moral law of inteUigence, which is universal These rules according 

to Quatremère are the ones that teach how to observe the just 

relations of symmetry, visual harmony of hues or forms m a 

manner similar to the rules of musical harmony. It also teaches the 

just appropriation of part to whole relationships in transforming 

a building into a work of art. For Quatremère, these rules cannot 

be contested as they are '... the rules of proportion, having their 

(I ondon Andreas I'apadakls I'ublishcrs, 2()(X)), p 222 

W Ibid, p 222 
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principle and their cause in the imitation of the very works of nature.' ^" 

Quatremère is unequivocal as to the importance and universality 

of this rule and states that the principle of unity of proportion, be 

it in the composition of the plan, elevation and detail is one that 

is not invented by man but is laid down by nature. An artist can 

only recognize these rules through their senses and intellect and 

transfer them into their works. The second way in which nature 

governs over this rule is the way in which nature brings together 

pleasure and utility. In that, every part and detail of nature has 

a corresponding use and beauty. This of course corresponds 

with Quatremère's theory of imitation and character. And it is 

apparent here that for Quatremère, what rules over our senses 

and intellect is always nature itself 

The third are rules that are based only on custom as their 

sole reason. Quatremère views these with disdain. Whilst the 

second rule is written, in Quatremère's terms, in the book of 

nature, the third is written in the treatise of architecture. For 

him, a treatise should be treated as a source for moderate advice 

on practice and nothing more. As they are mainly technical and 

methodical in nature, he considers them to have the effect of 

relegating arcliitecture to a mere trade from its position alongside 

other imitative arts. I lerc, Quatremère reveals the main difference 

between his noUon of type as a heuristic device and architecture 

as a discursive discipline compared to Durand's didactic and 

methodical approach to architecture. 

The fourth and final division, are rules derived from habit 

and even prejudice. This division involves those who adhere to 

rules without the wider knowledge of their causes. Quatremère 

attributes this to the bUnd followers of treatises as much as to 

the copyist of the material appearance of nature or masterpieces. 

70 Quatrcmcre dc (^umcy. Anionic ('hrysólhomc, cnlry *Rulc' in The I'mc', ibc I'/itire and 

the RtW." 'i'hil I In/onai/ Dkiiomry oj Anhikdun of Qtuttnimn Oc Quiniy, trans, by Youncs Samir 

(London: ;\ndrcas I'apadakis Piibhihcrs, 2ü(K)), p.224 
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Quatremcre, having pointed out the four understandings of 

the word ruk, outhnes the difference bet-wccn rule and grammar, 

We repeat that uf^der /he common name of ru/ej, the depelopment) 

of^reatpnntipkf t/iat rej^ulate^enius are confufedmthgrammatical 

analyfei, whuh are to t/je uience of anhtecture ip/jat fc/jolajtic 

rudiments are to )/}etonc andpoetij. " 

For Quatremère, rules do not produce genius, for if they do, ge­

nius would never exist, as masterpieces would be made so easily 

by following rules. But ruki are useful m guiding the artist in the 

study of the laws of nature for its impressions of the beautiful 

and the true. However, no work of genius is outside rules, for rules 

arc derived from the works of genius Bailes spare the artist many 

trials and gropings, prevent errors and protect from blunders. 

Rules are important to Quatremère because he was convinced 

that the doctrine of imitation is vahd for architecture as it was 

for sculpture and painting. The only difference for architecture 

being that the object of imitation is an abstract one, while for 

painting and sculpture it is a sensible one This is because for 

Quatremcre, architecture has no direct model from nature Thus 

It IS necessary to transcend mere appearances and to discover 

rules and principles of nature with the mind's eye Quatremcre 

departs from Laugicr when he transformed the object of 

imitation of architecture from a concrete model (cabane) into a 

generic principle derived directly from nature Hence rules arc 

derived from the principles of nature and should govern over the 

model They draw on the systematic conception of nature and 

the thought process. Thus, Quatremère's type is a primitive form 

or principle that is embedded m the creation of nature as well 

"?' Quaticmcic dc Quincy, Antoinc C hi\^<)ili()i-nc, entry 'Rule' in Iht hf/c, /hi ] iiltn and 

IIK Rial r/ii I h^/omci/ Du/wmiry of Atihilulnn oj Qiutlnmt.n De Qmiky, tiins by Youncs Samir 

(1 ondon Andrcis Pipadikis Piiblishtis, 2(100), p 226 
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as in the production of man. This concept can be located in the 

territory between science and art because Quatremère compels 

tiie artist to study nature with the same spirit as scientists; and to 

abstract the principles that govern the action of nature. Imitation 

of nature thus equates the understanding of nature's processes. 

9. Character 

Towards the end of Quatremère's entry on 'Type' in the Dic-

tionnaire historique d'architecture, he drew the relation between 

character and type, by stating, The word type is also used in architecture 

to designate certain general forms which are characteristics of the building 

that receives them."- For Quatremère, each piece of furniture and 

building receives its form and character from a type, within the 

demands of necessity and within nature, 

'No one is unaware that a multitude of pieces of furniture, tools, 

seats, and ciothes have their necessary type in their uses and the 

natural customs for mhich they are intended. Each of these ob/ects 

fnds its very type — and not its mode/ — within the demands of 

necessity andwit/nn nature. (...) Who does not t/jink that t/}e 

fom! of a man's back ought to be the type of a chairlf back, or 

that the rounded form shoutd not he t/je onty reasonable type for a 

hair arrangement? The .rame is true of a great number of buildings 

in architecture. One cannot deny t/jat many owed t/mr constantiy 

c/jaracteristicform to the primitive type that gave them birth.''-' 

This remark on the double notion of a physical impression and 

72 Quatremère de Quincy's ''lypc'in \'IK I inloriailDiclionu?y oj Anijikclun (]x)nd(>n: Papadakls 

Publisher, 2000), p.256. 

I'S Quatremère de Quincy's 'I'ypc' in I'/w I \i\lomal Diilianary üj Arcinkitun (London: 

Papadakls I'ublishcr, 2000), p.256 
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a written figurative character coincided well with the idea of ar­

chitecture that would be a sign of its own nature m its relation 

to typicality. Vidler, drawing from Poucault's The ^4nhaeo/qsy of 

Knowledge' (1969) has already attributed tills parallel between Buf-

fon and Quatremère m accounting for the numerous varieties and 

exceptions to any overall 'prototypical' character of the species 

by means of chmatc, race, place, and accident.^' 

The entry 'Character' was important for Quatremère as it 

explains the link between architecture and society This is achieved 

by understanding three categories or division of character: 

TLssenlial, DutinUwe and Kelatwe. Following this reasoning, 

Quatremère was to describe architecture as language to society, 

and all arts, like poetry, as an extension of language, faithfully 

recording the physical and moral qualities of nature, people, and 

individuals. This is substantiated by Quatremère's account that 

Greece was more suitable cbmatically to endow the Greek people 

with the equal mixing of reason and imagination, imprinted as 

It was with Its temperate and mild climate. Quatremère argued 

that there is 'a/? intellectual link of ideal forjns and the moral character of 

architecture'. This is supported by understanding architecture as an 

imitative art that imitates nature less directly, but does so through 

analogy. As already made clear in his entry 'Architecture' that gave 

the account of architecture's origin, hot climates of Asia, with 

therr violent political and social institutions, are represented by 

arabesques, by caprice, and by fantastic, unregulated and licentious 

architecture. Egypt's was monohthic and heavy because of its 

culture of servitude. Greece of course stood m contrast and is a 

beacon of beauty, taste and intellect that only a free society can 

foster. 

Quatremère begins his entry for 'Character' by defining 

the etymology of tlie word, stating that the word is the same 

74 Vidlci, Anthony, I he \l'^rt/iii« of Ih Walh AnhtkUiiral Itmry in Ihe Ijile \Mlighlenmenl (New 

YoiU PnncLlon Aichilcciuial Picss, 1987), p 155 
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in French as the Greek word cbamcteer, which derives from die 

verb charassein (to engrave, to imprint) and signifies, a mark, 

tlie distinctive sign of a particular object^'' Tlie word cliaracter 

applies to many objects because no object exists without being 

endowed with a certain distinct variety to a certain degree. It has 

three principal and different expressions. When used to praise a 

work of art, that is, when one says that this work has character, it 

means that the works is endowed with quaKty. The second use of 

the word, similar to the first but distinguishing it with a special 

quality and hence endowing it with originality is when we refer 

to the work as having a character. The third refers to the quality 

that a word possesses that conveys to us its particular nature and 

purpose when the work is said to have its character. 

The first, having 'character' or the general and essential character 

of nature is recognizable by its strength or force. It is a result of 

place and climate, hence the origins of three types of architecture. 

It applies to every art of buuding or monument that is meant to 

impress the mind and the senses by the quaKties of its strength 

and size. Quatremère refers to Egyptian architecture and says that 

the use of enormous amount of material and composition of 

colossal masses was to impress and was due to the fact that '... 

minds could conceive of only a small number of principal ideas and power 

means..' and that '... in the absence of the methods and calculations of 

a refined science, that the primitive art of building... "'' impresses with 

this character of strength and energy. Quatremère goes on to say 

that this character is not only the result of a material cause but 

of a moral. The moral cause here is derived from the principles 

and mores of society. Pie then postulates the development of 

this character, starting from a state of simpKcity, in the state 

75 Qualrcmcre dc Qumcy, Antoine Chrysothome, entry 'Characlcr'in 'I he I'nte, Ihe Viiitre and 

Ihii Rmt: 'I7>e Ui\toncul Dictionary oj Arcliikchtre of Quatremère De Qtiinty, Irans. by Yoiincs Samir 

(London: Andreas I'apadakis I'ublishers, 2ÜÜÜ), p.l03 

7f> Jbid., p.1()5 

60 



of mind begetting monuments with the qualities of strength 

and size. When the needs and desires of the society mulriply, 

the combination in small parts of these monuments does not 

correspond to real needs but to the desire for novelty. He contends 

that this development only reduces its influence and character, 

especially through private enterprises. Instead Quatremère states 

that the character of strength and size is at its most efficacious 

when it is concentrated in a small number of monuments. 

To return all architectural principles to the type, that 

receives its essential character from nature, Quatremère solved the 

problem of origin by associating it first to climate and geography, 

and thereafter to society and civilization. This maintained the 

legitimacy and supremacy of Greek architecture by forfeiting 

its place as the first architecture of civilization but attributing its 

achievements to nature. This is evident in Quatremère's account 

of the second category of character, that of having 'a character 

or having a distinctive or 'accidental' character that accounts for the 

varieties in each species. This is synonymous with physiognomy, 

i.e., the lightness of Chinese, heaviness of Egyptian, grace and 

harmony of Greek, when it comes to their architecture. It is the 

character that marks the work regardless of function. It owes its 

existence to peoples and their architectures first and foremost. 

Quatremère elaborates this to express this quality as originality, 

where the original can be understood as something that is not 

an exact copy of another, that is not a double. It is difficult to 

maintain this over the course of years and in the increasing 

succession of works. Instead, it is easier to develop this originality 

at the beginning of the works of art, with the 'free feelings from 

inspiration' developed from nature. The further this development 

unfolds, the more difficult it is to sustain and more often than not, 

the ambition to remain original, according to Quatremère, results 

in caricature. Two errors result from the difficulty of maintaining 

this originality: one is condemned to repeat and the other to 
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repudiate the fundamental principles of the real and the true 

which results in the ridiculous and bizarre. For Quatremère, this 

can only be overcome by 'genius', which proceeds independentiy 

from conventions. 

The tliird, having 'its character' on a relative character\& attributed 

to particular species or individuals and is identified in tangible 

ways. It refers to the character given by the architect to the 

monument. The first two do not depend on the architect nor 

will they have any didactic value. The first, Quatremère argues, 

belongs to an age that is far more primitive and simpHstic in its 

conception, and such use of strength and size will no longer 

be repeated. The second recjuires such a genius that it cannot 

be learned and has no lessons for the present, for a genius is a 

student of no one. The third, however, concerns itself with the 

way in which different buildings are treated with the appropriate 

character. It is distinctive because we can say that 'this building has 

its distinctive character' and hence can be conveyed and '.. .its secrets 

can be taught not only by examples, but also by practical documents. "̂  This 

promulgation reveals not only Quatremère's firm preference for 

Greek architecture but his unwavering belief that its achievements 

cannot be surpassed. And thus, the role of the architect is to 

'characterize' buildings in an appropriate and learned inanner. 

From here, Quatremère proceeds to call this a theory of character 

and it involves three principle means to manifest the purpose of 

buildings: '1 .)by the forms oj theplan andoj the elevation; 2.) by the choice, 

the measure or the manner of ornament and decoration, 3.) through the 

massing and the kind of construction and material''''' For the first means, 

Quatremère highlights the importance of using the appropriate 

77 (jualrcmcrc dc Quincy, Anionic Chrysoihomc, entry 'Character' in 'i'he 'I'/yfe, Ihc I'uiirc and 

IIK Wail: I /iL' I Inlimml Dictionary of Ardjilechire of Qiiatremin De Qitincy, trans, by Youncs Samir 

(I-ondon: Andreas I'apadakis I'ublislicrs, 2000), p,107 

7H Quatremère de Quincy, Antome C^ihrysothomc, entry '(Character' in /'/jt' Vrnc, Ihe I'ulin and 

the Rea/: I'hii \ iulonuil Dulionary of Arcktalnn of Quatremère De Qiiiney, trans, by Ytmiies Samir 

(London; Andreas I'apadakis Publishers, 2000), p.l07 
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plan for specific uses and function, tiiat there sinould be a unity 

and correspondence between plan and elevation. Intelligence 

and taste of the architect is also required in characterizing the 

buildings in plans and elevation, coupled with a wise discernment 

and a proportionate use of resources that tends towards a 

gradation and hierarchy that will reveal their purpose with ease. 

Quatremère cites the ancients for their evident authority in 

establishing difference between their temples and their basilicas. 

'It is only by applying them with much discernment and economy, and in a 

just proportion, in the moral sense of each building, that she can preserve 

their property as a language intelligible to all''''' The second means 

involves decorations, and comprises of paintings for the interiors 

of monuments and sculptural ornaments for both interior and 

exterior. The second is governed by two rules: the first is to 

follow conventions and with restraint, failing which it becomes 

only an exercise in employing architectural riches. And second, is 

that it has to be philosophically considered, it has to be in rapport 

with certain ideas and to communicate. To ignore this rule for 

Quatremère is to result in the loss of character. Decorations must 

suit its purpose. Although decorations have an allegorical quality 

they must not be pushed too far from conventions as to lose their 

associations. The third means involves the use of material and the 

construction, seen as an art and as a science in equal measure. By 

harnessing the diversity of material and colour, within reason, the 

appropriate character can thus be conveyed. 

I would argue that Quatremère's type and model arc ultimately 

the Greek temple. This is made evident from his deliberation on 

the three understandings of character and the ways in which he 

proposes how an architect should 'characterize' buildings. In a 

close examination of Quatremère's deliberations, there are two 

moments of transposition through abstraction in architecture. 

The first is the passage from nature to the first dwellings - the 
79 lbid.,p.1()9 
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type that was given by nature and that bore its imprints, an essential 

character. The second is the passage from this first dwelling or 

primitive hut to the Greek temple, one that required the iTiinds for 

abstraction and the rationality of construction — the transposition 

of wood to stone. This resulting architecture bore the imprint 

of the first, and gave it a distinctive character. From here onwards, 

for Quatremère, only relative character is possible, despite his 

exhortation for his theory of imitation. Thus, the Greek teinple 

became botii liis version of type and mocleL Model in the sense that 

all that is precise and material, the orders, its decorations, are to 

form the irreducible elements of architecture that he champions 

for his time. Thus Quatremère violates his own theory of 

imitation when it comes to the act of characterizing buildings, 

because of liis insistence on reproducing Greek architecture. 

10. Language 

The most substantial study on Quatremère's conception of ar-

cliitecture as language to my knowledge is Lavin's 'Quatremère de 

Quincy and the Invention of a Modern Language of Architecture' (1992). 

I Ier study was focused on two essays of Quatremère on Egyptian 

architecture, the Prix Caylui essay of 1785 and the De I'architecture 

égyptienne essay of 1803, the second being an updated version of 

the former eighteen years later. The structure and hypothesis of 

Lavin's thesis mirrors that of Vidler's 1987 article on Quatrem­

ère. The ubiquity of the language model to Quatremère was ac­

counted for by Vidler as follows, 

' . . f/je recqg/ufw/i of /he ̂ gurafipe /ran.fposU/on of f/je idea of 

wriUen mark.r /o (/le metap/iy.ua of iijaracien\atIon; (he generic 

use of the figure in indeuiifying t/je characiers of /laiure; i/je 

fundameniai riefiniiion of c/jaracferas a sig/i; t/je u/idemiandi/ig of 
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/a/jguage as we /irsf of a// f be arfs of imiyafio/i, mode/for a// me 

ar/s, m'(h Us dep/oyme/it of figures a/id its example of e/if/j//siasm 

in the "language of the passions ", ip/ierein laj t/ie origins ofpoe/ry; 

f be Hieo/y of language as influenced bji climates, dra/pn from 

Rousseau; t/ie idea of physiognomy as a language, ... ""' 

Architecture is considered a language because in the tradition 

of the doctrine of imitation, it could be considered a way of 

expressing or depicting something and rendering perceptible 

intellectual ideas. The efficacy of architecture as a language 

however is approached allegorically. According to Vidler, when 

he accounts for the use of allegory by Quatremcre following 

Beauzée's critical summary in the Emyclopédie Méthodique, that 

allegory was the presentation 'of a thoughl under the image of another 

thought in such a way as to render it more perceptible and striking than 

if it had been presented directly without any kind of veil. *' This use 

of allegory rather than narrative in considering the theories of 

Quatremère has also been proposed by James I lenry Rubin in 

his 'Allegory versus'Narrative in Quatremère deQuincj' (\9?>6f'-, which 

predates Lavin's thesis. 

For Quatremcre, type ultimately controlled the language of 

character and therefore the problem returned to that of origin, 

as discussed earlier. He needed to discredit the architecture of 

the Egyptians, following increasing archaeological findings that 

showed its art and architecture to predate the Greeks and that 

the architecture of the Egyptians bore some resemblance to the 

Greeks. Quatremcre drew parallels between Egyptian architecture 

and society; stating that it is in excess of solidity, perpetually 

monotonous and has ossified into a culture of servitude. To free 

RO Vidler, Anlhony, 'j he \y/n/m«itf Ihe Wails: AnlitleUiiml'nmj in llie 1 M/e J.iili^hlenmenl {HKW 

Yoik. Piincclon Architcclural Ptcs.s, 1987), p 160 

«1 Ibid, p. 161 

82 Rubin,James I Icnry, 'Allcgoiy versus Naitalne in C,)Lialrcmcie de (^uincy' in the jmniidiol 

Aalkliis andArl Cnliawi, Vol. 44, No 4 (Summer, 1986), pp ^»^-V)2 
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Greek architecture from any genealogical links to Egyptian, he 

proposed his theory of an epigenetic origin in the three original 

dwellings or types: the cave, tent and hut. He showed that the cave 

offered nothing to iinitate; the hut offered everything. He equated 

abstraction and radonahty with societal and artistic progress and 

demonstrated the transposition from wood to stone construction 

- from hut to temple - as the achievement of a society endowed 

with great taste and artistic prowess. Quatremère created this link 

between nature, architecture and society, through his theory of 

imitation and origin. 

Lavin argues that, 'Quatremère used language to provide 

architecture with a conventional rather than a natural model a conceptual 

transformation that led him to equate architecture's capacity for progressive 

development with its sociality. *" She contends that Quatremère's 

conception of architecture as language can be supported for 

the following reasons: that his theory of imitation established 

connection between architecture, language and society; he was 

concerned with imitation as a process; believed that mimesis is a 

potentially progressive instrument and that imitation could lead 

to abstract and progressive social thought. Lavin also argues that 

Quatremère's framework does not in itself prescribe architectural 

forms but I would argue that his entry on 'Character', especially 

on relative character, and his advice to architects on the act 

of 'characterizing', is nothing but a prescription based on the 

language of classicism. 

For QuatreiTière, character in its highest form was parallel 

to and only expressible by an artificial language of architecture, 

consisted in a socially coordinated system of conventions and 

which enabled architects to endow buildings with intelligible 

meaning. This is an optimistic if not idealistic view of Quatremère 

and Lavin: that a communicative architecture for all must rest on 

83 Lavin, Sylvia, Quatremère dc Quincy and ihc Invention of a Modern J.angLtagc of 

Architecture (Cambridge, MA: Ml'J' Press, 1992), p.xi 

66 



the assumption that everyone is schooled in the appreciation of 

the arts of antiquity. 

Quatremère's theory of architectural expression is all 

dependent on allegory. Lavin argues that it is independent of 

the orders and addresses the articulation of both sensation and 

utility**"'. Its interest lies in the structure of character as a means 

of social expression, Hke alphabets, endlessly combined to create 

a specific meaning, unlike hieroglyphs. Following this argument, 

the Greeks formed architectural writing. 

The Greek a/phahef of architecture was necessafji to the 

contempoi'aty architect mt because it was Greek but because it was 

an alp/jabet that enabled articulate discourse rat/wt/jan constituted 

a system for iconic representation. '^' 

Quatremère's idea about character is the final result of his ex­

ploration of the relationship between language and architecture. 

Lavin argues that for Quatremère, 

'Both are means of expression tliat society produces to articu/ate 

and soiidify its emancipation from a state of nature. (...) Through 

language, /joweper, Quatremère mer^s^ed tlx idea of anhitecturai 

character ipith a social t/xory of anhitecture, and with this 

transmutation /M hwped to take hns pi.fion of cia.uicism out of t/je 

ancient and into the modern worid.'''" 

84 'I'hcrc arc two categories in wiiich character can be understood in tlie context of hrcncii 

ciglitccnth century theories of architecture. One attempts to reconcile the proliferation 

of building types with the existing number of classical orders at hand, like Boffrand and 

Blondel. The other tended to emphasise sensationalist expressions. With English tradition and 

influenced by Ilumc and Burke. Le Camus for instance insisted upon proportion giving rise 

to proportion, which in turn produced analogous harmonies in human sensations. Both share 

the same view that abstraction was required. (Quatremère's theory of character brings together 

these two tradidons. See I .avin, Sylvia, Qj/ulremcrc ik Qmihy and Ihc Imimlwii oj a Minkrn 1 Mni>tiiJitc 

of Anhilalwe (Cambridge, MA: Mil' Press, 1992), p.144-147 

«5 Ibid., p.l47 
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Quatremère maintained that the language of architecture was 

fundamentally a social phenomenon. For the arts to be intelligi­

ble and language to convey meaning, they need to be rationally 

invented agreements and conventions. 'The same structure or type 

that establishes liens between a ivord and its object, betiveen the artist and his 

public, also establishes the relationship betiveen dtir^n and state and hence 

characterif^es a political order. *' This analogy of language was instru­

mental for Quatremère in his various political and professional 

activities'" and ambitions to revalidate and reinstate the architec­

ture of classicism and Platonic ideals in art. This was exemplified 

by his efforts in arguing for a public Institution of Art in France 

and his work at the Pantheon as the 'Commissaire a I'administration et 

direction générale des travaux de l'edifice ci-devant Sainte-Genevieve'. 

Through abstraction, Quatremère incorporated the 

experience of the revolution into architecture. It did not translate 

into a political model, but confirmed that the structure of society 

is no more informed by nature than by the arts, accessible 

and transformable through reason rather than pre-ordained. 

Quatremère coined the phrase 'Republic of the ylrts' after the 

'Republic of Letters^'' to express his conception of society and art. 

It was a struggle for poHtical, social and intellectual emancipation, 

fought by artists, who, in this period of revolution proposed that 

(Cambridge, MA: MIT Press, 1992), p.l47 

87 Ibid., p.l48 

88 Quatrcmcrc actively participated in the l-'rench Revolution and lie believed in tiic 

constitutional monarchy of the I'English kind. 1 le was a member of and later expelled from Soaété 

(ks Arts. 1 Ic directed the principal architectural project commissioned by the Revolutionary 

government, but was impnsoned and exiled before its completion. ITe participated in the 

counter-revolutionary uprising of / 5 I \ndemtain. I le was a member of the royalist (.Aitb ds CJidjy, 

and was committed to social change by supporting constituuonalism. I le felt party pohtics were 

irrelevant to architecture, as none of his wntmgs proposes any political allegiance, only a link 

between the two. 1 le even denounced the use of arts as political illustrations or visual aids for 

propaganda, h'or the context of Quatremère's political activities sec, Lavin, SyWiTL, Qiialremen de 

Qjitiicy and liic Inn'iilwti of a tvkdcrn }Mitiiintiij: oj Anhifaliin' (C'ambridge, MA: MT'l' Press, 1992), 

P.149-15Ü 

89 l.avin, SyKia, Qiiulremcn de Qiuncy and iha Imenttan oj a Modern Jjinaiiuiic oj Arclnkdiire 

(Cambridge, MA: Ml'l' Press, 1992), p.l5() 
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the arts were not a servant of the state, but could shape the state. 

As a transcendent concept, the Kepublk of the Arts became an 

ideal model for real political action. 

In 1791, Quatremcre was asked by the Assemble Nationale 

to respond to the question 'Does France need to support financially a 

public school or academy of the arts of design'? What would be the most 

advantageous means of organi':^ng such an institution?''^^ In response, 

Quatremère presented a scries of three Considerations sur les 

arts du dessin to the Assemble Nationale in the same year. In his 

response he sketched out the mam elements of his theory of art, 

starting with the principle of origins and leading to the relationship 

between art and society. He succeeded in establishing a school of 

the arts that was public in its funding and admission and went 

on to outUne its administrative and pedagogical structure, which 

consisted of free exhibition, impartiality, checks and balances. He 

was highly critical of the division of schools into technical and 

artistic and resolved the conflict between 

'ega/ilarian prindp/e and hierair/ncal pradice in education 

by defining any true repuh/ic as a mora/ sp/jere para/Iel to and 

embodied in t/je concept of the public itse/f. Tbe conflation of real 

and idea/political states t/iroug/j a t/iird rea/m of mora/ abstraction 

ipas, according to Quatremère sanctioned by none ot/)er t/ian P/ato, 

M'/jo /jad been theflrst to eva/uate tbe re/ations/dp betireen art and 

repub/icani^m. " 

In his role as the 'Commissaire a I'administration et direction générale des 

travaux de l'edifice ci-devant Sainte-Genevieve' in the same year of 1791, 

Quatremcre was entrusted witii the task to transform the church 

designed by J.G. Soufflot, dedicated to the patron saint of Paris 

into a national monument. Litde of the work of Quatremère 

yo Ibid., p i 58 

yi Ibid, p. 164 
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survives, except for three lengthy reports. In this period, accord­

ing to Lavin, Quatremère did not organize a single competition, 

despite the very public nature that the project assumed, because 

he considered himself the Guardian-Philosopher like Plato him­

self Since he has been appointed by a body of elected officials, 

he should be held to account in the arena of pubUc opinion. 

The transformation of the restoration project was guided by 

three objectives: the first involved the 'dechrisdanization' of the 

church, which entailed a change of programme, the suppression 

of the lantern and the blocking out of the low windows. The 

combined effect modified the church's character into an austere 

and severe one. It however retained its ideal character, for it ex­

pressed the idea of devotion. The second involved 'dehistoriza-

tion'; Quatremère did not want a frozen monument that reflected 

a golden past; instead its revolutionary character was to speak of 

ahistorical time as abstract and eternal, as the moral sphere of the 

Republic itself To this end, he simply applied the dmelessness of 

the classical process of architecture. The third objective was the 

'repubUcanisation' of the monument; for this Quatremère turned 

to allegory. Pie connected the ahistorical nature of the social con­

tract with his abstract treatment of die Pantheon as a work of art. 

In Quatremère's opinion, historical subject cannot function in the 

context of the Pantheon, whether taken from past or present. So, 

no statues of antiquities or French revolutionaries were allowed. 

Only allegory was sufficiendy abstract to accommodate this crisis 

of historical identity. Thus, Lavin argues that 'Quatremère conceived 

allegory as a formal language derived from history and rationalised over time 

to such a degree that it transcended history. Through this process of abstrac­

tion, allegory had acquired an infinite capacity Jor expression. *̂  

Staying true to his theory of imitation and characterization, 

Quatremère demonstrates the final transposition of classical 

92 Lavin, Sylvia, Quulnmin ck Qiiincy and Ihc hiienlion oj a Motleni iMiti^itu^c of Anhttticliirii 

(Cambridge, MA; MIT Press, 1992), p.lV.I 
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architecture to his time by allegory, as the final step of abstraction. 

A step that began with the original dwellings of the primitive hut 

to the temple of Greek architecture and finally to the monument 

of the new republic. As the transposition progressed, so did the 

level of abstraction and the approximation towards the idea and 

ideal. Indeed, it is the ideal that all forms of government according 

to Plato, should measure themselves against. Quatremère would 

add, 

!Any complete reading of P/a/o 's Republic demonsira/es that instead 

of being a politica/ mark, it is in fact a mork on morality, in iv/nc/i 

metaplwrical system of gopernment becomes a point of parallel 

abstraction for a treatise no less abstract on justice and virtue, bot/j 

of which are taken to a point far beyond the capacity of man.'"" 

Vidler's critique of Quatremère is that despite his idea of typical­

ity being tied to that of character, it was inflected with only very 

slight historici^^ed content; establishing a plural root for architec­

ture but ultimately preferring a single root. As such, Quatremcre's 

efforts were concentrated in propping up the justificadons for 

the superiority of Greek architecture, rather than stripping down 

architecture to its origin, for a new construction. Vidler adds. 

The very insistence of his arguments, toget/ier with t/mr neat 

simplicity, appealed to a generation t/jat looked in uncertain times 

to the comfort of a pre-established classical canon, a set of readily 

identifiable o/fects by néich to recognise cu/tura/ excellence. "'' 

Lavin's main thesis is that Quatremèrc's contribution to modern 

architectural theory lies m his conception of architecture as lan-

yi Ibid.,plf,5 

94 Vidlcr, Anlliony, //« Wnlimi^ol Ihe Wull\: \nhilaliitiil I heory in l/ie Ijile I .nhejileiimeiil (^c\v 

Yoik: Princcion Archiicclural Picss, 1987), p.l62 
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guage. She adds, 

!AUboug/i modernity and/jn/oricnm are thought of as a/jMbe/ua/, 

Quatremère'ó oonieption of c/asutnm as a product 0/ conrention 

rather than Instoncal necessity, and /us asiociation of convention 

iMth jociety, veiled the function of architecture in its sociality and 

thm initiated one of the dominant themes in modern arcfjitectural 

theory. *' 

To conceive of architecture as language is to make society its pro­

genitor of meaning. Before Quatremere, it was nature that played 

thib role I le did so by abstraction, in particular, the abstraction of 

language that acts as an abstraction of architecture. He identified 

this with social abstraction, the key generating force for modern 

progress. 'What does the lanffiage of architecture look like?' Lavin asks 

in her concluding chapter. 'There n no single ansiver and that is ivhy 

It u an important contribution to the conceptual development oj modern 

anhitectureWxe rephes'"'. But this answer would be over-stretching 

the reach of Quatremère's contributions, for the language of ar­

chitecture for Quatremere, was clearly classicism Therein lay the 

short-comings of the language analogy, coloured by Quatremère's 

insistence on classicism that focuses solely on the ideal that is ulti­

mately tied to It The architecture that Quatremere promotes and 

his works on the Pantheon were clearly classical as they appear to 

the senses, despite the enormous level of abstraction dedicated 

to shift the meaning that this architectural grammar carries. In the 

final analysis, I would argue that Quatremère's contribution and 

relevance lie in his conception of a discursive and heuristic nature 

of type that enables us to seek an idea that can serve as an ideal 

that IS common to all. At its most lucid level, this ideal also finds 

95 I a\in, Sylvia, Qualnmirc ck Qiiiniy and Ilk ïtmnimn uj a Mockrn iMnaiiaat uj AnhilcLltin 

(UmbndgcMA Mil Pass, 1992), p 176 

96 Ibid, p 177 
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lts corresponding reified instance, albeit partially in the typical, in 

the sensible model. 

11. Afgan: Precedents and Contingents 

In his article 'On (he Typology oj AnhiteUure' (1963), Carlo Giulio 

Argan raised the question of type direcdy m reference to Quat-

remère. This was to later influence Rossi's definition of type, for 

the credit he attributed to Argan in his Tl)e Structure of the Urban 

Artifact' (1982).'" The context in which type was again raised in 

architectural discourse, in the 1950—60s, was concerned with the 

Italian debates about tontmuitd and the Anglo-American preoccu­

pation with 'meaning' as broached in Alan Colquhoun's article on 

Typology and Design Method' (1967) for the first time in the Enghsh 

language. Continmla was a theme developed by Ernesto Rogers, 

the editor of Caiabella-Continmtd, that can be read as an effort m 

countering the orthodoxy of modernism and its hostihty towards 

history''". 'Type' was among the three themes that arose out of 

this, alongside 'History' and 'Context'.'' 

The word typology, rather than type, was used more 

frequently, and is synonymous with a group of buildings, sharing 

something in common, within an urban context. It was used as 

a mean to describe the relation between buildings and the city 

in which they form part of the context. As these buildings are 

brought under scrutiny as a fragment of the city, a discussion is 

')1 ROSSI, Aldo,' 1 he Suucturt of llic Utbiin Aruhcl', in \In \nhiluhm oj IIK ( //), Ir.ins b\ 

Oianc Ohiratdo and Joan Ockman (Cambridge MI 1 I'ILSS, 1982)p 182 

98 I'.rncsto Nathan Rogers (1909-1969), was the cdilor-in-chicf of C tiuikt/u C im/iiim/u fiom 

1953 to 1964 and prior to that, the director of Diimin from 1946 to 1947 1 le was a founding 

partner of BliPR Architectural Studio and a Piofessoi in Mr/im Piililuimo 1 lis theoielical effoit 

m writing and through his editoiial can be characteii/ed by his cntie^uc of modernism, the 

simplisuc rejection as well as the unejuestioning adoption of its legacy 

J^ 1 hcsc wcie the themes that (. UMlhlla ( onlminia focuseel on, led b) Uogei s, on the problem 

of historical continuity m light of the cilsis and !egac\ of the modem mo\ement 
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initiated on the nature of the buildings forming a coherent group. 

As an extension of this, architecture was to broach the question 

of what constitutes the idea of the collective. This trajectory of 

inquiry was epitomized by Aldo Rossi in his Uanhitetlura ddla attd, 

(1966). Another parallel trajectory was concerned more with the 

question of morphology, m which typology formed an important 

analytical tool; and Saverio Muratori's 'Studiperuna Operante Stona 

Urhana di Venes^ia' (1960) was a demonstration of this. His study 

of the morphology of building plots and open spaces in Venice 

was able to concretize issues of growth, miheu and class, which 

to geographers were couched in abstraction. As this chapter 

concerns itself with the development of the idea of type, related 

to Quatremère, and not with urban morphology, Aldo Rossi's 

conception of type will be discussed below and m Chapter 3 as 

one that not only begins with Quatremère's understanding of 

type, but transformed it to include the idea of the city. 

Argan, m his article, introduced a few additional 

considerations on the development of the understanding of type, 

but the focus was on typology and its instrumentahty. The word 

typology with its suffix '-ology', from the Greek 'logta', means 'a 

diHOune, treatise, theory or sctence'. Thus 'typology' is the discourse, 

theory, treatise (method) or science of 'type'. The word typology 

IS used here to describe a certain process within the field of 

architecture. It is seen both as a historical process of architecture, 

that is to say that there exist a notion of continuity; and as a 

thinking and working process of an individual. This suggests that 

typology can constitute a disciphnary knowledge m architecture, 

accessible and appropriated by an individual architect working 

within a received convention, from those sharing the same 

knowledge and discipline: 

"Moi/ modern mtut who depend u/timatefy on some form of 
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idea/is/U' p/u7osop/y ipou/d denj /hat an ardiilectural [ypolqsy 

cvuid in any ipoy he va/id. They are right in so far as it ipould he 

absurd to maintain t/]at t/}e formal m/ue of a circu/ar tempie is 

increased as it approachjes an idea/ "tjpe " of cirm/ar temp/e. Snch 

an idea of "type "is only an ahstraition; so it is ineonceivah/e t/jat 

an architectural "type " could he proposed as a standard by ip/jich 

t/}e indi?'idua/ work of art could he va/ued. On t/je ot/ier /land it 

cannot he denied t/iat anhitectura/ typo/ogies hwre been formulated 

and passed doivn in theoretical treatises and t/.w !vo?-k of famous 

anhitects It is t/wefore /egitimate to postulate t/w cfuestion of 

typo/o^ as a function both of t/}e histon'ca/process of architecture 

and also of t/je t/nnking and iporking processes of indiriduai 

anhitects". '"" 

Argan also explicitly couples the terms architectural and typolo­

gies, suggesting that buildings with the same characteristics can 

be grouped for the purpose of comparison. He contends that 

there is an obvious analogy between iconography and typol­

ogy. In figurative arts, iconographies contribution to the creative 

process is not always obvious and this is true for typology in 

architecture. Argan goes on to quote Quatremcrc's well known 

definition of type and draws upon his distinction between idea 

and model, 'All is exact and defined in fix model; in the 'type' everything 

is more or less vague. 'Argan attempts to draw on this vagueness of 

type as being useful to the design process: 

The very notion of vagueness and generality of type renders 

it incapable of affecting the design of buildings or their formal 

quality. However the vagueness also explains its generation, i.e., 

the way in which the 'type' is formed, never as a priori but from a 

series of instances. He further elaborates: 

100 Argan, Giulio Carlo^ 'On the Typology of Atchitccturc', in r/ieoty^iriji cj New^{^cmlti for 

Aniiilecltire: An Anilmhp oj Anhilaltiml I'lisoiy I%S-Ï99^, cd. by Kate Ncsbitt (New York: 

I'llncclon Archilcclural Press, 19%), p. 242 
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The btrfh of a 'type' /j therefore dependent on the exutenie of 

a jenej of bmldingó having betiveen them an obvious formal and 

functwnaJ analojiy In other words, iv/ien a 'type' is determined in 

theptattue or theor) of architecture, it alreacfy has an existence as 

an answer to a complex of ideological, lehgious ot practical demands 

which an\e in a given historical condition of whatever culture "" 

The intxoduction of deduction from a sericb of models is impor 

tant as it enabled Argan to emancipate the notion of the idea of 

type from the ideal, the ideal being the abstract principles that 

govern the way nature functions and its inherent beauty, as out 

lined by Quatremere Here Argan introduces the possibility that 

various models that share the same characteristics can give rise 

to the emergence of a type This is different to Quatremere, who 

stressed its abstract nature that is eternal, and is always given by 

nature For Argan, analysis and deduction from a comparative 

method is the moment of the biith of the type Ills proposition 

of considering buildings in a series also suggests that there is 

a process of transformation or evolution from one building to 

the another For Argan, 'type' is an idea no longer residing m 

nature but m building precedents and therefore m the history of 

architecture This value is thus relative, not an ideal nor immuta 

ble This assertion points to the crucial fact that new 'types' can 

be detected as much as they can be surpassed, hence enabhng a 

design piocess that is syntactic and discursive m equal measure 

I or Argan, to arrive at a type, a process of reduction that 

strips away characteristics that are not common within the series 

IS necessary, 

'In the process of comiparing and superimposing individual forms 

101 Argan Cjiulio C irlo On the lypolog) of \rchiLccturc m I humnni^ i Nui A^tmlifoi 

Anhtkttnre An Aalholoiy oj Anhtluliimt l/iary I9C5 1JJ-> td by k i l t Ncsbilt (New Yorl 

Princeton Architectural Press 1996) p241 
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ƒ)? as to de/ermne the "type", particular charactenstics of each 

individua/ but/ding are e/imi/iated and only t/wse remain ivhich are 

common to e!^eiy unit of the series. The "type" therefore, is formed 

t/jrough a process of reducing a complex of formal pariants to a 

common root form. If the "type" is produced through a process 

of regression, t/ie root form w/iich ii then found cannot he taken 

as an analogue to something as neutra/ as a structural grid. It 

/ias to he under.rtood as t/)e interior .{tr'ucture of a form or as a 

principle mhich contains t/je possihi/ity of infinite forma/ variation 

andfurt/jerstructura/modification of t/re "type" itse/f It is not, in 

fact, necessar)! to demorrstrate that if t/je fina/form of a Imi/dirrg 

is a variant of a "type " deduced from a preceding forma/ series, t/)e 

addition of anot/wr variant to t/ie.; eries ipi// necessari/)/ determine a 

more or /e.(s considerab/e c/wrrge of t/re w/m/e "type ". 

We can only deduce from here, in the absence of further clarifica­

tion from Argan, that the stripping away of characteristics would 

involve that of the relative character that depends on the act of 

'characterization' by individual architects, as outUned by Quat-

remère. At the same time, it is also a critique of the abstraction of 

Durand's Vréds that offered up didactic plates showing the reduc­

tion of building types to a set of regulating structural axes. The 

root form in this manner is seen with prejudice as it no longer 

consists of any character of the type. Instead he stressed that 

this 'root form' should be understood as the interior structure 

of a form, such that it enables formal variation and structural 

modification. There is an implicit materiality involved in Argan's 

notion of the 'root form' that renders it as sensible form. This 

is crucial in the development of the type in a series for Argan, as 

inherent in the sensible form - taldng into consideration Argan's 

background as an art historian - is a visible idea. Argan also puts 

less emphasis on the continuity of the 'root form' of the type in 

question. He contends that the act of transformation and addi-
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tion of another variant of a type would alter it significantly, thus 

this opens up the notion of type as an instrumental method in 

design. This is in contrast to type being understood as the rules 

governing the act of 'characterizing' a building in Quatremere's 

terms, which prescribed preserving the type as an immutable idea. 

Argan also argues that the formative process of a typology 

is not for classification and statistical purposes but should be 

for definitive formal ends, as an instrumental design method. 

Importantly and in opposition to the functionalism of 

architectural modernism, Argan argues that, 'Typological series do not 

arise only in relation to the physical functions of buildings but are tied to their 

configurations.''"', stating that it was only in the second half of the 

19''' century that attempts were made to set up a typology based on 

the order of physical functions (typical plans for hospitals, hotels, 

schools etc.,). Argan believes that this process has not produced 

any important formal results. Building forms according to Argan, 

should be considered with all their 'experience matured in the 

past' and then made valid for the future, f lowever, depending on 

a particular time, there is always a distinctive character that sets 

the type apart from its preceding and future variations. Instead 

of functional considerations and complementing the 'experiences 

of the past', Argan offers another way in which this classification 

should fall into three categories. The first considers the complete 

configuration of buildings - centrally or longitudinally planned 

buildings for instance; the second, major structural elements- flat 

or domed roofs; and the third, decorative elements Kke orders of 

columns or ornamental details. This, according to him, mirrors 

the process in which the architect works: first the laying out of 

the plan, followed by structural treatment, followed by surface 

treatment. 

102 Argan, Cïiulio C ârlo, 'On the 'I'ypology of Architecture', in l'hüori^ini^ a New A^aj^nda for 

Anhikiliire: An Anlholo^ oj /\nhtteUiiml \heory 1965-199^, ed. by Kate Nesbitt (New York-

Princeton Architectural I'ress, 1996), p.244 
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To elaborate further on how an architect can proceed with 

the root form, Argan first accepts Quatremère's definition of type 

but crucially drops his adherence to a fixed ideal, 

T/ie "type", soQuatremère de^Quincj has said, is an "ob/'ed" bui 

"vague or indisii/ici"; ii is not de/iniiiveform bui a srijema or tije 

ouiiine of a form; ii aiso carries a residue of iiie experience of forms 

aiready acwmp/isiied inprojecis or buiidings. bui aii tiiai makes for 

fijeir specific formai and ariistic vaiue is discarded. Adore preciseiy 

in iiw "iype " ii?ey are deptived of iiieir ciiaracter and of iiieir true 

quaiiiy as forms; bji subiimaiion into a "type " t/pey assume tiie 

indefinite paiue of an image or a sign. Tórougb tèis reduction of 

preceding works of art to a "type", tiie artist frees /}im.fei/ from 

/King conditioned by a definite imtoricaiform, and neutraiii^es t/je 

past. I le as.rumes tiiat w/iat is pa.rt is a/iw/ute and tiierefore no 

ionger capabie of dere/oping. ylccepting ^uatremère de ^uincys 

definition, one might say that t/je "type " arises at the moment at 

which t/ie art of t/wpast no ionger appears to a working arti.ft as a 

conditioning modei.'"' 

To avoid confusion here, it is necessary to point out that Argan 

equated historical form to model, and idea to image or sign. Thus 

for Argan, type, deduced through a comparative series, encapsu­

lates an idea (image or sign); but as a model (historical form) that 

is no longer valid. 

Argan goes on to make a distinction between type and model 

but specifically in the process of artistic creation. To Argan, 

accepting the model implies a value judgement: a recognition that 

a certain work of art is perfect and should be imitated. However, 

if the type is chosen, the action of the artist is no longer tied to 

103 Argan, Cdulio C^atlo, 'On the 'typology of /Vichilccluic', m '\hmn\in;^ a New Ai>i;tuUi jor 

Anhlalm: An Anilmhff of AnhiMtmil I limy l<Xi5-IV9'', cd. by Kale Ncsbill (New York: 

I'linccion AichiieclLMal Prehs, 19%), p.244-45 
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this value judgment as the type is schematic and indistinct, where 

the type is accepted but not imitated, thus the process of ixiimesis 

is avoided. This understanding of the process of mimesis is 

different from Quatremère because for Quatremère, architecture 

itself is a mimetic art. What Argan tries to argue for here is a space 

where new formal deteriTiination can be achieved when the type is 

accepted. According to Argan, by accepting the type and not the 

model. It frees the artist from momentary historical judgement, 

and in this space of suspended criticality, new forms can emerge. 

Using type as a starting point does not include nor preclude 

definitive buildings as models according to Argan and he uses two 

examples to illustrate this fact. To include definitive buildings as 

models, Argan quotes the example of Bramante's Tempietto of San 

Pktro in Montorio; the peripteral circular temple in a courtyard 

obviously relied on a type, that is the peripteral circular temple 

described by Vitruvius (Book IV, Chapter 8) which integrates 

the abstraction of the type through historical models (temple of 

Sybil at Tivoli) and thus becomes both model and type. (Fig. 1.7). 

Argan argues that Bramante succeeds here m synthesizing both 

type and mode/ and the Tempietto is a characteristic of Bramante's 

classicism that aspires to a syncretic union of ideal antiquity (type, 

therefore which is typical) and of historical antiquity (a formal 

model) (Fig. 1.8 and Fig. 1.9). Argan contrasts this to the '... 

attitude of neoclassical architects who assume classical architectural typolo^, 

not classical architectures, as a model so that the movement produces works 

which were merely three-dimensional transcription of type.""'' Therefore 

Argan argues for the conspicuous idea of type rather than the 

compositional differentiation of architectural elements. Thus the 

value of typology as a method is always in response to a totality of 

practical and ideological demands and can proceed in two ways; 

104 Argan, Cïiulio C ârlo, 'On the 'lypokigy of Aichitccturc', in ƒ k'ori^jfii^ a Nav Agenda joi 

Anbtkdiin. An Aiilholog oj Anbilaliinil I'heiiry t965-l99'>, cd by Kate Ncsbitt (New York 

I'rinccion Archilcctura] Press, 1996), p.245 
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Fig 1 7 Temple of Sybil atTivoli (ciica hist 

ccnlury BC ), photo by Markus. Miik 
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firstly, through formal invention that overcomes the type that has 

lost any real value, which was exemplified by the emergence of 

industrial buildings in response to new forms of production; and 

second as a recourse to type, when the immediate demand has 

its roots in the past, for instance the design of modern religious 

buildings hke Le Corbusier's Ronchamp. 

I would argue that this displacement of type, crucially departs 

from Quatremère's insistence on deriving principles from nature 

through his theory of imitation. For Argan, type is an idea no 

longer residing in nature but in precedents and therefore in the 

history of architecture, its value is relative and not ideal. Thus to 

work with type is to analyse, reason and propose through things 

which are of the same type, thus considering them in series. This 

reveals the shared characteristics between things and harnesses 

the embodied and cumulative intelligence of that series into 

architectural projections. This serial consideration emancipates 

the idea of type from a fixed ideal without displacing the need for 

an ideal. It also raises the possibility of a shared knowledge, for it 

works within received conventions and yet avoids the pitfalls of 

open-ended formal differentiation. 

12. Rossi: The Structure of Permanence 

The work of Rossi was introduced to an Anglo-American audi­

ence by Vidler's The Third Typology'{\976y"''. This article predates 

his own The Idea of Type: The Transformation of the Academic Ideal: 

1750-1830'{\911) and The Writing of the Walls: Architectural Theory 

in the I^ate Enlightenment (1987), and made no distinction between 

the word type and typology. It made no mention of Quatremère 

or Durand, and treated the entire discourse of the eighteenth 

century as one consistent entity under the yolk of nature. It was 

105 VidlcT, Anthony, 'The Third Typohjgy', OppoMlions, 7 (1976), 1-4 
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written predominantly to liighlight the emerging typology that is 

ded to its operation within the city; as opposed to the earlier two 

typologies that required external legitimization to endow them 

with cultural meaning, the first being nature and the second being 

the machine as analogies. What these three versions of typologies 

share however, is reason and classifications as guiding principles. 

The fundamental attributes of the third typology are '...as an 

espousal of the Iraditional city as the locus of its concern. The city, that is, 

provides the material for classification, and the forms of its artifacts provide 

the basis for re-composition."'"' For the first two typologies, architec­

ture's validation came from outside itself, from nature and the 

machine. For the third, there is no such attempt at revalidation. 

Between the architecture and the city, there is the recognition for 

continuities between the elements, and is seen as a whole. 

The city also became the site for new typologies, where the 

desire for these architects - the proponents of this third typology 

(Vidler would name Aldo Rossi and the brothers, Rob and Leon 

Krier) - was to stress the continuity of form and history, against 

the fragmentation of the 'elemental, institutional, mechanistic 

typologies' of modernism. For these proponents, the city is 

considered as a whole, through its architecture and vice versa. As 

such, the city itself is a whole typology, poised for decomposition 

into fragments as exemplified by Rossi's analogical architecture. 

For Vidler, these fragments do not re-invent institutional type-

form nor do they repeat past typological forms, but are selected 

and reassembled, according to criteria derived from three levels 

of meanings: the first is the inherited meaning of form from its 

past; the second, from the choice of the specific fragment and its 

boundaries; the third is the one proposed by the recomposition of 

the fragments in a new context. There is no longer a cause-effect 

relationship between form and function. Instead it is explained 

by_the continuity of life and history that is accreted in the city as 
106 Vidlcr, Anihony, 'The Third 'typology', OppoMms, 7 (1976), 1-4 
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a permanent and persistent man-made object, a work of art of 

civilized Kfe. Another account for this interest in the liistorical 

city, but less so for Rossi, is the recreation of the qualities of the 

historical city, as a reaction to the 'nightmare of the isolated building 

set in an undifferentiated park"'", it draws from the concerns for a 

continuous fabric, a clear distinction between public and private 

realms, defined by walls of street and square. Above all it restores 

'...a critical role to an architecture otherwise assassinated by the apparently 

endlea cycle of production and consumption.""" 

In his article, 'Difficult Whole' (2007),'"'' Pier Vittorio Aureli 

argues that Rossi's theoretical contribution can be situated m 

his resolution of the problem represented by the idea of the 

'difficult whole'"". The whole is difficult to achieve - in the 

architectural discourse and practice that engage the city and 

urbanism - because of the multiple numbers and heterogeneity 

of its constituent parts. It is also a problem that the unitary plan 

of architectural modernism was no longer able to engage with, 

let alone resolve. In this context, Aureli argues, Rossi approached 

this problem not through a compositional device, but through a 

formal and political understanding of the relationship between 

the city and architecture. Finally, Rossi overcame this problem 

not by proposing a methodological recipe to build coherent 

and linear solutions but by assembling the difficult whole into 

a theory; and in so doing surpassing the legacy of the Modern 

Movement. Rossi achieved this by accepting, 

' . . ^//e ex£r///7g urban /andfcape as a theoretical plane; a plane in 

which theprojeet does not impose a new concept of habitable space, 

107 Vidlcr, Anthony, 'The 'I'hlrd 'lypology', Oppmilmili, 1 (1976), 1-4 

108 Ibid, 

109 Aureli, Pici Vittono, 'Difficult Whole' in IDC 9, W'mterl Spring 2007 (New York. Anyone 

Corporation, 2007) 

110 The problem was broached by Robert Vcntun in his Complexify and Conhaclnlwii tn 

Anlnfuture (New York: The Museum of Modern Art Papers on vVrchitecturc, 1966), p.88 
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ra/^/jer ack/ioip/edges, exp/ait/s, and f/j//s re^roac/^/ue/)/ Jus/^iftes wbaf 

a/ready exist. This was not a passive exercise hut an aetipe one, 

in ip/mh interpretation propided the spate in which to invent t/?e 

city.'" 

Rossi no longer viewed the problem of the city as one to be 

solved but rather as a problematic on •which to base a more realist 

attitude towards the project of the city. AureU argues that Rossi 

arrived at this view in liis development of a typological study 

of the city. This development is constituted by three disciplinary 

themes — realism, rationality, theory — developed in succession, 

from 1953 to 1966. 

Aureli contends that Rossi's interest in typology did not 

directly derive from Durand or Quatremcre"", but evolved 

gradually from reviews, articles, conferences, and cannot be 

reduced to a single definition. He gives an exhaustive account, 

biographical and theoretical, of Rossi's development towards 

a typological study on the city. I will build on this account and 

argue that the resulting framework and definition for type and 

critical ambitions of Rossi mirror that of Quatremcre as a whole, 

referring specifically to the chapter 'The Structure of the Urban 

Artifact'in 'Architecture of the City' (1982), the English translation 

of Rossi's 'IdArchitettura delta Cittd'(19(•>(>). 

The context and sequence in which Rossi developed his 

ideas on typological studies, spanned a whole thirteen years, from 

1953-1966. Aurch divided this into three phases coinciding with 

the three disciplinary concerns: realism, rationalism and theory. 

The first phase, from 1953 to 1957, formed Rossi's realist attitude 

towards history and social, political, and cultural development. 

His activities can be described as an attempt, Hke Italian neorealist 

111 Amcli, Î icr Vmono, 'Difficult Whole' in /,OC 'J, WiiliniSpnns, 2007 (Now York: Anyone 

Corporalion, 2007), p.6l 

112 lbid,p.49 
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cinema, to document man's life in every dimension of space, 

time, and place. It had its beginnings in Milan Politecnko, where 

he joined other students in the struggles to revise the legacy of 

the Modern Movement, and to recover popular traditions against 

the language of abstraction of late-modernist architecture, and 

monumental Fascist architecture. This is also where Rossi met 

Ernesto Rogers, professor, founding partner of the firm BBPR 

and editor-in-chief of Casabella-Continuitd. 

Rossi's first writings were on the Soviet Realist cinema and 

the urban language of Auguste Perret, author of the centre of Le 

Havre. 'What Rossi seizes in these different works is the will to concentrate 

social, cultural, and ideological expectations in a single artifact— a panorama 

of a popular suburbs, an architectural monument, or the plan of a city — 

artifacts, that due to their typicality, are repeatable, and hence instrumental 

to the construction of a new shared representation of the urban world^^^ 

The influence of the 'Seven Sisters' skyscrapers built in the post­

war period in Moscow was also an embryonic moment for Rossi. 

Here he learned that '... the possibility of architecture to impose itself as 

a culture, built event that evokes shared popular themes."'' 

From Antonio Gramsci"\ Rossi found the political 

dimension to the role of the architect. Grainsci's combination 

of the participatory spirit of the Communist revolution - the 

analytical approach of intellectuals, and the study of popular 

cultural traditions - for Rossi, was an antidote to the imposing 

rhetoric, abstraction and cosmopolitanism of the International 

Style. He found the reification of this architecture and space 

of the common man in the realism implicit in the austerity of 

the German Siedlung, which enabled him to rediscover the 

113 Aureh, Pier Vittono, 'Difficult Whole' in \OG 9, Whiter/Xpmtg 2007 (New York: Anyone 

C^orporation, 2007), p.44 

114 Aureh, Pier Vittorio, 'Difficult Whole' in LOG 9, Ïï'mler/Spmig 2007 (New York: Anyone 

CorporaLion, 2007), p.46 

115 Antonio Cïramsci (1891-19.^7) was a philosopher and political thinker, for a detailed 

account of ht.s influence on Italian architects see, ibid., p.46-47 
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emancipatory power of rationalism in neoclassical architecture 

and that of the modern movement. A realist attitude for Rossi lies 

not in formal mimesis but in the deep adherence of architectural 

language to man's historical reality. 

In the second phase, from 1958 to 1963, Rossi's works 

consist mostly on reviews and monographic essays. This is 

a period of broad and general research on the methods for a 

general discourse on architecture and the city. His collaboration 

with Casabella-Continuild and studies were to cover urban 

planning, literature, art, sociology, urban geography, economy, 

philosophy, analysis of architecture's canonical works. This wide 

ranging study for Rossi, was an attempt to establish a highly 

specific knowledge of a disciplinary landscape that cannot be 

reduced to a formula, unlike the International Style. Rossi began 

to realize the concepts of repetition and interpretable forms 

inhered in type, not as mass production but as an idea or ideal. 

From Loos' purism, he would adopt an understanding of its deep 

attachment to the anonymity and abstract nature of the modern 

city. From Behrens' Mannesman Factory and Le Corbusier's Unite 

d'Habilatioti, lessons of architectural form evoking urban themes. 

It is through this that Rossi would later develop an understanding 

of type rendered not through universal rules but through the 

immediacy and singularity of an architectural event. 

Rossi's reintroduction of an architectural dimension of the 

city, is not biased by historical form as commonly misunderstood, 

but by his insistence on the concreteness of an object in 

opposition to the vagueness of urban planning. This was the 

result of his confrontation with Quaroni, De Carlo, and TaRiri 

in an urban planning seininar organized by Olivetti Foundation 

m Arezzo. Typology for Rossi would from here carry the idea of 

both a general and concrete criterion of analysis and design. 

The third phase, from 1964 to 1966, includes his first attempt 

to define typological studies through research and programmatic 
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interventions and attempts to found a theory of the city, 

influenced by French schools of urban geography, and Saverio 

Muratori. Tliis phase was marked by three important events: the 

end of his collaboration with Casabella-Continuitd, (Ernesto was 

fired for encouraging left-wing views), a grant to conduct urban 

research in Milan, and the university chair at lUAV as an assistant 

professor. This phase will also culminate with the pubhcation of 

UAnhitettura delta Citta'va 1966. Muratori, preceding Rossi's work 

on type in lUAV saw it as a structure of permanent relations, 

not something to be classified and selected, then adopted or 

neglected, 

'Mura^ori's notion of type ipas strictly methodological and a 

radica/Iy anti-theoretica/ position that attempted to recover the 

ipholeness of the construction of the city by finding ivithin it an 

intetligib/e, formatipe unity that exists beyond abstract schemes, 

models, metap/jysicalideas, or image^. '"" 

He based his typological studies on an organic idea of the city, 

where the collective dimension of housing is so total that it drowns 

out any individuality and originality of architectural invention. 

On the contrary, Rossi would emphasize his typological study as 

a composite framework that gets actxiated in the singularity of an 

urban event through decisions. Unsurprisingly, Muratori would 

choose, for his typological studies, the Gothic fabric that gives 

an even continuity of urban formal coherence. And Rossi would 

choose Berlin and Munich, with an urban structure composed of 

disparate parts. 

Rossi proposed a research method that did not privilege 

traditional urban form; only that the definition of the urban plan 

can only proceed from the analysis of the existing condition, old 

116 Auicli, Pier Vittono, 'Difficuit Whole' in /.OC 9, W'/mteiiSpnns_ 2007 (New York: Anyone 

C^orporauon, 2007), p.56 
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or new. To develop a definition of die concept of typology, he 

wrote five pieces in the form of lecture notes'", but Aureh states 

that he never conclusively defined type. 1 will argue below that he 

did, if we are to understand it alongside Quatremcre. 

Rossi used typological Icnowledge as the empirical evidence 

to understand the structural and formal parts of the city that 

should not result in totalizing statements but as descriptions 

of singular moments in the hfe of the city. Aureh argues that 

Rossi thus furthers the reahst legacies of the Modern Movement 

by adopting an analytical view of the city. For Rossi, typology 

is not unposed by an external overriding standard but is related 

specifically to problems of land division, formation of lots, 

building regulations and the needs of daily hfe. 

All the ideas broached above can be examined in Rossi's 

'Tbe Structure of the Urban Artifact'. The pnmary concern of this 

chapter is to introduce definitions and concepts that allow the 

analysis and interpretation of the city. Ills theoretical views can 

be understood from the dialectics that arise from his dehberations 

on the relation between architecture and the city, part and whole, 

rule and exception, general and particular, and housing and 

monument. It finds its synthesis in the urban artifact, in which I 

will argue fits into Quatremère's understanding of type. 

Rossi introduces the cit)' as architecture. He sees architecture 

as a creation inseparable from civih/ed life and society and by 

nature it is collective, it came into being with the first traces of 

civih^ation and is a permanent, universal and necessary artifact. 

The a^, whuh n the tub/eit of /hn book, i\ to he ufidenfood 

/•>ere as anhikcture. By architecture I mean not on/)/ t/ie vi\ih/e 

I'7 I hcsc arc published as pan of ihc icidct fot his couisc at lUAV, which includes, 

t onsidcrallons on the icKüonshlp between uilian moiphoIo(;v and building lypolot^j' (1964), 

' lypological piobiems and housing' (1964), 'Methodological problems of uiban rsearch' (1965), 

lyptjiogy, manuals and aichilecfure' (1966), and ' Ihe city as fundamental for the study of 

building' (1966) 1 his is now published as Aldo Rossi, Sinlti will, ibid , p 59 
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image of (he dty and the sum of its different architectures, but 

architecture as construction, t/je construction of the city over time. 

I beiiepe that this point of view, objectively speaking, constitute 

t/}e most comprehensive way of analysing the city; it addresses the 

ultimate and definitive fact in the life of the collective, t/je creation 

of the environment in which it iives "" 

For Rossi, the growth of the city accumulates memories and 

although this growth is inscribed by its architecture, the univer­

sality of this experience cannot explain the city's precise form as 

an object. The city's architecture embodies the tension between 

particular and universal, public and private spheres and buildings, 

rational design of urban architecture and the values of locus 

(place). Locus, Rossi would later define (and covered in Chapter 

3) as the inter-relationship between the specific buildings on a 

site that creates a sense of place. The architecture of the city for 

Rossi, refers to two constructs; the city as a gigantic man-made 

object, a work of engineering, a large and complex architecture 

growing over time, and as urban artifacts, which are characterized 

by their own history and thus their own form. 

Urban artifacts can be divided into two further categories: 

housing and monuments, both of which attain the status of an 

urban artifact because of their individuality, permanence and 

persistence. Housing leaves its imprints as signs of daily life 

on dwelling types. Urban monviments rely on their quality of 

permanence as primary elements and fixed point in the urban 

dynamics. Rossi cites the example of Palazzo deUa Ragione in 

Padua as an example of an urban artifact, for the multiplicity 

of functions this type can contain over time and how these 

functions are entirely independent of its form. This gives it the 

118 Rossi, Aldo, 'The SLruciurc of the Urban Artifacl', in '\'he Anhikdim oj llm Cily, Lrans. by 

Diane Cihirardc) and J{jan Ockman (Ombridgc: MIT Press, 1982), p21 

92 



character of permanence as well as a propelling element. In other 

words, the Palazzo is an urban artifact because it is transparent 

to function and independent of programmatic failure; and is 

thus a permanent clement in the city because it is able to change 

its function in time whilst retaining its physical presence. It is 

propelling in the sense that it continues to evolve and contributes 

to the growth of the city despite its permanence. For Rossi, its 

individuality depends more on its form than material; and on 

being a comphcated entity developed over space and time, with its 

richness of history. In these urban artifacts certain original values 

and functions remain, and some are altered. What remains are 

its spiritual values and the sum of all experiences and memories, 

both ominous and auspicious. 

The urban artifact can also be considered as a work of art 

and it is closely linked to its quality, unicjueness and definition. 

Rossi admits that this quality is difficult to define. This may 

appear tautological but it does reveal the dialectics that Rossi was 

wrestling with in trying to posit a typological study that is a general 

method of analysis that does not preclude any individual quality 

that is an exception to the rule. He also states that the urban 

artifact could be a building, a street, a district. This is consistent 

with his understanding of the city as architecture, that precisely, 

the city can be seen in various disparate parts, as urban artifacts. 

Above all, Rossi stresses that this realism that is rooted in urban 

kfe, should be experienced. The city is seen as human achievement par 

excellance;perhaps, too, it has to do with those things that can only be gasped 

by actually experiencing a given urban artifact.'"'' 

The city as a work of art is above all the conception of 

the nature of collective artifacts, with the public as common 

denominator. 

11'̂  Rossi, Mdo, ''I'lic Structure of the Urban Artifact', in 'I he Anliilciliire iij llie City, trans by 

l^ianc Chiraido and Joan Ockman (Cambridge: Mil ' I ' lcs, I9K2), p . l l 
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Borrowing from Maurice Halbwachs' 'Collective Memory"-", 

Rossi argues that the urban artifacts embody the collective 

memory that are their typical characteristics. Rossi also notes that 

it is important to consider the way in which people are able to 

orient themselves in the city and cites the work of Kevin Lynch's 

nodes, district, path, landmarks and edges. Lynch siiTiilarly argues 

that our image of the city is defined by the memory we have of 

these five elements. However, the memory that Rossi is referring 

to has to do with the collective memory that is lodged by history 

within a locus. This memory is above all typical and common as 

it belongs to the city's inhabitants, its citizens. 

Rossi opens up the question of classifications and cites 

Durand's Précis, drawing from him the recombinant metiiod that 

observes the fact that buildings are the elements which compose 

cities, 

'IF? musl begin ivit/i a i^uestiof! thaf opens the may lo fbe 

problem of ciassification — thüf of fbe typo/ogy of bm'Idings 

and tbeir relationship to the city. T/jis reiations/np constitutes a 

basic- /jypot/jesis of t/>is mork, and one that I iviil analyse from 

varioi/s vieivpoints, alivays considering buildings as moments and 

parts of the whole that is the city. This position was clear to the 

architectural theorist of the Enlightenment In his lessons at the 

Ecole Polytechnique, Durand wrote, "Just as the walls, the columns, 

é^c, are the elements which compose buildings, so buildings are the 

elements which compose cities '" (Rossi, 19S4),pg. 35 

Following his deliberation on the concept of permanence and 

collective memory, Rossi finally provides his definition of type 

as such: 7 would define the concept of type as something that is permanent 

and complex, a logical principle that is prior to form and that constitutes 

120 I lalbwachs, Maurice, \u ificmom atHecün (Pans; Presses Universitaires dc P'rancc, 1950) 
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it''"' Rossi goes on to quote Quatremère's famous definition of 

type and in his footnote, cites Argan's reading of Quatremère in 

'On The Typolog)i of Architecture' %% particularly interesting. '~ Rossi 

agreed with Quatremère's distinction between type and model 

and draws a conclusion that the type is the structuring principle 

of architecture and that this principle is constant. He goes on: 

'Such an argument presupposes f ha f f he air/jifecfura/ arhfacf is 

i'oneetped as a structure and t/iat this structure is revealed and can 

he reco^nii:^ed in t/ie artifact itself. As a constant, tins principle, 

which we can call t/w typical element, or simply t/je type, is to 

be found in a/I architectui'a/ artifacts. It is also t/jen a cultural 

element and as such can he investigated in different architectural 

artifacts; typology becomes in this ipa)i the analytical moment of 

architecture, and it becomes readily identifiable at the level of urban 

artifacts. (...)'Type is thus a constant and manifests itself with 

a character of necessity; hut eivn though it is predeterp/ined, it 

reacts dialectically with technique, function, and style, as well as 

with both the collective character and the individual moment of 

the architectural artifact (...) Ultimately, we can say that type is 

the very idea of architecture, that iphich is closest to its essence. In 

spite of change.f, it has always imposeditsef on the 'feelings and 

reason "as the principle of architecture and of the city.' ''^ 

Therefore, type is the principle that can be found readily in the 

urban artifact, it is permanent and prior to form. This defini­

tion brings together two ideas on the notion of type; one from 

Quatremère and one from Argan. Rossi brings them together to 

^21 I lalbwachs, Mauncc, ] xi memoirc colkUire (I'aris. I'lcsscs Universitaircs de I'Vancc, 1950), 
p40 

122 RosM,/\ldo,"lht: Slniclurc of the Urban Anifacl', 111 ihe •\nl«lciliire oj A'(//)i, Hans, by 

15ianc Ghiraido and loan Ockman (C;ambiidgc: Mtl' Press, 1982), p.l82 

12'̂  I lalbwachs, Mauncc, ]M mcmom lollalin (Pans- Presses Universilaires de Prance, P.J5()), 
p41 
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address the dialectics of permanent and contingent, whole and 

part, and architecture and the city. From Quatremère it is type 

as a constant, prior to form (model or reified idea) and as a prin­

ciple. Thus the urban artifact is the type that einbodies the idea 

of the city. The idea of the city here understood as the collective 

memory or shared history accreted m the permanent structure of 

the city or the urban artifact. The city is for Rossi what nature is 

for Quatremère; similarly it is not the image or appearance of the 

city or nature that serves as a principle but its geography, chmate, 

and total environment that condition the way of hfe. 

From Argan, Rossi borrows the idea of type as a contingent, 

one that can be detected through analysis. It is also through Argan 

that Rossi borrows the analytical process of reduction to arrive 

at 'root form', a typological analysis. Rossi even cites the planar 

organization that Argan describes in Bramante's Tempietto but 

inserts the category of the city in place of architecture: 

77̂ //.! typoioQi presents itse/f as (be study of types of elements 

t/iat cafinot be further reduced, elements of a city as wetl as of an 

anbiteciure Tbe (Question of monocentrii; citks or of buildings that 

are or are not centralized, for example, is specifca/Iy typological; 

(...) no type can be identified mith only one form, even f all 

anhitecturatforms are reducible to types The process of reduction 

is a necessary, togical operation, and it is impossible to taik about 

problems of form without t/iis presupposition. In t/jis sense ali 

architectural theories are aiso theories of typology, and in an actual 

design it is difficult to distinguish t/je tii'o moments. *~'' 

Thus Rossi shifts Argan's proposition of typology as an analytical 

method of building types to the analysis of the city, through its 

urban artifacts. 

124 I lalbwachs, Maurice, ]M mtmütn wlkUtic (Pans. Picsscs Unlvci'Sllaircs dc I'rancc, 1950), 

p.41 
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Returning to the question of the idea of type, both 

Quatremère and Rossi returned to antiquity to formulate this 

structuring principle that conditions their type. Rossi in the final 

chapter of Architecture of the City, turned to Athens, and gave the 

account of the constitution of the city state. It rest on the double 

nature of the word/>o/z',r, first as a constitution which is abstract 

and second as a city that is concrete. For Rossi, the city comes 

into being first and foremost from a collective decision to live 

among others. 

To Nndersfand more ckarl)i f be value ascribed io the Greek rit)i 

and its modernity as an urban artifad i/iat persists throughout 

subsequent histoty, it is usefu/ to recal/ t/oe original structure of the 

Greek a'ty, (...) Athens ipas a at)i formed by citizens, a rity-state 

w/ioie in/jabitant.i lipedscatteredorer a reasonably large region that 

waj sti/f ciosely tied to the city,(...) In this ancient organisation it 

seems t/)at t/iep/iysical aspect of the city was secondary, a/most as 

if the city were a purely mentalp/ace. Perhaps the Greek city owes 

its extraordinary beauty to this intel/ectual character. '^^ 

To conclude, Rossi's type can be understood as the permanent 

principle of the urban artifact. This permanent principle is 'the 

idea of the city' as both the collective memory and the collective 

decision to live in coexistence; that is to say, the idea of the city 

as a political choice. 

13. Conclusion 

The idea of type is at its most instrumental when it is used as a 

heuristic device to uncover the very essence of architecture and 

125 1 Talbwachs, Mauncc, \M memotn mlteUtrs (Pans: Presses Unncrsitaires dc I'Vancc, 1950), 

97 



its relevance to the wider context in wliich it is pursued. The ab­

stract principle of type is the culmination of Quatremère's effort 

in reasserting the supremacy of Greek architecture in Hght of the 

new archaeological evidence of Egyptian architecture, that there 

exists a more ancient civilization predating i t Quatremère solved 

this by proposing an epigenetic theory of origin that accounted 

for the emergence of the primitive hut, forfeiting Greek architec­

ture's claim on the first original model, for its claim on the beauti­

ful and abstract model. Quatremère's type was thus the priinitive 

hut, arising from nature but tied to geography and the nature of 

society. The leap from the hut to the temple required abstraction 

and rationality of construction, cjualities the Greeks possessed 

due to their nature of society. Through this abstraction, rational­

ity and allegory, Quatremère was to revalidate the architecture 

of classicism and draw a link between architecture and society. 

The most important aspect of Quatremère's conception of the 

notion of type is in the abstract and secular nature in which it 

conceives of history: that architecture is no longer inspired by 

God and its theory modelled on the natural hut. Architecture 

found its frarncwork in rationality and abstraction. 

Argan emancipated the idea of type from an ideal residing 

111 nature to one detectable in the history of architecture, through 

architectural models as precedents considered in series. Taking 

a less polarized approach to the distinction between idea and 

model, Argan presented the idea of type as a more instrumental 

device in the process of invention. Rossi, through Argan and 

Quatremère, transformed the idea of type as the idea of the city. 

Unlike Quatremère who insisted on the idea and the metaphysical 

aspect of type as ideal, Rossi's treatment of type was approached 

from the productive dialectics of idea and model, general and 

particular, abstract and concrete, and architecture and city. 

Through this, the problem of the 'difficult whole' is turned into 
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a unified theory of type, residing as a permanent principle in tiie 

urban artifact, a permanence tinat finds its metaphysical ideal in 

the idea of the city and bearing the traces of urban life. 

Rossi's meta-critical project inirrors that of Quatremère 

for they both conflate architecture with sociality; and they do so 

through the heuristics of type. The former finds the allegory of 

a rational, abstract and beautiful architecture befitting the society 

of his time, the latter constructs the notion of the collective out 

of the idea of the city that acts as the permanent principle for 

architecture. For both, the idea of type here is arrived at when 

everything that is relative and contingent is stripped away, leaving 

behind what is most essential, irreducible and typical; in other 

words what is common to all. 





2 T H E D E E P STRUCTURE OF TYPE 





1. Introduction 

The theoretical works of Jean-Nicolas-Louis Durand (1760-1834) 

(Fig. 2.1) offer a different interpretation of the notion of type 

to that of Quatremcre de Quincy. Durand's type in fact should 

not be taken as the direct opposite to that of Quatremèrc's. This 

conclusion is often arrived at when the theoretical works of 

Durand are read primarily as a reductive combinatorial formal 

exercise in designing a building. In such an exercise, the model as 

opposed to the idea as outlined by Quatremcre, is given primary 

emphasis. I lerc, the model is cast as the opposite of the notion 

of type as an idea, understood as principles embedded m the 

object. The extreme reading of this is that Durand's theoretical 

work is reductively utilitarian, devoid of any idea and bearing no 

meaning. 

It should be pointed out that Durand did not use the word 

type in his two books and did not explicitly set out to define the 

concept of type. Durand's theoretical ambition was to systematize 

architectural knowledge, to set out a rational method in designing 

buildings and in doing so to construct a science of architecture. 

It is my contention that this can be seen as an explicit attempt by 

Durand to formalise architecture's disciplinary knowledge, in Hnc 

with the rapid rise of other scientific disciplines in his time, each 

with their own object of knowledge and methods. Nevertheless, 

Durand's theoretical construct is firmly based on the idea of type. 

This is not constructed out of the doctrine of imitation used by 

Quatremcre and Laugicr, but out of his attempt to systematize 

architectural knowledge by utilizing graphical means. This 

graphical method, I will argue, involves the use of comparative 

matrixes, diagrams and ideograms; it is structurally driven and 

guided by Durand's belief that architecture should be governed 

by 'Utility' and '1 economy'. I also propose diat Durand's idea of 

type inheres in this method and offers the possibility to formulate 
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the disciplinary knowledge of architecture itself. This suggests 

that the idea of type through Durand can be understood in two 

ways: the first involves the principles that can be abstracted from 

building precedents and the second involves a generative method 

to further these principles in the design of buildings, utilizing the 

abstracted principles or 'deep structure'. This impUes a rational 

process, the logic of type as a method; in other words, typology. 

By moving away from the doctrine of iinitation and rejecting 

the theories of Vitruvius and Laugier, Durand moved the 

practice of architecture away from the singular pursuit of beauty 

- through the imitation of nature and the human body - to one 

which is open ended and procedural to enable differentiation. 

Villary argues that this method is syntactic and has likened 

it to the structure of language. I offer an alternative reading, 

that is, this method cannot be fully abstract as the 'elements of 

architecture' that Durand sets out in his Préeis are physical and this 

method can be seen more as a phylogenetic process. This is not 

to suggest that the method produces bio-iTiimetic architecture 

but that a building can be broken down to its irreducible part and 

be reconstructed again to a completely different building whilst 

bearing the imprints of that irreducible part. This serial process 

sets up an unbroken link to its precedent, I argue, and as such a 

link to the history of building types. 

Although Durand utilizes typology in a pragmatic manner, 

evidenced in his pedagogical approach to teaching architectural 

design in the Ecole Polytcchnique, his larger ambition was to 

arrive at a general principle of architecture that is understandable 

and can involve not only architects and engineers but the general 

public. In this Hght, I propose that Durand's typology can be 

seen as a common grammar, where this form of disciplinary 

knowledge no longer utilizes symbolic means to construct a 

shared value but utilizes the very material of architecture as a 

common uniting knowledge. 

105 



2. Durand's Recueil and Précis 

Durand was born in Pans, on Vj'ie Saint-Étknne-des-Grès on 

September 18, 1760, into a family of modest means. But due to 

the kind intervention of his father's well-to-do client, Durand was 

able to study at the Montaigu College. He first studied sculpture 

but his talent for architecture was soon recognized and he was 

referred to the architect Pierre Panseron, professor of design at 

the Ecok Koyale Militaire and subsequently taken on as a draftsman 

in BouUée agence in 1777. In this period, Boullée was designing his 

Hotel des Invalides (1778), Opéra (1781) and the Métropole (1781-82), 

and proved to be instructive to Durand's later independent career 

as an academic'. Durand did not attain great fame in his lifetime 

and dedicated his life to 

'... teacinn^, treating // as a sort of secret and inspired mission thai 

reqm'red /igo/iro//s anonjmiiy. Secondiy, he ipas above aii a simple 

dtqyen, product of the neip bourgeois rewiutionaty engagement: 

ihomme incvnnu, a man conscious of his dpic- responsibiiities, one 

ivho refuses epery form of renown jMIe working quietly toward the 

construction of the new revoiutionaty society. ^ 

To do so in the context of the period of revolution, ViUari argues, 

is to declare that one is self-sufficient and free of aristocratic 

relations and patronage. Although Durand had an early and 

relative success in architectural competitions', this did not spur 

him on in that direction. He in fact stopped altogether from 

producing any architectural proposals from 1780 - 1793. ViUari 

1 ViUan, Sergio / N . L Dumncl (1760-18}4), fNcw York : Riznoli Intcrnaüonal Publications, 

lnc,19y()),p2^ 

2 Ibid, p 2^ 

?i Among them, the annual compeution for the Prix de Rome m 1778, where Durand was the 

finalist but judging was undecided due to disputes over the running of the compeution; and in 

1780, winning the second pri/'e for a proposals for a museum and college See, Villari, Sergio. 

/.N.J. Diiimcl (17C0-1H34), fNew York • Ri/zoli Internaüonal Publications, Inc, 1990), p.25 
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argues that this further supports the view that Durand withdrew 

himself, as an act of renunciation that reflected the cultural and 

ideological orientation that resonated with the self-sufficiency 

and freedom of the individual'. 

In 1794, die YLcok Centrale des Travaux VMics - later the Hcole 

Polytechnique was established and Durand was charged with the 

preparation of the material for the course of architecture, but 

officially his career began in May 1796 as SnhstitMtde I'Administrateur 

de la Police with the responsibility of organizing the second year 

courses for architecture; which comprised of 38 lessons, on a 

weekly basis, with eight monthly competitions\ This short 

and compressed study, would affect the way in which Durand 

structured an efficient and instructive pedagogy. 

Durand's theoretical output can be summed up in two books: 

the Kecueil et parallè/e des edifices de tous genres, anciens et modernes 

(Collection and Parallel of Edifices of All Kinds, Ancient and 

Modern), (1799-1801) better known as le grand Durand (Fig. 2.2) 

and the Vrécis des kfons d'architecture données a I'Ecok Polytechnique 

{Précis of the Lectures on Architecture Given at the Ecole 

Polytechnique), (1802-1805), also known as le petit Durand; the 

graphic portion was published in 1821. 

The Kecueil is a compilation of large plates of drawings. It 

consists of historical buildings grouped together according to the 

same architectural programme and presented in a single drawing. 

These buildings are drawn at the same scale, in plans, sections and 

elevations. There are no washes appUed to the drawings and the 

buildings are not represented in perspective. They are measured 

orthographic projections, devoid of any 'pleasing effects'. These 

drawings are for comparative purposes and Durand considers the 

charm of perspective as a distraction and impediment to the true 

4 Villan, Sergio. j.N.I^ Dtmiml (I760'IX}4), fNcw Y<irk . Ri/zcili Ifiicrnalional I'ublicalioiis, 

Inc., 1990), p.31 

5 Ibid , p.28 
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understanding of architecture. The Keouetl in Durand's tunc was 

regarded as the source of reference for the study of the historical 

evolution of building types, according to their architectural 

programme. 

The Préa\, on the other hand, was considered more inferior 

to the Keoueil when it was first published, due to its lack of 

illustrative content. It was meant as a didactic tome for the 

teaching of architecture m the Rcole Polytechmque, but soon 

became a classic in architectural education and a staple for the 

Ecole dcs Beaux-Arts. The success of the Précis is also evident 

from the number of times it was pubhshed and the languages it 

was translated into. After the first edition, three more editions 

were pubhshed: 1817-19, 1823-25, and 1840- (posthumously)''. 

It was translated several times in Belgium and translated into 

German by Durand's student, Courday The influence of the 

Préu\ began to wane with the collapse of the Ecole dcs Beaux-

Art and was eventually replaced in the advent of Architectural 

Modernism that rejected the academic tradition in design. 

Considered one of the earliest writings on composition and 

type, the Préus attracted both critics and admirers throughout 

two centuries. Alberto Pere/-Gomcz clearly holds Durand's Préui 

responsible for the irrevocable separation between architecture 

and Its symbolic meaning in the advent of modern science. He 

sees Durand's method as one which is driven purely by functional 

considerations In contrast, Bernard Iluet m his introduction 

to Sz-ambien's ].N.L Durand, credits Durand for his search for 

a design method, and in so doing posits design as the most 

important aspect of arcliitectural education^. 

(•) Villin, SLI!>IO ]N\. Omiiitrl(1760 l/iU) ('New York U1//0I1 IniLinadonil I'ublicalions, 

111c, 1990), p 58 

7 Picon, Anionic, '1 KW/ 'Vm/r) of \rt ' fo hUlhml I hi Unory 0/ Jeiiu Niwlcl\ I Jim\ Diinnul 

in Diii^md, [can Nicolas J ouis, Pnu\ oj (hi ]itliin^ on AnhthLfitn, tians bj Da\id Bull (I os 

Ani>clcs Ciclty luisl Publicalions, 2(100), p2 
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Altliough Durand's compositional procedures that favour 

axial symmetries and the disposition of walls and columns in 

the language of neo-classicism are no longer practised today, the 

question as to how to 'design a design method' remains a persistent 

preoccupation in the discourse of architectural pedagogy. Also, 

the question as to the nature of architectural knowledge, if it 

is scientific or artistic, remains one of architecture's enduring 

problems. 

3. The Discipline of Architecture 

The period in which Durand prepared his Kemeil and Precis is one 

that saw the creation of new scientific disciplines, with their own 

object of knowledge and methods. This rise of and subsequent 

triumph of science, not only challenged the foundations of the 

nature of knowledge but also enabled rapid technological progress 

that transformed every aspect of life. At the heart of tliis modern 

outlook is the authority of science founded on reason rather than 

on ecclesiastical authority; that seeks not only to understand the 

world (theoretical science) but to also change the world (practical 

science). This general culture of enlightenment fostered a climate 

that was critical of unfounded assertions and saw an increasing 

hold of empiricism from Britain into France**. Increased travel 

8 ^rbe imreosed influence of Newton, crs disihict fron/ Descartes, n'cis one of the most crucial factors. 

'yi)e Meditations were not republisljed iKtiveen 1724 and 182-1-. During thii ;,ame period, \'^oltaire declared 

himself u ferrent diuiple of Neivton, and Madame dii Clmtelet trunilated the Matljematical Principles of 

Natural Philosopl/y. Descartes had come to seem a distant and .wmenJhat forbiddinji, ancestor, ivhereas Newton i 

thoii^jjjt now appeared to he at tiie rery Ijeart oj the centnty\ preoccupations. I //,i account of the bond between 

mathematics and tl)e world seemed topronde scientists witli tlie answers t/jey had been seeking, (...). Voltaire's 

contemporaries regarded first cames as irrecoverable, and preferred to draw conchtsions from experiment.^, a word 

epitomising a curiosity that ranged from an analysis of the workings of tl}e soul to the properties of matter. 

Everyting became tfje object of experiment.' Picon, Antoinc, trans, ' t horn , Marlin, I'rench Architects and 

[ingineers in the Age of 1 Inligittenment {C^mhndgc, (Cambridge University Press, 1992),p..^5. For the 

general characteristics of the iMilightenment in I'rance, 1 have referred to Roberts, J.M., / Ustory 

of t'.nrope ( J /mdon: Penguin Booiis, 1996), p.250-271 and Russell, Bcrtrand, / Ustory of Western 

I'hilowplry (Oxon: RouUedge, 199f,). 
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also broughl about new evidence of other architectural cultures, 

some being more exotic than others, and hence raising new 

questions as to the validity of the received assumption that all 

architectures originated from the Greek temple. 

The tendency for architecture to question its own methods 

of investigation and reasoning seems to occur in times of crisis 

and transition. This occurred in the eighteenth and nineteenth 

century and again in the 1970s as the modern movement in 

architecture was waning with the passing of the modern masters. 

This in part has been highlighted by Vidlcr's 'Tliird Typology' as 

discussed in Chapter 1. The nature of these questions inevitably 

leads to attempts at the construction of a science of architecture. 

It reflects architecture's anxiety over its role in society. To sustain 

or regain its relevance in this context, architecture's knowledge 

and method are to be restructured along the lines of other 

scientific disciplines. The work of Durand epitomises the efforts 

to achieve this goal. 

The context that marked the shifting of disciplinary 

boundaries saw the role of the architect increasingly being 

challenged by the rise of the engineers, who oversaw die 

construction of public infrastructure and new building types, 

often large and with more complex technical considerations. 

I'hese new types began to emerge in the form of facilities 

buildings, such as markets, schools, courthouses, slaughter 

houses, hospitals, talcing over the monuments and buildings for 

the Iting or church. The increased complexity and new problems 

associated with these new building types increased the separation 

between the artistic and the technical. The Vitruvian unity of 

art and science soon gave way to a new impetus of utility and 

technical problems, with the technical aspects of building taking 

over the issues of ordonnance. This highlighted the urgency among 

architects and theoreticians to define architecture's disciplinary 

boundaries and, as such, to set out its object of knowledge and 
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methods. 

Picon, in his Vrom "Poetry of Art" to Method: The Theory 

of ]ean-Nkolas-lj)ms Durand''', highlighted the fact that as 

architecture began to find itself in service to the community, the 

imperative towards utility spurred on the technical aspects of 

architecture. Architecture in these circumstances must be useful 

and correspond to the needs and norms of society as Üiey evolve. 

Utility was the new concern for architects and engineers, both 

eager to demonstrate the suitability of buildings or structures for 

the community they served'". 

Furthermore, the importance placed upon utility can be 

understood, according to Picon, by the moral authority that 

utility bears, drawn from the sensationalist philosophies of John 

Locke and Etienne Bonnot de Condülac. According to them, 

ideas and judgement are ultimately derived from the senses. Thus 

what conditions the mind and soul should be the sensations (or 

enjoyment as Picon would argue) of the physical realm, and 

architecture that enables this claims a position of higher morality. 

In the context of enlightenment culaire, the concept of 

utility also relates to the idea of human beginnings. That is, our 

most pressing needs, of both the body and mind, date back to 

the very dawn of civilization. And these needs are tied to the 

question of utility in architecture as clearly outlined in Laugier's 

T.ssai mr I'anhitecture". However, the mythical extrapolation of the 

origins of the primitive hut to its evolution as the Greek temple 

and to architectures henceforth, can no longer be sustained. 

Laugier's proposition based on only one archetype, was untenable 

in light of the increasing demands of contemporary building 

requirements and the newly discovered architecture's from 

9 Picon, Antoine, trans. 'I'hom, Martin, Vnnch Archikct\ and I '.ngimsn in llm A^se of I '.nlti>lilciimi:nl 

(C^ambndgc, (Cambridge University Press, 1992), p. 16 

10 ibid., 

11 Laugier, Marc-An tome, An I'.ssay on Archileclure (1-os Angeles: 1 Icnnessey & ingalls Inc, 

1977), p.ll 
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around the world that did not derive from the Greek temple. 

Although the question of the origins of architecture was opened, 

it began to shift to the causes of utility. This was in line with 

Locke's theory of understanding that relies on empirical methods 

and inductive rather than deductive logic. 

Both Picon and Villari have outlined the influence of BouUée 

on the way in which Durand was to reconstruct the discipline of 

architecture. The latter argued that Durand adopted the 'logical 

system' of Boullée's architecture, and this rational principle is in 

turn indebted to the sensationalist philosophers. Both opined that 

Durand's work lacks the poetry of his master and is indifferent to 

the ' . . . passion impérieuse, (...) epic spectacle of nature, visions of 

sublime and the disqueting torment' that sustained the work of 

Boulléc. It is a generational shift itotn. génie froid et calculateur •AIXA 

\k\c génie instinctif et inspire'^-. Villari described the transformation 

of the conception of architecture from BouUée to Durand, as a 

route from the 'spiritual fainily' to the new domain of technical 

and scientific thought; and Picon similarly characterizes this as 

the movement form 'poetry of art' to method. As this is already 

well argued by the two authors and the context of the works 

of Boullée and Ledoux have been masterfully contextualized by 

Rmil Kaufmann", I will only give a brief summary of the work 

of Boullée and its influence on Durand, as the focus here is on 

the question of type. 

Boullée and Ledoux saw that the discipline of architecture 

had to be reconstituted on some basis other than the manipulation 

of classical orders. Both Boullée and Ledoux were Blondel's 

students, and thus were educated in the Vitruvian traditions 

through Blondel's Cours d'architecture. Kaufmann ascribes the 

term 'revolutionary' to these architects because they wanted 

12 Villari, Sergio. /.N./- Diimiiil (17f)()-1fi}4), fNcw Yorii: Rizzoli Imernational Publications, 

Inc., 1990), p.32 

13 Kaufmann, i''nill, I'hree Rcrohjfhihiiy /Wchilcds: thi/llée, lj;ilo/ix, ami ]rqiicii (Philadelphia: 

American Pliilosophical Soclcly, 1952) 
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architecture to be liberated from thib tradition that they saw had 

little to do with the prevailing pohtical context. This early attempt 

at rebuilding the discipline of architecture saw BouUée, Ledoux 

and Le Camus leaving aside the orders and focused instead 

on the sensations produced by elementary forms and volume. 

Faced with the task of deahng with platomc sohds to express the 

function that the building contains, the process of composing 

and decomposing became important (and this reahzation would 

continue with Durand in his attempts at constructing the 

discipline of architecture), Boullée looked to the philosophies of 

sensations and drew a relation between sense and judgement -

that the clarity of platomc sohds would convey nneaning through 

the senses. Yet the gulf remained between the suTiphcity of 

form and tlie complexity of judgements m the mind and the 

new demands of utihty tliat architects needed to face. Boullée 

attempted to resolve this by 'instilling work with character' and 

uses both forms and inscriptions. The former predate language, 

as the elementary form is rendered with kght and shade and is 

primordial; the use of inscriptions and ornaments are hke writing 

architecture. Because the architecture of Boullée aspires to be 

the bearer of collective values, it marks a complete break with 

Vitruvian tradition. Where Vitruvian principles have architecture 

embodying the transcendental, in Boullée and Ledoux, it is firmly 

in the collective, in men. Boullée stressed the difference between 

buüdmg and architecture, and insisted that architecture must 

ultimately start from a conception, from design. He fought to 

preserve the role of the architect against the engineers. Picon 

argues that the failure of Boullée's project is due to his inability 

to theorise a design method based upon the application of the 

concept of type and character Thus there was an unbridgeable 

gulf between what the architecture represents and the uühty it 

needed to serve. Durand, a student of Boullée, took this problem 

on and completes the quest to institute a disciphne of architecture, 
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but in the process drops the 'poetry of art'; this transition is what 

Picon terms the transition from aesthetics to epistemological 

concerns. The nature of the cliallenge that Durand confronted 

is tlie same - the possibility of maintaining the autonomy of 

architecture in a world increasingly dominated by scientific 

and technological rationality. The Hcok Polytechnique was first 

and foremost a school that teaches scientific and technological 

knowledge, hence exacerbating the challenge for Durand. 

4. The Recueil: from the Ideal to General Principles 

Whereas the Precis was a treatise on architectural design, the 

Rwwi?//precedes it as a survey of the knowledge of architecture. 

Both however clearly outlined Durand's ambition to search for 

the general principles of architecture. The former accomplishes 

this by utilizing procedural composition and the latter the 

comparative method. 

The R^rm/takes architecture itself as its object of knowledge, 

by recognizing historical buildings as precedents. In bringing 

together different buildings from different historical periods 

and geographical regions on one large plate for the purpose of 

comparison, it acknowledges the very existence of architecture 

as a field of knowledge. It extends the study of architecture 

beyond the lessons contained within a single building as an ideal 

archetype. In this manner, using the comparative method, the 

Kecml të different from the books of Palladio, Serlio, Scamozzi 

and VignoUa; Durand's plates no longer compare the different 

proportions of the orders as received canons or measure its 

proportions in relation to the human body. Instead, they compare 

different buildings as a group, in series, to uncover general 

principles that bind them as a 'genre"''. 

14 Durand in this inslancc, uses [he word 'genre' rather than '13'pc* as categories that define 
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4.1. The Comparative Method 

Classification as a comparative metinod was tinerefore 

the technique used in extracting general principles from 

particular cases. In the Kecueil, buildings are grouped 

around two general categories. The first is historical, 

bringing together Egyptian temples, Roman palaces, etc. 

The second category is functional, grouping churches 

(Fig. 2.3), townhalls (Fig. 2.4), theatres, markets, hospitals 

etc. There is however a third category, but it only appears 

in one plate (Fig. 2.5), that is the 'Round Temples'. Its 

inclusion suggests that Durand considered form as 

constituting a distinctive feature, Hke history or function. 

The significance of geometry as a category was to inform 

Durand later in his Précis. Extracting general principles 

from shared characteristics is a method adopted from the 

discipline of natural sciences. According to Mari FIvattum, 

TAe comparative met/jod l/ad heef! celebrated as the nineteenth 

centuty's 'm/er of science' and the means by ivhich the 'individual 

event' of history and culture cou/d he lifted 'up to the level of 

_^enera/ truths'"' 

The Kecueil, with its methods influenced by the natural 

sciences shares many similarities with Linnaeus's Species 

Plantamm (1753) which compares reproductive organs of 

plants and Buffon's Histoire Naturelle (1749) that proposes 

a classification system based on the evolution of animals. 

However, following FIvattum's argument, a significant 

difference should be made between the method adopted by 

Georges Baron Curvier (1769-1832) and that of Linnaeus. 

the grouping of the btiildings according to Ihcir use. 

15 I Ivatlum, Man, 'I'he Comparative IVIethod', in GottjmtlSviupci-andIhc Prohkw of lUsfomism 

((;ambridgc UK, Cambridge University l'res.s, 2004), p. 115 
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Curvier, a French anatomist and a celebrated father of 

comparative anatomy was a contemporary of Durand in 

Paris. For Curvier too, the comparative method served as 

a methodological principle in natural history. What differs 

between Linnaeus's adoptions of the same method is the 

selection of elements for comparison. Curvier compared 

the 'performance and interaction of different organs'"' 

(Fig. 2.6) whereas Linnaeus compared form and the 

number of plant's reproductive organs. Thus, Curvier's 

criteria for comparison were based on performance, or 

utility in Durand's terms, whereas for Linnaeus, it was 

form. This shift, from form towards function introduced, 

according to Hvattum a new notion of type. This idea 

states that every part of the animal is structurally and 

functionally differentiated for survival. It also states that 

parts can be compared with parts. This is fundamentally 

different from Linnaeus's notion of science as a means of 

representation; Curvier wanted to reveal the workings of 

nature. Thus both biologist and architectural theorist used 

similar conceptual categories, species in natural science 

correspond to type in architecture'^. 

This crucial difference can serve to highlight what 

distinguishes the comparative method used by Palladio, 

ScrUo, Scamozzi and Vignola, from those used by architects 

and theoreticians in the late eighteenth to early nineteenth 

centuries. The focus on the comparative method for 

the latter, thus, was to uncover general principles that 

structure its performance rather than its representation of 

ideal beauty. For Durand — through Le Roy - it was the 

performance of the buildings compared in series, as well 

1 f) 1 Ivatlum, Man, ''['he C>)mparativc Method', in Gottfmd Scwper anti tbc ?whkw of J ïntondw/ 

((;ambriclgc UK, Cambridge University I'ros.s 2004), p. 126 

17 Madraxo, Lcandro makes ihe same argument in 'Durand and ihe Science of Aixhllcclure', 

]mirmilol Anlnlcilimü\ulmalmii,\V,.\ (1994), pp. 12-24. 
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as the comparisons between their elemental parts to serve 

the criteria of utility and economy. 

An adoption of this method with these goals can first 

be traced toJ.B. Fisher von Erlach (1656-1723). Von Erlach 

attempted a more comprehensive survey of architecture 

by presenting m a single drawing, works both real and 

mythical, buildings of foreign nations, both ancient and 

modern. This drawing offers examples of buildings that 

cross the boundary of culture, geography and time, and 

it has been credited as the first comparative world history 

of architecture. It sets out to demonstrate the universal 

rules of symmetry and regularity that unite even the most 

diverse styles of architecture from the most diverse of 

cultures. 

Julien-David Le Roy (1724-1803), also used 

comparisons as a systematic historiography in his l^s 

Ruines des plus beaux monuments de la Grece (1758). His most 

famous table (Fig. 2.7), a single drawing that shows the 

historical development of Egyptian, Phoenician, Christian, 

Greek and Roman temples all drawn to the same scale. Le 

Roy was interested to find out the relationships between 

these temples rather than the proportions of their 

orders in relation to the human body. This crucial shift 

in analysis, from proportions as a representational system 

to serial transformation, introduces to architecture the 

concept of typological evolution. It suggests that simple 

buildings can evolve to more complex ones in a scries 

of typological transformations. The treatment of the 

comparative method in this manner would radically alter 

the way architectural history is conceived. It unequivocally 

proposes that there is no longer a fixed ideal and that the 

history of architecture can be constructed through the 

study of the evolution of its buildings rather than as a 
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received canon from the ancient. Although Lc Roy was 

not the first to create plates lining up historical building 

types in a comparative matrix, he was the first to use them 

as a basis for a theory of comparative architectural history. 

This method seeks to measure historical development, 

classifying works of architecture according to evolutionary 

Lines of progress or decay'". 

Durand, a former student of Le Roy, clearly used this 

comparative method in his Kecueil as a diagnostic device. 

Like Le Roy, Durand's drawings are characterized by the 

use of a same scale in plans, elevations and sections, sorted 

according to type. Where Durand differs from Le Roy is 

that in his Précis, Durand would further the comparative 

method into a design method. 

4.2. Classification and Simplification 

In the Kecueil, the types selected are no longer the ideal 

types Hke those selected by Le Roy. Durand was more 

concerned with utility and economy and saw it as more 

fitting to bring together a comprehensive - although 

not exhaustive or definitive - selection of buildings that 

serves to highlight the problems and considerations that 

are associated with the particular genre. The Kecueil thus 

provides students of architecture with empirical standards 

for design. Picon argues that the idea of type for Durand 

can be found here in the Keceuil: 

The type is a cvmp/ex dei'iee sfabili^ed Ity fune/ion and usage, a 

condensation of atrhifeeturalc-ul/ure; it re/aies symmetrica/fy fo //>e 

elemeni. T/ie arMiecf} apprenfices/dp hegins mf/i a caia/ogue of 

IH I rvaltum, Man, GoftfneH Seff/per and the Prohkw of rfK/o/rr/fw (Cambndgc UK, Cambridge 

UnivLTsily I'less, 2(KM), p 117 
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(he ekmenh of buildings, theptactue of deugn starts mth a survey 

of eitahii\hed typei,juit aj we tomb a iibraty for referente before 

starting to jvnte an academic treatise ^'' 

As a typological sourcebook, the Rec««/however cannot be 

considered an accurate archaeological survey of historical 

building types, as Durand consciously modified some of 

the plans to make them more regular and geometric, citing 

that Palladio and Piranesi did the same^" This process of 

modification is carried out by removing small or msignifi 

cant traits that cause inconsistencies and by rationalizing 

their geometries Duiand found tins necessary as it assists 

the process of comparing the general characteristics of 

the buildings and from there on deriving their general 

principles 

This act of modification also involves the act of 

simplification and was seen later in Durand's Precu In 

Plate (Fig 2 8), the plan of St Peter's is shown next to 

an invention by Durand, based on the original basilica 

that stood on the same site This act of simphfication is 

carried out to show that the true principles that underhe 

the complex form of the actual design can be revealed or 

reconstructed through the use of grids, simple geometric 

figures and simple building types This irreducible 

configuration, that can give rise to St Peters as well as 

Durand's version of St Peters, is the one which Durand 

proposed m this plate Thus Durand's concept of type 

corresponds to the irreducible geometric form, from which 

other forms can be derived They can be understood as 

both the irreducible composition of geometric forms and 

19 Durind, Jcin Nicohs Ixiuis Prun oj /ht! 1 j,i/un\ an Anhi/u/nn, [iin^ by D u id liiUL {] os 

Angclts CiLtty Ifust Vublicuions 2000) p 49 

20 Midri/o 1 cindro, 'Dunnd and iht Scitnct of ArchilccLuic, Jomtud oj Anlutulunil 

t cliiutfiim 48 1 (1994) p n 
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the geometric figures themselves 

4.3. Type as Precedents in the Recueil 

The comparative method, as utili7ed in the Recueil, replaced 

the archetypes, or the ideal architectural models with a 

more general and contingent notion of the building types 

They are building types because they belong to a group 

that shares the same characteristics or properties, thus 

of the same type In Durand's Recueil, they are grouped 

and classified according to use in all but one plate, which 

distinguishes the group by form This framework of 

comparison, transparent to geographical locations, culture 

and history, enabled the knowledge of architecture to be 

built afresh according to rational observations Although 

the classifications were governed by use, Durand did not 

stipulate that these were the only categories, as mentioned 

above, form was also seen as a possible category As Argan 

has argued, the emergence of a type depends upon the 

identification of a series of buildings that share a common 

trait'' Thus the Recueil, using the comparative method, 

IS the moment of analysis of types and the types can be 

found here as precedents 

21 ƒ Ix birli oj a lypi /i ihenjori ckptmlinl on llii exisknti (if a sim i of Imildinis liaim^ heht an them 

an obi iDiii Jnrmal and jtmiltonaUmukij 1 n OIIKK iforch iiUna lype ts cklermmul tn the prailiu or Ihory of 

aninlulun tl alnudy bu\ an e\iilenu as an amiier to a i,ompU\ oj idmloi>/ial nhifom or practical demanch 

whiih an\e m a glim historical condition of whalenr aillnre in Argin, Cjiulio Carlo 'On ihc lypology 

of Architecture', in I/nom^^ina^ a Niii Aienda for Inhitutitrc An Antlioloij of Anhitutural ] hcory 

1965 t9'J5, cd by Kate Nesbitt (New York Princeton Architectural Press, 1996), pp 242 46 

(first piibl Anhiluliiral DiM^n ^^^2{V)G^>,) 564 65 
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5. Précis: General Principles and Procedural Differentiation 

Where the Recueil is theoretically descriptive, the Précis is 

prescriptive. The Précis was prepared for engineering students 

in the Ecole Polytechnique as a concise course in architecture. 

In his preface to the Précis, directly addressing the engineering 

students of the Ecole Polytechnique, Durand acknowledged that 

they may be required to design large buildings, more hkely than 

architects themselves, buildings like hospitals, prisons, barracks, 

arsenals, magazines, bridges, harbours, lighthouses. He reminds 

them of the importance and difficulty of the task at hand, stating. 

Whatever the object and the purpose of architecture, it is certain that of all 

the arts this is the most ̂ generally practiced and the most expensive'. Durand 

thus makes it clear that architecture's principal concern must be 

economic and that his Précis is meant to furnish the students with 

'accurate ideas as to the nature of the arts: its purpose, means, and general 

principles. To make these ideas useful, we have made them general, so that 

they may generate all those specific ideas ...''"'. It is clear from Durand's 

statement that the Précis is didactic and concerns itself with the 

general principles of architecture. 

These general principles arc set out in the 'Introduction' to 

the Précis. It consists of three parts. 'Part I. Elements of Buildings' 

outlines the elements of buildings and considers their material, 

form and proportions. 'Part II. Composition in general' shows 

how the different building elements can be composed into various 

parts of a building, namely porticoes, porches, vestibules, stairs, 

rooms, courtyards, grottoes, fountains etc. 'Part III. Examination 

of the Principal Kinds of Buildings', which forms Volume 2, 

shows the application of the earher parts into as many examples 

as possible, both private and public buildings. 

22 Durand, Jean Nicola.s I^ouis, Pmts of Ihe i jultin^ on Anhilnlme, trans, by David Britt (Los 

Angeles, (icily Tiust I'ublications, 2(100), p 71 
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5.1. The Instrumentality of Graphic Representation 

In the preface, Durand went to considerable lengths 

to make a distinction between the drawings that are 

presented in the Préds and the drawings of perspectives 

using washes. Pie begins by contrasting knowledge and 

talent. He contends that knowledge alone does not make 

an architect. It requires talent, and talent to Durand is 

the skills in the application of knowledge and this talent 

comes from repeated practice. And practice requires the 

aid of drawing. Thus drawing becomes the fundamental 

tool in the Précis. 

'But knoipkdge, useful though it may be, does not make an ard 

That requires a ready skill in the application of knowledge and this 

skill is jphat ive call talent Talent cvmes oniy with repeated practice, 

and this requires the aid of drawing. ^' 

Durand goes as far as to forbid perspective drawings 

outright and prescribes only geometric drawings: 

'Perspective alone mightj>iiie a true idea of the effect of a building. 

Strange to relate, however, in an art that is alleged to be founded 

upon drawing, t/)is is one kind of drawing t/jat is not in use. Indeed 

it is strictly forbidden, and an exciusive preference is accorded 

to geometric drawing - ip/}ich is faise, not to say absurd, f the 

intention is to represent the f feet of a building, and dangerous in 

t/je extreme, whether architecture be considered for its usefulness or 

for t/}e pleasure that it gives ̂ •' 

This is because to Durand, perspectives are misleading 

2^ Durand, jean Nicolas ]>()uis, Vmh of !hc ] xUnn\ on ArLhikUiiH, trans by Oavid Bntt (]>os 

Angeles- (Icily '1 rusl Publicalions, 2000), p 74 

24 Ibid , p 74 
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due to their charm and it is dangerous for students to 

concentrate and labour over the refinement of drawings so 

as to confuse between drawings and architecture. Durand 

instead proposes to be economical with drawings, 'We have 

more or less reduced il to a single line, drawn to indicate the shape 

and arrangements of objects;... 'Durand also stresses that this 

reduced drawing is to underpin the drawing of figures: 

' . .. we make no claim that the foundation of art is architectural 

drawing alone: it is drawing in general, and that of tin figure in 

particular. '̂ ' It is clear from the outset that Durand relies 

on the instrumentality of a graphic devise to uncover the 

general principles of architecture, to the extent of the 

outright exclusion of any kind of artistic embellishments. 

5.2. The General Principles of Architecture 

From the introducüon of the Précis, Durand makes clear 

that architectural education should not be based on the 

study of particular styles but on the study of general 

principles. These principles follow a logical path, based 

on the rigour of observation of sciences and technical 

efficiency of engineering. The task of designing buildings 

can be broken down to two principal categories of 

buildings according to Durand, 'Architecture has as its 

object the composition and execution of buildings, both public and 

private. ^'' Public buildings comprise city gates, triumphal 

arches, bridges, palaces, hospices, markets, schools, 

libraries, museums, town halls, basilicas, palaces, baths, 

fountains, theatres, prisons, barracks, arsenals, cemeteries 

and so on. Private buildings comprise private town houses, 

25 Durand, Jean Nictilas Louis, Pmn of the ]£Uuic\ on /hxhitnh/rc, trans by Oavid Bntl (]x)s 

Angeles. Ck-Uy 'I'rust I'ublicatiiins, 2()()()), p.75 

26 Ibid , p. 77 
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tenements, villas, and country houses. This classification is 

set up according to economic use and from the point of 

the commissioner of the works, and reflects the shift away 

from the monarchy as the principal patron of architecture. 

Durand further adds that the factors that affect the 

variations of these classes of buildings are: manners, 

customs, places, materials and financial resources. With 

these factors, it can be said that the practice of architecture 

as taught by Durand is responding to societal functions. 

How architecmre should be studied according to 

Durand is through observation and to reveal the first 

principles of the art — that is, the pursuit of those few ideas 

that can be generally apphed to denve other particular ideas. 

This cannot be carried out by an exhaustive study of all the 

building classes in succession and the circumstances that 

modify them. Thus Durand rejects the norm in all courses 

of architecture that divides the art into three distinctive 

parts: Decoration, Distribution and Construction. I'or 

Durand, decorations do not apply to most buildings. As 

for distribution, Durand contends that there is not much 

said about the disposition of the different parts of a 

buüding according to present-day customs. Of the three, 

only construction is apphcablc to all buildings. Before the 

building can be constructed, it must first be conceived, 

according to Durand. 'I'his declaration mirrors Boullée's 

dictum You must conceive in order to execute'. Thus Durand 

contends that the prevaihng method mentioned above is 

a defective one, as all three distinctive parts do not offer a 

way to 'conceive'. This method also affords an incomplete 

idea of architecture (second defect) and the separation 

into three independent arts creates a conflicting set of 

considerations, rather than a unifying theory (third defect). 

The right way to study architecture for Durand 



requires one to have a tangible and rational aim, and the 

means to attain it. Thus Durand's first concern is with the 

aim to be pursued in the composition and execution of 

buildings, both private and public and the means to be 

employed to achieve it. I h c task that follows is to deduce 

the general principles of architecture and then to apply 

them to the elements of buildings as the objects that 

architecture uses, followed by composition in general, that 

is, the combination of the above elements of architecture; 

and finally the composition of these parts to a building. 

Durand then sets out to reconsider the idea of 

architecture conveyed by most writers at the time. I le 

disagrees with the need to decorate buildings, through 

the use of orders, as imitation of natLire, bearing the 

proportions of man, invented by the Greeks, iiTiitatcd by 

the Romans. He sets out to challenge three basic ideas. 

First, if the first hut made by man is a natural object. 

Second, if the human body can serve as a model for the 

orders and third, if the orders constitute an imitation of 

the hut and of the human body. Quoting Laugier's account 

of the origins of the primitive hut, Durand concludes 

that what are commonly understood as orders: columns, 

entablatures and pediments, which are the essential portion 

of the art, are an imitation of nature. However, according 

to Durand, the primitive hut (branches and tree trunks) 

cannot account for the distance that separates the hut and 

the orders of the Circek temples that are held as the epitome 

of beauty. Thus the Greek temple is not an imitation of 

the hut. Apart from highlighting these fallacies, Durand, 

unlike Quatremcre, did not offer an alternative model to 

replace Laugier's version of the primitive hut. 

Durand then quotes Vitruvius on the origins of the 

five orders, regarded as the essence of architecture and the 
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source of all beauty, from which decoration is achievable. 

They are so, because they are an imitauon of the forms of 

the hut and the proportions of the human body Durand 

disproves this by noting that the Doric column which 

should have a height six times its diameter, because a man's 

foot IS one sixth his height, is not so. First of all, he shows in 

his Retueil etparallUe that there are many variations between 

the height and the base of the column, and not a single 

case where the one sixth proportion is used. Furthermore, 

a man's foot is one eighth of his height. Durand also noted 

that the same variations also occur m other orders. Thus, 

how can the body of a man be compared to a column, 

which has a constant diameter throughout? Hence, Durand 

concludes that the proportion of the human body did not 

and cannot serve as the model for the orders. Here Durand 

goes on to argue that the entablature does not imitate the 

beam as it goes round the entire perimeter of the building, 

whereas the beam of the hut only runs along the length of 

the building. The triglyphs also are a poor imitation of the 

open rafters as they are fluted in the frieze board. 

By rejecting all the above, Durand concludes that the 

human body can never serve as a model for architecture, 

and the orders are not an imitation of the human body. 

And thus the orders are not the essence of architecture. 

This statement is only true if we still insist that the human 

body constitutes what we mean by beauty. Durand goes 

on to conclude that, decorations derived from the orders 

are therefore 'a chimera', 'futile' and the 'expense that it 

entails is folly'. And if the principal aim of architecture 

is to please, Durand proposes that it has to imitate to 

better effect, choose other models to imitate or adopt 

other means than to imitate. By disproving both Laugier 

and Vitruvius, Durand most crucially now proposed that 



architecture is not an imitation of nature. 

Now that Durand has rejected decoration on the 

account of its false claim to beauty through the imitation 

of nature, he sets out to replace decoration as a principal 

consideration in architecture with UtiHty. Durand agrees 

with Laugier in that the art of architecture owes its origin 

to necessity alone, and has no other goal than public or 

private utility. And this casts further doubt on why the 

primitive hut is a 'prototype' used for all architectures and 

the source of decorations. Durand, feeling the urgency of 

the challenges posed by new emerging building types, new 

ideas, and new needs, states that these must be satisfied 

and that decoration has no place in these circumstances. 

He further claims that the architects who argue that 

decorations are used when nations attain a certain degree 

of wealth and luxury, are wrong; for the Greeks were 

poorer than tlie Romans but both adorned their buildings 

with ornaments. Having rejected all that is superfluous, 

Durand declares the aim for architecture as follows, 

'... it is evident /hat pleasure ea» never have been i/je aim of 

are/ntecture; nor can arehitectural decoration Jjave been its ol^/ect. 

Pub/ic and private utility, t/je happiness and the protection of 

individuals and of society: such is the aim of architecture. ^' 

Durand contends that architecture is the means to achieve 

comfort and avoidance of exertion. He elaborates '... in 

all ages and in all places, all oj men's thoughts and actions have 

sprung from two principles alone; love of comfort and dislike oj 

all exertion.' In erecting buildings for public or private use, 

men sought to make their buildings as fit for purpose as 

27 Durand, jean Nicolas ]x)uis, Préa\ of (lie 1 juliira on An/n/cr/ffiv, trans, by Oavid unit (I-os 

Angeles (icily 'rrust Publications, 200(1), p. 84 
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possible and to gain the most advantage by buüding them 

in the least laborious way and with the least cost. Finally, 

Durand makes his declaration on the source from which 

architecture must derive its principles: 

Thus /ifness and economy are the means that architecture must 

naturally empkj, and are the sources from which it must derive its 

principles: t/je only principles that can guide us in the stud}/ and 

exercise of the art *̂ 

This declaration may seem to have emancipated architec­

ture from imitating nature, but if we were to understand 

the comparative methods ennployed by Durand and Le Roy, 

it can be said that architecture now unitates the concept of 

fitness in namre. That is, every part of any living organism 

serves the functional purpose of survival. Durand elabo­

rates on this declaration and says, '¥irst, if a building is to be 

fit for its purpose, it must be solid, scdubrious, and com?nodious. '̂ ' 

SoKdity relates to good and sound construction and struc­

tural layout. Salubrity deals with the appropriate siting of 

the building, access to air and light, away from damp, rain, 

and cold and commodity refers to the number and size of 

all its parts that should be in close relation to its purpose. 

In relation to the consideration of economy, Durand 

argues that the circle is the most economical compared to 

other geometrical figures, and in consideration of form, 

the sphere is more economical than the cube. This is 

justified in terms of their surface area to volume ratios, 

with the sphere being the most efficient as it requires the 

least surface area to contain the same volume of space as 

28 Durand, Joan Nicolas Louis, Vmi\ of /he ] jidiiRi on Ardntalnn, Irans. by David Bntt (I.os 

AngL-les' Octly 'I'rust Publications, 2000), p 84 

29 Ibid., p.84 
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compared to the cube or other platonic solids. Picon and 

Madrazo have pointed out that in this instance, Durand 

confuses geometric efficiency and construction economy. 

Expanding on this consideration for economy, 

Durand argues for simplicity, regularity and symmetry, 'So 

far from denying that architecture can gipe pleasure, we maintain 

that it cannot but give pleasure, where it is treated in accordance 

with its true principles. "" Furthermore, this art will inevitably 

be of pleasure if it answers our needs and gives comfort, 

according to Durand and tliat beauty in architecture 

should not be pursued for its own sake. Instead, it will be 

apparent when a building is disposed in a manner fitted 

to its intended use, which will naturally give it character. 

And the simplicity and clarity in which the different parts 

are brought together and are immediately grasped by a 

single glance, afford the building beauty. This mirrors the 

architecture of BouUée, where the perception of the simple 

geometric form is paramount. The difference however is 

that whereas Boullée stresses the symbolic meaning of the 

form, as a representation of the collective, Durand argues 

it through utility and economy. Compared to Quatremère, 

this kind of beauty is accessible through the senses when 

comfort is said to have been felt, leaving behind the kind 

of beauty that is accessible through intellection. 

5.3. The Elements of Building or Architecture 

The first part of the Précis is a catalogue of styUsed 

elements that purports to answer societal needs. It is 

sufficient rather than exhaustive, aimed at introducing the 

necessary elements considered through their construction 

30 Durand, Jean Niccïlas ]x)uis, Pmvf oj Ihc ] J!ctiires on Anhtedtirc, Irans. by David Briu (Ixis 

Angclts: Cïctly Trust Publicalions, 2()()()), p HS 
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and material. The fundamental elements for Durand are 

walls and openings, columns and structural parts, slabs 

and roof, and vaults (Fig. 2.9). Where Eucbdean geometry 

requires first its definition of points and hnes, the first step 

for Durand in constructing his fundamental principles 

of architecture was to identify its most basic irreducible 

element. Durand considers the elements an abstraction, 

hke notes m music^', but Madrazo contends that notes 

are notation whereas the elements that Durand set out 

are physical elements and thus not an abstraction This 

separation between the physical realm and the abstract is one 

of the permanent dilemmas of architecture. This was also 

the persistent problem m the French architectural scene at 

the time and directly relates to the problem of the scientific 

nature of architecture, as seen both in Quatremère and 

also Perrault, who made a separation between positive and 

arbitrary beauty, and Boulle's insistence on abstract form 

being more important. Durand responded to this dilemma 

by stating that the study of the elements is to be regarded 

firstly as material and construction and secondly as forms 

and proportions. Pitched roof and slabs are drawn m 

such a way that they are more like constructions, whereas 

vaults are more schematic, i.e., reduced to geometric 

figures and symbols. This difference between construction 

and geometric figures, Madrazo argues, corresponds to 

the difference between building and architecture^-. Thus 

Durand's elements of buildings could not be considered 

as elements of architecture and thus walls, vaults cannot 

constitute a science of architecture, only a science of 

31 Durand, Jean Nicolas Ixjuib, Pnai oj Iht 1 uliiies on Anhtlaltin, trans by David Brut (I os 

Angclts Cttty 1 rust I'ublications, 2000), p 115 

M Madra/o, I tandro, 'Durand and the Science of Archiicctuic', ]i>mml oj Anhihitiiml 

I (//Auto;;, 48 1 (1994), p 15 
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building. For a science of architecture should be abstract 

rather than physical. This plate also shows the orders of 

classical language, although Durand insist that there are 

buildings that do not derive from Greek architecture, but 

its appearance on the drawings shows the difficulty in 

setting up his method of design and composition through 

precedents (the orders) that he proposed to replace 

through abstraction. This difficulty in surpassing that very 

precedent kes again in the dialectics of the physical and 

the abstract. If the element of precedent becomes too 

reduced and wholly abstract, it loses its physical specificity 

that relates to constructional and material considerations 

that Durand holds as fundamental; conversely, being too 

concrete makes the act of emancipation difficult. Crucially, 

these are the irreducible elements of architecture for 

Durand, distilled from building precedents. Quatrcmcre's 

irreducible clement would be die type as an abstract 

principle - an idea - compared to Durand's preference for 

the concrete element. 

5.4. Composition of Elements 

In Part II of the Precis, Durand tells us how elements 

may be combined. It sets out the method to combine the 

elements into parts of buildings, and parts of buildings 

into a complete whole, i.e., a complete building. In section 

one of Part II, Durand begins with the combination of 

the elements of building. The dispositions are presented 

separately in the horizontal and vertical planes but Durand 

insists that in designing, both planes must be considered 

simultaneously. He begins however with the horizontal. 

For the distribution of columns (Fig. 2.10) Durand 

offers the following instructions: that columns must 
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Widths and heights of risers and treads are also specified. 

Consideration to the way a building is entered governs this 

placement of stairs in relation to rooms, vestibules and 

porches. Importance is also placed on the entry sequence 

towards rooms from the stairs. Rooms are defined by their 

proportions, width, length and height, whether it is an 

uninterrupted volume or divided by columns. Attention is 

also given to the treatment of ceilings, depending on the 

shapes of the rooms and arrangements of columns. 

Reading it m today's context, it may appear too limited 

to create a taxonomy of building parts that follows the 

classical language of architecture. But in the eighteenth 

to early nineteenth centuries, this taxonomy, albeit not 

exhaustive in its ambition and form, brings together the 

prevailing ways in which building parts are designed. 

5.6. 'Ensemble d'Edifices' and Type 

Having described how to combine elements into parts, 

Durand proceeds to show how these parts are assembled 

into a whole building. There are two plates which Durand 

uses to describe this process. The first and most well known 

is his 'Bnsemble d'Edifices' (Fig. 2.11). A more detailed plate 

(Fig. 2.12) showing the process of composition is added in 

the Graphic Portions to his Lectures, years later in 1821. In 

reference to the 'Ensemble d'Edifices', Durand says: 

yds ipe smv in dticussing combtnations in j^eneral, (be gen era J 

primiples of anbikcture require tbai walls, columns, doors, and 

windows, wbetber in (be /engib or breaib of a building, sbwuid be 

placed on common axes. It naturally follows tltat tbe rooms formed 

by sucb wa/Is and columns, and opened /yy sucb doors and windows, 

are necessarily also piaced on common axes Aiong tbose axes tbey 



may be cvmhined in a thousand different ways. (...) to be convinced 

of this, it is enough to /ook at the plate tJjat s/mws the most 

important of these diriswns. and combine each of t/ie hwri^ontaf 

dispositions with a/I the varieties of vertical disposition t/iat one can 

devise; for there is no te//ing IWIP many different compositions t/ns 

host of combinations can produce'.'' 

The striking difference between this plate and Durand's 

other plates is the complete absence of any building ele­

ments or any drawings resembling a building. It is a collec­

tion of geometric figures. The common misunderstanding 

in reading the 'Ensembles d'hdifices' is that all buüdings for 

Durand are reduced to these geometric figures, with no 

discernable qualities as types. As such, any further vari­

ations and elaborations from these types — according to 

one of Durand's most vehement critics - cannot but yield 

equally banal results, 

'Fina//y with Durand, air/ntecture did l:>ecome undentood as forma/ 

/an^uage orst)//e. .And in t/ns we discern t/ie source of t/te most bana/ 

forma/ist approac/jes, sti//popu/ar today in many sc/joo/s and off ces 

on t/)e Western wor/d. (...) T/je obfective of a// theoiji, for Durand, 

was to ensure the effciencj and economy of operations. In order to 

ac/}ieve this and to simp/if architectura/ dedgn, Durand taught /}is 

students the me'canisme de /a compo.iition, (...) Combinations were 

t/w means by winch any architectural problem could be .wived, which 

IS another way of .faying that method wa.t the theory. "'* 

Moneo argued that Durand in fact offered a simple meth­

od to cope with the programmes and the new building 

'S'S Duiand, |(_an NicoLis Louis, /'m/i oj lite } nhm\ on Anh/alim, ttans. by David Bntt ().os 
Angck-s C,a\) Itusi Publications, 2000), p 126 

H Pcrc/"CiomL/, Albcrio,/i/fA//tr///uvW//j(?C/7r/r(?/ Modem Viw/ft'((^ambidgc Mas.sacbusclts, 
MITPrcsh, I'JHI), p104, 
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However, it is wrong to equate geometric figure to interior 

structure. In fact Argan argued against tlie reducing of 

architecture from its pliysical properties into abstract lines. 

If we are to foUow Argan's argument, we have to read die 

geometric figures as concrete abstractions, a diagram that 

indexes material, and as ideograms imbued with ideas of 

organization. Durand's Unsemhk d'Tddifices should not be 

read, as is commonly done, as the culmination point of his 

theoretical works, but instead as a starting point. Where 

Quatremère sought the idea of type in the Platonic realm 

of Form, Durand's can be located in the potential inherent 

within the liiTiits of its materiality, the telos of Aristotle. 

5.7. Composition, Theory and Method 

Durand's 'Method to Be A.dopted When Composing or Copying 

is illustrated by (Fig. 2.13) and later with another plate (Fig. 

2.14). In both plates and following Durand's instructions, 

his method of composition can be broken down to six 

steps: the first involves the layout of main axes followed 

by a new grid of secondary axes. The third step involves 

the laying down of walls and the fourth, the placing of 

columns along the grid lines. The fifth step is when walls, 

porticoes, stairs are drawn in plan. The sixth and final step 

is when the elevations are drawn. 

The method does not start with the selection of 

architectural elements, despite the importance that Durand 

placed on the elements of buildings. Instead it begins with 

the setting out of geometric lines. The method also does 

not explain how the combinations occur from one stage 

to the next. All it does is to describe the transformation 

from geometry to architecture. There are no functions 

attached to this composition, so it is more geometricism 



than functionalism or formalism. When it moves to the 

fifth and final steps, the method becomes unclear as to 

how the dome is chosen. According to Picon, it is due to 

his background and the influence of BouUée, but it could 

also be argued that the dome offered the most structurally 

economical means of capping a centralised volume. 

To be consistent with his assertion that the idea of 

composition is the combination of elements and rules, 

this method should have started with the selection of 

architectural elements rather than geometric lines. Thus 

for Durand, it is in fact geometric lines that constitute the 

fundamental elements of the discipline of architecture 

according to Madrazo^". However this is not true if we 

refer to the oral portion of the Précis, where Durand states: 

'I/iT learning to compose, therefore, the fol/omn^ met/wd is to he 

adopted: concern an ensemble formed of a certain number of parts, 

similar or dissimilar, placed in a certain re/ation to one anot/jer; 

then, having a c/ear idea of a// these parts and the re/ation that 

unites t/iem,jou mill necessaty /MVC a c/ear idea of t/je ensemb/e. 

T/}en consign your ideas to paper h)i means of a croquis, in t/oe order 

in ip/nch t/wy /WIK /:!een conceired... ''' 

It is clear that Durand calls for the conception of the en­

semble as an idea before committing to the first sketch. 

And that the six steps should only be undertaken in the 

presence of an idea of the parts, which arc composed of 

course of the elements. Thus, this method should not be 

understood as a geometric exercise or pictorial task but as 

an analytical method along the definition of Locke, that is, 

3S Madrazo, Lcandro, 'Durand and llie Science of Arcliiteclure', joiirmil ol Ardnkcliinil 
lulma/ion^iSA (1994), p. 18 

.̂ 9 Durand, Jean Niciilas I.()uis,, Pnnt of Hie ]i'ilinc\ on . \nliikilim; Irans. by David Bnu (Los 
Angeles: (ielty Trust Publications, 2000), p. 195 
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as a set of procedures that makes it possible to decompose 

objects and to set out their component parts, and then to 

allow ease of generation. The process is key in scientiiic 

disciplines in the late eighteenth century. Durand's decom­

position, followed by rational composition mirrors the 

practice of descriptive geometry (Monge's stereotomy) 

with its utilization of orthographic planes of projections. 

The selection of elements lies between utility to societal 

convention and the most important constructional con­

siderations that give rise to architecture. Picon contends 

that this method of composition need not end with a neo­

classical building: as in the Kecueil, the collection of differ­

ent styles is from different epochs suggests that a certain 

eclecticism is expected. Durand did not intend the method 

to produce a neo-classical building, but it inevitably did. 

This is apparent from his demonstrations of his method 

and the subsequent work of the Ecole Polytechnique and 

the Ecole des Beaux Arts. 

5.8. Method as Theory and Typology 

This result, following Durand's method, illustrates 

the aporia inherent in such a process. The difficulty 

lies in surpassing a precedent type that has given rise 

to the general principles that govern the method of 

composition. Durand's most basic elements of building 

are walls and columns, understood in their arrangements 

and architectonic qualities that derive from classical 

orders. Thus the disposition of these elements on axes, 

although cleansed of unnecessary decorations, still bears 

the traces of classical architecture. However the 'freedom' 

that is attained by this method anticipated the designs 

of modern building types almost a century later, evident 



in Durand's designs for exhibition halls, museums and 

large public buildings. These types required repetitive 

structural elements, due to their scale and increased 

speed of construction and disposition of more complex 

programme'"'. So, while the traces of the precedents 

remained in these new designs, with respect to its element 

to parts relationships, its overall disposition in plan and 

programmatic fimction has completely changed. Thus, it 

can be argued that it is precisely in the method that type 

inheres in Durand and as such his method of composition 

and decomposition is typological. Here, his theory as 

method can be read as the logic of precedents, that is, the 

logic of the deep structure mentioned above. Secondly, 

the etymology of the word 'typology', from the word 

'type' and the suffix —ology, comes from the Greek 'logia', 

which means 'a discourse, treatise, theory or science'. 

Thus typology should be understood as such - a discourse, 

theory, treatise (method) or science of 'type'. 

Seen this way, Durand's method and the Précis in 

general should not be seen as a catalogue of immediately 

applicable solutions, as commonly misunderstood. It is a 

system of classification that makes it possible to become 

familiar with the problems of practice. It begins by distilling 

and accepting the elements of buildings from precedents 

as the deep structure of type that can be procedurally 

differentiated to new configurations, responding to new 

demands; and in Durand's dictum, according to utility and 

economy. Its instrumentality lies in its ability to be didactic 

and yet flexible, as the Recueii ̂ nd Précis are not exhaustive 

and are not entirely systematic. The matrix is used to assist 

conception without being confined to the imitation of the 

I'.llin, Riclurd A., .Symhohc Space: Jreiich Tiiili^e/jteiwioiit Architecture anil its Ijrgacy (l,ondon: 
University of Chiciigo Press, 1994) 
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model The buildings sampled are not types but illustrate 

the utility of typology as a comparative method, as shown 

clearly in die Ketueil The architectural type defines itself 

only through comparison with others Thus, it is the 

systems and mediod that distinguish Durand's approach 

from his contemporaries 

6. Idea, Model and Seriality 

Durand is often accused of being a pedagogue who brought 

into architecture a method that is antithetical to architecture's 

connection with its Ixistory and meaning The 'hnsembk d'Edifices' 

IS often that locus of controversy One such example is Perez-

Gomez's unequivocal condemnation of Durand's theory 

Th/i an/nk'ctural design M a ip/jok IPM reduced in Duraf!d!s 

theor) to a Jormal^sa^^s of combinations, devoid oj tranuenden 

tal intentiom Meaning ipas to be denvedfrom mthin the system 

ylrchitecture became a language whoiepoMible meaning depended 

entirely on yntax, andabw/ute semantic relationt were obviom/y 

beyondpoutipistic reason. "' 

In his 'Premuesfor the Resumption of the Dismsnon of Typologf''^, Wer­

ner Occhshn offers an alternative reading to the theoretical work 

of Durand, by relating Quatremere de Quincy and Durand and 

by discussing Durand's work in relation to history This revolves 

around the distinction between Idea and Model as discussed in 

the previous chapter According to Oechshn, Durand's 'Ememble 

d'hdifices' is commonly seen as the narrow conception of typol-

41 Pcrc/ Gome/, Alberto, Architechire and ibt Cnm oj Modem Saena (( imbridgc Missichu 

scus, Mil Press, 198^) p^(n 

42 Occhslm Werner Premises foi the Resumption of the Discussion of typology 

Assmbh^t /(1986) p "ió 5^ 

164 



ogy, that turns to the solid basis of the universal language of 

geometry and relates 'pure' geometric configuration to the design 

process. It is misunderstood as the immediate juxtaposition of 

geometric figure and architectural type. In this light, Durand's 

work is claimed to have no links to history, is positivistic as Perez-

Gomez argues and a natural hindrance to the creative process of 

designing as Bruno Zevi would contend". 

OechsUn referred to a plate (Fig. 2.15) from a later version of 

Durand's Précis, called Nouveau Précis that appeared in 1813, that 

replaced the 'Unsemble d'Edifices' to argue that Durand does not offer 

the counter position to the 'historical' discussion of Quatremère. 

Instead, he was interested in clarifying the relationship between 

a concrete (liistorically) existing typology and the general form 

based on the universal laws of geometry. Evident in the plate 

is the actualization of the geometric figures that were found in 

'Ensemble d'Edifices'. Referring to (Fig. 2.15) the end result is a 

row of concrete objects, as possibilities that emerged from one 

starting point, as buildings that are immediately recognizable from 

the taxonomy of historical buildings found in the Recueil. Thus 

the Ensemble d'Edifices' should be seen as a carefully developed 

attempt to legitimize more complex architectonic configurations 

and should not be seen as the culmination of Durand's method. 

Although the method is procedural in nature, Occhslin argues 

that it is not a rigid compositional process. As the compositional 

method leads to something which is recognizable immediately, 

it forges an immediate link to history according to Occhslin. He 

argues, 

'Durand main/ains f he con/iec-fio/? m/b precise, lustoriea/Iy con fin­

nen t objetis, ip/jieb was regarded asj>^iven at the (ime and (busplaced 

at his disposal, c/ear/)i in sii>h/. Neii/ier ihoroug/}iy systematic nor 

Occhslin, Werner, 'Prcmiscb for the Resumption of the Discussion of Typology', 
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histomaliy unsjitemaüc. 

In ebsence, both Quatremère de Quincy and Durand refer to his­

tory and precedents respectively for abstract principles that will 

rule over their models Whereas Quatremère de Quincy forgoes 

the exigencies of drawing or graphically representing type in 

his adherence to his Platonic ideals and remains consistent to 

the theoretical orientation of the Encyclopédie, Durand offers 

a graphic device that forges a hnk with history through its ele­

ments Both are concerned with the question of beauty, while 

Quatremère finds it in the laws that govern nature, Durand finds 

It in the rationality of the analytical and design process. 

Another important aspect of Durand's method, again 

referring to both the 'hnsemble d'hdipces' and plate (Fig. 2.15), is 

the seriality that is embedded in his system. We can detect this 

in both the Kecueil and Précis. As argued above, in the Recueil, the 

type can be detected, or m Argan's phrase 'ihe btrth of a type' is 

dependent on the existence of a series (of buildings) In the 

Précii, we see the logic of the series, in the way m wliich a system 

of prohferaüon of variations is created The generation of 

the ensemble follows a structure that is close to the one used 

in evolutionary science It is not combinatorial hke alphabets 

but generational m its progeny Picon goes so far as to say that 

Durand's iTiethod predates the concept of evolution in botany 

and 7oology''' This can be further corroborated with the way m 

which Durand arranges his precedents m his Retueil (Fig. 216) hke 

a diagram of an evolutionary tree (Fig 2.17). Its parallel, more 

than two hundred years later is the phylogramme put forth by 

Alejandro Zaera-Polo and Farshid Moussavi m 2003^'' (Fig 2 18). 

44 Ibid , p 50 

45 Picon, Antoinc, 'I'rom "Poclry of Art" to Method Ihc theory of jam N/w/ii\ 1 j>mf 

Diiritnd', m Pnits uj the ïjn./1/ns on Anbiktliin, trans by David Britl (1 os Angeles Ciciiy liust 

Publications, 2ÜÜÜ), p 48 

46 /acra Polo, Alejandro, and Moussavi, 1 arshld, Pliyloiiint-\t\ ) 0A\ Ark (1 ondon v\clar & 
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Coinciding with their practice's ten year retrospective exhibition 

in the Instiaite of Contemporary Arts, London, Zacra Polo and 

Moussavi raised the possibility of rethinking typology within 

praxis as a method to mediate the various conditions posed 

by the challenges of contemporary practice. They characterize 

these challenges as ones that are increasingly complex due to the 

process of globaUzation. One of the challenges for a practice 

in this context is the requirement for a recognizable identity. 

According to Zaera Polo and Moussavi, identity is increasingly 

crucial due to the rate of globalization of architectural practice 

and it is dcterinined by two modes of operation — the contextual 

and the artistic. Both these modes are deemed to be insufficient 

as the former is bounded by a fixed context and the latter merely 

a styHstic approach that does not engage meaningfully with the 

complexity of practice. Zaera Polo & Moussavi propose that 

identity can be constructed out of consistency that is governed 

by repetition and differentiation. For a practice to be operative 

and to maintain consistency, a balance between repetition and 

differentiation has to be negotiated - as excessive repetition leads 

to inflexibility on the one hand and excessive differentiation 

dilutes consistency on the other. Borrowing heavily from 

biology, Zaera Polo & Moussavi characterize their practice as 

a phylogcnetic process, consciously creating a genetic pool of 

material assemblages that wiU form a consistent reservoir of 

architectural species that can be proliferated, mutated and evolved. 

They sec that a typological"'^ approach or stylistic approach is 

increasingly ineffective compared to their phylogcnetic approach 

which attempts to construct a kind of alienated and evolving 

authorship. They sec that types arc fundamentally constant in 

time and space and their opcrativity is always localised, whereas 

ICA,2ü(l4),p.6-17 

/acra Polo & Moussavi did not chiboralc llic nolion of typology ihat they rc)ccl, only lo 
state that it is siylistic. 
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Building Types 

Public 

Religious 

Government 

Knowledge 

Hygene 

Private 

I 

Country 

Fig. 2.16 Classifïcaiion of buildings following 

Ourand's Recueil etpcirallik des edifices de lousgenres. 

Diagram by Author and Bolam ],ce (2011) 

170 



r « 

1 ig 2 17 PI ] mcclm, Amlylical csprL'^sion ol 

complex ideas, "IWr/ nf Ai/" lo Mühoda l\maly\i. 

afci wcmn, V d c d (1801) 

171 



I 

I'lg. 2 18 Alc)andri) /.acra Polo and I'arshid 
Moussavi, Classification System, Pljfhfftiesit: I'OA's 
Ark (2003) 
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species are sets of consistent morphological relations that vary 

across time and space. Thus their ultimate aim is to have projects 

that are not designed but bred. Returning to the question of 

typology, they acknowledge that typologies were the traditional 

instrument by which groupings of traits and organizational 

features became part of a disciplinary knowledge. They consider 

this as a top-down approach and contend that typological studies 

presuppose taxonomies and classification for reproduction. 

They have avoided functional categories in favour of material 

assemblages and used the concept of species as a mediator 

between top-down typological design process and a bottom-

up parametric design approach. Their architecture, understood 

as material assemblages, can be decomposed down to its most 

irreducible element as surfaces. What can be decomposed can 

also be recomposed, and Zaera Polo and Moussavi proposed 

a phylogenetic tree containing seven phylas that charts the 

decomposition and progeny of their 'speciated' buildings. The 

overall treatment of the understanding of typology is imprecise 

on their part and focused largely on the formulation of an 

internal consistency in their praxis. Parallels can be drawn here 

between Durand's Précis and Zaera Polo's and Moussavi's use 

of the phylogenetic tree. Both seek to construct a pedagogical 

method based on the irreducible element of architecmre; the 

former using the structural elements of classicism and the latter 

surfaces - as the deep structure of their types. This process is not 

a random combinatorial process but one with a clear trajectory 

of genesis. In addition to this, Durand's method should not be 

read as one that leads fatefuUy to the mass production of object 

types in the twentieth century using standardized elements, but as 

a method for mass-customization. This is because the type rather 

than the prototype as standard or example resides in the method 

rather than the object. Architecture as method, through Durand's 

abstraction, whilst retaining its elements rooted in the reality of 
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building, was able to respond to the demands of a fast changing 

society. 

7. Rationality and Grammar 

Durand, through the Précis constantly strove to maintain the 

autonomy of the discipline. Although the sciendfic discipline 

has moved on and cannot be carried out simply with the matrix 

of combinations of finite numbers and elements, Durand's 

contribution is to make architecture rational, by replacing 

transcendental origins with an insistence on method, is still 

worthy of consideration. Durand turned his back on the doctrine 

of architecture as a mimetic art, by imitating nature. Like 

Perrault before him, he pointed out that the proportions of the 

orders are not fixed and thus there is no such thing as an ideal. 

He attacked the long-held Vitruvian notion of orders bearing 

human proportions and also rejected Laugier's primitive hut as 

having offered no clear indication to the complex strucmres of 

the Greek temple. Through these rejections, Durand strove to 

find the general principles for architecture and to reconstitute 

the discipline alongside other scientific disciplines. The resulting 

Préds can be considered as the earliest rationalist manifesto. 

Its implications on the societal role of architecture, however, 

has divided critics and historians. Perez-Gomez, makes the 

following judgement: 

Tbr Durand, economj and ejficiency were not imitation, hut 

somres of inspiration. Tijey became tiw oni)/ acveptabie mines 

of arcintectnre. And as iong as tije work fnifiiied its program, it 

wonid be pieasant Tije idea of ejfciency is a functionai reiation: 

to a eilieve a maximum resuit witij minimum effort witii maximum 

economy. Tiie .(j/stem of raiues in arcititecture was tiws reduced to 
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a scale between pleasure and pain. Value could be "measure" as 

it approached ideal e^fficiency and maximum p/easure. The ethics 

of the neiv architecture of positivism was, then, nothiing but a 

transposition of the laivs of maximum andminimums (...)This 

system of values lays at the origin of the still prevalent emphasis on 

comfort over meaning in contemporary architecture' ̂ "* 

Meaning in architecture and in arcliitectural form in particular 

is historically constituted, as Colquhoun has argued in his 

'Typology and Design Method'"'''. Thus, Perez-Gomez's argument 

above cannot be sustained, that there is an absence of meaning 

in Durand's work. Indeed, OechsUn has shown how Durand 

forges a historical link with the elements of architecture. In close 

examination, Perez-Gomez's ire is linked to his propensity for 

myths: 

The reconci/iatory mission of t/ie architect ispoetic. Tin's is necessariiy 

an individual task, encompassingpersonal expression and reference 

to the totality. There is no meaningful iogic without acknowledging 

the inter-sub/ective world, best revealed in dreams and myth. (...) 

Part of our human condition is ti)e inevitable yearning to capture 

reality thorough metaphors Such is true know/edge, ambiguous yet 

48 Perex-Gotnc/'., Alberto, Architschtn and the Cmh of Modem Science (C^ambrdgc Massachuactts, 

MIT Press, 1983), p..W1 

49 'I'he thrust of Colquht>un's argument is that typoUigy as a design method is best approached 

through intuition. In using their intuition, designers will find solutions where scientific analysis 

fails. I lis criuque was directed at the bioiechnical deierminism and teleology of architectural 

modernism; and he argues that intuition is based on the knowledge of past solutions, applied 

to related design problems. 'I'his process is typological, and it involves a process of adapting 

forms derived cither from past needs or from past acsthcuc ideologies to the needs of the 

present. Through this the solution derives not only a use value but an exchange value, where 

the latter is determined by the meaning that has been passed on through generations, thereby 

fomenting a link between the past and present. See Oilquhoun, Alan, 'Typlogy and Design 

Method', /invw,83 (1967), repr. in Theon^ifi^ a New Agenda for 

ArcUteclure: An Anilmloty of Arcliilecltiral I'lieoiy 1'X>i-l9'J'>, cd. by Kale Nesbiit (New York: 

Princeton Arcliitectural Press, 1996), pp. 250-57 
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u/iimatelji mofe re/evanf /ba// sde//f//ic fr//t/j. '" 

It would be absurd to attempt to reconcile the disciplinary 

autonomy and its social nature, in the cHmate of tlie 

Enlightenment, with the increasing importance of the role of 

engineers in erection of buildings to resort to dreams and myth. 

In the absence or impossibility of a universally accepted myth 

or dream in that period, myth-making associated with design 

methods leads not to subjectivism but to the idiosyncratic and 

the hermetic. 

'So far Jroti/ denying that architecture can give pleasure, we maintain 

that it cannot but give pleasure, where it is treated with its true principles \ 

Durand insists in his Précis. Por a rationalist Hkc Durand, nothing 

is more beautiful and more meaningful than reason and the 

systems to which it gives rise. The most attractive nature of 

Durand's work is that it is both coherent and ambiguous, closed 

in Its selection of analysis but open for new solutions and it 

makes sense only when it is viewed in series. 

The rationalist legacy that Durand leaves behind in his 

method, prompts various readings to its instrumentality as a 

language. ViUari suggests that the methodology of the Précis is, Uke 

a treatise on 'general grammar' but can also be linked (although 

certainly with no intent on the part of Durand) to linguistics. 

Villari proposes as much: 

'... fo/' Dura//d/i/as i/jfae/ ah/e /o de/<e/op his Lefo//.( d'a/r/uU'c-U/re 

as a f/-eaiise o// j^e//era/gra/^/Ka/~ f/)a//ks pfecise/y f o t/ie p/7/jdpk 

of arb/fra/i//ess S/^cb a //ofio//, (ie//yi//g a// mime/ic origi/i to 

arcbiteciure, a//oii>ed bim fo /vmot'e fbe symbo/ie rn/ue from (Iw 

orders (the te/'m symbo/u- is I/ere i/sed i/i t/ie se//se i//te//ded by 

Sa//ss/-//-e); if a//o/pedbi//j, f/jai is, io s//b/Mf t/je o/de/s, esse//iia/as 

5(1 ^^'^K''.-Goma.,Mhato,ArclMtectimciiiHtheCn!iioJ Mort'«raJ'«e»a(CambndgcMassachusclts, 
MH Press, 1983), p 326 
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(hey are fo archifeoture, io the^raffi/xatka/ or~beiter-(he normadpe 

lam of composition."' 

Finally, ViUary suggest that having freed the architectural 

grammar from its mimetic origins, Durand subjects it to an 

economic one, where 'the idea of economy gathers and organi^s the 

internal grammatical laws of the architectural language; hence, arbitrariness 

of the sign, composition as the entirety of the language of architecture, and 

the structural relation of the part to the whole must necessarily realise, at 

least formally, the idea of economy. "'̂  

A more direct and instrumental nature to Durand's method 

is given by Picon, one that corresponds directiy to Durand's 

ambition in creating a discipline of architecture, on a par with the 

other scientific disciplines. Picon notes that the general grammar 

of Durand employs the primacy of the floor plan and axes. Picon 

argues that the instrumentality of these axes is not solely for the 

ease of composition but an emphasis on structural clarity was used 

as a negotiation tool between architects and structural engineers". 

This is an important statement, it acknowledges the rationalization 

of composition implicit in Durand's method and systems that 

allows architecture to be a more inclusive discipline, retaining its 

autonomy and at the same time engaging other disciplines with a 

common knowledge. At the heart of this common knowledge is 

the irreducible deep structure of type, bearing both the structural 

logic accessible to the engineers and the potential reification of 

the idea of solidity, salubrity and commodity as Durand's aim 

for architecture, and as its source of beauty. It can be argued 

that for Durand, science and rationality are seen as a means of 

51 Villan, Sergio. /.N./. Dimnil (1760-18U), fNcw York : Rizzoli International Publications, 

Inc.iyyO), p. 66 

52 Villari, Sergio. IN.]. Diimiiil (1760-1 H}4), f New York : Uizzoli Intel national Publications, 

Inc., 1W()),p.67 

5^ Picon, Antoinc, M-'nim "Poetiy of Art" to Method: The 'I'heory of |ean-Nicolas-l.ouis 

Durand', in Pr'ecis of the Lectures on Architcctuie, trans, by David Uriti (].os Angeles: Getty 

Trust Publications, 2()()()), p.44 
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emancipation for the revolutionary society. Where Quatremère 

attributed rationality and abstraction to Greek architecture and 

classicism as an allegory for the enlightened society, Durand 

scribed it to a method. This method, in all its pragmatic leanings 

is political. Durand beheved that architecture should be accessible 

to all, not through the reserve of monarchical and aristocratic 

patronage. It is available to all when it can be taught to all and 

thus, for Durand, the study of architecture required a scientifically 

rigourous method. 

8. Conclusion 

Durand can be credited for introducing a method to systematized 

architectural knowledge and for broaching the possibility of a 

disciplinary knowledge of architecture, with its own object of 

knowledge and method, founded on reason and observation. 

Durand went beyond BouUée, in that he rationalised Boullée's 

'conception of design' by introducing a method to compose and 

decompose, a method that is repeatablc. Durand furthered Le 

Roy's comparative method into a typological tool of analysis, 

exclusively to draw out the shared and thus general characteristics 

of building types considered as wholes and parts. UnUke Le Roy, 

Durand was no longer interested and thus not bound by the 

relations between proportions and beauty of the orders. 

Architectural knowledge and its praxis can be considered 

scientific through Durand for the following reasons: First by 

creating a method, which means that architectural knowledge 

is no longer embedded in the buildings themselves (as received 

canons) but in the procedures used to create them. By codifying 

architecture into a method, it becomes objective, it can be 

transmitted, taught, applied by other architects. When the method 

is ultimately repeatable and verifiable, it is scientific. So architects 
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should stxidy the method rather than studying buildings of the 

past. Thus the idea of method, the science of the irreducible 

element of architecture, is Durand's contribution. This rigour is 

more applicable to the Kecued, the moment of analysis; as Rossi 

would say, 'the typological moment is the moment of analysis'. 

Type resides both in the Remed'und the Précis as the irreducible 

structLire: a 'deep structure' that gives rise to organization in plan. 

It is both physical and abstract; physical in the sense that it is 

governed by structural consideration and abstract in the sense 

that the potentials of organization are embodied in it. Typology, 

understood as a discourse, theory, treatise (method) or science 

of 'type' can be located in Durand's method of composition and 

decomposidon. Plere, his theory as method can be read as the 

logic of precedents, that is, the logic of the deep structure — the 

type. 

Durand's position is not the opposite of Quatremère de 

Quincy. Both refer to history and precedents respectively for 

abstract principles that will rule over their models. Durand, unlike 

Quatremère de Quincy offers a graphic device that forges a link 

with history through its elements. Both are concerned with the 

question of beauty, Durand finds beauty in the outcome of a 

rational, analytical design process, whereas Quatremère finds it in 

the laws that govern nature. 

Durand's method is serial in nature. Its method of 

classification, composition and decomposition is phylogenetic and 

predates evolutionary science. Durand's method also predates the 

industrial revolution and offers a method for mass-customization 

as opposed to mass-production. This is because the type rather 

than the prototype, as standard or example, resides in the method 

rather than the perfectible object. 

This notion of type and typology deduced from Durand's 

Précis and Kecueil, represented graphically as diagrams, introduces 
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precepts that are fundamental to working typologically: precedents, 

classification, taxonomy, continuity, repetition, differentiation 

and reinvention. Its draw-back however lies in its ease in creating 

variations, and such methods of composition can become ends in 

themselves when the model is no longer governed by an idea or by 

general principles. In these instances, this method of procedural 

differentiation becomes pure syntactic formalism. 

At its best, the rationality of Durand's method introduced 

the notion of common knowledge into architecture. Architecture 

governed by reason, bestowed architecture with a 'scientific 

language' that enabled the discipline to be more inclusive and in 

turn to retain its autonomy. 
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3 DOMINANT TYPES AND 

THE IDEAS OF T H E CITY 
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1. Introduction 

To make a connection between type and the city is to establish 

a link between the works of architecture and the wider milieu in 

which the work is produced. It is also an act of validation as to 

the relevance of the works of architecture outside its disciplinary 

domain. I will propose to use the term 'dominant type', to define 

this notion of type and locate it in the writings and works of 

Rossi and Koolhaas, architects who have specifically approached 

the problem of the city through its prevalent building types. 

The definition of the dominant type will be guided firstly by the 

idea/deep structure coupling that was discussed in Chapters 1 

and 2 but will be defined more closely with the understanding of 

typical, typicality and commonality. 

I will discuss the various ideas of the city, starting from 

Aristode's definition of the city or polis as a partnership and will 

consider the challenge to the city as a space of pluralism posed 

by Schinitt's friend/enemy coupling as the precondition of the 

poUucal. This resolution will be informed by Mouffe's idea of 

agonistic pluralism. I will then examine and offer an alternative 

reading to the writings and works of Rossi and Koolhaas. It is 

uncommon to bring together both Rossi and Koolhaas and to 

examine their works through the lens of type. But it is my argument 

that in both cases, the dominant type features prominently in 

their efforts to redefine the idea of the city that can no longer be 

sustained as a homogeneous and uniform totality. 

The word 'dominant' means ruling, governing or having 

an influence over something; it also means something that is 

prevailing. Thus, for a type to be dominant, it has to prevail 

and be of influence. What is the most prevailing is also the 

toost typical and what is the most typical is also common to all. 

And no other sphere is more common to all than the city itself, 

when it is understood in its most fundamental sense, as a space 
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of coexistence. Thus, dominant types can be understood as the 

typical elements that constitute the city and are the embodiment 

of what is common. To define what is common through the 

dominant type and the city fundamentally touches upon the very 

reason why the question of type is raised in architectural theory 

and history. Type as a heuristic device uncovers architecture's 

connection to society through a discursive understanding of 

what is common at every juncture in history when the universal 

principles of architecture and its accepted conventions are no 

longer valid. The three moments that Vidler speaks of in the 

'Third Typology', as discussed in Chapter 1, outline such a shift. 

This notion of what is common obviously cannot be reduced 

solely to a formal or tectonic similitude, like a prevailing style 

of architecture, nor can it solely mean public property or space 

(as opposed to private). In this chapter, this notion of what is 

common can be understood through seven categories, centred 

on the relation between the dominant type and the idea of the 

city. The first, as argued above, is the idea of what is common, 

reified as the most typical element of the city. The second 

understanding extends from Peter Carl's typicality as a framework 

of recognition, like language itself. The third understands this 

commonality as the idea of the city through - Aristotle's Politics 

as a space of coexistence which requires a constitution or no?nos 

as a precondition, that is to say, a political choice to live among 

others. The fourth equates this notion to the idea of agonistic 

pluralism; as an extrapolation of Chantal Mouffe's counterpoint 

to Carl Schmitts's notion of homogeneity as a precondition 

for the 'demos'. The fifth will be Rossi's concept of collective 

memory and permanence afforded by the urban artifact. The 

sixth is an alternative reading of Koolhaas's project of the city 

through Agamben's concept of the 'dispositif', where the idea of 

what IS common is understood as the framework and borders of 

heterogeneous containment. The last category will be discussed 
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in Chapter 4 in the context of the production of the dominant 

type in a developmental city state. What is common will be 

understood here as immaterial labour — outlined by Michael 

Hardt - and used to further the proposition of the common 

knowledge of the deep structure, identified in Durand's notion 

of type and typology, as shared biopolitical production. 

2. Typical and Typicalities 

Peter Carl draws a clear distinction between type and typicality'. 

For Carl, Typology is the very embodiment of conceptual thinking: it 

isolates similarities (categories) from the flux of reality in order to make 

purified clusters of these similarities suitable for manipulation (insertion 

back to reality)'^ In such circumstances, the tension that arises from 

the conceptual field of type to the concrete topographies which 

we inhabit, is customarily resolved through the variations of type. 

For Carl, the most important aspect of type is its heuristic value 

that embodies a much wider experience and knowledge. Too 

often, design reifies this knowledge and shuts off the true 'depth 

of typicalities'. To illustrate this point, Carl uses the example of 

the type 'bedroom' versus the 'typical situation' associated with 

the bedroom. The former refers to a medium size room with a 

bed, side table, window, closet and an access to a WC. Whereas the 

latter refers to a richer and more profound interpretation that can 

include sleep, sex, illness, death and so on. Thus for Carl, types are 

isolated fragments of a deeper and richer structure of typicalities 

and 7 he principle difference between typology and typicality is that the 

1 C.arl, I'cLcr, ''I'ypc, I'lcld, Culture, I'raxi's in Anhilalmul Deueii, 81.1 (2011), 'rypijlogical 

UrbaniMTi. This distinction between type and typicalitj' was fitst diawn by Daiibor Vcslcy 30 

years ago accoi dtng to Or l and appeal .s now as the role 'paradigmatic situation' in Archttechire in 

ila Agt of Dmilrii WepmmUihoir Vht Qiie^Hon of Creattmly m the S/jaiiaw of Praiim/ioii (Cambridge, 

MA. Ml'l' Press, 2004) 

2 Ibid, p 39 
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former concentrates upon (architectural) objects, the latter upon situations'' 

lypicalities, for instance, operate m language as a framewoik of 

understanding, for mutual understanding requires the element of 

recognition, otherwise we will be compelled to invent language 

afresh at every meeting Carl argues that this 'language' should 

not be understood as the structurahsm of I rench hnguisücs that 

attempts to translate all language into a grammar of messages 

or codes Instead this language as framework of understanding 

disposes typicahties in strata The most immediate are common 

meanings, followed by accents oi sounds, then bodüy gestures 

As such, recognition is only possible through the comiTion 

elements carried by typicahties It is through typicakty - either by 

the replacement of type with typicakty or the conflation between 

type and commonality that we can advance the conception of 

the dominant type to mean more than a building type and its 

variations in the city as a context of architectural production 

For Carl, type is a subset of typicahties and does not command 

the same depth as that suggested by typicahties This position 

IS tenable if we understand type strictly as the reification of a 

hmited band width of typicahties as concrete (architectural) 

objects, as Carl does But it is equally vahd to propose that the 

dominant type oscillates between both extremes of this depth of 

t)^icahties that Carl proposes both as framework of recognition 

and as reified typical architectural objects 

Carl's argument for typicahties is most instructive in that it 

introduces the notion of what is common into the understanding 

of the dominant type I argue that precisely by fusing this idea of 

what is common with type as a framework of recognition, that 

the dominant type becomes an indispensiblt tool and conceptual 

framework (or topos) to understand, describe and theoii7c the 

city and subsequently to produce an architectiire that is relevant 

to the city 

3 fail I'Ltcc lypt 1 icld ( ultiirc Vnwsm Aul tk liimlW tQi 81 1 (2011) p40 
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This search for what is common in the city - through 

architecture - has been underpinned by the discursive definition 

of the typical, I would argue, and in The City as a Project: Types, 

Typical Object andTypologies', Marina Lathouri highlights two critical 

moments in the late nineteenth and twentieth centuries where 

type established a fundamental connection between architecture 

and society, with an abstract and flexible view of history. Here 

I.athouri expands upon Vidler's 'Third Typology' but focuses 

the argument on the link between the typical and architecture's 

sociality. According to Lathouri, this possibility was laid out by 

Quatremère de Quincy, where the amalgam of type as origin, 

natural principle, symbolic mark and legible form of a purpose, 

was eventually fixed in the practice of the academic architect in 

the first quarter of the 19''' century. As discussed in Chapters 

1 and 2, the reintroduction of history into architecture also 

reconfigured the notion of type to mean the process of formation 

of a particular building arising out of societal demands and 

needs, rather than of a divine or natural origin. This allowed the 

signification of the process as well as the object type, and allowed 

design as a process to claim a functional justification as well as an 

active role in the emerging disciplinary specificity of architecture. 

For Lathouri, this is the most evocative possibility of type, that 

it is not a fixed ideal to imitate or aspire to, but a historically 

contingent idea, subject to functional and programmatic changes, 

as well as economy. The consequence of this is the transformation 

of the figure of the architect as a redeemer through the extended 

boundaries of architecture, beyond its accepted role as an art 

form or as a craft of utility. The architect must now articulate 

and express architecture as a response to external changes and 

internal demands, that is, to synthesize the spatial, material, 

economic and social. 

In the conception of the Modernist city, the notion of the 

typical came to be identified with the standard. Lathouri elaborates 
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II 
that the Modernist 'typical object' and 'standard product' were 

symptoms of this new understanding of architecture. Walter 

Gropius, in his 'The'tiew Architecture and the Bciuhaus'\ argues that 

the typical building can increase civic dignity and cohesion, be 

used to meet the demands of urban industrial population for 

the emergence of a new harmonious social order. To link the 

notion of 'standard' to 'typical', we need to turn to Le Corbusier's 

'Eyes Which Do Not See 111: Automobiles''. For Le Corbusier, the 

problem of perfection - as well as the opportunity provided by 

machine production - should be dealt with by the establishment 

of standards: 

Mrirh'fetrfy/re is governed ly standards. Standards are a matter of 

logic, ana/ysis and precise study. Standards are based on a problem 

iMch has been tpe/I stated. Standardisation is imposed bj t/je taw 

of selection and is an economic and sociai necessity'' 

If we subsUlute the word 'standard' with 'type' in the statement 

above, it becomes apparent that the understanding of 'standard' 

parallels that of Quatremère's notion of type as the abstract 

principle that governs or rules over the model. This understanding 

of standard can be furthered to inean the level of quality or 

attainment (of perfection), something used as a measure, a norm, 

or model in comparative evaluations, and a rule or principles that 

are used as a measure of judgement. As such, the establishment 

of a standard must be legitimised by agreement and consensus. Le 

Corbusier demonstrates this with the example of the Parthenon: 

The Parthenon is a product oj selection applied to an established standard". 

4 Gropiub, Walter, ']h Neii^ Anhileilim cmcl the Baiiliam, trans, by Morton Shand (Cambridge, 

MA- The MIT Press, 1965; repr. 1998) 

5 Corbusier, Le, 'Eyes Which Do Not See 111: Automobiles' in iinninh a New Anhikitiire 

(New York, Dover Book, 1986), p 85-147 

6 lbid,,p.l45 

7 Ibid , P.1.-5.1 
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For Corbusicr, the establishment of this standard as type involves 

' . . .exhausting every practical and reasonable possibility, and extracting from 

them a recognised type comfortable to its functions, with a rnaximum output 

and a minimum use of means, workmanship and material; words, forms, 

colours, sounds'. ** He also believes that when such a standard is in 

place, competition will ensue in the refinement and production 

of these perfected object types and the inevitable outcome 

will be progress''. Corbusier used the example of automobile 

manufacturers that compete to produce a machine that not 

only answers a complex functional brief but manifests itself in 

perfection and beauty. He urged arcliitects to use this example 

to meet the challenges of designing and producing collective 

housing and buildings. This progress, for Corbusier, can only 

be achieved through a concerted collective effort, where the 

process of design and experimentation is governed by a set of 

established and agreed rules or principles, and level of quality. 

The final outcome of this techno-scientific positivistic oudook is 

the typical, as standard product or object type. 

The typical thus came to provide a framework for a social 

and ideological agenda that informed the design and production 

of all artifacts to encompass life. The object type covers the entire 

scale of reference for living and working, from an entire city 

defined by a few perfected housing types, for instance Corbusier's 

A Contemporary City for Three Million (1922), with its Kedent Blocks, 

Immeubles-Villas, to dwelling units and furniture. By setting up 

a relation between the singular and the collective production, 

type is impHcit in the articulation between the individual and the 

collective in the social and political aspirations of Modernism. 

The ethical value of the Modernist type combined the ideal of 

architectural perfection with laws of economy and the reality of 

8 Coi-buMci-, r,c, 'Ryes Which Do Not Sec III' Automobiles' in 'Immh ii Niw \nhiluliire 
(New York, Dover Book, 1986), p. 137 
9 Ibid., p. 134 
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mass production. From this point of view, as agued by Lathouri, 

dwelling was no longer concerned with the domestic scale of 

space but with the programmatic and ideological link to mass 

production, culture of dwelling and ideas of the future. The 

consequences of this shift, she argues, are that 'the individual 

is rendered typical, in order to contribute to the generative and regulative 

operations of the city, that is, a type of development.' 

This question of what is typical in the city resurfaced for the 

second time in the 1950s and 60s. For Lathouri, it emerged out 

of the tension between the sequence of unitary elements and 

the synthetic instant of a more complex and ambiguous figure 

of the existing historical city. Centred around the critique of the 

city of architectural modernism as 'naive functionalism"", an 

alternative reading of the city was put forth by Aldo Rossi in his 

Uarchitettura della Cittd (1966). The city was read as something 

that constantiy evolved and changed, and thus what was crucially 

permanent was ultimately typical. Rossi further conceives the city 

as a 'repository of history'" that serves as a kind of collective 

memory to the city's citizens. I would argue that the recourse 

to the city as a project to revalidate the works of architecture 

is underpinned by the redefinition of what constitutes the idea 

of what is common. In other words, what will be the idea of 

the city that architecture must again respond to? In light of this, 

the paradigmatic projects of the city of OMA alongside Rem 

Koolhaas' 'Culture of Congestion' as expounded in Delirious 

New York (1978) must be included. To my best knowledge, die 

works of Rossi and Koolhaas have not been brought together 

and discussed through the notion type; but it is my argument 

that in both cases, the dominant type features prominently in 

their efforts to redefine the idea of the city that can no longer be 

U) ROSSI, Aldo, 'I/le Architecfftre of the City, trans, by [5mnc (ïhirardo and Joan Ockman 

(Cambridge- MI'l' IVcss, 1982), p 46 

11 Ibid., p. 127 
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sustained as a homogeneous and uniform totality. For that, we 

must first discuss the city as a pluralistic space. 

3. The Idea of the City 

The Greek word for city is polts, the word that gives the English 

word pohtics. In the opening of Aristotle's Politics, he defines the 

city as a partnership ikoinönia) or species of association: 

'Obserra/jo/!.! s/jon's us, J/rs/, ///a/ erety a'ty (po/is) /s a speaes of 

association, and secvnd/y, thai all associations come into being for 

tiie sake of somej^ood— for aii men do aii tiwiraets witii a t'ieip to 

aeiiiering somet/dnji wiiicii is, in tl)eir vieiP, good. ' (12S2al) 

For Aristotle, the purpose of the city is for the individual to live 

a fulfilled life. The city-state, or polis in Greece during Aristotle's 

time, was not subordinate to a state or nation, it existed as a 

sovereign entity and controlled the surrounding territories that 

were farmed. Aristotle defines the political community as a 

partnership pursuing a common good. The highest good for him 

is the virtue and happiness of its citizens, and the purpose of the 

city is to allow the attainment of this common good. Thus the 

city in essence is the shared pursuit of virtue for Aristotle. This 

ideological view is linked to Aristotle's belief that every human 

being has a klos- the concept that Unks Aristotle's \ithics and Politics 

- which means purpose, goal or final end. F>erything for Aristotle 

has a final end. For instance, an oak tree produces an acorn and 

the acorn has a natural tendency to grow into a tree. However, 

not all acorns will grow into trees. It must first encounter the 

right conditions (soil, nulricnts and the absence of predators) to 

grow into a tree. Thus the telos for (he acorn is to become a tree 

and to fully understand what an acorn is we must see this goal 
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or end. Anstode believed that human beings too have a teloi, and 

that human beings are meant to be happy. To be happy, man has 

to lead a virtuous hfe. To do this, an individual requires the use of 

human capacities to their fullest, and the most important capacity 

IS logoi, a word which means reason and speech. An individual 

can only fulfil their teloi and live a full and happy life withm a well 

constructed political community'", m the^oAj. 

Aristotle argues that the pohs, is a compound and a whole 

rather than an aggregation: M aty belongs to the order of 'compounds', 

jmt like any other thing whiih formi, a single ivhole, while being lomposed, 

none the less, 0/ a number of dijlerenl parts.' (1274b39). The poli<; is 

not suTiply a geographical location nor an aimless collection of 

human beings. Its identity consists in its organization (form) 

and structure (artifact). The concept of Form is important 

m understanding Aristotle's political philosophy as well as his 

definitions of xh^ polis. To illustrate this, we can use the example 

of a sculptor who conceives the form m his mind before he sets 

to work, and the sculpture that he then produces has this form. 

The form then is the final goal of the effort of the sculptor that 

has just taken place. The same pattern of analysis applies to man, 

as well as other kving things. From here, we can infer that \hepolls 

is boüi a physical place to kve and an abstract space for politics. 

For Aristotle, constitution stands in the role of form to \h& polls. 

The polls requires the constitution to exist. But the polls can also 

be an artifact, hke a house (i.e., the form of the house and the 

artifact of the house). This concept of form, as constitution and 

nomos, suggests the framework of recognition that is required for 

the polls to exist. Nomos, which is commonly translated as 'law', 

'custom' or 'convention', for Aristotle is not a given, unMkephu\is 

or 'nature'. The former requires an acceptance or subscription as 

common among citizens. This subscription to the common good 

12 Ihis IS because the communiiy brings about viriuc through education and through laws 

Thus the role of pohtics is to provide an environment where individuals can live a fulfilled life 
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or law, is fundamental to Aristotle's first definition of the polh as 

a partnership or koiiwina. The word koimnia is in fact connected 

to the idea of sharing or holding something in common. Indeed, 

Aristotle sees \}a^ polis as a shared enterprise in which citizens or 

participants pool their resources and efforts towards a common 

goal, the good life. 

Aristotle accounts for the various formations of 

partnerships to show how the city comes into being. I le begins 

with the partnership between male and female for the sake of 

reproduction. The other partnership, between master and slave, 

is for preservation. For Aristotle, the master and slave mutually 

benefit from this relationship. These two relationships comes 

together to form a household for the purpose of meeting the 

daily needs of life. As these families expand, they come into 

contact with one another and form villages. As villages expand, 

a number of villages then form a city. It is not the size of these 

villages that makes it a city according to Aristotle, but its self-

sufficiency, through the pooling of resources for the pursuit of 

shared virtue and happiness and thus the fulfilment of their lelos. 

Thus, Aristotle introduces to us the nature of city as one that is 

based on partnership; a space of coexistence. Aristotle states that 

the city is clearly a unity, a unity that must derive from a multitude. 

The fact that human beings arc inherently different and it is from 

this difference that partnerships are formed, means that the city 

must allow for specializadon and greater self-sufficiency. Cides 

for Aristotle are preserved not by complete unity and similarity 

but by 'reciprocal et]uality'. Here, I would like to draw upon 

Aristode's identification of the importance of coexistence, the 

common good, and the conflicts that accompany his conception 

of the polis. This understanding of the city as a pluralistic 

construct will go towards my redefinition of the idea of the city. 

Granted, the citizens of Aristotle's polis constitute a relatively 
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homogeneovis" demos compared to most of today's cities, but 

it is precisely because cities today are more heterogeneous and 

pluralistic, that this definition of the city as a partnership, a space 

of coexistence, becomes more urgent. 

In 'Individuality of the Urban Artifact'", Rossi can be said 

to have similarly drawn upon this idea of commonaKty that 

defines the partnership, but recast it as the city with a 'collective 

memory', history and myth. He uses Athens as the paradigmatic 

example of his 'Individuality of the Urban Artifact' as a 'Locus'. 

The former can be understood as the primary elements that 

generate the city, namely the temple and the organs of political 

and social Hfe, which are nested in and in continuous evolution 

within residential areas as the Locus. Thus for Rossi, the house 

does in fact participate actively in the formation of the Greek city 

and constitutes a basic design through which we can account for 

the city's principal artifacts. 

Rossi claims that any western city has its origins in Greece; 

Rome supplies the general principles of urbanism, whereas the 

constitution of the city and its urban beauty lies in Greece. Rossi 

makes a distinction between the Greek polis and those of the 

Orient, in its absence of a city wall in the beginning. He elaborated 

that the citizens were scattered over a reasonably large region and 

thus intuits that the city, above all, is formed by choice, something 

prior and independent of the physical structure of the city wall: 

Y- • •) f he Greek city jpas characferi^ecl by a developff/enffrom the 

inferior toward Ihe exterior; its cvnstitutin^^ eiements were its temples 

and its housing. Oniy after the archaic period, for purely defensive 

reasons, were the Greek cities encirc/ed hj waits, and in no case were 

13 In Aristotle's/)o/tt, not all individuals are citi'/ens who have the pavilege to enjoy tliis 

freedom to pursue the good life, in fact AristoUe's coneeption of this common undertaking 

depends on the servitude of slaves and resident foreigners. 

14 Rossij Aldo, Ths Anhtkctun of Ihe Cily, trans, by Diane Cïhiraido and )oan Ockman 

(Cambridge; IVHT Press, 1982), p.lO.I 
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^/ie.se /he otigmaiekmefid' of //jepo/n: In cofi/ras/, //je d//es of //ie 

Orien/ made ii>a//s and sa/es //leir res iacra, /he eons/i/u/in^g and 

primary e/emen/s of /he d/y; /hepa/aees and /emp/es m/h/n //je a/y 

ipa//s were in /urn enoin/ed by o/her Jua/Zs. //ke a series of suaessipe 

enc/osuresandfor/if/ca/ions. *' 

Rossi fiirdier quotes Poètc's Introduction a rUrbanisnie that drew 

on the double meaning of the/)o/£i'. That is tlie conception of the 

city-state. The city refers more to the Acropolis —the primitive site 

of refuge, worship and governance - and the state refers to the 

extended territory where the citizens hved, scattered. Therefore 

the polis originally meant the Acropolis and the word astu more 

generally refers to the inhabited area. Thus what hnks Athenians 

to the city was essentially political and not residential. As Roland 

Martin pointed out, what was more significant for the Athenians 

were the tics to the abstract idea of the city than to a physical 

space, they were more interested m the form of the city as the 

political organization most favourable to the moral development 

of the citizens. From this, Rossi speculates that: 

'In //lis ancien/ or^ani:ia/ion i/seemed//w///wphjsiea/aspec/ of //le 

ri/y was secondaty, a/mos/ as if //ie city were apure/y men/a/p/ace. 

Perhaps //je arc/ji/ec/we of Greek ci/ies owes i/s ex/taordinary 

beau/y /o /his in/e//ec/ua/ charac/er. "" 

Pier Vittorio Aureh, in his ^Towards an Archipelago''\ on the other 

hand conflates nomas with the existence of the wall, following 

Hannah Arendt's account of the political constitution of the 

15 Rossi, Aldo, '\1K Ardnlnlrire of the Ctly, Linn.s. by Diane Cïhuaido and Joan Ockman 

(Cambtidgc: Mtl ' Picss, 1982), p Hfi 

1f> I b i d , p n 7 

17 Aurtli, Plot Viuono, I he Powihlily i)j . \n Ahwhile , \nliileiliire (C^ambridge, Massachusells 

Mil'I'lcs.s, 2011) 
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polis^^. This should be considered wiriiin Aureli's larger attempt to 

reconstruct an architecture of the city as an absolute architecture, 

which is underpinned by a critique of capitalism. For AureH, the 

logic of urbanization is the apotheosis of capitalism as the sole 

instigator of development, other than the city. As such, Aurcli 

makes a clear and unec]uivocal dis unction between the concept 

of the city and the concept of urbanization by drawing upon the 

distinction that Aristotie makes between technè polilike and technl 

oikonomikk the former being the faculty of decision making in the 

public interest and thus politics, residing in the sphere of thepoiis, 

and the latter concerning the administration of private space, the 

house or oikos - the Cireek word that gives the word oihonomeia, or 

economy in English. Aureli sets up the next binary opposition, 

following Cerda's definition of 'urbanization' from the 'urbs' to 

replace 'ciudad' (city) in The GeneralTheory of Urbanisation (1867). 

From this point of view, urbanization is the expansion of human 

setdement driven primarily by economics, the city on the other 

hand is the consolidated, concentrated settlement that precedes 

the space of urbanization. It is usually bounded by a city wall (now 

breached in most instances) and is a point of concentration of 

people and activities from surrounding countryside, compressed 

into small spaces, resulting in a stratified society that is functionally 

differentiated and politically divided (a tension that makes politics 

necessary). Thus the city is historically constituted and concerns 

itself with the civic and symbolic function of human settlements 

and coexistence. For Aureli, the city is (and should be) concerned 

with politics, whereas the space of urbanization is concerned 

with economics. 

An absolute architecture is to Aureli, political and as 

outlined above, it must concern itself with the city and is against 

urbanization. For him, the political is analogous to the formal 

1H Aurcli, Pier ViUorio, Ihe Powthtlily oj An Ah\olnlt' hrhitcilun ((Cambridge, MassachuscUs: 

Ml'n>russ,2()ll),p.5 
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and manifests itself as the idea of a ]imit. Aureli's dialectics and 

definition of the political is based on Car! Schmitt's definition of 

the friend/enemy opposition and he extends this concept into 

action: 

'I/! /^/je fJmi/ hrws of Car/ Sc/jm/t/^, t/je space hefyiven /sformeti by 

the deciMon of who is a friend and IP/W IS an enemy. Thus decision 

does no/ exi's/ "as found" in hefipeen ihepar/s, hu/ ames from //je 

position taken hy the parts that form t/m space. Thw word deci.don 

den pes prom Latin caedere: to cut t/^e /ink.f. To decide one's own 

counterpart means to con.uious/y .rtrug^/e for autonomy, but in a 

way in which, through this^^esture of cutting, one a/.ro realises an 

inner be/on^in^ to what one is detac/iinjifrom. *'' 

It is through this severance, Aureli argues, that it is possible 

to make a collective claim of political autonomy. Returning to 

Arendt's exhortation that ^Politics arises in what lies between men 

...'-" Aureli takes this space as analogous to the formal, where 

the understanding of the formal transcends the abstract/visible 

dichotomy. The formal here is the experience of ] .unit, as inside 

and outside. The inside is understood as a position of the acting 

subject (Schmitt's 'us/friend') and the outside as a datLim or 

situation (Schmitt's 'them/enemy'). The formal also involves an 

act of spatial definition and is relational, rather than relative. The 

formal is against totality and generic conception of multiplicity. It 

is a partisan idea; is against urban space, urban landscape, network 

that implies integration and dissolution of difference. At this 

point Aureli's dialectics as binary opposition becomes clear; the 

political is analogous to the formal and manifests itself as a limit 

I'J Aureli, Pier Villorio, \ht I'owihdily of An Almliile Anhilalme (Cambridge, Massachusetts: 

MI'l Press, 2011)p2H 

20 Areiidt, I lannah,'Intioducllon into I'olilics', in Aicndl, I In Pnwj/w of !'o/l/lii, v^i leiomc 

Kcihii (New York: Schocken Books, 2005), p.95 
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(or border) and locates itself crucially between the oppositions 

of friend/enemy, us/them, poktics/economy, city/urbanization 

and inside/outside. 

Returning to the possibihty of an absolute architecture, as 

an architecture of the city, is for Aureh a confrontation with the 

present day reahsm and post-ciiticahty that has surrendered to 

the totahty of urbanization. Like Unger's idea of the Archipelago, 

It will be the city that is within urbanization but also critical of 

It. Aureli offers the form of the phnth, that can be found m all 

of Mies van der Rohe's projects as a 'city project' that was not 

considered as such. Aureh proposes that the phnth of Mies' 

Seagram Building inevitably makes the site a hmit for what it 

contains. Upon chmbmg Mies' plinth, the experience of turning 

one's back to look at the city is the moment of severance from the 

surroundings that Aureh has been arguing thus far. In this way, 

Mies' phnth reinvents urban spaces as an archipelago of kmited 

urban artifacts. It is this emphasis on finiteness and separateness 

that emanates from the intense manifestation of the political m 

the city. 

With this example, the idea of the Limit and the Pohtical 

hover between the desire to create the effect of contrast and 

the proposition of a plausible architecture against urbanization, 

neohberal capitahsm and the relativity of pohtically correct 

plurahsm. The most crucial contribution here to the discussion 

of the idea of the city, offered by Aurek, is the introduction of 

the problem of the city as a pohtical choice and for the clarity 

and lucidity in which these problems are articulated. By talang 

on Schnutt's friend/enemy construct, Aurek highkghts the 

challenge to one of the fundamental tenets of the city, that it is a 

partnership based on human plurakty. For Schmitt, his preferred 

outcome would be for the defeat and ekmination of the other 

for a democracy to be legitimate and to deny the enemy equal 

rights I would argue, this is not tenable or sustainable given the 
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increasingly pluralistic nature of cities today. But we can also not 

reject the challenge posed by Schmitt as highlighted by Aureh, 

and to expand the understanding of this crisis of democracy 

inherent in a plurahstic city, we can turn to Chantal Mouffe. 

4. The Political and Agonistic Pluralism 

Whilst agreeing with Schmitt's friend/enemy criteria for the 

political to be possible, Mouffe does not accept his conclusions 

that call for homogeneity, and, if required, the ehmmation of 

heterogeneity. For Mouffe, pohtical theory must have a practical 

role m shaping pubhc culture and must contribute to the creation 

of democratic pohtical identities. She acknowledges, however, 

that Schmitt's position in principle, challenges the fundamental 

tenets of hberahsm. Instead of rejecting this, she proposes to 

confront this important paradox inscribed in the very nature of 

bberal democracy and m doing so, to be more able to negotiate 

a new position. 

Schmitt's call for 'homogeneity' as a condition for the 

possibihty of democracy can be found in his ly^e Cnsn of 

Parhamentaty Democraty' (1926), where he states: 

'Ere/j Mfy/a/ demoi.racy rei/.i o/j //le pn/iapk ^/)a/ no/ on/y are 

equals equal bu/ unequa/\ mil nof he treakd equally. Democracy 

reqmref, therefore, firtf homoge/ierty and second — // need arises — 

elimination or eradication 0/ heterojieneity^' 

His argument can be understood as such: democracy requires 

substantive equahty, not an abstract equality hkc the hberal one. 

For this to happen, i.e., for citizens to be treated as equal, they must 

partake m a common substance. General equahty of manlvind 

Schmitl, (,atl, (/« C mis of I'arliamenlary Democracy (Massachusetts MIT Press, 1988) 
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cannot serve as a basis for a state or any form of government 

because this idea of human equality — as one of the concepts of 

liberal mdividuahsm — has no counter position of the unequal. 

Therefore, the friend/enemy criterion for the political is not 

possible in these crrcumstanccs. Schmitt argues that modern mass 

democracy rests on this confused combination and further states 

that liberal individualism is opposed to the ideals of democracy 

because the latter is pohtical and aims to create an identity 

based on homogeneity. Therefore, liberahsm negates democracy 

and vice versa"". Schmitt makes a clear distinction between the 

two different ideas of equahty. Liberal equakty guarantees that 

every person is equal to every other one. Democratic equality 

differentiates between those who belong to the demos and those 

who do not, and therefore those who are outside are unequal, and 

will be treated differently. For Schmitt, the hberal claim of equahty 

of mankind is pure abstraction as equality requires specific 

possible conditions — political equality, economic ecjuality etc., 

and absolute human equahty is meaningless. Thus a democratic 

concept of equahty, based on the need for homogeneity, is a 

pohtical one and not a hberal conception. 

Mouffe highhghts the fact that the nature of similarity that 

defines homogeneity is not of concern for Schmitt, but more 

the possibihty to demarcate the hne between those who belong 

to the dsmoi and those who don't"^. For Schmitt, the pohtical 

'can only be understood tn the context of the ever present possibihty of the 

Jnend-and-enemy grouping.'^ Mouffe thinks that by focusing too 

much on 'them', Schmitt forgets about how to define 'us' and 

what binds 'us' together beyond its counter position. Liberal 

22 And Schmitt concludes here that parliamentary democracy thus is not viable 

2^ I his line for him is citi/enship, where citi/cns arc granted equal rights 1 hus democracy 

can eMst for a people and not for mankind l e , people face each othei as politically interested 

persons not as abstraction 

24 Schmitt, Carl, \he Conapl oj Iht Polilktil (\ ondon 1 ondon University of CJiicago I'ress, 

1996), p 35 
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tradition in its defence of pluralism on the other hand, forgets to 

forge a commonahty that is required for the pohtical. Thus the 

political moment is the process of negotiation between interests, 

independent from their pohtical expression. This critique of 

Mouffe of both Schmitt and the hbcrals offers a possibility for 

rethinlang what is common beyond the act of severance and the 

all inclusive relativism that is apohtical. 

Schmitt's false dilemma, argues Mouffe, is predicated on the 

way he envisages pohtical unity and the identity of the people. 

The unity of the state for him is a given and is stable; the identity 

of the people also exists as a given. Thus his us/them opposition 

IS not politically constructed but is merely the act of recognizing 

existing pre-given borders. If plurahsm will lead to the dissolution 

of the state as Schmitt fears, it also means that plurahsm is the 

other, the enemy and thus requires a pohtical construction. 

This has no place m Schmitt's understanding of the pohtical. 

Mouffe agrees with Schmitt on the necessity to constitute the 

people pohtically but this should not exclude plurahsm, as it is 

clear now that there is no reason to reject plurahsm. Mouffe 

instead proposes to replace Schmitt's notion of homogeneity 

with 'commonahty': a form of commonahty strong enough 

to institute a 'demos' but nevertheless compatible with certain 

forms of plurahsm. This is what Mouffe calls agonistic plurahsm, 

where the identities are always contingent and in contestation, 

between adversaries, rather than between enemies that have 

to be ehmmated In 'Hegemony and Socialist Strategy'^'', Mouffe 

outhnes agonistic plurahsm as follows. 1) that the pohtical is the 

dimension of antagonism inherent in human relations; 2) pohtics 

on the other hand is the ensemble of practices and discourses 

that try to diffuse tins potential antagonism; 3) tills position 

maintains the us/them opposition but turns tins antagonism 

25 1 aclau, I'rncsto and Mouffe, Cliantal, Degeimny and Socialist Sttategy roimi-ds a Wnéuil 

nLnimniiii I'nliiw. (I ondon Vtiso, 1985, 2 ' tdilion 2001) 
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into agonism- turning the enemy into adversary (this is the real 

meaning of liberal-democratic tolerance). 4) This agonism is 

not liberal notion of competition as this element of antagonism 

does not involve disinterested rationalism^''. 5) Antagonism is a 

struggle between enemies, while agonism is a struggle between 

adversaries; 6) therefore democratic politics is not to eliminate 

conflict as its final goal, but to turn antagonism to agonism. 

Following Mouffe's arguments, I would like to propose 

that the city is the common space par excellence. It is a space 

where agonistic confrontation takes place in a discursive 

common framework as borders and spaces of containment. Like 

Mouffe, I insist that this is not the postmodernist's version of 

fragmented heterogeneous spaces of relativism, nor a Deleuzian 

'smooth space'"^. It is always demarcated and hegemonically 

structured with this discursive deep structure as a framework of 

recognition that displays the depth of typicalities as the common. 

As such, what is common cannot be universal as in an agonistic 

pluralism, there can only be a contingently dominant idea of 

what is common. Thus, this commonality is discursive and this 

unresolved but productive tension manifests itself and is reified 

in the deep structure of the city — its dominant type. The city as 

an idea of agonistic pluralism is one that discursively strives for 

heterogeneous containments that make possible the articulation 

of difference. 

26 Mouffe, Chantal, The Democruhc Parados (l,ondon: Verso, 2005), p.45. This position is in 

contrast to 1 labcrmas's deliberative democracy that insists on an 'ideal discourse* through 'ideal 

speech', with reason and rational argumentation as its central tenets. 

27 Architecture's response to the problem of pluralism is often manifested in the production 

of forma! difference that is then appropriated by capital as commodities of novelty. These 

architectures of 'compctititjn' are different to the spaces or architectures of agonistic pluralism. 

See Mouffe, Chantal, 'Artistic Activism and Agonistic Spaces' in Art a!.^ Keminh: A journal w/ 

Ideas, Contexts and Methods. Volume 1 No. 2 Summer 2007. 
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5. Aldo Rossi's Collective Memory 

Returning to the writings and works of Rossi, I would argue that 

it is here that we can discuss the dominant type as a discursive 

common framework of borders and spaces of containment, and 

as a framework of recognition that displays the depth typicalities. 

The dominant type in this case will be Rossi's urban artifact as 

the repository of history and the collective memory of the city. 

What is common in this instance is the permanence afforded 

by the urban artifact, for what is permanent and unchanging 

is inherited through use as custom, conventions and rule; it 

is experienced and lodge itself in the memory of the city as 

a lived and common space. The context for Rossi's efforts to 

recuperate the historical city as propelling artifact for the process 

of urbanization is based on the realization that the city can no 

longer be conceived and constructed through a unitary plan. 

The city can no longer be an abstract pristine whole, instead it 

is fragmented, more nuanced and complex in its constitution. 

Rossi's critique of modernism's na'ivc functionaHsm begins with 

his observation that the explanation through functionalism must 

be rejected, as it impedes the understanding of forms. And that 

the study of the city must accept more complex relations of 

functions, and that functions do not lead to form. Furthermore, 

function, when applied to definition of cities, is very reductive 

- i.e., cultural cities, industrial cities etc. Despite this rejection, 

Rossi attempts to continue the project of the Modern Movement 

to give the city an overall coherence. This overall coherence or 

what I argue as the typical defining what is common, is now 

discussed and proposed through history and collective memory. 

This history and collective memory, for Rossi, is to be found m 

the individuality of the urban artifact, as the architecture that is 

considered to be the city. 
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All the concepts and terms used by Rossi, except die 

concept of the analogical, were proposed m 'UAnhitettura della 

Citta (1966)'. The English translation, titled 'Architecture of the City' 

only appeared 16 years later in 1982, published by Opposition 

Books with an introduction from Peter Eisenman. I will first 

clarify these concepts before discussing the two paradigmatic 

projects of the city as dominant types. They are City as History, 

Primary Elements, Urban Artifact, Locus and Collective Memory, 

Permanence, Type and Choice. 

5.1. City as History 

The first premise that underlines all of Rossi's concepts 

is that the city is understood as architecture. Here 

architecture is understood as the visible image of the city, 

a sum of different architectures, and as constructions of 

the city over time'*. Rossi sees architecture as a creation 

inseparable from civiUzed life and society and by nature 

it is collective, it came into being with the first traces of 

civilization and is a permanent, universal and necessary 

artifact. 

The growth of the city accumulates memories and 

although this growth is inscribed by its architecture, the 

universality of this experience cannot explain the city's 

precise form as an object. The city's architect-ure embodies 

the tension between particular and universal, pubHc and 

private spheres and buildings, rational design of urban 

architecture and the values of locus (place). 

28 ^I'he cily, wind) i\ lU subject of thn hook, i\ to hti nndentood here us unhitetliire. By anljitetlure I meiut 

not only the nuble image of the city unil the sum of it\ different anhileUnres, but unlnteUnre m wnstmUton, 

the iomtniition of the city orer time. 1 heliere that thi\ point of rteir, ohjettirely speaking, wnUttJttes the most 

comprehensive way oj analysing the city; it addresses the ultimate and definitive fad in the life oj the collective, 

the creation of the environment in whuh it lire\.' Rossi, Mdo, 1 he Architecture of the City, Irans. by Oianc 

(jhirardo and Joan Ockman ((^^ambndgo. MIT Press, 1982), p.2t; 
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The city for Rossi, as a man-made object, as total 

architcctLirc, is based on three distinct propositions. The 

first is permanence, and states that urban development 

has a temporal dimension, with a condition of before and 

after. As the city evolves with a variable rate of change, 

the permanence of the city is what remains constant in 

this process. The second proposition is continuity, and 

states that all elements of the city arc homogeneous 

and without discontinuities if viewed through the first 

concept of permanence. The third is the existence of 

primary elements that retard or accelerate urban processes. 

Rossi's theory is drawn from two over-riding frameworks 

that study the city: it considers the city as a product of 

the generative-functional systems of its architecture 

and thus urban space. This is derived from analysis of 

its political, social and economic systems. The second, 

considers the city as a spatial structure and is derived from 

its architecture and geography. Rossi proposes to treat 

the City as History: T/?(? study of history seems to offer the best 

verification of certain Ijypotheses about the city, for the city is in 

itself a repository of history. ̂ '' History here is taken as the 

study of the actual formation and structure of the urban 

artifact. Fundamentally, the idea of the city as a synthesis 

of a series of values concerns itself with the collective 

imagination. 

5.2. Primary Elements 

Primary elements for Rossi are dominant in nature and 

they participate in the evolution of the city over time in 

a permanent way. They are involved in the construction 

2.J Rossi, Aldo, 'Vht; Archtkclnn oj Ihe Ltly^ Lrans. by Diane Ghirardo and Joan C)ckman 
(C:ambndgc: MIT l>rcss, 1982), p. 127 
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of the city, are permanent and constitute a whole which 

is the physical structure of the city. They can be divided 

according to three principal functions: housing, fixed 

activities (public buildings and amenities) and circulation.'"' 

For Rossi, monuments are undoubtedly primary elements 

or urban artifacts: 

' . . histoncaJ building can be understood as a pnmaty urban 

antifact; it may be disconneotedfrom Its original function, or over 

time take on functions different from tbose for iphich itipas designed, 

but its (juaiity as an urban artifact, as a generator of a form for the 

city, remaini constant In thi.i sense, monuments are a/ipay.frimary 

elements. ^' 

However, primary elements are not only monuments 

but also elements that can accelerate the process of 

urbanization as a catalyst. They can be identified by 

function and activities that are important to this process 

and not only limited to a physical strucaire. Rossi argues 

that an event of significant importance can also be 

characterised as a primary element as it transforms a site 

into a locus. For Rossi, when the primary element involves 

itself with the transformation of the city, it acquires the 

quality of the urban artifact. 

Confusion often arises between the definition of the 

primary element and the urban artifact. For a more precise 

understanding of the difference, we can simply refer to 

the urban artifact as embodying something more than the 

primary elements, as not all primary elements (eventxially) 

become an urban artifact. The term primary element 

3t) Rossi, Mdo, 'Yh Anhiluliin' oj ihc Cily^ trans, by Diane Ghirardo and Joan Ockman 

(Cambndgo: Ml 1' Press, 19H2), p.H6 

31 Ibid., p.87 
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was also used as Rossi needed to describe and define the 

study'*" area that he would undertake in his analysis of the 

city - as a whole composed of different parts. The primary 

elements which constitute the study area are therefore one 

specific fragment of the city. 

5.3. Urban Artifact 

Rossi proposes the theory of urban artifacts as an analytical 

method susceptible to quantitative evaluation, capable of 

collecting the material to be studied under unified criteria, 

that the city itself is an artifact, divided into individual 

buildings and dwelling areas. I'br Rossi, '... the urban artifact 

and its architecture are one and the same, together constituting a work 

of art. ''̂  The urban artifact should be understood as jatto 

urbano or faite urbaine, it is not just a physical thing in the 

city, but imbued with all of its history, geography, structure 

and connection with the general hfe of the city, as noted 

by Peter Eisenman^"*. The ambiguity of the urban artifact 

is also due to the above definitions: that the city itself is 

an artifact, that it is divided into individual buildings and 

dwelling areas. Following this, it would mean that every 

physical structure in the city is potentially an urban artifact. 

Thus for Rossi, the differentiating factor would have to be 

its individuality which comes from its quality, uniqueness 

and definition.''' This individuality depends more on its 

form than material, its complex entity that developed over 

space and time, its historical richness, its original values 

and functions that persist (which are for Rossi of spiritual 

•'2 Uosst, Aldo, '/7jt' Anlnfeilun of the City, uan^. by Diane C^hirardo and Joan Ockman 

(C'.ambndgc: Mil ' Press, 1982), p,61 

'^'^ Ibid , p 87 

'*'» Ibid , p 22 

"̂ 5 Ibid., p.2'J 
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value), and its sum of all experiences and memories 

(ominous or auspicious). 

The most significant urban artifacts for Rossi are 

housing and monuments. This is because the changes 

in housing and the imprints left on them become the 

signs of daily life, a collective memory of the city. Urban 

monuments owe their singularity to their quahty of 

permanence, and are primary elements acting as fixed 

points in the urban dynamics. According to Rossi, the 

urban artifact, besides being housing and monuments, 

could also be a street or a district. He further admits the 

difficulty in studying urban artifacts as the experience of 

the artifact varies from person to person and is ultimately 

subjective. It is precisely this ambiguity that removes the 

way in which Rossi views the city from that of the modern 

movement, as it corresponds with the multiple nature of 

the urban artifacts as opposed to the understanding of the 

city through a unitary masterplan, with a single authority as 

conceiver and implementer, a singular vision with typified 

individuals. Furthermore, this understanding of the city 

is first stated through its architecture, as an urban artifact 

which is not only a building type, but can be seen as a 

fragment of the city, as involved fragments that contribute 

to the overall structure of the city. 

Rossi cites many examples throughout Architecture of 

the City that would qualify as the urban artifact. The first 

example is Palazzo della Ragione, Padua. According to 

Rossi, the multiplicity of functions that the palazzo has 

contained over time, shows its indifference to distributive 

function and thus functions (building use or programme) 

are entirely independent of the concrete and definite 

form. He uses this example as a critique of the naive 
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funcüonalism of the modern movement that insisted 

upon drawing a direct cause-effect relationship bct^ween 

form and funcdon, and claiming that form can be arrived 

through a techno-scientific determination. Rossi does 

make a distinction between distributive indifference versus 

typological indifference, this point was made later in the 

article 'Due Proge//i' (1970)^'' which will be discussed below. 

For Rossi, monuments qualify themselves as an urban 

artifact when they are continuously transformed over 

time. They are closed and stable forms that nevertheless 

allow transformation of the city. This statement stands in 

contrast to the architecture of the present, where 'smooth' 

spaces, open structures, formal redundancy, networks 

etc., are some of the concepts that promise flexibility 

and adaptability. To further articulate these monuments 

as closed and stable forms that nevertheless evolve, Rossi 

uses the examples of the viaduct of Segovia, the Roman 

Forum and the Pantheon as examples of urban artifacts 

that had their function transformed. Fie also cites Sixtus 

V's project for the transformation of the Coliseum into 

a wool factory, with laboratory below and housing on the 

upper floor, and the transformation of various Roman 

amphitheatres to housing, in Aries and Nimes, France, and 

the Santa Croce district of Florence, Italy. The conclusion 

that Rossi draws from these is that, the monument stands in 

the centre of the site and is surrounded by other buildings 

that owe their characteristics and form to the permanence 

of the monument. Thus for Rossi, monuments like these 

are propelling elements of the city, and contribute to its 

urban development. 

Rossi, Mdo, 'Dm Ih-oielli'in I ji/ri< liilmi,ilmihil{U\\m: AlCicri, 1970). 
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5.4. Locus and Collective Memory 

Rossi defines locus as such: The locus is a relationship between 

a certain speapc location and the buildings that are in it. It is at once 

singular and universal. "̂  Each part of the city thus can be a 

singular place, a locus solus. This statement introduces an 

urban fragment as an autonomous artifact and through it, 

we can understand the city. For Rossi, it is through these 

singular urban artifacts - the particular, irregular and most 

interesting - that the construction of theories that are not 

artificial and useless can be developed. 

Here, Rossi briefly introduced the term 'genius loci' 

and the notion that a site is governed by this 'spirit of the 

place'. This spirit of the place for Rossi is the collective 

memory and meaning that is embodied in the urban artifact 

that constitutes the locus. The making of this 'place' with 

Its 'spirit' IS defined as a single unique moment of creation. 

He cites the example of the importance of architectural 

elements hke the obehsk, a column or a tombstone; that 

the singularity of the urban artifact: '... begins in the event and 

m the sign that has marked the event. "̂  Rossi elaborates that this 

always happens in art, where the artist strives to perfect a 

form, and ehminate the contingency of form, and hence 

arrives at the type as the first ideal. Note that this is the 

reverse of Argan's type, where type is detected through 

analysis, whereas for Rossi, m describing the singularity 

of the urban artifact, type is arrived at through distillation 

down to Its first principles, when it is typical; that is the 

moment when it is common to all. 

I h c locus, for Rossi, is the mnemonic structure of 

the city, where history is experienced as memory. This 

'M Rossi, Aldo, //w Anhilulitn of tin City^ trans by Diane Cïhinirdo and )oan Ockman 

(CambndgL Mil Press, 1982), p 103 

18 Ibid, p 106 
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memory is embodied in the urban artifact in a specific 

location and can only be experienced through its specific 

articulation, precise form and relation to its geographical 

setting.'' This memory ultimately is collective in nature as 

it pertains to the city, and thus to its collective citizenry. 

As Eisenman has noted, for Rossi, 'when history ends, memory 

begins'"' which means that when the relation of form and 

function are severed, form remains vital and history shifts 

into the realm of memory. 

Rossi further elaborates that the collective urban 

artifact can be understood through the study of the 

technics by which they are manifested. Technics here refers 

to the Italian 'tecnica 'which means Hhe study of principles of an 

art or the arts in general, especially practical arts.' For Rossi these 

principles are at once collective and individual because the 

city shares these principles but it is individuals who carry 

out the works that create the urban artifact."" This can be 

understood better in terms of typicalities, that there is a 

recognized principle by which the city is constructed but 

these principles find their specific reification through the 

individual. The outcome of this process of reification 

thus, still displays the typical, i.e., the principles that are 

common to the city. One example in which Rossi cites to 

illustrate this point is the Roman Forum, for him, it is the 

39 Vhey (tbn dii^ilurity of momtments, of the d!y ciiitl of Iho bnilcHij^:^) fma (tic nlcilion of ciixlulectjire to 

its locution - 11mplace oj art — ami Iherti^y its connections to, and tivprecise artic/tlcition of, the loctis itself as 

a sin^ttlur artijuct determined hy its space and time, Iry its topoiiraphical dimensions and its form, try its liern^ 

the seat oJ s/iccewm of ancient and recent ennts, Ir^ its memory.' Rossi, Alcio, '/'/« Arclutectiire of the City, 

trans, by Diane Clhiraido and Joan Ockman (Cambridge: MIT I'rcss, 1982), p.lOV 

40 Ibid., p.« 

41 /// ipeakinji "I i^'^ ̂ '>n \titntion of an artifact and it\ mermny, I am tliinkinii^ of these proiitems lartiely 

m terni\ oj their collectiiv nature; they pertain to the city, and ti'iis to it\ collectiiv citi^enty. I maintain tl)at 

111 an art or a science the principles and means oj action are elaiiorated collectiivly or transmitted throitiili a 

tradition in which all the sciences and arts are operatinji^ as collectiiv ptienomena. But at tlie same time tiny an' 

not collectire in all their essentialpariK imltridiials cairy them old. 'This relationship lietiiven a collectire artifact, 

much is necessarily an iiriian arlifn t. ami the mdiridiial who propo.m and sintile-ltandedly realises it can onh IK 

iinderstimt through a study of the technics hy which the artifact is manije.sled: Ibid., p 113 
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urban artifact par excellence, for it shows how the urban 

artifact is tied to the locus and can also be itself the locus 

The Forum epitomi^^es Kome and a part of Kome and u the sum 

oj Its monumenti, at the same time Us uniquenei r u stronger than iti 

single monuments ' More importandy, liistory m this example 

IS also hved memory 

As discussed above, the collective memory is embodied 

in the locus, experienced through the individuality of 

the urban artifact For Rossi, the unity that coheres the 

different readings of the city is history The unity of parts 

IS supplied by history, the city's memory 

'One can say that the aty itielf u the co/kctwe memory of /// 

peopk, andhke memory it li aisocmtedmth ob/eots andp/ace\ Fhe 

city IS the locus of the colkctipe memory The re/atiomhip betmeen 

locus and atisienry t/jen becomes the city's predominant ima^e, bot/i 

0/ arc/ntectute and 0/ landscape, and at certain artifacts become 

part of its memory, new ones emerge *" 

This is how for Rossi, history is seen as collective memory, 

as a relationship of the notion of the collective to its place, 

where the mdividuahty of urban structure is connected to 

the original arufact 

5.5. Permanence 

Rossi's concept of permanence affects the collective 

and individual artifacts m different ways Ihey manifest 

themselves in the city as housing and monuments I lousing, 

as opposed to a single house, is permanent as it persists 

in time whilst a house is easier to remove This view is 

42 Rosbi, Aldo, \hs Anlutulnn oj Ibt. (.ily, lians by Dime Cihiriido md )(un Ockmm 

(C imbndgc Mil Press, 19H2) p HO 
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informed by the way Rossi draws from urban geography 

and lias to do wirii tiie collective ownership of housing 

rather than private ownership of a house. Monuments of 

course persist in the city and serve a symbolic function 

rather than the function of use. The monument is unlike 

the house as it is an individual element. The monument 

has a dialectical relationship with the city. It sets up a 

before and after, growth and permanence. Vot Rossi, a 

monument that retards the growth of a city is pathological, 

an embalmed body like a dead museum piece, apparently 

alive but devoid of the life of the city, exemplified by the 

Alhambra. For Rossi, the concept of permanence can 

also be propelling — i.e.. Like the example of Palazzo della 

Ragione in Padua discussed above. The past therefore can 

be experienced in the present through this form that is 

independent of use. For Eisenman, this shows that only 

its form remains intact, and the propelling permanence 

continues to futiction as a record of time.''^ I propose that 

it is more accurate to understand this permanent form as 

the deep structLire of the city. This irreducible structure, 

rather than form, holds the potential of organization of a 

precise type and can be used as a propelling device. 

5.6. Type 

As discussed in Chapter 1, Rossi draws his definition of 

type from Quatrcmère through Argan's 'On the Typology of 

Architecture.'Ht makes a first reference to type by stating, 'ƒ 

would define the concept of type as something that is permanent and 

complex, a logical principle that is prior to form and that constitutes 

^•' Rossi, Ald{>, 'Yhe Anhileilttre of {he Cily, trans, by Diane Ghirardo and Joan C^ckman 

(Cambndgc: MVI' Press, 1982), p.f) 
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zY'". Thus, Rossi agrees with Quatremère's distinction 

between type and model and draws a conclusion that this 

rule is the structuring principle of architecture and that 

this principle is constant. Rossi crucially introduces the 

concept of a constant principle, or permanence, of the 

urban artifact to Quatremère's type. Thus, Quatremère's 

idea is no longer the principle deduced from nature but is 

now transposed as the individuality of the urban artifact; 

that is, what is constant and permanent is the history of 

the city as the collective memory of its citizens: 

'Siic/j an argument pres/ipposes thai the architectural artifact is 

conceived as a structure and that t/jis structure is repealed and can 

be recognised in the artifact itself yls a constant, this principle, 

which we can call the typical element, or simply t/je type, is to be 

found in all architectural artifacts. It is a/so t/jen a cultural e/ement 

and as such can be investigated in different anhitectt/i'al artifacts; 

typology becomes in t/iió waj the analytical moment of architecture, 

and it becomes readi/j identifiable at the level of urban artifacts "' 

5.7. Choice 

For Rossi, the first act of xhe.polis is politics, so this cannot 

be absent from the construction of the city; '...if the 

architecture of the urban artifact is the construction of the city, bow 

can politics, which constitutes the decisive moment, be absent from 

this construction?' Politics as outlined in the final chapter of 

the 'Architecture of the City' is the problem of choice 

by which a city realizes itself through its own idea of the 

city. He cites exemplary cities like Athens, Rome and Pans 

44 Rossi, Aldo, I he Anhilalim of IIK Ctty, trans, by Diane Ghirardo and Joan OcUman 

(Cambridge MI'l I'ress, 1982), p4() 

45 Ibid , p 41 
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as cities that embody the collective will and m which the 

image of the city is one that arises out of a dehberative 

choice, but always through its political institutions"' Rossi 

acl<mowledges that the history of architecture and built 

urban artifacts is always the history of the ruhng class " 

l ie goes so far as to say that architecture cannot exist as 

opposition, but only when it shows reconciliation with 

opposing needs^" Diawing upon the works of Maurice 

Halbwachs, Rossi points out the different consequences 

of land ownership that is intimately tied together with 

the way housing is conceived and its affect on the way in 

which the city evolves and stagnate According to Rossi, 

the brealiing up of land and allocation of it m the private 

domain promotes development but lead to degeneration 

of the city These private developments to Rossi are 

speculative in nature and are concerned with profit rather 

than with the overall interest of the city. He further 

mounts a critique of the recent process of urbanization, 

stating that they are distortions that disable a real study 

of the urban artifact, because the ovei importance placed 

on industriahzation alongside certain morabstic attitudes 

have obscured the opportunity to study the urban artifacts 

effectively Its physical and pohtical homogenization is the 

result of industi'ialization and this can be characterised by 

46 Rossi, Aldo, IU Archtlulitn nj Ih City, tuns by Dnnc (jhiraido intX Join Ockman 

((imbridgc Mil Picss, 1982), p 162 

4/ ƒ mainlmn thai IIK history of anlntutun and twtlt ttrthm artijaUs t\ a/iiays thi l)i\to}y oj tlje 

antiitucti/n of tin riilma^ ila\\{.\, it ntnutns to he \IL/J nitl^tnnliat limtt\ and it ith what uitiirdi \iiat\\ tra\ of 

rufilntton IWL iffjpo\idtlhu own altirnatiixproposahfororsam^ing the uty Ibid , p 23 

40 UK nlationdnp m anltttutiin hctwun the lolLittn nrhan artifact and the indiiidiial is iinKjue nith 

^'•sp'-^l to thi other tuhnuumd art\ In f act, antnteUun presents itself a\ a m^t cultural monment iti\ dnaiwed 

and mtiei~ed well beyond the narrow ctrelet of specialists, it needs to he realised to heeomepart of tlie eity to 

I'eeome t})e eity" In a eertain seme, there is no siieh thinji as hmldm^s that are politieally "opposed , sinei 

Int ones tliat are realised are always lime of tl% dominant elas^ or at least those iiltieh express apossdnltty 

cj icconcthne}^ ceiiatn new needr iiith a epeufli inban condition Ihlis there is a dneet iclationship betnecn the 

loiniiilation of certain proposals and the ImtUin^s that arise in the city' fWS 
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three phases. The first phase involves the destruction of 

the fundamental structure of the medieval city, which was 

based on an absolute identity between the place of work 

and residence. This marked the end of domestic economy 

as a unified entity of production and consumption — and 

the rise of mass housing, workers housing, rental housing. 

The second phase is characterized by the progressive 

expansion of industrialization; creating the downtown or 

centre of commerce and work. And the third is followed 

by the development of mass pubUc transport alongside 

individual transport. Choice of residence became separate 

from place of work. Most importantly, Rossi disagrees with 

this argument of how the process of urbanization unfolds 

because it assumes a certain 'naturalism', as if there the 

political choice is involuntary. The choice of course for 

Rossi, is for an architecture that is of the city. 

6. The Borders of Containment and the Common in 

Rossi's Fout Projects 

In the article 'Due ProgeUi' (1970), which appeared only in Italian, 

Rossi presents in considerable length tw ô housing projects that 

were undertaken in collaboration with Carlo Aymonino and 

Giorgio Grassi. I consider this writingas acrucial text thatputs forth 

in clearer terms the relation between Rossi's architectural projects 

and the research he was conducting in Milan Polytechnique and 

in the lUAV. The two projects that Rossi presented here are two 

housing projects: the first is San Rocco, a competition submission 

for a T67' project in Monza (Fig. 3.1), designed in 1966 (the same 

year as the publication of IJanhilettura delta dttd) with Grassi and 

the second is a 'Slab House' within a larger architectural scheme, 

designed by Aymonino for Gallaratesc district in Milan (1969-73) 
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(Fig. 3.2). 

This article titled 'two projects' could have carried the title 

'four projects' as there are two other equally important projects 

that form a sequential progression, one affecting the other. The 

first of these two other projects is the XIII Triënnale pavilion in 

Milan (in collaboration with Luca Meda) in 1964 (Fig. 3.3) and 

the second is Rossi's project of the city, that is his attempt to 

recuperate the historical city as a conscious choice against the 

techno-scientific rationalism of the modern movement. Rossi 

begins the article by outlining the typological problems that these 

two projects instigate as a broader research in the field of form in 

architecture, especially in the typological form of dwellings. The 

Gallaratese Housing is an autonomous building that penetrates 

into Carlo Aymonino's residential blocks. In Rossi's terms, the 

typological form adopted here is of a long gallery access slab. The 

collaboration between Rossi and Aymonino was limited to the 

main issues that linked the two projects together, other than that 

the two designs were mdependent of one another. For the San 

Rocco Mousing project, the typological forms present themselves 

as a series of courtyards. Rossi felt it necessary to validate his 

use of these two typological forms as a reference to the ancient 

city, where the structural value of typology lies in its primacy in 

architecture as a matter of composition, which entails first and 

foremost a choice and tendency. The choice that Rossi refers to 

as outlined in the last chapter of Architecture of the City is political, 

it stands as an alternative to the 'naturalism' of the process of 

urbanization driven by industrialization. Rossi believes that there 

are likely no alternatives to the courtyard type or the gallery type 

in the typology of urban dwelling. For him, everything else is 

a deformation of these types and that the solutions they offer 

are distributive rather than typological. In making a typological 

choice for Rossi, it is necessary to provide references, which 

are a part of the choice or tendency. The courtyards and slabs 
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are not indifferent to the poetics of rationalism. The Germanic 

Hof, and the long slab orientated according to heliothermic axes 

are the most important solutions employed in the central and 

northern European Siedlungen. The second reference is to the 

classical world; the gallery is a long external corridor that serves 

rooms that can be subdivided indifferently. In the courtyard type 

it envelops a square. 

For Rossi, these types support a distributive indifference, but 

it should not be inistaken with typological indifference. To sustain 

typological indifference is to sustain the hypothesis of containers, 

which translates as a support for disorder in architecture. This is 

not expressionistic disorder but the disorder of non-architecture, 

of non-choice for Rossi. Distributive indifference on the other 

hand, is proper to architecture — this can be proved by the 

transformation of ancient buildings, as in the Roman coliseum 

in Aries. It shows a maximum degree of architectural definition 

whilst displaying distributive indifference. These monuments 

potentially offer the greatest distributive freedom, more generally, 

maximum functional freedom. This view of programmatic 

indeterminancy is an argument that features prominently in 

Rossi's conception of the urban artifact. 

This transposition, from the classical world to present day 

Milan and Monza, from monuments to housing, deserves more 

attention'''. The typological diagram [schemi lipologki), provided in 

this article (I'ig. 3.4), shows the planametric diagram of the three 

projects reduced to their most distributive description. They show 

49 'Vbe sik plan of Ihc Milan project mmmarises the form oj enry nctilimar, continuous patlway, enry 

ilreci or honkmnl. Winclojiis and doors oJ the dwellings {locali) face one side oj tlje ̂ acillery; on tlie other side tl}e 

^alkry i\ open as a loajiia, 'I'he layout of this street, strictly as a result of architecture, was already attempted in 

my projeU jor tlie pai'ilion of the XIII 'ï'riennule. In tins project (in collaboration with 1 j/cu Meda) we saw tlie 

possihility to btiild this street, on which otijer streets and spaces jlocalij conferred. The street was identified with 

the wall and ti)e internal dinsions of the pavilion i, seen as parts of a city, sectioned tlirongh its exteriors and 

interiors. 'This 1^63 project is rery important to me, audit is a formal scheme which I liare always re/erred to; 

for example, it is present in tlje xronnd plan of tlie Milan project published liere. It has the power oJ a scheme, oj 

an idea, oj a reference.'- Rossi, Aldtj, 'Due Prqaetti'm 1 JititsInternationalVsA.l (Milan-. Aifieri, 1970). 
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the irreducible structures that denote a specific organization of 

the gallery and the courtyard. The top three diagrams are the XIII 

Triënnale pavilion of Milan, foüowed by the upper floor plan and 

the ground floor of Gallaratese respectively and the bottom most 

diagram is San Rocco. To these four diagrams, I would argue, 

Rossi should have included one more, the plan of Palazzo della 

Ragione, Padua. He used this paradigmatic example many times 

in the ylrchileciure of the City as an urban artifact that is functionally 

transparent. The walls of the palazzo (Fig. 3.5) display the same 

organizational structure as that of the XIII Triënnale pavilion 

and Gallaratese. My proposition is that the doirdnant type or 

in Rossi's terms, the urban artifact, as the persistent primary 

element of the city offers an indifferent distributive structure 

that is nevertheless typologically definitive. It is not only the 

organizational potential that is transposed here; the second 

aspect, that is of equal importance, is the idea of permanence 

that accompanies the individuality of the urban artifact, it is the 

collective memory inhered in these deep structures that offers 

what is common to the project, as an architecture of the city. It 

speaks of continuity with the historical city as both a permanent 

artifact and an evolving one. In these diagrams we can now clearly 

detect the deep structure of the urban artifact, not solely or limited 

to building types: they are the gallery/street coupling for XIII 

Triënnale pavilion and Gallaratese and the grid/courtyard for San 

Rocco. All three projects demonstrate a primary element from 

the city and a building type encapsulated in one deep structure. 

Thus Gallaratese is a 'slab house' or housing slab block that 

is also a street (Fig. 3.6). The same can be said of the Triënnale 

paviHon, as rooms of varying sizes fronting a street; or a pavilion 

in the form of a gallery/street. The defining element in the deep 

structure of the gallery/street is a series of parallel walls that 

are varied in their distance from one parallel wall to another, of 
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varying lengths that create differential depths. They also vary in 

length to create two rows of pilotis-walls. The pliability of the 

deep structure demonstrates a potential for different degrees 

of containment, i.e., from full enclosures to partial and implied 

enclosures. The Gallaratese is a slab of 182 m long, and 12m 

deep, with a portico on the ground floor at two height levels and 

connected to an upper gallery by a staircase. The portico is made 

of walls 3m deep and pillars Im deep, both at 0.2m thick, four 

columns of 1.8m diameter marks the entrance and the entire slab 

is structured on a 3.5m bay (Fig. 3.7). The rationality that governs 

its disposition, inherited from the Modernists is now driven not 

by a techno-sciendfic determinism but from an analogical one. 

It is no longer tied to mass production of the 'standard product' 

or 'object type', but the repetitive elements form a regulative 

framework as common elements for the domestic spaces for 

dwelling, as well as the civic space for meetings and encounters in 

the giant portico (Fig. 3.8). Although Rossi recognizes the plurality 

of dwelling requirements'*", he deliberately makes this distinction 

between distributive indifference and typological precision and 

fixity. That is to say, the private and domestic space of dwelling 

must fit within an overall common framework, that can also be 

seen in equal measure in the civic spaces with the very same deep 

structure. It is precisely in this spatial arrangement in constant 

tension, that we can see tliese projects as borders of containment 

rather than as limits that sever opposing conditions of existence 

(Fig. 3.9). These spaces of agonistic pluralism that I am referring 

to should not be taken literally or naively as the spaces of a G8 

protest, where the city is turned into a battie-zone'''. Architecture 

has the potential to stage these confrontations but it can never 

instigate such confrontations, these happen through political 

institutions, as Rossi has soberly highlighted. 

50 As argutd in the Ardnkclim of Ik Gly. p.VO 

Although 11 can be a \'alicl one for Mdiiffc as ihc space for dircci actum in the context of 
political activism. 
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The site for the project of San Rocco is a conurbation, which 

refers to the set of residential and industrial areas, interposed 

between more or less important urban cores. The intention was 

to build a socially and spatially continuous environment and any 

intervention according to Rossi must accept the urban artifact as 

the chosen element of urbanization. The artifact that is of the 

courtyard type, is a closed and well defined form. Like Gallaratese, 

the courtyard type is also simultaneously a primary clement of 

the city, here being the grid of the city. When the grid presents 

Itself convenüonally as a void, a space of infrastructvire, these 

'collective equipments and circulation infrastructures' 7^0^ the maximum 

degrees of freedom in a homogeneously organized society. A 

bourgeois city, according to Rossi, like Paris where 'the layout of 

the dominant infrastructure produced by the interests and the representations 

oj the dominant class allows the unity on an equipotential line of the main 

architectural artifacts, including housing. But in San Rocco, the grid is not a 

void. The grid is made possible when multiple courtyards are brought together, 

reversing the void of 'collective equipment and circulation infrastructures' 

to mass (Fig.3.10). This reversal enables a continuous fabric that 

dominates the entire site, turning it into an enclosed territory 

under collective use". The other important consideration that 

shaped the project of San Rocco is the nature of the peripheral 

residential unit and the concept of district. When designing the 

residential unit, Rossi considered the concept of district as it is 

concretely found in the experience of today's European cities -

based on the individuation of the district as a separated artefact 

inside the city, as a constitutive and easily recognisable element 

of the city. It does not refer to the alternative between city and 

countryside, or to the theoretical alternative between Garden City 

and ViUc Radieuse; that is the contra position between private and 

public held land for housing projects. The proposal recognizes 

that the periphery cannot be turned into an urban core or into 

52 Ibid., p. 12 
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the garden city. Instead it is designed as an autonomous urban 

artifact stranded between urban cores and countryside. Thus 

the proposal is considerably closed as a response to the highly 

degraded surroundings, with the intention to create an experience 

complete in itself. P'or Rossi, the law that governs the design 

must be clearly readable, simple and unequivocal. It becomes an 

architectLire of the city when there is a concrete moment to speak 

of The adopted type can be defined as courtyard house, a type that 

has contributed to the formation of the city. The courtyard house 

represents the most characteristic type of community experience, 

as social segregation in the Karl Marx Iloff (Fig. 3.11), a workers 

sttonghold. On the level of the city, the courtyard house stands 

in between public space, private space and buildings, a space that 

is 'relatively public', and 'a true island of silence and rest'. It refers 

to a community experience. Like Gallaratese, the deep structure 

of the courtyard house is interchangeable as the grid of the city. 

It presents itself as borders of containment, enclosing spaces 

that are at once domestic and civic, rooms as enclosures as well as 

corridors as passages. It demonstrates a common framework that 

is rational and immediately recognizable as belonging to the city 

and to history as collective memory. 

7. Koolhaas' Metropolis of Dispositifs 

Whereas Rossi looked to the historical city to revalidate the 

discipline of architecture, Koolhaas looked to the metropolis, to 

Manhattan. In " 'Ufe in the Metropolis' or the 'Culture of Congestion'", 

that accompanied OMA's first monograph by Architectural Design 

in 1977 (Fig. 3.12), and a year prior to the publication of Delirious 

^ew York, Koolhaas outlines succinctly the metropolitan themes 

that would preoccupy OMA for the coming years. For him, 

the mcti-opolis 'invalidates all the previous systems of articulation and 
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differentiation that have traditionallygutdedthe design of cities FheMetropoli i 

annuls the previous history of architecture '^^ Manhattan, for Koolhaas 

IS the archetype of the Metiopohtan Condition Manhattan as 

this architecture of the metropohtan condition is the outcome 

of the density per se, of population and of infrastructure This 

architecture promotes a state of congestion on all possible levels, 

and exploits this congestion to inspire and support particular 

forms of social intercourse that together form a unique culture of 

congestion^' (Fig 3 13) Manhattan demonstrates what is possible 

when the srmultaneous exploitation of modern technologies and 

human population is carried out on a hmited territory 

Koolhaas makes three propositions in three episodes, in 

what he terms a provisional tiiangulation of a truly metropolitan 

architecture The three episodes involve the systematic exploitation 

of density, technology and programme a metropohtan 

counterpart to Vitruvius' 'Commodity, Firmness and Dehght' 

Koolhaas' 'Culture of Congestion' and metropohtan architecture 

wcie also directed as a challenge to the architectural profession's 

refusal to admit that a fundamental break had occurred between 

tradition and modern urbanism It unphes a two fold polemic, 

against those who beheve they can undo the damage of the 

modern age, i e, the metropohtan itself, and therefore concentrate 

therr efforts to recreate or return to the historical European city 

Secondly, it is against those who insist upon the continuation of 

that modern architecture that tries to suppress chaos, fetishises 

the objective, disperses bulk, isolates components, quantifies 

functions and makes everything predictable 

Nevertheless, Koolhaas proposes to continue aspects of 

the modern project through these three 'stories' that to liim, 

describes ' a tradition of modernity that insists on systematically 

S'i kcjolh lis Rtm ] ifc in the Metropolis or J he Culture of Congestion' in Anhiledun Dmi^n 

Vol 47 No 5 (U)nclon Wilej Acidcmj 1977) 

54 Ibid p32ü 
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exploiting all available apparatus and all the fresh infrastructures of the age 

to establish fantasies as realities of the world.'''' The responsibility of 

a metropolitan architecture according to Koolhaas is to design 

hermetic enclaves — bloated private realms — that comprise 

the metropolis. It creates a 'set' of everyday life through the 

magical arrangement of human activities on all possible levels. 

Like Rossi, he acknowledged that the city can never be whole 

and that the total design of modernism is no longer possible. 

Thus metropolitan architecture for Koolhaas is megalomania on 

a modest scale because its expressions are always localised and 

address only part of the total audience, never the whole. 

In the first episode, Koolhaas proposed that the metropolis 

replace all natural elements into an intricate simulacrum of nature 

with new lands of machinery This condition arises out of the 

sheer depletion of natural reality because of the sheer density of 

human consumers. Koolhaas uses the transformation of Coney 

Island, from a small island with natural attractions to one that 

increases its attractions exponentially by artificial constructions 

of the real. He uses the theme park attractions of Coney Island 

- the Inexhaustible Cow, Electric Bathing, Mechanical Horses 

and Barrels of Love - as examples of the transformation of the 

natural to a hyper-simulated nature for an insatiable crowd arising 

out of population density. The metropolis is the product of its 

own insatiable desires. 

Koolhaas' second proposition focuses on the skyscraper. 

Through the skyscraper, each site in the metropolis can 

accommodate an unstable and unforeseeable combination of 

superimposed and simultaneous activities, its configuration 

beyond the control of the architect or planner. Here, function is no 

longer tied to place, and everything is possible, and the incessant 

process of adaptation does not even affect the framework of 

55 Koolhaas, Rem, 'I.ifc in llie Metropolis or The Culture of Congestion' m Archlalim Dcus,/t 
Vol.47 No.5 (London: Wiley Academy, 1977), p.77 
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the building. The skyscraper creates two moments of autonomy, 

between floors and between exterior and interior. They all belong 

to different kinds of architecture. These conditions, for Koolhaas, 

arc made possible by the introduction of the elevator, the steel 

frame building, and 100-storcy building - a proposal for the 

multiplication of buildings and spaces of the ground over 100 

storeys. The invention and introduction of the elevator - from 

the 1870s onwards, as the great emancipator of all floors above 

the ground - transformed each floor plate to a potential plot, both 

as a site and as an autonomous frame for the staging of fantasies. 

The elevator for Koolhaas is the prime instrument of density. 

Within 20 years of the promise of the 100-storey building, the 

Downtown Athletic Club (1931) (Fig. 3.14) presents itself as the 

paradigmatic example of Koolhaas' metropolitan architecture. 

The Downtown Athletic Club, as dominant type, demonstrates 

'All the latent potential of the skyscraper as a type is exploited in a masterpiece 

of the Culture of Congestion, a Constructivist Social Condenser materialised 

in Manhattan. *''' Located on the I ludson, near Battery Park, on a 

lot 23 metres wide and 54 metres deep, each plan serves as a 

collage of function, each rectangle a suggestive abstract plot and 

each plan and plot is randomly sequenced (Fig. 3.15). Thus each 

floor is programmatically autonomous within the skyscraper; its 

proliferation, and connection to other floors and to the ground 

only made possible by the elevator (Fig. 3.16). 

The final proposition involves the potentials of metaphoric 

planning, unique to Manhattan, where islands of metaphoric 

archipelago are created through the provision of the Manhattan 

grid as infrastructure that nourishes each plot with equal potential. 

The grid allows the enclaves to be self-contained, ideal worlds 

removed from time and space, protected from the corrosion of 

everyday reality. The Radio City Music Hall, a thcaU-e within the 

5C> Koolhaas, Rem, 'J,ifc in ilic Metropolis or The (Ailture of Congosüon' in Auhlatnre Dcstfii 
Vol.47 No.5 (London: Wiley Academy, 1977), p.322 
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I 
Rockerfellar Centre, sealed from the 'disappointments' of the 

outside world creates its own universe, where the sun never sets 

in an all day long staging of fantasies. These artificial mini Utopias 

within the gnded plots of Manhattan are to Koolhaas the product 

of this metaphoric planning. 

Eight years later, in his article 'New York/La ViUette', 

Koolhaas would declare that: 

'If the essence of Delirious New York ivas found in t/w section 

of the Downloivn yiihietie Club - a turbulent stacking of 

metropo/itan life in efer-c/janging configurations — a mac/jine tijat 

offered redemption tiirougii a surfeit of tie don ism, a conventional, 

even boring skyscraper, and a program as daring as ever imagined 

in this centuty. La Viilette could be stiil more radical by reducing 

the three dimensional aspect almost entiref)/, proposing instead 

pure program, unfettered by any constraints In t/jis anaiogy, the 

bands across the site were /ike the floors of t/je toiper, each program 

different and autonomous, /wt modified and 'polluted' by t/je 

proximity of t/je others (...) What I^i Vil/ette fina/f)i suggested 

wai the pure exploitation of the metropolitan condition: density 

ivithout architecture, and a culture of invisible' congestion. *'' 

I'he Downtown Athletic C l̂ub as the dominant type, embodying 

the very essence of 'the culture of congesdon' is flattened onto 

an expanded territory as a re-enactment of a metropolitan 

architecture. Pare de la Viilette (1982) (i-'ig. 3.17), OMA's 

competition proposal for a park in a 550,000sqm former 

slaughter house grounds in Paris, according to Koolhaas, is recast 

as a project of 'congestion without matter'. This possibility of 

retroactively conceptualising and theorising a city through a 

dominant type and to transpose both its idea and deep strucmre 

57 Jacques l.ucan, OMA. Kern Koiilbiun. Anhilaliire 1970 1990 (I'.lccta I'rancc, Milan-l'aiis: 

199(1; Ulccta, Milan IWI) p,161 
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onto another site, mirrors the analogical method of Rossi. I 

would therefore argue that the dominant type is critical in both 

Rossi's and Koolhaas' project of the city, despite their different 

preferences for what constitutes an exemplary city. 

This transposition of the idea of the city from a skyscraper to 

a park, has prompted Eisenman to pose the Downtown Athletic 

Club as the didactic diagram that sets off an architectural theme 

that find its different sequential variations and development in 

OMA's tableaux projects. For Eisenman, the sequence of projects 

that brings OMA from Tres Grande Bibliothèque (1989), to Agadir 

Convention Centre (1990) to Jussieu Library (1992), is a sequential 

and incremental development of the idea of architecturalizing 

the problem of 'contiguous continuity'^*. In the first project, the 

voids suspended within the tableaux are all independent of one 

another, accessible only by isotropic lift cores. The second project 

begins to show the early signs of diagonal connections between 

floors through sectional perturbations. The third project sees a 

continuous 'promenade architecturale', where there is only one single 

floor in the form of a ramp. However, what remains constant 

in these three projects, is the idea that the architectural project 

brings forth the idea of the city - from the 'city within a building' 

to 'city into a building'. These readings offer another way to read 

the project of Pare de la ViUette, often obscured by the poetic 

phrase 'congestion ivtthout matter'. Despite the image conjured up 

with this phrase, of the freedom afforded by the ehmination of 

matter, physical structure or architecture itself, the proposal as a 

park is regimented very precisely by a common framework, the 

deep structure of Manhattan, the grid in plan and the stacked 

autonomous plots in section. These two deep structures, the 

rrreducible structure that organizes, manifest themselves as the 

thematic bands of landscape and the point grids of pavilions and 

amenities. 

58 ICiscnman, Pclcr, Un C anomuiiliuii{li/ii^\ (New York- Rix/oh, 2008) 
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Koolhaas' intended effect of programmatic congestion and 

friction, from the use of the bands, is in fact an example of the 

use of borders as containment. The bands separate and articulate 

difference through porous enclosures rather than severance. 

Agamben, in his article 'Metropolis'"''' has remarked that the 

metropolis is an apolitical space: 

'U//r/o//l>/er//)' o/U' of ifs (mefropo/is) ma/'/i fralfs is fhaf there is 

a shift from the mode/ of t/ie po/is founded on a centre, that is, a 

public' centre or agora, to a new metropolitan specialisation that is 

certainly invested in a process of depoliticisation, ip/jich results in 

a strange ^one where it is impossible to decide what ispriuate and 

w/jat is public ''" 

Agamben proposes that we understand the metropolis through 

the convergence of two paradigms or urban spaces offered by 

Foucault: leprosy and plague. The paradigm of leprosy was 

clearly based on exclusion: that lepers are placed outside the city 

and the 'pure' city keeps outsiders out. The lepers are rejected 

by an apparatiis of exclusion. The paradigm of the plague is 

completely different to that of leprosy, for it is impossible to 

move the plague victims outside the city. Instead the creation of 

surveillance, control and articulation of urban space is required. 

The plague victims are encased, survciUed, controlled and cured 

through a complex web of dispositif (apparatus) that 'individualise, 

and in so doing articulates the efficiency of control and of power'. Thus, 

according to Agamben, leprosy is a paradigm of exclusive society 

and plague is a paradigm of disciplinary techniques, a transition 

from ancient regime to the disciplinary paradigm. I'he metropolis 

IS a condition where these two paradigms overlap. Thus it is 

5"J Giorgio, Agamben, 'Metropolis' trans. By Arianna Bove (http: / /wWW.gClieration-
aallOe,nrfT/p/fpaff^iTibp.n4.htm^ (accessed 20 |une 2011) 
<•'" Ibid., p.1 
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impossible, according to Agamben, to univocally define borders, 

walls, and spaces because they result from the action of this 

different paradigm: no longer a simple binary division but the 

projection on this division of a complex series of articulating 

and individuatmg processes and technologies. Agamben sees 

the metropolis as an apparatus of oppression in the way it uses 

dispositif for governing every aspect of life. The product of this 

governance to him is subjectification. Where subjectification 

can be understood as an imposed identity, that is, when every 

time one takes on an identity, one is subjugated, and modern 

dispositif creates not only subjectivity but also the process of 

de-subjectification. 

Returning to a lesser known project of OMA, the Universal 

exposition 1989 Paris (1983) is a proposal to stage the Universal 

Exposition on the river Seine. Tasked with an open brief and to 

create a proposal that would house different nations with varying 

financial means to stage their own pavilions, OMA opted for a 

proposal based on 'minimum number of rules — and ihus the maximum 

amount of freedom — sufficient to achieve the most daring expression of 

the initial idea.''' Thus the project is presented as a matrix of 

possibilities governed by a grid superimposed on the site''- (Fig. 

3.18). The matrix consists of an array of different interpretations 

of an isotropic grid to perform all the functions of hosting the 

exposition. The tasks that the grid takes up are all organizational, 

from the placement of national and individual pavilions, to 

the distribution of information, roof, walls and pathways (Fig. 

3.19). The grid oscillates between an abstract organizational 

framework — as merely an implied outline of a site — to its 

61 J.icqucs l.ucan, OMA. \Kcm Kmlhms. Aniiilalim I'jyO-l'JOO (I'.lccta I'Vancc, Milan-l'aris: 

19y();l'.lccta, Milan 1991). p .% 

62 \..Ihe ettlin uk mmtd he (hncleil Ijy a;ip(l; each ioiintry imjilel}it:l a iquurc; on il\ \cjiiurc tt imtd do 

wltaknr it imnleci IJ tl wu:> poor, Ibn ionnlry mmtd hirn lis ult into a daert. (...) 'I 'here would he no piiblk 

iircidution, no Imrarclty oj accommodation, no tnrestment for the Ircnch itutc. I '/t///«n tfie fair ivonid itiiohe 

nari^ation jrom plot to plot in a lompktely random and indmdiial ^ecfitence.' 
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most reified moment - as an extruded grid as walls forming a 

bilateral enfilade in the city (Fig. 3.20). The use of the grid as 

matrix for presentation as well as the marldng of a territory for 

the enactment of architecture, can be seen as a deliberate move 

to set off one contrasting condition against another through 

adjacencies, where difference is exacerbated and articulated by 

its proximity (Fig. 3.21). The oscillation of the grid from void (as 

circulation) to soUd (as walls) and across scales, brings us back to 

the distinction that Rossi makes between distributive indifference 

and typological indifference. In this instance, what remains precise 

and definite is the structure of the metropolitan condition, yet 

it remains indifferent as to how this condition of plurality is 

distributed precisely. Remrning to Agamben's metropolis, OMA's 

idea of the grid of Manhattan as borders of containments is 

neither fuUy the paradigm of leprosy or plague, that is to say not 

a space of complete severance nor complete subjectification. At 

its best, it remains as a framework of recognition to pass through 

in the metropolis. The space of this re-enacted metropolis can 

never be apolitical as Agamben defines it, as this simulated 

metropolis comes into direct confrontation with the host city, the 

historical European city of Paris. It is precisely through die use 

of the artificial and the condition of programmatic congestion 

as permanence, as opposed to mutable nature that the possibility 

of what is common is articulated in these two projects of 

OMA. This construction of the metropolis as a fictional and 

an artificial architecture, is one that will oudast man himself; as 

Elia Zhengelis remarked: 'Bverything relating to nature, essentially, is 

doomed to disappearance. We are born, we die, me disappear, only ideas, art, 

the artificial seem to offer some promise of permanence. *'* And Koolhaas 

reaffirms The final function of architecture will be to create symbolic 

61 JacquLï. l.ucan, OMA. Kern Koullum. Anliilaliire V)70-VJ'M (Ulccta I'rancc, Milan-l'arih 

1990; I'lccia, Milan 1991). p 40 
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spaces responding to the persistent desire [or collectivity.''' This symbolic 

space is the re-enactment of the metropolitan architecture, as an 

artificial framework of recognition, borders of containment as 

the common clement. 

8. Conclusion 

As I have shown with Rossi and Koolhaas, the revalidation of 

the works of architecture outside its disciplinary boundary is 

made possible through the dominant type. Dominant types can 

be understood as the typical elements that constitute the city 

and are the embodiment of what is common. The idea that the 

dominant type brings forth is the idea of the city. Following 

Quatremère's definition of type as the principle that governs 

the model, the principle of dominant type that governs over the 

structures of the city is the idea of what is common, understood 

here as what is shared in the collective imagination, as principle, 

custom or law that individuals subscribe to as citizens of the 

city. More importandy, its discursive nature allows its various 

articulations and reifications in the different projects of the 

city, as exemplified here by Rossi and Koolhaas. In both, 1 have 

shown how the recourse to the city as a project revalidates the 

works of architecture by redefining what constitutes the idea of 

commonality that architecture must again respond to. Through 

the understanding of typicalities I have advanced the conception 

of the doiTiinant type to mean more than a building type and 

its variation in the city; for it oscillates between both ends of 

the depth of typicalities - both as a common framework and as 

reified typical architectural objects. 

1 have defined through Aristotle that the city is a partnership 

W Jacques l.ucan, OMA. Wem Koolliaas. Ardnkdim 1970-1990 (lilccla I'rancc, Milan-l'ans: 
1990,1'lccta, Mtlan 1991). p.4() 
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and following Mouffe's idea of agonistic pluralism, I have 

proposed that the city is the common space par excellence, where 

agonistic confrontation takes place in a discursive framework of 

recognition as borders and spaces of containments. It is always 

demarcated and hegemonically structured with this discursive 

deep structure as a common framework that displays the depth 

of typicahties. As such, what is common cannot be universal; 

for in an agonistic pluralism, any dominant discourse of this 

idea is always discursively and contingently formed. Thus, this 

unresolved but productive tension manifests itself and is reified 

m the deep structure of the city — its dominant type. The idea of 

the city as agonistic pluralism is one that discursively strives for 

heterogeneous containments that make possible the articulation 

of difference that typifies our cities today. 
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4 DOMINANT TYPE AND T H E 

DEVELOPMENTAL CITY STATE 



I 



1. Introduction 

The city of Singapore will be used here as a paradigmatic 

'developmental city' to further the discussion of the dominant 

type and its relation to the idea of the city in three propositions. 

The first proposes the dominant type as a diagnostic and 

prognostic device for the contemporary city — that is, a city that 

lb still largely under construction and is in a state of becoming. 

As Singapore is a city largely built from a blank slate, it allows 

the discussion on the instrumcntabty of the dominant type to 

move beyond that of found artifacts m a historical city. Thus, 

the understanding of the doininant type here is different 

from that of Rossi's This inevitably raises the question of the 

Generic City as put forth by Koolhaas', both in Ins reference 

to the contemporary city in general and Singapore m particular 

Tied to this first proposition, the word 'Generic' in the term 

'Generic City' should be understood as the typical or what is 

most common, and as a latent characteristic that is becoming. As 

such, the Genene City can and should be understood through 

Its dominant type, its most prevaihng and most typical element 

that constitutes the city in the making. The two dominant types 

that will be discussed here arose from the conditions of tabula 

rasa, and have no overt link to history, precedent or context. The 

first is the high-rise, high-density tower and slab block (Fig. 4,1) 

that makes up Singapore's pubhc housing project, and houses 85 

percent of the nation's population. l"he second is the podium 

block (Pig. 4.2), a Metabohst invention unique to Asia, with 

shopping as it prmiary programmaüc instigator. 

The second proposition is that these dominant types figure 

rorth the idea of the city of Singapore as a 'developmental 

city state'. This idea of the city is not fixed nor is it an ideal (as 

discussed m Chapter 3) but is necessarily contingent, allowing 

1 Koolhaas, Rem, W / A 7 . (New Yoik MoiiacdU Press, 1995), pp 1219-57 
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it to evolve with the regimes of power. This idea is reified in 

the dominant types above as an evolving political project, as a 

manifestation of political might. The city state of Singapore will 

exemplify this use of the city and its architecture by the ruling 

party to legitimize its political hegemony. 

The third proposes that the idea and deep structure of 

the dominant type share a reciprocal relationship, and evolve 

to mutually reinforce one another. Central to this proposition 

IS the pliabihty of the deep structure of the dominant type as 

an organizational framework that is involved in the social, 

economic and political processes directed by the state. This in 

turn produces a specific common disciplinary knowledge, shared 

by those involved in the production of architecture and the city, 

that allows the dominant type to proliferate with ease. Tied to this 

third proposition, the dominant types are being exported from 

Singapore and implemented in China, India and other South 

East Asian cities. This owes to the 'success' of Singapore as an 

epitome of what can be achieved through 'authority, instrumentality 

and vision"-. This proliferation of knowledge of the dominant 

types that are unique to Singapore, and now Asia, has seen 

Singaporean designers and former state architects using specific 

knowledge culled from the typological evolution of the dominant 

types as commercial ventures. This is further reinforced by the 

politicization and commodification of knowledge and experience 

of statutory boards and authorities in Singapore, exemplified 

by the formation of the Centre of Liveable Cities in the year 

2010 with Singapore's Urban Redevelopment Authority, Housing 

Development Board and Economic Development Board as 

stake holders. One of its stated aims is to share with 'City 

leaders, either elected or appointed, at the level of mayors, governors, and 

mad of metropolitan areas, local or provincial governments with executive 

^^sponsibilities in urban development and management'^oAA^ÏAz, '... the 

2 Koolhaas, Rem, SMl.Xl. (New York- Monacclll 1'icf.s, 1995), pp 1087 
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guiding principles behind Singapore's ivhole-of government approach towards 

overcoming urban management challenges.' and where these leaders 

in urban governance can 'Ijiarn Singapore's development strategies to 

building liveable, sustainable and economically competitive high-density city 

from the urban pioneers that transformed the city^. 

Through the reading of the dominant types in the 

developmental city state, I will propose a possible fourth typology, 

as distinct from Vidler's other three typologies that preceded it but 

nevertheless reliant on them for its definition. It is an emerging 

typology that is not only pecuUar to Singapore, but is also 

common in other developmental cities, China in particular. This 

fourth typology wiU be recast as a shared knowledge; expanding 

upon Durand's rationalization of architectural knowledge to 

include the notion of 'the common' ?& the product of immaterial 

labour of Michael Hardt. At its core, the fourth typology is a 

proposition for the possibility of architecture utilizing its shared 

disciphnary knowledge as a means of emancipation from within. 

2. Generic or the Typical 

'Is the contemporary dty like the contemporafj airport - "all the 

same"? Is it possible to theorize this convergence? And if so, to 

what ultimate configuration is it aspiring? Convergence is possible 

on/y at t/ie price of shedding identity. Ihat is u.uia/iy seen as a 

toss But at a scale at ivhich it occurs, it mutt mean something. 

W^hat are tl]e disadvantages of identity, and conversely, what are the 

advantages of b/anknefs? What if this seemingly accidental - and 

usually regretted - homogeni^ation were an intentionai process, a 

conscious movement away from difference toward .fimiiarity? What 

is we are witnei.fing a globai liberation movement: 'down with 

3 Centre for Liveable Cities, 'Ijinilerin Urban Covermncn P}ö^ni»me\ <|-mp.//Tk'/>rt^^^j;/lP< '̂̂ ^• 

plip?c|=lendcrs-urban-govcrnancc-pr(ij>ram> (accessed 15 January 2012) 
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character!" U^bat is k/f after icJenfity is stripped? T/je Genetic?" 

For Koolhaas, the Generic Cify is a city without character; stripped 

of any identity. He refers to this identity as something derived 

from physical substance, the historical, a context and the real; it 

is a finite resource that is continuously depleted by the masses 

desire for 'character'; and its authenticity is inversely proportional 

to its rate of replication. Singapore, according to Koolhaas, is 

a Generic City\ He writes, T/j« Generic City's aspiration toward 

tropicality automatically implies the rejection of any lingering reference to 

the city as fortress, as citadel; it is open and accommodating like a mangrove 

forest. * This description of the generic city - as something 

'other'^ than the (western) citadel and untamed like the mangrove 

forest - can be seen as a tendency to structure any discourse on 

the east through a fabrication of its 'exoticism' as an aberrant 

phenomenon. To move this argument away from the fascination 

and abhorrence of the 'other', and the unproductive debate about 

4 Koolhaas, Rem, SMLXL (New York; Monacclli Press, 1995), pp. 1248 

5 Koolhaas did nol explicitly name Singapore or any city in particular as a Cieneric Ĉ ity. 

However, a series of photographs that preceded the chapter 'The Cieneric f̂ ity' in SM\X\^ 

and the written statements that followed made tliis clear. It is discernable from the blurred 

photographs that the city depicted is Singapore. In one of the photographs the tip of Kenzo 

lange's UCM̂  I'laza 'lowers (located at Boat Quay) pecks out of some lush greenery. I te then 

defines the Generic City as such, 'The Geue/ic City is on its way from Ijoii^oittal to vertical. 'V/je skyscraper 

looks as if it iiiill be tlie final, definitive typology. It bas sii'allowerl everytliing else. It can exist everyaéere: in 

a lice field, or damitonm - it makes no difference anymore. (...) All Generic Cities iwie fro»/ the tabula rasa: 

if tliere mis nothing, now they are there; if there mas something, they have replaced it. (...) The Generic Ctty's 

aspiration toward tropicality aiitomaticalty implies the rejection of any lingering reference to the city as jortrea, 

as citadel; it is open and accottimodating litze a mangrove forest. {...) The Generic Cjty has a (someti/ite distant) 

relationrhip mth a more or less authoritarian regime - local or national (...) Each Generic City is a pefri 

dish - or an injinitelypatient blackboard on which almost any lïypothesis can be 'proven " and then erased, never 

again to reverberate in the minds of itr authors or its, aiidicnie.' See Koolhaas, Rom, .VA-f/ _V/, (New ^'ork; 

Monacclli Press, 1995), pp. laSO-S.-? 

fi Ibid., p p 1253 

' Edward Said defines this as 'Orientalism, 'a way of coming to terms with the Orient that is liased 

on tlie Oneiifs special place in VLiiropean Western experience. (...), the Orient has helped to define Yinrope (or 

ll'e If est) as its contrasting image, idea, personality, experience.' Said later argues that 'Oriental ism' is a 

discourse conjured up by the West to rationalise its domination over the East. See Said, Edward 

W, Omw/,rf,^,(l,„,id,„i. Penguin Books, 1978), pp 1-24. 
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difference versus sameness as visible form in the urban context", 

it must be first prequalified by a different understanding of the 

generic. 

The word generic derives from the Greek word 'genos' 

meaning 'race, kind'. As such, the generic refers to something 

that is common in a class, a group of individuals or species of 

individuals. 'I'hat is to say, what is most typical among different 

individuals. As a verb, generic derives from the word 'eener-', which 

is synonymous with 'generating' and in the biological sense, 'gonos' 

meaning 'birth, offspring, stock'. Therefore, generic can also be 

understood as the capacity to change and transfornn through 

its shared commonality. The generic is thus the typical with the 

potential for transformation'. This categorization concurs with 

Quatremère's understanding of type and character as discussed 

in Chapter 1, for type bears the irreducible general or essential 

character that serves as the rule for frirther generation with 

distinctive and relative character. This also mirrors the notion of 

the irreducible structure as the shared trait of a detectable series 

with the potential for recombination, as set out by Durand and 

furthered by Argan. Following this definition, it is thus logical to 

understand the Generic City through its dominant type as the 

most typical element that constitutes the city, both concretely and 

in abstraction. To interrogate the city tliis way is to go beyond the 

characterization of the generic city through its (or lack of) identity 

8 Koolhaas* polemical and in some instances exaggerated account of the short history of 

Singapore in 'Singapore Songlines: Portrait of a Potemkim Metropolis or Thirty Years of 

Tabula Rasa' is critical of its authoritarian regime, and yet he displays a ct)nspicuous fascination 

for the regime's promethean endeavours. See Koolhaas, Rem, SM\^\^ (New York: Monacelli 

Press, 1995), pp 1(11)9-89. 

9 Pier Vittorio Aureli also accounts for the etymology of the word generic in this two 

category. I le however uses the generic as a fundamental category of capitalist production, hor 

Aureli, the generic becomes explicit through its abstraction and finds us spatial and architectural 

correspondence in the 'typical plan' - an architecture reduced to its most essential and universal 

structural system. See Aureli, Pier Vittorio, 'Architecture for Barbarians: Ludwig I lilberseimer 

and the Rise of the Cleneric C îty' in AA I'ilei 6) (London: The Architectural Association, 2011), 

pp.^-18 and for the ''I'ypical Plan', see Marullo, p'rancesco, 'Cieneiic and Typical Plan', <hilpiZ/ 

thecityasaproiect.org/2011 /1)4/generic/> (accessed 15 Januaiy 2011) 
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as visible form or image. As these dominant types arose from a 

blank slate, its ideas are not historically constituted. Furthermore, 

its deep structures arc not abstracted from historical architectural 

precedents as perfectible models. Instead the deep structure 

of these dominant types exists as the irreducible structure that 

organizes. It is deployed and evaluated for its instrumentality 

to accomplish pragmatic concerns that nevertheless arc deeply 

politicized. 

The pragmatic considerations of the deep structure of type 

can be informed by Alejandro Zaera Polo's article 'H(^h-me Phylum 

2007'^". Although, in this article or elsewhere, Zacra Polo did not 

make a distinction between type and model, made no mention of 

Quatremère or Durand and did not use the term deep structure, 

the contribution of this article, I would argue, revalidates the 

possibility of undertaking a comparative analysis of a building 

type on a global scale, emancipated from the customary 

twin considerations of contextual (immediate) and historical 

continuity, with the pragmatic performance of the building 

type as primary concern. This undcrtalang is similar to that of 

Durand's R^cm/with the exception of his closer cxaiTunation of 

the globalised context of architectural production that affects the 

transformation of this building type. 

Zaera Polo declares unequivocally that one particular type 

- the high-rise - due to its pervasiveness, popularity and ubiquity 

today should be understood and discussed more methodically and 

with a new set of criteria. I le argues that the current understanding 

of the high-rise offers no typological knowledge that enables 

the discrimination between novelty and innovation as they arc 

driven by either the economy of efficiencies or economies of 

brand image. The former subjects the contemporary high-rise to 

ruthless efficiencies that constrain possibilities to the repetition 

10 /.acr,i Polo, Mc|andrü, 'I Iigh Rise I'hylum 2007', / himinl Vai^it Mafa-ke, 26 (20(17), p. 15-
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of verified models. This form of production remains in the 

hands of large commercial practices because speculative practices 

either ignore these constraints or are unaware of the underlying 

economies at play in this typology. The latter, in pursuit of the 

brand image in which everything is possible, contributes nothing 

to the typological phylum" of the high-rise as each design is seen 

as a work of singularity. 

Zaera Polo observes that the expansion of the middle class 

in many developed or developing cities has turned the high-rise 

into a vernacular'- typology exemplified by cities like Manhattan, 

Hong Kong and Singapore. The realization of the development 

potential of the high-rise and its innate ability to generate a high 

quantum of floor area has made it into a serious investment and 

development vehicle for cities like London, Madrid, Dubai, Kuala 

Lumpur and Moscow. Thus the high-rise is no longer solely 

associated at one end to social housing projects - developed by 

the state - or at the other end as the preserve of the rich. The 

high-rise is produced now for the mass market. It is however 

inaccurate for Zaera Polo to propose that the high-rise as a 

vernacular type in Singapore and Mong Kong arose out of the 

expansion of the middle class. Its development in these cities 

owes more to the extreme caution practised by technocratic 

policy makers in conserving scarce land for development, forged 

in the climate of national existential threat in the 1960s, but I will 

return to these examples later. 

Having set out the social and cultural factors that popularized 

the high-rise, Zaera Polo contends that technical innovations'' not 

11 Phylum IS a term borrowed from biology to mean a group of organism sharing a certain 

degree o{ evolutionary relatedness. It also refers to '/aera Polo's and Moussavi's practice as a 

phylogenesis, first outhned in Phhifne\!\: I'oa'iArk (Actar & U ; A , 2004), p,6-17 

12 Zaera Polo's choice of word to mean a building type specific to a geographical location 

and Its attendant social and cultural norms, thus malang it unique. 

13 The improvements in technologies include the use of higher strength matenals especially 

steel and concrete, faster construction technologies, high efficiency curtain walling systems with 

high performance insulation and solar filtration and the development of intelligent vertical 
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only democratized the height, increased the speed and volume of 

construction but more importantiy, affected profoundly the way 

in wliich high-rises are made. The soaring height, compressed 

design and construction time and the large investments needed 

for the delivery of the high-rise have increased the complexity 

and specialization of this process. This condition gave rise to the 

involvement of other experts, often marginaKzing the role of 

the architect as image maker and skeletal dresser. The design of 

the high-rise is then seen as a problem that is broken down and 

addressed by these experts, consisting of real-estate specialist, 

vertical transportation consultants, mechanical and electrical 

engineers, structural engineers and contractors. The real-estate 

specialist for instance is involved in the process far in advance 

of the architect. This specialist sets out the population ratios, 

fa9ade-to-core depth, floor-plate sizes, planning grids, floor-to-

floor height, net-to-gross ratios and fagade ratios. Although it 

might seem as a design brief, its specific articulation via stringent 

developmental parameters often predetermines the overall form 

and envelope of the high-rise". 

To update the knowledge of the high-rise and identify new 

tendencies and opportunities, Zaera Polo chose to frame his 

observations in practice in three dialectical categories. The first 

discusses the impact of the high-rise type in its urban context 

through issues of regulation, location and monuments. Planning 

and building controls in Asian cities rely on the parameters of 

FAR, set-backs and height limits to regulate all developments. 

Thus the high-rises in Asia arc more of a vernacular type, a norm 

rather than an exception in Asia. In historical European cities 
transporUiLlon syslcms,. 

14 /acta I'olo cues the example of ihe conlnbulKiii of cacll expert, w Inch aUliough technical 

m nature is rcflcctccl in the comnien ul imp.iti of iht decisions .ind innovations they bring. I'or 

instance, the vortical Iranspoitalion lonsuli.ini in dikiniining the vertical transportation load 

will hnd the opbmai numbers of elevatois as each elevator core can be equivalent to a market 

value of $3^7,500 per year - calculated as nine SL]m per elevator core multiplied by say .SO storeys 

of a typical high-nse m a typical global city wilh a renlablc rate of «75(1 per sqm per year. 
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like London however, where the planning principles works via 

precedence, that is to say any new insertion in the urban context 

has to do more with maintaining coherence in urban massing, 

height, frontage and facade treatment and to be 'in keeping with 

the surrounding', the regulation of high-rises is problematic 

because of its exceptional character. Thus zones of exception 

are carved out via view corridors, ensuring that the clusters of 

towers do not dwarf or obstruct the historical image of the 

city. The location of high-rise types also differs from city to 

city. This is evident for example in the iconic values placed on 

towers in the square mile of London''' as opposed to the towers 

of straight extrusions of orthogonal plans in Canary Wharf (Fig. 

4.3). Here, the iconic tower and its novelty factor arc used by 

architects and developers to convince planning committees to 

grant planning permission. The high-rises in these instances are 

treated more Üke monuments and landmarks. This exception is 

also evident in Asian cities, where towers of exceptional height 

and iconographic in their cultural associations are used to create 

brand value in city centres where land price is highest"' (Fig. 4.4). 

The second category sets the dialectical relationship between 

type and icon understood through the economies of expression 

vs. efficiency. In Asia and the US, the design of the skin of the 

high-rise is often the only contribution of the architect because 

that is the only element left for design, following the efficient 

extrusion of the plans, dictated by the stringent development 

parameters set by real estate consultants. Flowever, in Europe, 

and increasingly in the US and Asia, developers will no longer 

present an extrusion without formal complexity for fear of 

tenants and planners rejecting its banality. By proposing an iconic 

15 This is cxcmphriccl by the towers that arc instantly nicl<namcd, like Norrnan Ibstcr's 

Cjhcrkin (Swiss Re Tower), Kohn Pcdcrson I'ox's 1 telter-Skelter (Bishopsgale Tower), Rafael 

Vinoly's 1 lantlset (2Ü I'onchurch) and lïichard Roj^eis' Cheese Cjraler (122 1 A.'adenhall) 

16 I'̂ xamples mclude the Peironas Tower m Kuala l.umpur, Taipei 101 and Jmmao 'Tower 

in Shanghai. 
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tower, developers hope to gain higher FAR in exchange for a 

memorable skyline and the unique identity a tower can bestow 

on the city". The third and final category posits the high-rise in 

the struggle between local sensibilities and global trends. Given 

that a high-rise project requires a large amount of investments, 

its development is inevitably linked to global economic processes. 

The design responses are often caught between local practices 

and the demands of global trends. This could affect planning 

grids for office floor plans, where for instance in the US, a grid 

of 3.3 metres is preferred, whereas in London that is considered 

unnecessarily wide. In the design of residential towers, the cultural 

nuances are more pronounced. For example, Koreans residential 

towers consist of large units, Japanese apartments are smaller and 

adopt the divisions and measurements of the tatami. Residential 

towers in China, Hong Kong and Singapore (Fig. 4.5) require all 

rooms to be naturally ventilated giving rise to highly inflected 

plans. I'his is very different, for instance, with more compact 

residential towers in the US and the UAE where bathrooms arc 

mechanically ventilated and hence the services can be grouped 

close to the core"* (Fig. 4.6). 

For Zaera Polo, a comparative, quantitative and typological 

analysis of different parameters of residential organizations 

can enable a better understanding of the simultaneous 

'vernacularization' and hybridization of the high-rise and, as land 

and resources are scarce, the high-rise type must be judged not 

for its iconicity but for its response to climate, topography, and 

cultural protocols. Accordingly, he proposes that a systematic 

process is required to generate a typological knowledge of the 

17 In London for cxiimplc, hosier's iconic and uniquely contoured tower, the Cjhcrkin, is 

the first building to obtain planning permission for decades. It generated a lot of attention and 

publicity for its owner but ultimately its office space failed to find any tenant due to its irregulai 

floor plates. But the entire tower will be sold for a profit of £250M solely due to us iconicity. 

18 It is worth noting according to /aera Polo that some condos in Seattle, Miami, and 

London Docklands are increasing their fat̂ adc ratitis to adopt the natural ventilated strategy to 

target Asian investors. 
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high-rise. This taxonomy, which he terms the high-rise phylum, 

consists of indexes such as population standards, planning grids, 

facade ratios, surface to volume ratio, window ratio, floor plate 

size and fa9ade to core dimension and argues that: '.. the real 

opportunities for invention lies in the engagement of and prohlematit^ation 

of those seemingh) neutral parameters that regulate the typology'^'' for these 

parameters are loaded with cultural and political questions. 

The importance of Zaera Polo's High-rise Phylum lies less 

in its deliberation on the various traits of the contemporary high-

rise and his call for a more parametric driven investigation, rather 

it opens up the possibility of reframing the understanding of the 

dominant type in a globalised production of architecmre and the 

city. From Zaera Polo's arguments, a proposition can be made 

that the globalised nature of cities today has a significant impact 

on the way dominant types are produced; they gravitate towards 

and aggregate within a specific location further reinforcing their 

dominance. Following this, a further argument can be made here, 

that is, the deep structure of the dominant type (the high-rise in 

this instance) has the capacity for transformation and evolution 

in response to the demands of post-Fordist economies and is 

developmental in nature; and the more operative it is in facilitating 

the flows of capital, the more typical and generic it becomes. 

3. The Developmental City State 

"What are ourprioriiies? First, the ive/fare, the survival of the 

people. Thjen, democratic norms and processes which from time 

to time we have to suspend. " - J ,ce Kuan Yew, Singapore Prime 

Minister (1959-1988), National Day Rally Speech 1986 

From its inception as an independent city state in 1959, Singapore 

iy /„icra Polo, /Vk-iandro, 'I hgh Rise I'hylum 2007', / Umml DcM>tti l^aiifixine, 26 (2007), p.lS 
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can bc considered as an aspiring second tier world city.-" Many 

factors set Singapore apart from its immediate neighbours to 

give It tins status, among them are its inherited status as the 

British trading outlet for the Malay Peninsula, its location along 

the major maritime crossroads of the Straits of Malacca, and its 

large and highly developed seaport and airport. But one of the 

most important factors is the coincidental period of expansion 

of world trade m the late 1950s and through to the 1960s with 

Singapore's newly mdustriahzmg economy upon self-governance. 

It IS this connection to the rise of a global economy and the 

existential threat that Singapore's rulers perceived immediately 

after independence, that shaped the city state from 1959 to the 

mid-1990s."' In this period of more than 30 years, Singapore's 

economic success depended on the abiUty of the government to 

exercise a tight control over society, with the acceptance of the 

governed population of its political programme. Its mandate was 

galvanized through its administrative ability to dehver economic 

growth, even through means that were authoritarian. As such, 

Perry, Kong & Yeoh, m their Singapore: A Develop?mntal City 

State--, defined Singapore as a 'developmental city state' precisely 

for this most fundamental political and economic characteristic. 

Following Manuel Castell's definition, a state is developmental 

when: 

'... // e\tahh/]e.\ M lir prinup/e of kgitim^Joj //; aklif)i fo 

promote and sustain depe/opment, undentandin^ by development 

20 Woild cities, accoiding to John I iicdimn in his uncle, 'The Woild Cit) Ihpoihcsis' in 

i-^mlopiiMI aiiilC huntt, \'o/l7hm I (1 he I ligut hisiilule of .SociaKSiudies, 1986), ppfi'J 81, 

iirc genet ally defined as sites piimanly foi the development, pioduction and supply of financial 

and business services lo global maiktis, nlher ihin as business ccnlrts for Ihc domestic market 

and Us hinterland Sec ilso, IV,n, Miiun, Kong, 1 iH md "^eoh, Biendi, '(.lobil Piocesscs and 

a developmental eily stale'in Simiiipou \ DinhpiiiuilnIC tl) W»/< (( hichcstci John Wiiej & Sons 

'•'td,19y7),pl2 

21 Ibid, p 5 

Krty, Mil tin, Kong, 1 ily and Yeoh, Brenda, 'Cllobll Processes and a dexelopmental cily 

^taie'in \tmapoit A nivelopmmkilCit) \iaU (Chiehestci John Wiley & Sons I td , 1997) 
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the combination of steady high rates of eeonomc growth and 

stnicturai change in a productive system, both domestically and in 

its re/ations/np to the international economy ̂ \ 

The state can achieve such economic success due to the ability 

of the government to exercise tight control of society and the 

acceptance of the population of such measures; and is dependent 

on the state's cultivation of a climate of continual crisis and 

urgency. This is driven by two important ideas: first is that the 

state prioritizes the transformation of economic conditions above 

everything else. Second, is that economic development attains a 

high status as a means to larger goals and as an end in itself. 

Such measures were framed by the exigent task to ensure the 

survival of the country that followed the severing of dependency 

on former colonial authorities. To meet this existential challenge 

the developmental city state is engaged in a two stage project: 

'T/je first is to mars/ja/I resources and societal cohesion around the 

pursuit of suri'ivai. The ,\econdis to gradually assert its own cuitural 

andpotiticat identity, so as to confirm its break from dependency 

and to affirm national confidence in itspotitical direction. ^'' 

Following Perry, Kong & Yeoh's elaborations, the events that 

surrounded the independence of Singapore played a large role in 

the way Singapore emerged as a developmental city state. They did 

so from the conditions posed by three challenges. The first was a 

sense of veronal isolation experienced with the watershed moment 

of the ejection of Singapore from the Federation of Malaysia (Fig. 

23 Ciistclls, Manuel, 'I'our Asian 'I igcrs wilh a Oragon I lead: A Comparalive Analysis of the 

State, F.conomy, and Society in tbc Asian Pacific Rim', in Appclbaum, R. and 1 ienderson, J, (edb) 

States and Duvetopment w tho Asian Pctaju \iiff/ (Ncwburry Paik: Sage, 1992), pp.33 70, first cited by 

Perry, Marun, Kong, Lily and Yeoh, Brenda, 'Cïloba! Processes and a dcvelopmenla! city stale' in 

Stngcipore: A Developmental City State (Chichester: John Wiley & Sons Ltd., 1997), pp,7 

24 Ibid., p.7 

276 



1 

1 ig4 7 PM I LC k i n n \ c w 

innoiincini^ the dcmcrgLi 

wilh ihc I cdcration of 

MihyMi( l%5) 

ERENTAH ^jt^j^^ 

I 11,4 8 l 'copks Nclion 

l'iily ( l ' \ l ' ) 19d(K 2(XK) 

277 



4.7). The People's Action Party (PAP) (Fig. 4.8), the party which 

had ruled Singapore since 1959 with an overwhelming majority^^ 

invested a considerable effort in obtaining support for joining the 

Malaysia Federation in the belief that the only viable economic 

future of the tiny island lay in the larger territory of what is now 

Malaysia. Singapore, with a majority Chinese population and with 

their wealthy trading houses, was seen as a threat by Malaysia, 

who feared the possibility of an economic subordination of the 

largely rural Malays. This was compounded with the presence 

of a ininority Chinese population in Malaysia with ancestral 

Unks and ethnic loyalties to Singapore; who were asserting their 

political influence in the newly formed federation. This was 

further exacerbated by PAP's campaign for 'Malaysian Malaysia', 

a call for equality, meritocracy and an end to racial politics. This 

appeared as a direct confrontation to the hegemony of the ethnic 

Malays, whose political leaders campaigned for the formation 

of a state around Malay culture and language and a constitution 

that enshrines the special rights of the Malays and their status as 

'Bumiputras'-''. The second involves the issues surrounding the 

formation of a national ickntilj, being an island of immigrants, the 

majority Chinese and the smaller Indian and Malay, the task of 

building a new nation lay in uniting the different ethnic groups 

under the majority rule of the Chinese. This involved the shifting 

of ethnic solidarity among the Chinese - loyalty to fainily, clan and 

25 l''r(jm 1968 to 2011, l^Al' has won all parliamentary elections decisively. In four occasions, 

from 1968'1980, winning all contested seats; and from 1984-2011 winning more than 63%, with 

the exception of 1991 and 2011 where they won 61" o and 6().l"/(i respectively. 

26 In Malay, it literally means 'son of the soil'. The status of the 'Bumiputra' recognises the 

special status of ethnic Malays and is enshrined in the h'ederal (Constitution of Malaysia. This 

special status allows among others, preferential access to public housing, subsidies, business 

loans, gtivernment contracts, scholarships, and appointments to positions in the civil service, 

army, police and all government linked companies and corporations. It was set up as an 

affirmative action policy, after the May 13 1969 race riots (between Malays and Chinese), to close 

the economic gap between rural Malays and the urban C]hinese minority, is nothing but a 'racially 

discriminatory' policy. This special right still stands enshrined in the ct)untry's ctmstitution and 

its attendant policy is still actively implemented after more than 40 years. 
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dialect - to an abstract shared commitment, that of nationhood. 

The third involved the crisis of pohtual division when the ruhng 

party PAP was spht m 1962, with its socialist wing forming a new 

party, Barisan Sociaks, now defunct. This faction campaigned 

against the merger with the Federation of Malaysia" and was 

opposed to the more conservative and dominant faction of the 

party, led by Lee Kuan Yew, who saw m the sociahsts a serious 

threat of communist insurrection from within the party itself, 

and from the Barisan Sociahs after the spht. 

To meet these challenges that were perceived as an existential 

threat, 

'... PAP com/mckd a \ f rong f/a/e appara/u^ andpu/ if/o ipork 

ihrough the impkmentatw/} of a newpohcy agenda, m ip/noh economu 

det^e/opment ipas give/? hghesfpnon/y. Tbn has heen referred to as 

t/ie 'ideology of \urvipa/' in w/mh economic andpo/itua/ jurrwa/ 

mreseen aj inseparable mth ah/ot/wr lonsideratiom óccondaiy. " 

The government took direct control of all systems of 

administration, ehminating municipal administration and 

transferring it under one-tier parhamentary control It also 

effectively ehmmated all forms of opposition and threats from 

unions.-' Economic development is, of course, crucial to any 

27 Chua, Bcngllual, 'Arrested Development 15emocratisatioii in Singapore' in \lm<l Worlil 

Qtmhrly, I 'ol IS, No 4 (1 ondon layloi & I'rancis I,td, \')')4), p 656 

28 Chan, [Jcng ( hec, \ifii>,iipoir ibe Po/itin oj W//w?w/(Singapore Oxfoid Unneisilv Press, 

1571), fiist cited by Perry, Maitin, Kong, Lilj ind Ycoh, Bienda, 'Global Piocessts and a 

developmental city state' m Stiigapou A DevelopimiltalCih, Slate (Chicllcstei John Wile) & Sons 

' td ,1997),p9 

29 1 he demergerwith Malaysia left Singapore with i single pii I), iht PAP Although the PAP 

eventually split in 1962, with ihe Baiisan Sociilis winning ^V« of \ote and 18 pailiamenlaiy 

seats in the 1961 (kncral I'lections, liaiisan Soeialis boyeotted pailiament and took the political 

struggle 'to the streets', ciucially doing the same in the 1968 elections, leaving all seats to 

I AP Ihis eliminated the likelihood of a tAvo-party political system with any subsequent 

opposition having to start fiom zero Indeed, these events set PAP off on its domination over 

•-ingapore's political aiena Othet measures that dlscouiage and foi ms of dissent and opposition 

Me the use of the Internal Securily Act, thu enables the stale to impiison wilhoul tml anyone 
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country and an important factor in electoral politics. However, 

the developmental state is distinguished through '... the absolute 

prioritization of economic growth and its use as a prime indicator of 

government performance."" In Singapore, as highlighted by Perry, Kong 

& Yeoh, this is translated in the reallocation and appropriation of 

land that allows maximum economic development flexibility and 

returns, minimizing development control, the direct involvement 

of the highest members of parliament in state planning and 

economic agencies, the continuous fine tuning and multiplication 

of incentives and economic programmes. 

Rapid economic growth and visible improvements in the 

standards of living within a short time in Singapore ensured the 

acceptance of this political programme by the population. As 

Chua's succinct appraisal for PAP's political hegemony: 

'7^/// J f is popu/arly elected, fi/uinda//y /i/icorr//pf, manages ibe 

etv/tomj meU, has improved the populations- standard of iiPing 

and governs through due parliamentary process, all with a dash of 

se/f-sacri/ice on the part of its leaders and members adds to a very 

poipeffu/ set of legitimatising elements for t/ie PAP "regime". These 

eiements constitute, for tJje PAP, t/ie character of 'good'government 

as reflected in the ?-ecent seifc/jaracteri^ation of its leaders as 

Confucian 'fin t^u ", loosely translated as "moral individuals". 

Significantly, these mora/ claims crre commonly accepted by 

Singaporeans, inc/uding members of opposition parties. The PAP 

has thus appropriated for itse/f t/w moral hig/i-road and established 

the ideo/ogical /jegemonic terms of political discourse he)iond direct 

who IS deemed ro pose a threal to national sccunty 'I'here is alï.o no press freedom in Singapore, 

with the main newspaper \l)e \trmU Vtints acting merely as a government mouthpiece. Tht 

use of defamation suits against political opponents often results in putative damages, either 

bankrupting any political opponent or acting as a strong dctciient foi fear of financial ruin 

See (^hua, Beng I luat, 'Arrested Development Dcmocralisaüon in Singapore' m 'Yhird WorU 

Qmrlerl}!, Vol. 15, No. 4 {] .ondon laylor & I'rancis Ltd, 1994), p 655-668 

30 Ibid., p l ü 
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inUrveniwns. 

Three of the mostiiTiportant components by which PAP sustained 

its political legitimacy and hegemony are through an ambitious 

and close to universal public housing programme, para-political 

institutions, and public campaigns and programmes. The first saw 

the improvement of the living conditions of the population in a 

very conspicuous way and provided home ownership to 80 percent 

of its population in the 1990s, an increase from 9.1 percent in 

1960. The second worked as the ear-piece of PAP, consisting of 

networks of grassroot leaders, paid by the government to channel 

communities' views back to the government and to influence the 

debate at grassroots level, in the HDB heardand. The third was 

designed to change behaviour en masse, this included issues such 

as productivity, courtesy, pubHc hygiene, personal healtii, speaking 

Mandarin, moral values, fainily planning, energy use and looking 

after elderly parents. 

4. High-rise Tower and Slab Block: Housing a Nation 

hi the tumultxious years of 1959-1965, the twin problem of 

housing crisis and unemployment was the top priority that the Lee 

government set out to taclde and the Housing and Development 

Board (HDB) was created in 1960 to confront this crisis. The 

two over-riding considerations that shaped physical planning 

and design in the HDB context were the need to optimise scarce 

land resources (Fig. 4.9, Fig. 4.10) and to provide better living 

conditions for the residents. This led to the decision to build 

high-rise, high-density public housing, a modus operandi that still 

persists today 

v-hua, Bcng Hual, 'Arrested Development: Uemocnitisation in Singapore' in 'Vhml \YA)rl(] 
Quarlerly, Vol. / f, ^fa-^ (London: Taylor & I'rancis l.ld, 1994),p.657 
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At the inception of MDB in 1960, taking over the Singapore 

Improvement Trust, its role, borne out of a national crisis was 

utilitarian, technocratic and Spartan: 

'During the early period of severe /)ou.mj> shortage, the emphasis 

!Pas ofipinding a viab/e and expeditious alternative to the stums and 

squatter housing. With onty very limited resources avaitabie, t/}e 

first l7uilding programmes liad to concentrate on Spartan toir-cost 

units that could be constn/cted quick/)/ *'' 

The Koenigsberger Master Plan of 1963 (also known as the UN 

Report) outlined a few key strategies to cater for a population of 

4 million (Fig. 4.11). They included the proposal for a Ring City 

and the clearance of slums in the central area for redevelopment. 

The first phase of the making of the city state was based on 

the tabula rasa, sanctioned by the UN and enabled by the Land 

Acquisition Act. The majority of the razed areas were dilapidated 

shop houses or 'attap'^^ houses with poor living conditions (Fig. 

4.12). 

The first site for the public housing programme was 

Queenstown (Fig. 4.13). Unlike the subsequent new towns, the 

first MDB project was smaller and more piecemeal in its design. 

Small, - compared to Singapore public housing standards - isolated 

pubUc housing estates were built on vacant land close to the central 

area to ease the severe housing shortage where land was very 

limited due to the vast slums and scjuattcr land. Predominandy 

built as 6 to 20-storey slab blocks, a total of 19,372 flats were 

built. Within only two years, fn^m 1962 - 1964 alone, 2,528 flats 

were designed and built. The whole development, designed and 

32 Tony Tan Kcng Joo, Loh Choon Tong, Tan Sioc An and Laii Who Chcong, Kcnson K\vol< 
m 'Physical Planning and Design' in Homiii)i ii Nation: 25 Years of Piihlic tloiisiiig in Siiistipore, cdt. 
Wang, L.l 1 & Ych, Stephen 11.K, Maruzcn A.sia for 1 lousing Development Board, 1985, 
•jj Make-shift settlements with straws roofs which were prone to fires in the hot and humid 
climale of Singapore. 
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built hastily for 150,000 people, is made up of predominantly 

12-storey slab blocks, all orientated north-south to avoid the east-

west sun (Fig. 4.14, Fig. 4.15). The influence of Le Corbusier's 

The Contemporary City for Three Million' (1922) is considerable, as 

a whole, three of its four principles were adopted: '1.) We must 

decongest the centres of our cities, 2.) We must augment their density. 

3.) We must increase the means of getting about. 4.) We must increase 

parks and open spaces'^''. Flowever, Queenstown differs from the 

'Contemporary City for Three Million' in that the former is made up 

largely of housing blocks without the latter's functional zoning, 

centring of high-rise towers and setting-back of mid-rise blocks 

to create a recognizable centre, with the grand axes and vast open 

spaces between building blocks. Thus, Queenstown adopted the 

most technocratic aspect, witiiout the pleasure that accompanied 

the plans of Le Corbusier - the grand vistas, the compositional 

form afforded by prototypes and a city set within a vast green 

open space (Fig. 4.16). 

Toa Payoh new town (Fig. 4.17), the second HDB project 

m 1966, on the other hand dealt with the problem of congestion 

through decentralization, creating new towns around the 

island like a necklace of self-sufficient towns on virgin land. 

Its programmatic composition was immediately different from 

that implemented in Queenstown. The whole town is conceived 

as a self-functioning whole. The question of what constitutes 

the centre of tliis new town was again more pragmatic in its 

response — shopping. This would have other consequences on the 

evolution of another dominant type - the podium — wliich I will 

return to later. Conceived as a new town for 180,000 people, Toa 

Payoh is the first among a total of 26 new towns completed to 

date (Fig. 4.18, Fig. 4.19, Fig. 4.20, and Fig. 4.21). As a strategy of 

decentralization, new towns are planned, satellite developments 

34 ].e Corbusier, \'he Ctly of I'omorronutnilil\ l^huitim'^ (New York; Dover I'ublicalions, 1987), 

p 170 
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comprising of very large housing developments of more than 

180,000 people. Envisioned as self-sufficient towns, they are 

served by schools, community centres, leisure and amenities, and 

hght industries. Unlike satellite towns or cities with hinterland, 

these new towns are high-rise, high-density public housing 

developments that can be seen as nodes within a highly compact 

and interconnected urban system" (Fig. 4.22, Fig. 4.23, Fig. 4.24, 

Fig 4.25, Fig. 4.26, and Fig. 4.27). 

Following Toa Payoh, four other new towns — Ang Mo 

Kio, Clementi, Telok Blangah and Bedok - followed in quick 

succession along the same planning principles. The development 

of new town marked the second public housing phase of IIDB 

and continued to the late 1970s. 

With the housing problem abating in the 1980s, the third 

phase of development was characterised by the search for identity 

as a result of the developmental overdrive from the previous 20 

years that created housing blocks and environments of stark 

uniformity. The idea of precinct was introduced to bring back 

character to housing estates. A precinct is a cluster of blocks 

surrounding an open space with associated facilities and it formed 

the main planning unit of new towns with an emphasis on spatial 

definition and enclosure of open communal space^''. This was 

a departure from the loose arrangement and piecemeal housing 

development of the early 1960s. The precinct emphasizes the 

legibility afforded by scale and stresses upon boundaries and 

frames. An ideal precinct according to HDB, is probably one 

where all blocks orientate towards one open space (Fig. 4.28, Fig. 

4.29, Fig 4.30, Fig. 4.31). 

JT lony Tan KcngJoo, Loh Choon Tong, Tan Sioc An and Lau Who Chcong, Kcn.son Kwok 

in 'Physical Planning and Design' in Uoiitnig a Nation. 25 Yean of Public Jhiimiji tii Sitigapoie, cd 

Wang, r, 11 & Ych, Stephen I I.K (Maruzcn Asia for I lousing Development Board, 1985) p.92 

^(' l.iu 'I'hai Ker, 'Design for Belter Living CondiUons', in Yeh, Stephen II K, (cd,), Piih/u 

lloiinng til Singapore (Singapore: Singapore Unncisily Ptess foi I lousing and Dc\elopmcnt 

Board, 1975) p117-181. 
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5. Total Design through the Dominant Type 

The 25 years that spanned the development from Queenstown to 

the new towns can be better understood as a total design - a total 

design involving the strategic aims of the prevalent masterplan 

and the political climate of crisis and survival of a small island 

state, in a hurry to seek modernization and administered by a 

single authority. At the heart of this total design lies the dominant 

type of the high-rise, high density tower and slab block. Its 

development and evolution not only embodies the ideas of the 

city of the master-plan but also the aspirations of the population. 

The Design Research Unit was set up within HDB in 1969, 

tasked to improve the design quality of public housing alongside 

the expanding middle class. In a short span of 25 years, from 

1960 to 1985, more than half a million flats were built, ten new 

towns completed and six more at various stages of construction. 

In this period several basic housing types were evolved, the 1-, 2-, 

3-, 4- and 5- room apartments. 

With 26 new towns built from scratch, each housing 180,000 

population or more and comprising predominantly 90 percent 

housing as built matter, the making of this city state can be seen 

as an act of total design. The act of planning is undertaken with 

an emphasis on the development of standards or prototypes. 

This total design covers four different but intricately related 

scales: Mat Design, Block Design, Residential Site Planning and 

New Town Planning. 

In the design of the units or flats, the design ethos again 

is simple and utilitarian as outlined by HDB's Design Research 

Unit's motto - 'keep the cost of the flat as low as possible'" 

to maintain affordability and keeping government subsidy to 

"̂ 7 l.ai 'ihai Kcr, 'Design for Better Lrving CcMiduions', in Ycli, Slephe.i 11 k, (cd,), Piihlh 
''""""A "' Siiiffipon (Singapore; Singapore University Press foi Housing and nc\elopmenl 
"o,ud, 1975), p.58 
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a reasonable limit while still offering a reasonable standard of 

living accommodation. 

In the period of 25 years, six prototypes were produced - the 

Emergency, Standard, Improved, New Generation, Model 'A' and 

Simplified, in chronological order. Each of these prototypes also 

vanes in size (Fig. 4.32). The evolution in the size and organization 

of rooms of these prototypes mirrored the various national 

convulsions and social-pohtical expectations of the time. The 

Emergency prototypes of the early 1960s measured only 23sqm 

and were arranged m hnear slab blocks of 12 storeys. Designed 

and built in a short period of time to address the housing crisis and 

relocations from the clearance of slums m the central area, these 

prototypes were notorious for their dark and poorly ventilated 

common corridors and their uncompromising uniformity. By the 

late 1960s and early 1970s, with the crisis of rehousing of slums 

dwellers abated and the rise m expectations of the population 

for better hvmg conditions, larger units were developed, growing 

from the 1-room to 2-room and 3-room flats. With the rising 

standard of hving, as well as the increase in size, the layouts 

were 'improved' to reflect the climatic condition and the Asian 

kfestyle, i.e., all kitchens and bathrooms were naturally ventilated 

and a room-to-rooms layout was adopted as opposed to the 

corndor-to-rooms layout of Enghsh social housing apartments. 

This entails that the hving and dining areas are the central space 

of the flat which different rooms are arranged around, and it also 

acts as a naturally ventilated space. As the prototypes continue to 

evolve, the layouts of these units create a plan of high-rise slabs 

and towers that has an unusually large surface area compared to 

Its counterparts m Europe and America. 

Standardization played a crucial part in the design of the 

flats to ensure ease and economy of construction. For speed 

of construction, HDB flats are prefabricated and assembled 

onsite. A new modular system was invented by HDB, unhke Le 
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Corbusier's anthropomorphic modular system, the modules here 

are construction based. Two basic dimensions were used, 3ms on 

the horizontal plane and 2ms on the vertical plane. This yields for 

instance, a grid of room at multiples of 3 — 3.0m, 3.3m, 3.6m or 

doors of 0.9m on the horizontal axis. On the vertical axis, heights 

in multiples of two are generated, for instance, a floor to floor 

height of 2.8m, a window or door height of 2.2m. 

Part-to-whole relationships that govern architectural 

compositions and provide coherence in scalar shifts are, in the 

relation between flat design and block design, governed more 

by factors of efficiency, the environment and the social-cultural 

norms of South East Asians. The block designs of HDB arc 

linked by the design of its flats as basic units and thus have 

evolved alongside accordingly. These high-rise blocks can be 

classified as predominantly two block-types — the slab block and 

the tower block (Fig. 4.33 and Fig. 4.34). Both these blocks are 

developed as elemental parts to shape the massing for the large 

neighbourhood site plan or precincts. 

Parameters that have to be considered in understanding the 

evolution of these blocks are internal area to circulation area, 

distance between fire escapes, unit sizes, numbers of lifts and 

height. The evolution of the 1-Room Emergency slab block 

to a 2-Room Standard slab block is affected primarily by the 

size of units as the demand for large dwelling units increased 

from the mid 1960s onwards and the realization of the various 

shortcomings of the first P2mergency prototypes. The larger 

2-Room units enabled a large enough internal floor area to 

circulation area to justify a single loaded corridor as opposed to 

the smaller 1-room units. And as the units increased further to a 

3-Room Standard, the single loaded corridor is further shortened 

and terminated on each side by a corner unit, thereby reducing 

tlie number of units sharing a common corridor and creating a 

gradient of privacy and thus differential desirability on each floor. 
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This in part is achieved by centralising the fire escapes with the 

lifts (Fig. 4.35). 

Tower blocks, on the other hand, are developed exclusively 

from the mid 1960s onwards for the largest units - the 5-Room 

variations. The tower block has a much higher efficiency (high 

internal area to circulation area) compared to the slab blocks, a 

higher lift to units ratio per floor and thus offers more privacy. 

Due to the requirement of ventilation for all rooms (including 

bathrooms and kitchens), the tower plans are highly inflected 

to give a high vertical surface area. The tower block would not 

be possible with smaller units. This is because the efficiency will 

drop if the tower is comprised of the same number of smaller 

units; to increase the number of smaller units per core in a tower 

block is also not possible as it would entail a large circulation area 

to net floor area (Fig. 4.36). 

Armed with these two basic block types, entire precincts 

and new towns of more than 5,000 flats are designed and built 

with results ranging from unrelenting monotony to inchoate 

variation. As early as the mid 1960s, the combination of the 

slab and tower blocks has been utiEsed by HDB as elemental 

compositional blocks to create site plans that are definable as 

unique neighbourhoods. With the exception of Queenstown, 

where slab blocks of the same dimensions are arranged in parallel 

rows facing north-south to avoid the east and west sun, 12-storey 

slab blocks are placed along streets to define the boundaries of 

precincts and to create enclosures, wliile tower blocks are used as 

markers or landmarks, as evident in the precincts design of Ang 

Mo Kio, Bedok and Clementi. 

The subsecjuent evolution of block designs saw the use of 

blocks in various combinations to create a larger super-block (Fig. 

4.37). These super-blocks of towers or slabs are used to capture 

and define large communal open spaces or form the alignments 
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as accentuations of site boundaries, sUreets and topography (Fig. 

4 38 and Fig. 4.39). 

By 1989, at the end of Lee's reign, 87 percent of the total 

population or 2 1 milhon people were living m public housing, 

compared to 43 percent in 1974 and 9 percent m 1959. The 

overwhelming presence of 2.3 million completed flats housing 

more than 80 percent of the population is a stark reminder of the 

might and ability of the government (hig. 4.40). The dominant 

type of high-rise, high-density pubhc housing is ideological. It 

is a powerful symbol of the state's ability to fulfil its promise to 

improve the hvmg conditions of the entire nation with resounding 

success It IS pohtics manifested as architecture (Fig. 4.41). 

One of the important figures involved in this crucial initial 

period of HDB was Liu Thai Ker (1938-) (Fig. 4.42), the Chief 

Executive Officer of MDB from 1979-1989. He joined HDB as 

Head of the Design and Research Section m 1969, became the 

Chief Architect m 1975 and a year later was promoted to Deputy 

Chief Executive Officer. He oversaw the completion of more 

than half a milhon dwelbng units over 20 years. Liu was trained 

both as an architect and planner and spent four years as an 

architect-planner in IM Pel and Partners, Architects and Planners 

before returning to join IIDB'". He has been credited for the 

transformation of large utihtarian housing estates to smaller self-

sufficient new towns, and for the total architectural design of 

HDB projects. 

•JO r lu Thai Kcr has been credited for his consideiable influence on the shaping of the 

city of Singapore as both Head of IfDB (1979-89) and subsequtnil) URA (1989-92) l i t is 

Inc son of Singapore's much celebrated artist 1 lu Kang 1 le gtaduated from the School of 

Arehitectuie, Universitj' of New South Wales, Australia and the Aiehitectuie Giaduate School, 

University of Yale, USA Upon leaving URA, he |oined RSP Architects 1 ngincers and Planners 

[\JJ2), Singapore's second largest mulLi disciplinary practice 1 le Is also the Chairman of the 

National Arts C ouncil Singapore I le serves as an Ad)unct Professot for 1 ee Kuan Yew School 

oi 1 ublie Policy, National Univeisity of .Singapore In R.SP, 1 lu has undertaken many master 

planning wotks for Chinese cities and was the 1 lead of the Masleiplanning Advlsoiy Boaid foi 

Bei|ing 2008 Olympics See, 1 lu I hai kei in Singapoie Pages (Smgapoie National Library of 

Singapote, 2002) p 584 
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fig 4.41 l,ee Kuan Yew, photographotl in front of 

completed flats in Quecnstown (1965) 

I'lg 4 42 J,iu 1 hai Kcr (far left) and being 

interviewed by Rem Koolhaas (right) 
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The choice to adopt a high-rise, high density strategy for 

public housing was later accounted for by Liu in 'Design for Better 

Living Conditions'^''. He admits that 'At the inception of HDB in 

I960, there were virtually no census date or useful design guidelines. But, the 

need for shelter could not wait. Action, rather than the right answers to all the 

problems, was urgently required. "" Liu argued for this model based on 

the need to conserve land and to maximise their potential, in line 

with government policy '... HDB has been given the task of achieving 

as high residential density as possible, within the limits of social acceptability, 

environmental amenability and economic constraints."' Carrying out two 

layout exercises, between high-rise blocks (mix of 12-storey 

slabs and 24-storey tower blocks) and four storey blocks, Liu 

concluded that the latter would use up more site area and result 

in congestion, with no meaningful open spaces. The latter also 

holds a lower efficiency, that is achieving on average 118 dwelling 

units per hectare compared to the former with 235.84 dwelling 

units per hectare**-. At that time, Singapore was only second to 

Hong Kong, with the highest density. Llowever, the provision 

y-) liu Thai Kcr, 'Design for Better Living (^ondilmns', in \'eli, Stcplien II.K, (ed,), Viihlic 

Homing in Singtijiotx (Singapore: Singapore University I'ress for I lousing and Development 

Hoard, 1975) p. 117 

40 Ibid., p. II5 

41 Ibid., p.145 

42 One of the main dissenting voices, against the high-rise, high density model is William 

S.W Lim (1932-), a former graduate of Architectural Associalion School of Architecture and 

the Department of City & Regional Planning, I larvard University. I le referred directly to Liu's 

study and counier-proposed a low-rise high-density model in his article 'A Case for IJiiv-Vjse 

^ligb-Demity I jmiji in Sinsfipm'. I le did not offer any worked out scheme for his model, only 

offering a proposed calculation for a density of .'5(1(1 ppha - compared with I IDB's average of 

1,300 ppha - with the assumption ihal the population of Singapore will stabilise to 4.0 million, 

based on the trend of decreasing population growth and that there is enough land in Singapore 

that can be dedicated to housing, at 22.3'/.. of its total land. See Lim, William S.W, An Allemnlin 

Vrban Strale^sy (Singapore: 1 iurasia Press, 1980) pp.81-95. Another dissenting voice is lay Khcng 

Soon, who in 1975 presented a scheme at a plot ratio of 1.75 with a 4-storey high perimeter 

block, which was at the same plot ratio as lIDB's Toa Payoh new town. His findings were 

published on the front page in the Straits Tims. I lis proposal was brushed aside by IIDB. See, 

lay Kljcnii Soon and SI'UKS: Activism in tlie early days of Stngnpon's History (1999), <hllp://w\vAv. 

lMMatcrcom.ofp/?p=iH> (accessed 10 December 2011). 
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of floor space per person in HDB's dwelling units are more 

generous, on average, it measures 16 54 sqm for a 4 Room Plat, 

compared to the Parker Morris's standard in the UK of 16 0 sc|m 

In I long Kong it is 3 25 sqm and in the worst urban slums that 

the government has cleared, it was 2 07 sqm '̂  

In those early years of IIDB, Liu contends that ' high me 

high density development M concept doei not necessary lead to til effects on 

the people but that the challenge lies in having a better understanding of 

the nature of high rise development and provision of the necessary counter 

measures to induce a normal way of life ""' However he highhghted 

that the severance of direct access to open space m high rise 

living is a regrettable consequence and he speculates that for 

the future, this can be remedied ' by making access balconies to 

the flats attractive enough to function as playgrounds m the j-zèy "'This 

predictive proposition would once again transform the high-rise 

tower and slab block from 1990 onwards, when Liu takes on the 

role of Chief Planner and CLO of the Urban Redevelopment 

Authority"" (URA) fourteen years later 

6. The Next Lap 

After 31 years, as the longest serving Prime Minister in the 

world, Lee Kuan Yew stepped down m November 1990 m 

favour of Goh Chok Tong m a smooth and orderly transition 

Lee Kuan Yew still played a crucial role in Goh's cabinet in the 

newly and specially created post of Senior Minister Marking 

43 1 lu Ihtu Ktr, 'Design for Better 1 iving Conditions' in Yeh Stephen II K (ed) PiMti 

Woustng in Sin^apDre (Singapore Singapore University Press foi 1 lousing and Oe\elopment 

Boird 1975) p175 

44 ibid p i80 

45 Ibid plKI 

46 URA IS the niüonil urbin planning authority of Singapoie i statutory boird under 

the Ministry of National Development Singapore Set up in 1974 it is tasked to oversee all 

aspects concerning the nation's masterplan urban design development controls and building 

conservations 
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thib transition, 'The Next Lap' (1991) (Fig 4.43) was published 

by the government to set out the goals for Singapore's physical, 

economic and social development with Goh promising a more 

participatory style of government, a departure from past 

practices, especially in the area of planning and development 

of the city state.'^ In his inauguration speech'** Goh compelled 

Singaporeans to build on the success of Lee's government and to 

make even more improvement, which from the point of view of 

the PAP government meant developmental — the city to be shaped 

again to suit a changing pohtical agenda. Under Goh's reign, the 

pohtical mood was softer and appealed to the 'good life', marked 

by the shift from the more utilitarian aspects of urbanization to 

a more sophisticated and softer 'leisurizaüon' of the city'*'. This 

shift was accompanied by the pubhcation of 'Living the Next 

Lap. Towards a Tropical City of Lxcellence'^" by the Urban 

Redevelopment Authority, led by Liu as Chief Executive Officer 

and Chief Planner, who moved from the I lousing Development 

Board to the Urban Development Authority after 20 years. In kne 

with the government message of the pursuit of the 'good hfe', 

the vision set out by the document placed a great emphasis on 

Singapore's 'tropical islandness' as a natural asset: 

'Our viiion //.. an i\Iandm^/i an i/toreawd \enu' of 'is/and-ften' 

— more beaches, manna\, rejor/i, andpo\uhI} enUriainmentparks 

47 Lcc, Sim Loo, 'Planmng the BuiU nnvironmcnt for Now and ihc 21' C cntury' m Ctly & 

Stale, (cd), Ooi, Giok I mg, and Kwok, Kcnson (Smgipoa C)\ford llni\cisity Press, 1997), p 13 

48 Cjoh, ( hok 'long, To SeiH, Co Keep Siti^cipon I Ijiruiti^ nnd (.loiiii/i^, Speech for ihe Swearing 

In (trcmony of the Pnme Minister, Mr CJoh ( hok long, and his ( abinet m the C ity Hall 

Chamber on Wednesday, 28 November 1990, at 8 OOpm (Singapore National Aichives of 

Singapore, 1990) 

49 lor instance, in July 1989, the governmenl announced a SS15 billion public housing 

upgrading exercise which was expected to run foi two decades benefitting 95% of UDB 

households See, 1 cc, Sim lx)o, 'Phnnmg the Uuilt 1 mironment for Now ind the 21" C cntury 

in Cityi& Slate, (cd), Ooi, (liok 1 ing, and Kwok, Kenson (Singapore Oxford University Press, 

1997), p 21 

50 Urban Redevelopment Authoiity of Singapore, \Aiin^ Iht NL\1 \Mp l(imi/{h it IropiiuUily 

of I \(t̂ //t/i££? (Singapore Shing 1 x.e Publishers, 1991) 
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as well as better access to an attractm coastline and a city that 

embraces the waterline more closely as a signal of its is/and heritage. 

Singapore tpill be cloaked in greenerj, both manicured by man and 

protected tracts of natural growth and with water bodies woven into 

the landscape 'f' 

The city and its proinised transfonnation are once again used to 

conjure a political manifestation in the maldng. Its stated strategic 

aims are wide, and range from the massive development of 

the new downtown - Marina Bay, a 690Ha reclaimed land (Fig. 

4.44) — the greening of all pubUc housing estates, developing 

existing water bodies for housing and leisure to small tactical 

developmental controls to encourage the greening of buildings 

(Fig. 4.45). 

This drive towards the greening of existing public housing 

was taken up with enthusiasm and saw the planting of balconies, 

terraces and common corridors of housing estates (Fig. 4.46 

and Fig. 4.47). To further ensure that future housing projects, 

both private and public fall in Üne with this green agenda, a new 

developmental control was introduced by URA. In Singapore, 

Development Control Parameters are used by all architects and 

developers to meet planning requirements towards obtaining 

planning approval for development in Singapore. Developmental 

envelopes are controlled by parameters of plot ratios, set­

backs, ground coverage and height control. Therefore there is 

a maximum permissible gross floor area for every site (GFA). 

To encourage green spaces in high-rises, the new development 

control stipulates that any balconies or terraces that are 'open 

to the sky' wül be exempt from the maximum permissible 

GFA. Areas that are considered open to sky are areas derived 

from a vertical projection of 45 degrees from the top edge 

51 Urban Hcdcvclopmcnt Authority of Singapore, /v/'/z/fj //w Nt'.\/ \up: 'I'dimnh a 'VroptialOly 

of Lxcv/kmv (Singap(jrc; Shing I.cc I'ublishcrs, ly'^l), p. 4 
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of an opening to the floor, also known as 'shadow area' (Fig. 

4.48). This in principle defines an open terrace or balcony that 

are nevertheless shaded and thus can be used for planting and 

as outdoor space. Thus, this small change in the rules enabled 

and encouraged developers to buud above the permissible GFA 

limit and thus increase their net-saleable area. Besides balconies 

and terraces, other elements that promote the tropical garden 

agenda were also included in this exemption of GFA: pavilions, 

perforated structures, private enclosed spaces, roof eaves and sun 

shading devices, roof terraces, ornamental ponds and reflective 

pools. Within a decade, the design of high-rise residential blocks 

in Singapore is overwhelmingly driven by the language of resort 

and leisure, where every tower is studded by over-sized balconies 

and terraces (Fig. 4.49), common areas are heavily landscaped and 

the provision of a swimming pool and club house with a gym is 

mandatory (Fig. 4.50). This is, in fact, an intended outcome of 

Liu's planning strategies. In his article '^Toivards a Tropical City of 

excellence', he wrote: M combination of vision and planning skills can 

bring the city closer to being a vast tropical resort. Ufe in the city streets need 

not be incompatible ivith the serious business activities taking place inside 

the city's buildings.'''" Moreover, Liu's proposition for vertical open 

spaces in high-rise blocks fourteen years earlier whilst in MDB has 

been realised alongside his plans, with full state bacldng, to make 

Singapore an 'Asian City, Tropicalïsland^^. Here, the dominant type 

52 I.1U, 'I'hai Kcr, Towards a Tropical CJty of lixccllcncc' m Ooi, Oiok l.ing, and Kwok, 

Kcnaon (ed.), City i& State (Singapore: Oxford University Press, 1997), p 40 

53 In an unpublished transcript of a presentation presented by l.iti at the 1991 1'.astern 

Regional (conference of Internauonal I'ederalion of Landscape Architects, he outlined his 

vision for *Asian City, 'I'ropical Island'. 'All our lijjorh tire marked Iry the denre to balanie (hrehpmni 

with nature. We want to guide the bnlldo^ei f to the nght places. In a tiny place like Singapore, not only do m 

hare to stridently lomerie nature and ireatirely \eleu and itiili\e new reireattoncd area\, we aho need to create the 

ilhiMon oj having more green than we really hare through iarejal/itxtipoulion within the city. (...) I'here bui 

heen keen support at the highest lemlfor a clean andgteen city Oiii Seniot Mmnter Ijie Kuan Yew initiated 

the tree planting campaign in IU6^ m hi\ early year\ a\ Prime Mmn/er. 'ihi\ .symhok gesture was only the lip 

of an iceberg. Uis penonal ejjortf towards and attention to the greening of Singapore liave been conuderabk 

Out Prime Minit/er Coh Chok 'Vong at last year's tree planting day ushered in a new eta by rechnttening 

the event Clean and C-reen Week (.) \iippoilpeiiiieatef down fiom (he Minitlei f tbionghout the entire am 
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I'ig 4 50 1 HL Icisun/ation of houbing, private 
condomimum.s with resort facilities (circa 2005) 

l'ig 4 51 l,cc 1 Isicn Loong, l'rimc Minister (2004 
- present) in 2005 National Day Rally Speech 
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is transformed using market incentives to achieve a political goal. 

This was realised not by a seminal building that transformed the 

architectural culture of the nation, but through incremental and 

small tactical adjustments to developmental parameters that affect 

the deep structure of the dominant type, and stems from a larger 

vision and political agenda and the ability of state machinery to 

implement a whole vision through its parts. 

7. The Spectacle of Public Housing 

Lee Hsien Loong (1952-), the eldest son of Lee Kuan Yew, took 

over the reigns from (joh in y\ugust 2004. Customary by now, 

inauguration and rally speeches involves the next phase in the 

total design of the city (Fig. 4.51). This time it involves the idea 

of the city as a spectacle: 

'To remake /he economy and af/ivii /a/en/ m' hat>e a/so s,o/ /o 

rema/ze our e//)'. T/m /tas /o /M a a'/j' !p/m/> is fu// of ///'e and 

energy and exoi/emen/ a p/aee iiéere peop/e wan/ /o /ire, work 

andp/ay, where //jey are s/imu/a/ed /o be ae/ire, /o be crea/ire and 

/o en/oy //fe... Erery ma/or o/Zy in //je wor/d is inven/in^ i/se/f 

and reinven/in^ i/se/f. New York is //;<? Bi_gApp/e, bu/ Wor/d 

Trade Cen/re has co//apsed, i/ has /Mcome Ground Zero. They are 

rebui/ding //ie Wor/d Trade Cen/re, .feren new iconic /;ui/dings. 

bringing /he /ife andactipt/y back /o //)a/par/ of Manha//an. And 

//>is is wha/ i/ wi// /ook /ike wi/h /he /a//e.r/ bui/ding ca//ed /he 

Freedom Tower... Dubai, /mi/ding//w/a//es//wi/dingin//wwor/d, 

70()me/res /a// 

«rme simliire' Sec I.iu, 'I'liai Kci, l,,indsc.iping Siiigapoic, 1991 I'astcin Regicinal Conrcrcncc 
" Intcrnatioral I'cdcialion of l„indscapo AicliKccls (Singapon.' URA I.ibury Picscnlaluin 
I'apcis, 1991) 
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I'lg 4.52 URA's Du\ ton Plain Public 

1 louMng International Architectural 

Design Competition (2000) 

I'lg 4 5^ 'Public housing in Singapore 

is no longer low-cost housing' URA's 

Du\ ton Plain Public 1 lousing International 

Architectural Design Competition (2000) 

H ^ H K I ' V \ \ • -. -..-,:,)i iivp».''• 

Hew iHlOQE KOADf • • ' • * " * / ^ ' ' " 
LUiaNOSCMSIKCtT '• 'V " 
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""-•>«•"—"•>'«'•« y f / _̂ 

(Vm II l> uounaw Ir» Duilon «••( l i t \ I ' _' 
FM„„ P«. H«. «o.d .™ \ » J ^. // ^ J -

I'lg 4 54 DuMon Plain, competition site (20(10) 
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]Ve m/Is/aii m//) //.ie l JDB es/ü/es because /bis is w/iere ourpeop/e 

five a//^ ii-i/jere we man/ /o keep //M /iving environmeti//irs/-c/ass 

a//d up-/o-da/e. We are bui/ding neiv fla/s, 40-s/orey fla/s »i//3 

mi/iion dol/ar views which people /jape moped in, pery /jappy. new 

popu/a/ion. *̂  

In 2001, an international competition was launched for the design 

of the tallest public housing project in Singapore and the world 

(Fig. 4.52). Initiated by no other than Senior Minister Lee Kuan 

Yew himself, the international competition organized by UR7\ 

attracted 448 entries and was eventually won by a young local 

practice. Arc Studio led by Klioo Peng Beng (1968-) and Belinda 

Huang (1969-). 

The competition brief stressed that public housing is no 

longer low-cost housing but rather quality affordable housing. 

This illustrates once again, I IDE's task in managing the 

expectations and aspirations of an entire nation, now with 85 

percent of the population living in public housing (1'% 4.53) 

As the state's apparatus that works to continually legitiinize its 

political hegemony through the programmes associated with a 

developmental city state, HDB must continually improve upon 

the provision of public housing. Now, with the quality of public 

housing already at a high standard, the next level of attainment 

had to be spectacular. 

I'hc competition site is symbolic, unlike all the new towns 

that were built on virgin land. Here, the first public h(5using 

blocks were built by HDB in the 1963/4 and in place of the now 

perceived inferior quality public housing, will see the erecdon of 

a landmark housing development, 50 storeys high, maldng it the 

tallest public housing in Singapore and the world. The site is also 

1 isicn Loong, l,cc, in 'I'ranscripl of Pnmc Mimslci l,cc i Isicn Loong's speech a( the 

NiiUonal Day Rally 2()()5 on 21 Augu.sl 2005, al ihe Unuerslly Ciihural Centre, NalKinAl 

UnivciMty of Siiigapoi-c, Prime Mifiistcr's Office Singapore. 
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I ' ig4 55 ARC Mudio, winning propüsjl foi 

Du\ ton Plain Public 1 lousing IntcrnaUonal 

Architcclural Design Competition (2000) 

r ' ig4 56 ARC, Studio, 1 hc Pinnacle, nuiring 

completion (2()(iy) 
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chosen for its deep social and political meaning; it is immediately 

adjacent to Tanjong Pagar Community Centre, the political 

spiritual home for Lee Kuan Yew since 1955. It is seen as the 

perfect site in staging the next challenge for PIDB and the state 

in its administrative abilities to improve the living standards for 

the nation further (Fig. 4.54). For URA and IIDB, The project is 

also seen as an experiment in super high-rise high-density public 

housing in the central area and will provide 1,800 new homes. 

The proposed plot ratio will be 8.4 compared to the standard plot 

ratio of 2.8 for most HDB housing. 

The winning proposal, completed in 2011, consist of a 

string of 48-storey tower blocks (Fig. 4.55), according to Klioo", 

designed from the outset for maximum efficiency (following the 

norms that IIDB has perfected over the years) and composed in 

such a way to maximize views and creating maximum distance 

between block; in advertently, the hnked tower results in a 

continuous slab block of almost 300m long (Fig. 4.56). The most 

crucial and audacious element in the scheme was the introduction 

of iwo four hundred metres long roof garden — one on the 26''' 

floor and another on the roof The accidental transformation of 

the 40 year old common corridor of the slab block into verdure in 

the sky in one gesture encapsulates the states obsession with the 

idea of The Tropical City of Bxcelknce' and the new found affection 

to all buildings iconic and spectacular; which now includes public 

housing. 

The anonymous open international competition, judged by 

Fumihiko Maki and Mohse Safdie, attracted many high profile 

architects from all over the world, including Zaha Hadid, Will 

Alsop and Norman Foster and it was won by a young local 

architectural practice. What sets the proposal apart from the other 

55 Itansciipt of a PitsctUaUoii by ihu AU(. Sludio Aichilccluic & Uibanism, al UKA Ccnlrc, 
7 May 2002. 
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failed proposals was that Khoo and his team'''' had an intimate 

knowledge of the deep structures that governs this dominant 

type and evolved and transformed them to embody the political 

project of the state. 

The success and failure of pubEc housing depends 

considerably on its policies. Although the focus of this thesis is 

not on housing policies, a brief account of Singapore' approach 

should still be made to contextualise the doiTiinant types in 

question. Chua in his 'PoliticalIjigitimacy and Housing: Stakeholdingin 

Singapore' has argued that Singapore's public housing programme 

has been successful because it combined the strategies of 

decommodification with a limited role of the market. Unlike in 

the US, the provision of pubUc housing is dictated by the market, 

where rent subsidies became profits for landlords or with socialist 

system in Europe, where the absence of returns on capital 

resulted in stoppage of public-housing construction. In the 

former, it failed ' . . . because of the high coit of land and production due 

to profit maximisation by all actors involved in the ??iarket-based economic 

organit^ation of housing activities and restrictive allocation, which leadi to 

concentration oj the lowest-income groups, thus creating serious financial 

difficulties for local housing authorities.^^ In the socialist states like 

Hungary and Poland, the total decommodification, its universal 

provision as a basic right for every citizen and the very marginal 

rent derived from it, made housing provision a great drain on the 

national economy and was further exacerbated with the expected 

new construction for every new citizen. 

Besides the absence of uncontrollable rural-urban migration, 

Chua argued that in Singapore's case, there were five crucial 

features that ensured its success. The first is the PAP government's 

56 lV)th Khoo and Huang worked in HSP Architects, Planners and l''.ngincers prior to setting 

up their own practice, with Khoo working e\tenj,ively on housing projects under the team 

headed by ]ju 'i'h.u Ker. 

57 (^hua, Beng I luat, Poliliuil ] jiaiti/fiLuy and t li)/nini^ (London: Routledge, 1997), p 17 
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commitment to universal housing provision. The eligibility income 

ceiling for lease ownership is reviewed periodically in step with 

economic growth, which will include 90 percent of households 

in the country. He argues that This com?nitment is, in part, ideologically 

motivated by the PAP's belief that home ownership, in ffving the people 

a greater stake in the nation, will induce in them a greater measure of 

nationalism. However, unlike in the socialist system, this belief does not 

extend to regarding the level of housing as a natural entitlement or right. '^'^ 

As such HDB operates like any private developer, sensitive to 

demands of buyers and making its operations economically viable. 

The second is the decommodificarion of public housing, made 

possible by 1966 Land Acquisition Act which enabled the state to 

build at a significantly lower cost as land is completely owed by 

the state. And because 90 percent of existing household is eligible 

for public housing, HDB is virtually the monopolistic provider 

of housing for the nation, thus enabling it to set the level of 

housing prices in line with the general state of country's economy. 

The third involves the equitable distribution of subsidies, where 

lower-income groups have access to higher subsidies compared 

to higher-income groups. This is also reflected in the flat sizes 

that HDB provides, from 3-Room to 5-Room flats. Fourth, 

the financial resources needed by the government for public-

housing construction comes from the state-managed, employee's 

compulsory social security savings fund, the Central Provident 

Fund (CPF). The 'availability of this CP¥ makes possible a closed circuit 

of housing funding and consumption, which does not compete with capital 

demands in other sectors of the economy. *' Residents can pay 20 percent 

down payment for a HDB flat with their accumulated CPF and 

monthly mortgage payment deducted from monthly savings, thus 

allowing a family to own a flat without suffering a reduction in 

disposable income. HDB inadvertently, is the largest mortgagee 

58 Chua, Bcng Huat, Polilical 1 xsjlimacy and naming (l.ondon: Routlcdgc, 1997), p.2() 
S'J Ibid.,p.22 
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in the nation. This final feature ensures that housing consumption 

is 'tied exclusively to the ability to pay. The type of flat rented or purchased is 

dependent entirely on what the household itself can afford, no other measure 

is considered. "̂ '" Public housing is also a good investment as it can be 

sold in the open market after five years for those eligible to buy. 

The vendor is entitled to keep the capital gains, tax free, and in 

return permitted to apply for a new upgraded HDB flat, with the 

maximum number of up-grades hmited to one. This, according 

to Chua, shows that universal housing provision and a capitalist 

economy are not incompatible and is in fact a key to its success. 

As a developmental slate, universal housing provision is 

one of PAP most important claim on its political legitimacy. 

Its ability to house more than 85 percent of its population in 

relatively high standard of living condition furthers entrenches 

the acceptance of its political programme. With more than 

600,000 completed dwelling units in by mid 1980s, ITDB's high-

rise high density housing, the doininant type of the tower and 

slab block, stands as symbolic monuments to the governments 

efficacy. The success of the developmental state also necessitates 

it to continually produce tangible progress, where the continuous 

improvements and upgrading of housing provision transforms 

the very dominant type that is discussed here. Thus the 

continuous reinvention and improvement of the dominant 

type is quintessential to the political project of any succeeding 

Prime Minister. In the case of the doininant type of the tower 

and slab block, its instrumentality and pliability lay in its generic 

character, reduced to its deep struclxire at the point of inception. 

This allowed it a generative potential that is specific enough to 

articulate specific architectural and planning goals and yet general 

enough for further transformation. Crucially, the dominant 

figures forth the idea of the city as a developmental city state 

and is used as a diagnostic and prognostic device for all those 

60 (]hua, Bcng Iluat, Pohtiui!\ji;i^iUmacy and I lo//uiis>^ (London Roullcdgc, 1997), p.24 
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involved in its production. (Fig. 4.57) 

8. Podium Block: Framing Flexible Accumulation 

The second dominant type - tlie podium - is unique to Asia and 

is different to its Northern American counterpart as it is usually 

much bigger, containing an atrium within and acting as a large 

base for several high-rise blocks above. It is more of a product 

of unabashed confrontation with the problem of liigh density 

and shopping in Asia. In parallel to the development of the high-

rise in the 1960s, the podium block developed in response to the 

same pressures of high density and the hot and humid climate 

of Singapore but predominantly to serve the programme of 

shopping (Fig. 4.58). The influence of the Metabolist movement 

of Japan was evident in the development of the dominant type 

of the podium by dissenting architectural voices in Singapore, 

chiefly led by William Lim (1932-) and Tay Kheng Soon (1940-), 

(Fig. 4.59) who were shut out of the public housing project by 

the state. The state felt that these architects' views were in the 

way of their urgent direct action and that their criticism of the 

government's developmental programme would jeopardise the 

confidence needed for foreign investments'''. 

Both Lim and lay were founding members of the Singapore 

Planning and Urban Research Group (SPUR), an independent 

multi-disciplinary group of architects, economists, geographers, 

town planners, sociologists, lawyers and quantity surveyors, who 

declared their objectives as: 

'I.) /o s/udy //)c' pivb/ems, p/v/ap/es a//dprat'/iees of p/anning 

in deve/oping cou/ifr/'es ii'/i/j par/rm/ar trfem/ce f o Siirgapore. 2.) 

'1 Sec, 'Vaj Kkng Soon aiirl SPURS: Aclivism in the early riayt of Singapore's /-Krtor)' (1999), < l i i i p : / / 

^JaaMjavsiniarnm ,.|-p/pp = l)<-> (accessed 10 December 2011). 
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to develop, through /earn mork, a/i approac-h /o and conceptual 

framework of /he p/annin^g proms and p/annln^ strategy. 3.) 

to advance and promote the art and science of p/anntn_g and the 

mork of t/)e Group through research, pu/p/icatton, discussion and 

participation mth a//iedor^ani;(ations,profQions, and government 

aut/joritie.'i on matters of mutualp/anninj^ interest ''-' 

Although most of SPUR's proposals were either ignored or 

rejected by the government, two of them were co-opted, 

namely the proposals to locate the new international airport to 

Changi rather than in Paya Lebar, which was deemed too close 

to populated areas; and the proposal for a mass rapid transport 

system^'l The members of SPUR, like the state, shared the sense 

of urgency in finding answers to the problems of urbanization 

and nation building, but with opposing views as to the best course 

of action. 

The influence of the Metabolists on the subsequent works 

of Lim and Tay was born out of this sense of urgency, isolation 

and impotence. Lim joined an international group of young 

architects to form an Asian platform to discuss matters of 

design and theories of urbanism. The result was the formation 

of The Asian Planning and Architectural Collaboration (APAC), 

which included among others, FuiTiihiko Maki (Japan), Tao IIo 

(Hong Kong), Charles Correa (India), Koichi Nagashima Qapan), 

Sumet Jumsai (^I'hailand) and Lim (Singapore). Lim attributed the 

influence of Metabolism to this group and his travels to Tokyo, 

'... I was strong convinced of the dire needfr new design directions 

beyond t/w steri/it)i and rigidity of modernism. T/ds conviction 

was strengt/iened b)i a visit to Tokyo in the ear/y seventies w/jere 

'>~ Singapoic Planning and Urban Rcscaich CJioup, SPUR 65-67 (Singapoic. SPUR, 19fi7) 

lay, tccounlcd dial Ins acuvilics in Sl'UR and his allcinativc ideas agilalcd dicgtncnimcnl 

'" Hic poinl whcic Ins piofessional life became unleV 5 
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I mtnessed many avant-garde prq/eds in the post-Metaboüst style. 

Manyprojeets that I carried out during the next feivyears, imiuding 

the Yeo Hiap SengFactorj (1987) and Unit 8 Apartments (1983) 

tpere experiments in breaking rules of Modernism. "' 

Metabolism was part of the larger Megastructures movement in 

the 1960s. Reyner Banham in his 'Megastructures: Urban Futures of 

the Recent Pax/'outlined the two main considerations that qualify 

large buildings as megastructures, for not all large buildings are 

necessarily one. They should consist of a massive monumental 

supporting frame, in which various arrangements of habitable 

units beyond the control of the architect are aggregated''\ Maid 

would define it as 'a large frame in ivhich all the functions of a city or part 

oj a city are housed. It has heen made possible by present day technology. In a 

sense it is a man-made feature of the landscape. It is like the great hill on which 

Italian towns were built... *'\ and Ralph Wilcoxon focusing more 

on the structural instrumentality, argues that the megastructure 

is not only a structure of great size, but also a structure which is 

frecpently constructed of modular units, capable of great or even 

'unlimited' extension, a structural framework into which smaller 

structural units (for example, rooms, houses, or small buildings 

of other sorts) can be built - or even 'plugged-in' or 'clipped-

on' after having been prefabricated elsewhere, and is a structural 

framework expected to have a useful life far beyond that of the 

smaller units which it might support'^. 

The context in which this movement arose, in the 1960s, 

was the period that saw modernism's ambition and arguments 

to design the total environment as completely 'dead', if not 

64 Lim, William S.W., 'Arcliitccturc, An, Identity in Singapore: Is there Ijfe After Tabula 

Rasa?', in Constructing hleiitity ni Contemporary Arcbitectnre: Cass Studies from the South (od.), tlcrrle, 

Peter and Sclimit/, Stephaniis (New Brunswick: Transaction Pubbsher, 2009), p.257-2()0 

65 Hanham, Rcyncr, Megastructure: UHMU Ihitures of the Recent Past (New York; 1 larper & Hovv, 

1976), p.K 

66 Ibid. 

67 Ibid. 
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culturally thin as any other perfect machine. Maid's repetition and 

agglomeration of standardized folk-buildmg elements, rhymed 

with the call for 'spontaneity' as early as the CIAM meeting of 

1951. Banham argued that many Megastructuralists saw their 

projects as 'urban stntcUires of the future'. The ambition is that 

the architect designs the main structure and self-organization 

takes place. In reality, like Mohse Safdie's Habitat (1967), it is a 

monument to the image of accretion rather than self-built by the 

community; and in many similar instances, the inegastructure is 

an excuse for formalism on a epic scale. The criticism is always 

assured because the megastructures were so difficult and took 

so long to build. Nevertheless, they dominated architectural 

culture for more than a decade because they gave a bearing to 

the incomprehensible problem of the expanding city, offering a 

response to the conflicting demands of design and spontaneity, 

the small and the large, the permanent and the transient''**. 

The Metabolist movement in Japan, led by Kenzo Tange, 

included among others, three figures that went on to dominate 

the architectural scene for the next few decades. They included, 

Fumihiko Maki, Klsho Kurokawa and Arata Isozaki. The group 

were confronting similar problems to their counterparts in 

Smgapore - the reconstruction of Asian cities faced with high 

density and congestion. The Metabolist manifesto was launched 

at the World Design Conference in Tokyo in 1960. The projects 

were influenced by a new monumental and excessive use of 

concrete, Corbusian m its origin but uninistakably Japanese in its 

visual impact, as exemplified by KJyonoru Kikutake's Ocean City 

Project (1962) (Fig. 4.60). In this project, towers formed trees 

standing on floating islands, where individual dwellings come and 

go like seasonal leaves, each according to the natural time-scale 

of its own 'metabolism'. Banham would later critique that the 

68 Banham, Reyncr, MegasUiidim- VHHIII I iihiiii of the Rumt Patt (New York I laipci & How, 

1976), p 10 
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correlation between Mies and Japanese simplicity had been taken 

over by the opposite: large, bulky, irregular and brutaUst. The 

1960 conference was preceded by Tange's own declaration on 

megastructures, using his Tokyo Bay proposal at CIAM 1959, 

Tofyo is expanding but there is no more land so ipe shall have 

to expand into the sea ... Every daj people come into the centre 

op t/}e city, and must then return in t/je evening to their iwmes 

outside the city. For the average man the time rei^uiredfor this trip 

is an hour. In this project the architect is thinking of the future op 

the city. He has divided it into tivo elements, one permanent and 

one temporary. The .ftructurai element is thought of as a tree — a 

permanent element, mth the dn^elling units as leaves — temporaty 

elements which fail down and are renewed according to the needs of 

the moment T/ie buildings can groiv within this structure and die 

and grow again — but structure remains.' 

Thus Tange put forward two basic propositions: that artificial 

land must be created in overcrowded cities and second, different 

building elements have different natural rates of metaboUc 

change. Tange's (and his MIT students') Boston Harbour Project 

(1959) (Fig. 4.61 and Fig. 4.62) is accepted as the first Metabolist 

project. It was based on a detailed study and drawings that lend it 

a semblance of buildabiUty. Tange himself was well established at 

that time and MIT was a place where these ideas were fervendy 

discussed. The project embodied all the points of the Metabolists. 

The use of the A-frame spine was not the first - Gropius used 

it in Wohnberg (1928) and Sant'Elia, in Milan Central Station 

(1914). The Boston Harbour Project was followed by the Tokyo 

Bay project of 1960 (Fig. 4.63). Banham cites this project as 

the movement's masterpiece'''^ It was an extendible linear 

69 I'br Banham, 'I'ange's Tokyo Bay simply raised llic scale of ihc mcgastrucUirc argument 

to a level of monumental vastness from which ii could not get down again. And after Ibkyo 
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scheme unlike Boston, with irregular extensions and straddles 

across Tokyo Bay. The idea of using the water came not from 

Tange but from Kyuro Kano, president of the Japan Housing 

Corporation, who suggested the filling in of some 80,000 Ha 

of the northern part of the bay, an idea that triggered not only 

Tange's but Kikutake's proposal. The main spine consists of 

freeway loops, some inland, some straddling, some completely in 

the water; within the spine are civic buudings and places for work 

and commerce. Perpendicular to this spine are housing blocks, 

designed like the Boston Plarbour project, but the A-frame of 

the Tokyo Bay project was curved, giving it a tent-like sheltering 

effect (Fig. 4.64 and Fig. 4.65). All parts were envisioned to have 

their own rates of growth and thus act autonomously but in 

cohesion with the other parts. 

Fumiliiko Maid's 'Investigations in Collective Form'"^ can be 

seen as a reaction to the monumentality and impracticability of 

Tange's Tokyo Bay project, and the aesthetic detachments of the 

projects of late modernism from the problems of the city. In the 

introduction, Maki states that, 'Wbai is needed is not just observations 

and critical comments, but utili:(ation of the observation to develop strategic 

tools in making our physical environment.'''' This sentiment for doing, 

being operative and not only critical, resonated with the climate 

of urgency in the transformation of the city for Lim and Tay '̂. 

Maki goes on to state the conditions that his investigations 

Bay, no one in Japan managed tt) malch this formal vision and invcnuvc capacity. I'-vcn witli 

'I'ange, the sense of authority over the design was not repeated again; ilie only realised project 

was Yamanashi Oimmunications (Centre, Kofu, which was in the end a closed structure, not 

extendible but retaining the formal appearance of being so. 

70 Maki, h'umihiko, bire\lh^almi\ in Collalirc i'orm, (St. Louis: Washington University, 19Ö4) 

71 Ibid. 

72 'lay's account of the over-riding sentiment (jf SPUR as, '... the altitiiik wcis a can do ultïliid^' 

chn [0 do, dan to sciy, dare to thiufz. I'ltat )ms tl)e whole thm^- TItal was in slmrp contrast to the kind oj 

dimliiinhiglnvcen that mis^oin^ on in Singapore, nation building under PAP nile,' Sec, 'lay, Khcng Soon 

and Bay, Philip, Tay Kheng Soon and SPUKS': /letipisw in the early days of Singapore's History {\999), 

<hllp://w\vw.niAvsintiTriim.iir[r/?p=[a> (accessed 10 December 2011) 
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are addressing: (1) coexistence and conflict of amazingly 

heterogeneous institutions and individuals; (2) unprecedented 

rapid and extensive transformation in the physical structure of 

society; (3) rapid communications method and (4) technological 

progress and its impact upon regional cultures. Importantly, 

Maki is setting himself apart from Tange's Tokyo Bay and 

the unitary plan of the city of architectural modernism, in his 

explicit recognition of and the call to address and embrace the 

heterogeneous conditions that are transforming society. 

To deal with these conditions, Maid introduces the notion 

of 'master programme' to oppose that of the masterplan and, 

crucially, the dimension of time and the multiple stake holders 

who are involved in the process of urbanization. Thus two 

important ideas are proposed here that set the 'master programme' 

apart from the ideas of its predecessors (chiefly ClAM and Le 

Corbusier): that is the rejection of the single authoritative figure 

and the relative fixity and stability of form in response to growth. 

With HDB subscribing to the principles of ClAM and Le 

Corbusier's ideas for the city of modern architecture, the voice of 

Maid, an Asian avant-garde, re-questioning the continued validity 

of CLAM and the city of architectural modernism was refreshing 

and radical to Lim and Tay. The heterogeneity that collective 

form promulgates was liberating and empowering compared to 

the developmental programme of LIDB and the state's political 

hegemony. 

Corresponding with and complementing the 'master 

programme' according to Maki, is a required 'master form' which 

is a collective form that can aggregate and thus take time into 

consideration with regards to growth. The urgency of Malüs 

investigation into 'Collective Form' is all the more pertinent in 

the light of the absence of any single coherent theory beyond 

that of one single building. Maki defines 'Collective Form' as 

follows: 'Collective Vorm represenLi; groups of buildings and quast-
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buildings — the segmenl of our cities. Collective Vorm is, however, nol a 

collection of unrelated, separate buildings, but of buildings that have reasons 

to be together "^ He further outlines three types of collective forms 

(Fig. 4.66). The first is termed 'Compositional Form' and involves 

a compositional approach, examples of this will be BrasiKa and 

Chandigargh — the use of pristine form and ordered geometry 

for compositional effect. The second type is 'Megaform' and is 

characterised by a structural approach. The main proponents 

of this will be Kenzo Tange. Essentially this approach involves, 

from the outset, a large frame (usually structurally superfluous) in 

which all the functions of a city or part of a city are housed. The 

use of this large frame impUes some utility in combination and 

concentration of function, but an affinity for structural virtuosity 

at the expense of human scale and human functional needs. 

Megaform also suggests a large framework with differential 

hierarchy and depends heavily on the idea that change will occur 

at different speeds in different realms. This danger, according to 

Maki, is that the megaform will become rapidly obsolete if the 

different speeds are not addressed, and any attempt to predict 

which portions will change faster or slower, is fundamentally 

difficult. The extended criticism levelled at Tange's megaform 

and mcgastructures shows the popularity and attractions these 

projects had in the late 1960s with Tange's Tokyo Bay project as 

the paradigmatic project of the mcgastructures. 

Maki favours the third type of 'Collective Form', which he 

calls group-form that emphasizes a sequential approach: 'So the 

ideal is a kind of master form which can move into ever new states of 

equilibrium and jet maintain visual consistency and a sense of continuing 

order in the long run. "^ Group-form, Maki elaborates, is a form 

that evolves from a system of generative elements in spaces 

like villages (Greek, Sudanese or Japanese). This incremental 

Maki, I'umihiko, Inruliealtom in Collalm Vorm (St. r.ouis: Washington University, 1964) 
74 Ibid,p.ll 
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aggregation of generative elements allows for a consistency 

of form and the flexibility of growth. In the examples of the 

villages, Maid recognizes the long period of time required for 

such aggregation and stresses that the urban designer is faced 

with an increased speed of growth. His proposition is that group-

form and its space are prototypical elements with implied system 

and unkage. The combination of both these aspects will thus 

allow more responsive and flexible growth. Unlike the mega-

structure, group-form does not require a skeleton to grow and 

does not require powerful leadership — it is bottom-up and grows 

from people and society. Group-form, Maki predicts, will offer 

'more suggestive activities' than Le Corbusier's air, green and sun. 

Maki elaborates this with five operational categories.- to mediate, 

to define, to repeat, to make Junctional path and to select (Fig. 4.67). 

All five categories begin with a given suggestion of an existing 

cluster of buildings. The first, to mediate, creates links among 

disparate elements to form a cohesive framework of spaces and 

linkages. The second, to define, is to create a wall surrounding 

the preceding elements, thereby giving them definition and 

clarity. The third, involves the repetition of one element that will 

provide an overall consistent grain to the existing. The fourth, 

involves the threading of a secjucntial path with programme and 

activities into the existing, again to result in a coherent and legible 

group form. The last involves a preselection of a site to coincide 

with the four preceding operations. The biggest difference 

between Tange and Malti is the appropriation of the tabula rasa 

as a precondition. Maki operates with a given, Tange starts anew. 

Second, Maid reUes on elemental parts that aggregate towards a 

cohesive whole, Tange relics on a large permanent megastructure 

that acts as a container for smaller temporary elements. 

The more 'suggestive activities' that Maid alluded to earlier, 

turned out, in his subsequent studies and research projects, to 

DC shopping at a large scale in a concentrated manner. Among 
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the early projects of Mala that furthered these concerns were 

K-Project Tokyo (1964), (Fig. 4.68) and the much celebrated 

miside Terrace, Tokyo (1969-92), (Fig. 4.69). The latter a mixed-

use development of no more than three storeys, built over seven 

phases and incorporating an interconnection of small public 

spaces with spaces for residential, commercial and office use. 

The project as a whole is an aggregation of elemental parts 

carrying different use and spatiality over time, and gives rise to a 

very Japanese conception of inter-spaces^\ These studies tackled 

head-on the public activity that is all too common in Asian cities, 

a programme that Western academics shied away from until 

perhaps Koolhaas' Triarvard Guide to Shopping' in 2001. In all of 

Maki's proposals and studies, linkages or circulation flows act as 

the binding agent for the prototypical elements. Together they 

create city rooms and city corridors. 

Exposed to these ideas, Lim and Tay developed their own 

'Asian City of Tomorrow', first published in Asia Magaf^ine in May, 

1966 and featured in the opening pages of SPUR 65-67, conjuring 

up the image of an alternative Asian City: 

'Imagine a city where we hare dipel/ifigs that.\/reic/i upwards iowardf 

ihe sky, and beneath t/iem people /wmming with actipity in t/ie 

business houses, governmenta/ ojftees, educationa/ centres, t/jeatres, 

open spaces, and recreation centres, w/iere t/ie various centres of 

activity are /inkedup... centres of entertainment and culture in the 

Iieart of t/K city t/iat fig/it up /// t/)e erening.. Imagine c/eanparks 

and roads free from .rcores of haw/éers and .rtreet rendon; and open 

drains un-fittered. T/ds is our A.fian City of Tomorrow'^'^ 

Sakiko Cioto proposed ihal ihc archuocuirc of Maki wa.-: underpinned by the Japanese 

f>nccpüon of 'micr-spaccs'- spaces [hat are ambiguously located bclAveen t̂ vo opposing spaces 

tctincd by use, level changes, material, orientation, and dcgiees of enclosure. Sec Goto, Sakiko, 

•dl^p Poiliiim (unpublished Ml'hil disseilalion, Archilectutal Association l'io|Cclive Cities 

'Programme, London, 2012) 

'"' Smgjpoie Planning and Urban Research (iioup, W'(/R 6^-67 (Singapore SPUR, l%7), 
P5 
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Three perspectives illustrate this 'Asian City of Tomorrow'. The city 

is presented as one giganüc megastructure, towering above an 

existing street with small low-rise Chinese shophouses (Fig.4.70). 

The influence of the Metabolists is unmistakable in their use 

of a large overall structure, rendered as heavy concrete in brute 

form, carrying smaller units of containers within them. Half 

of Tange's A-Frame structure reappears as the main structure 

holding up and containing everything else. By removing the other 

half, the megastructure allows a partially shaded linear volume 

that acts as one large continuous city room. It contains open 

terraces, entrances and landscape, with a monorail or a mass rapid 

transport threaded through it. The description of their strategies 

in dealing with growth is identical to Tange's, 

Tóe idea of a /inea/dty Is coming i/itofami/r. Uisjree of tbe traffic 

confusion of a radial ciiy iv/uch by extension and improvement of 

roads hringi more confusion to the centre. Because the lineal city 

can be controlled along certain lines of growth, it ivouidpermit 

frictioniess expansion and reneipal ivhen tlie cycle of regeneration 

occurs.'''' 

Tim and Tay called for an overlay of programme, circulation and 

infrastructure and insisted that congestion is the essence of the 

city, 

'a true city is a congested city — congestion not of cars but of people 

draipn close together bj a multitude of related activities We must 

refect out-dated planning principles that seek to segregate mans 

activities into arbitrary ^ones no matter hoiv attractive it may look 

in ordered scjuares on a land u.\e map. Rather there should be ifi 

cities many areas that are of multiple use where all the advantage-^ 

11 Singapore Planninj^ and Urban Research (iroup, iPUR 05-67 (Smgaporc Sl'Ull, 1967), 

p l l 
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of eiiy living — shops, schools, recreation and even work, if not for 

the main breadwinner, for those who seek to supplement income — 

are never far aivay.''" 

In another ground level perspective (Fig. 4.71), they show a 

linear volume teeming with activities and threaded by different 

mobility lines - promenades, walkways, bridges, wide staircases 

and suspended trams. Curiously, Lim and Tay proposed the very 

model they rejected in HDB's — the high-rise high-density model, 

'H/g/j buildings will be the norm rather than exception. The technology of 

high buildings today in the development of reinforced concrete and of lifts 

makes it feasible as an effective planning tool With high buildings it is 

possible to achieve densities of more than f 000 persons to an acre without 

banishing nature from the city."'' 

The third perspective (Fig. 4.72), in section, shows a gigantic 

podium, seventeen floors in total, with five floors below ground 

and twelve floors above. Above the podium sits the sheared 

half A-frame towers, interspersed on a large terrace in a linear 

progression. Through the section, Lim and Tay render the layering 

and juxtaposition of programmes, infrastrucmre and mobility 

lines. There are no clear ordering principles to the distribution of 

programme for this is what Lim and Tay intended, in their Asian 

version of the congestive and cacophonic nature of the city: 'If 

ipe look into our Asian cities you will find that Asians have been conditioned 

to live in a highly concentrated manner. What we want is to find the right 

livingpattern for our present needs and the right symbols to satisfy our present 

cultural aspirations."" Mere, the similarity to Maki's collective form 

- especially in terms of the aggregation of programmatic cells - is 

pronounced. Thus, Lim and Tay's 'Asian City of 'Vomorroiv' can be 

read as a gigantic podium block; with the podium representing the 

78 Singapore I'lanning and Urban Research Ciroup. SPVK 65-67 (Singapore: SPUR, 1967), p.8 

79 Ibid., p.K 

SO Ibid., p.a 
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ideas of Maid and the half A-frame towers above, representing 

Tange's ideas of a linear megastructure. 

These ideas, together with that of megastructures, would 

influence the development of podiums and structures associated 

with shopping - and its antecedents' activities associated with 

urban cores - in high-density environments from late 1960s till 

2001 with Toyo Ito's proposal of One North in Buona Vista. 

9. Shopping and City Rooms 

hollowing on from the 'Asian City of Tomorrow', Lim and lay 

formed Design Partnership and started work on the first few 

sites under the government Land Sales programme — an initiative 

to release land, by URA, as the housing problem had been 

addressed by HDB. This project, along Beach Road and Eu Tong 

Sen Street, on a 1.0 hectare site at the heart of Chinatown is the 

first experiment using the ideas of an emerging master form — a 

paradigmatic project of the Metabolists. Utilising Maid's ideas 

of 'City Corridor' and 'City of Rooms', it is the first building 

in Singapore to introduce the atrium as a model for capturing 

flows and to then expose and disperse these flows to a cellular 

matrix of shops (Fig. 4.73). Above the six-storey podium, 

a 25-storey-high slab block consisting of 264 apartments is 

positioned diagonally on a north-south orientation, favouring a 

frontal impact perpendicular to Eu Tong Sen Street, rather than 

a more pragmatic alignment to avoid heat gain favoured by HDB 

(hig. 4.74). The six-storey podium contains 300 shops, offices, 

restaurants, coffee houses and car-parldng for 633 cars - it is a 

brutal high-rise slab on a brutal podium, a condensed version of 

a Chinese downtown, 3D market on a cellular matrix. The main 

atrium or city room as an idea borrowed from Maid is different 

from John Portman's atrium (I'ig. 4.75). In the latter, the atrium is 

359 



UCTiOtt I - ( 

O • O 

o • o 

_• i] [) Cl 
0 8 0 0 0 0 8 0 0 8 0 8 Q Ó Q 
_Li-lL. I ' l ' - :r T ' l ' " ! ' .,L_1 e " " l • FP-ffl-Tr 

Fig 4 73 Design Partnciship, William Lim and 

lay Khtng Soon, carpark stclion of People's Park 

( ornplc\, Singapore (1967) 

I 

I ig4 74 People's Puk ( omples, Singapore (1967) 

360 



l'if! 4.75 l'copic's l'ark (Jomplcx, Singapore (1967), 
Section 

fv 

' ' •«4J6 People's 1>.,„.I( Complex, Singapore (1967), 

'"terior volume of ihe podium, 'Cily Room' 

361 

I 



Fig 4 77 DLsign Partnership, William Lim 

and lay Khcng Soon, dolden Mili. ( omplc\, 

Singapore (1967) 

1 ig4 78 Cioldc-n Mile ( omplex, Smgipore (1967), 

Section 

362 



inward looking, cutting away the undesirable decaying downtown 

urban core caused by the 'white fight' to the suburbs of American 

cities. The urban rooms of the MetaboHsts are designed to be 

open to the city, Linked by city corridors, and can be understood 

and perhaps reinterpreted as a frame that captures the flows of 

the city, and thus attempts to connect and at the same time seeks 

to contain (Fig. 4.76). 

On another project, the Golden Mile Complex, also designed 

by Lim and Tay under Design Partnership is the first Asian 

segment of megastructure realised anjrwhere (Fig. 4.77). It is 

reminiscent of Tange's Tokyo Bay project and Rudolph's Lower 

Manhattan Expressway. Located on the Golden Mile, a strip of 

land between NicoU Highway and Beach Road was designed 

as a high-rise spine fronting Kallang Basin (Fig. 4.78). Hailed 

by Maid as an example of 'Collective Form' and the myriad of 

activities it recaptures for the city, it is based on the use of 'City 

Rooms' and 'City Corridors' (Fig. 4.79). The strategy in treating 

the atrium here differs from that of the People's Park Complex 

in that the high-rise slab block is sheared and inclined, brcaldng 

the orthoganality of the earlier slabs and podiums and revealing 

an interior nave as an urban linkage. This linkage acts as both 

room and corridor, drawing light and air into the interior and 

pulling pedestrians upwards towards the open sky (Fig. 4.80). The 

early success of these projects prompts Koolhaas to conclude: 'in 

these projects Singapore's centre is theorised as a prototype of modem Asian 

metropolis: the city as a system of interconnected urban chambers. *' 

The influence of the Metabolists, and in particular, the city 

room and corridor to contain and thread through mobility lines, 

inadvertendy introduced a gradual evolution in the internalisation 

of the activity of shopping. This aspect sets the Metabolists 

4^art as Asian, in its direct confrontation and utilization of 

**! Koolhaas, Rem in 'Singapore Sonjrlines' in SM\X\. (Kouerdam: 010 Publishers, 1995) 
p.1()7-l 
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the conditions of high-density as a source for architectural 

experimentation. By the end of the 1990s, almost all shopping 

environments in Singapore were internalised, compressed into 

podium blocks and spread along underground linkages that are 

stacked four storeys below ground, connecting infrastructural 

nodes and completely cut off from the hot and humid climate 

of Singapore. Citylink Mall is one such example, built in the mid 

1990s and designed by Kohn Pederson Fox and LPT Architects, 

it is a subterranean mall, linlcing two Mill ' Stations - City Hall 

Station and Esplanade Station - stretching for more than one 

Idlometre. The second notable example is the subterranean malls 

and connected podiums of Orchard Road and Scotts Road. It is 

a shopping loop, more than three Idlomctres long, connecting 

Shaw House, Wheelock Place, Ion Orchard, Wisma Atria, and 

Takashimaya. It is anchored by Orchard MRT Station, five storeys 

below the ground with four levels of subterranean shopping 

above. This development does hold many of Maki's ideas: it is 

composed as a series of city rooms connected by city corridors. 

These city rooms are the atria of each individual podium and 

the subterranean linkage of shops, is the city corridor. Although 

programmed entirely with shopping, these city rooms and 

corridors are used daily by the population to get about, owing 

to their placement above and around main MRT stations. And 

the third adherence to Maki's idea is seen in the way the podiums 

aggregate over the years incrementally, from podium to podium, 

from stations to podium, linking different plots together to form 

an overall cohesive group form (Fig. 4.81). 
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10. One North 

Organized by Jurong Town Corporation (]TC) in 2001-

2002, the government agency for the planning, construction 

and management of industries, the One North Masterplan 

competition set out to transform a 180 hectare virgin land in 

Buona Vista into Singapore's knowledge-based industry city (Fig. 

4.82). The competition called for the creation of a 'technopole' 

following Manuel Castells' and Peter Hall's observations that 

knowledge-based environments that support research and creative 

industries are better served by the 'creative milieu' associated 

with city centres"-. It is a conscious and bold move away from 

the prevailing Business Park models of JTC. The finalists for 

the competition included Zaha Hadid, Toyo Ito"' and Richard 

Rogers. The competition was eventually won by Zaha Hadid with 

Ito coming in second. Ito conceives the scheme as predominantiy 

a horizontal skyscraper that spreads across the entire site, 

unifying the infrastructure of a city with architecture as a network 

spreading in a rhizome-üke manner (Figure 4.83). This, Ito states 

is a 'nerv concept of architecture where roads, infrastructure and a few hundred 

buildings are unified as one, and all the fluid elements of a city such as 

people, information, energy circulation are intermingled and coexisting*^ and 

that Huildings are not layered perpendicularly but integrated into a "Hyper 

Neuron Continuum" (HNC) as a horit^ontal skyscraper'^''. T h e H N C 

is seen as modules of construction, built by different developers 

and organizations, that carry with them not only floor areas for 

occupation or rentals but also infrastructure. Thus the city grows 

by increments and as aggregates, almost identical to the idea of 

82 CaslcUs, Manuel and I lull, l'etcr,7«7wo/)oA'(o/ llie IVoM'I'lieMakirixoJ 2t\/(.eii//inilmhi<lrifl 

Complesei (London, New York; Routlcdgc, 1994) 

H.̂  I was personally involved in ihe competition scheme by 'Ibyo lio m collaboration with 

RSI'. A year later, 1 was involved with the implementation phase of p.irl of the masterplan of 

the winning scheme by '/aha 1 ladid Architects. 

«4 Toyo Ito: Reccnl l^ru/eih ('Ibkyo: A.D.A Hdita Co. l.td. 2008) p. 10 

«5 lbid,p..1() 
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group-form propounded by Maki diirty years earlier. However, 

there are differences, the first in how towers are treated in the 

master plan. The towers are eidier placed above the HNC as a 

rhizomic growth or extension of hnc (small HNC) or they stand 

in isolation in the mulutude of captured open spaces of the HNC 

(Fig. 4.84 and Fig. 4.85). Ito envisions that the captured open 

spaces will house landscape and activities that are distinct and 

different from one to the other, thereby creating the condition 

of exacerbated difference between these spaces and encouraging 

movements between them (Fig. 4.86). This strategy of framed 

difference is also a departure from the earlier experiments 

of the Metabolists that seek to mix and coagulate flows and 

programmes. The second difference is the way in which Ito deals 

with the idea of the technopole; in his competition diagrams, 

a lot of attention is paid to the way in which the spaces flow 

continuously within the I INC and beyond. In Ito's conception, 

the flows starts from the airport (taking in flows from a global 

realm), where the travellator and train connect the airport directly 

to Buona Vista MRT Station and from there, a 6.2km network of 

travellators enables a smooth connection to the entire site (Figure 

4.87). The circulation system of the interior of the HNC is close 

to that of an airport terminal (Fig. 4.88). Ito adds: M,r the 21" 

century Asian city of the future, we found out the possibility of an urban 

space that flows dynamically through the system growing up in the manner 

of trees and plants."'' The third difference is the scale in which the 

project is conceived. If built, it will undoubtedly be the biggest 

single building in the world, but this is also the paradoxical 

strength of the project. The prospect of realizing the biggest 

building in the world intimidated the competition organizers 

— who eventually settled for a more implementable parcel-by-

parcel proposal by '/aha I ladid — even with Singapore standards 

for implementing impossible masterplans. But the project can 

86 Toyo Ito; \iaenl Projeih flbkyo. A.D.A I'.dilii (ji. I.ld 2()()«), p.W 
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be read as a city built in increments, with a strong prototypical 

module as a typological guideline rather than as a prescribed 

building. Ultimately, it is after all a dominant type specific to 

Singapore - the podium — where its aggregation towards a city is 

proposed as an incremental masterplan, a framework that enables 

the cumulative constructions of various stake holders. If it still 

bears the traces of I'ange's mega-form or Maid's group-form, 

it alludes to the possibility that an idea of an Asian city can be 

manifested through a dominant type. 

Ito's proposal can also stand as an analogous example of a 

dominant type that encapsulates the idea of the city as agonistic 

pluralism. The I INC is a clear example of an architecture that acts 

as borders of containments and as a framework of recognition. 

It clearly delineates spaces for the cultivation of difference and 

maintains their difference by its clearly defined and thickened 

border. This border is porous and allows the seepage of 

programme and movement across its width, thereby promoting a 

space for programmatic exchanges and social intercourses — the 

agonistic confrontation of difference. 

11. Conclusion: The Fourth Typology 

Based on this reading of the dominant type in the developmental 

city state, an attempt can be made now to set out all the 

characteristics of a possible fourth typology. It differs 

fundamentally from the preceding three typologies as highlighted 

by Vidler, but is nevertheless definable only in relation to the first 

three. 

The fourth typology is generic, that is, typical with the potential 

for transformation. It can be concluded here that Singapore as a 

developmental city state, in the tropics, starting almost from a 

blank slate, gave rise to a set of pronounced dominant types - the 
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lower and slab block of HDB housing and the podium block. In 

this way, it differs from the third typology which depends on the 

historical city for its definition and constitution. 

The fourth typology owes its operativity to the pUability 

of its deep structure. It is shaped by a political ideology that 

emphasizes the efficacy of pragmatism on the one hand, and 

the nature of multi-stake holders' developments that favour 

flexible accumulation and aggregation as growth strategies, on 

the other. Due to these conditions, from which the dominant 

types emerged, its origins necessitate that the dominant type is 

always becoining, in a state of constant development, as long 

as the political legitimacy of a developmental city state holds a 

consensus. 

The fourth typology is pervasive, prevalent and dominant. Its 

dominant type and idea of the city as a developmental apparatus 

can be found in cities across East Asia. It is more pronounced in 

China, with its single party rule under a communist party that is 

currently overseeing the expansion of a neohberal economy. Like 

Singapore, its present political legitimacy is largely resting on its 

developmental administrative ability. 

The fourth typology is found in the dominant type. This has 

been demonstrated in the way in which the developmental city 

state, like Singapore, is read through its dominant type as both 

idea and deep structure - as a framework of recognition and as a 

reified typical architectural object. 

The fourth typology is political. In the developmental 

city state, the dialectic categories of politics and economy, 

city and suburbs, monument and housing and its analogous 

manifestations in the delineation of a legible, definable core in 

contraposition to an expansive territory, do not apply. Indeed the 

developmental city is administrative, it is total but it is definitely 

noi an apolitical project. As has been shown, it is a total political 

project that is tangible and concrete. Whether the developmental 
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city state can be read at, an agonistic space is harder to assert if 

the above dialectics are apphed, which also leads to a certain sense 

of alienation and disempowerment. This is further exacerbated 

by the fact that the famihar hnes dividing left and right, sociahst 

and capitalist, state and the individual, as a precondition of the 

political are difficult to dehneate here. For instance, the provision 

of pubhc housing is the hallmark of any socialist government 

and the success of its near universal provision m Singapore, at a 

high standard of kvmg, is an envy to the former. Yet, this success 

IS crucially underpinned by the logics of the market. The state's 

embrace of a neoliberal market economy is the defining feature 

of the right and yet it is an economy that is micro-managed by 

the state, with direct and constant intervention. The regime is 

undoubtedly authoritarian and yet it is democratically elected to 

office m all eleven parhamentary elections since independence, 

and follows all due democratic and legal processes. Indeed, the 

fourth typology acquires a poktical agency if it is understood as a 

common framework that enables an inclusive process of change 

and transformation. I lere, the model of agonism lb again useful to 

conceive of the relation between the sovereign and the subject, as 

one that maintains its bipolarity but does not seek to confront and 

displace the other; it seeks instead to achieve an equilibrium and 

balance, albeit m constant transformation and alternation This 

alternation presents bipolarity not as a dialectical relationship that 

moves from contradiction through synthesis and sublation, but as 

complimentary opposites constituting a totakty"^. Thus, for this 

common framework to function - to faciktate tins alternation 

- It must be a shared knowledge that is based on rationahty, as 

87 ihis conccpLion goes Lo the heart of Chinese thinking as argued by Francois JuUien in 

\ he Propensity of i hing^ Ioivciiti ii 1-Jistoiy of UJJicacy w China {piLW York / one Books, 1995) I'or 

JuHicn, ctficacy is pri/ccl by the Chinese in all domains of life, from military stiatcgy and sttgc 

craft to the ait of poetry and calligraphy This efficacy relics on the ability of the general, court 

oflicial, poet, calligrapher oi paintei to detect the propensity of things the potential inheient 

in bipolar m(3vements, for instance m the yi/! yan^ concept, where yin is always becorning>'iWf! '̂ "''̂  

vice \crsA- md to manipulate this propensity lo a faNOUiable outcome 
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informed by the example of Durand. The deep structure of the 

dominant type, as much as it can be appropriated by the slate, can 

also be appropriated by its other. It is a medium, a recognizable 

framework for negotiation and cooperation — a social contract. 

The awareness of this form of efficacious pragmatism is not 

solely to enable the operativity of praxis; as a matter of fact, I 

argue that the abiHty to detect, describe, analyze and theorize the 

dominant type is the first step in surpassing it, which involves 

a choice and decision upon the closure of analysis; and thus a 

political act. 

In today's context, this notion of a shared knowledge as 

something that can be held in common can be understood as 

immaterial labour. In 'The Common in Communism'"", Michael 

Hardt highlights that the struggle against the hegemony and 

inequalities of capitalism is no longer between capitalism and 

sociaUsm or between immobile property and mobile property. 

The latter category typified the struggle between rent and profit 

in the mid nineteenth century, where profit extracted from 

immobile property triumphed over rent extracted from immobile 

property. Hardt offers a third way, which he terms 'the common 

in communism'. He argues that the struggle today is between 

material and immaterial property. He reasons that immaterial and 

biopolitical production is emerging as a hegemonic component 

in today's economy that provides this immaterial property. 

This form of production covers the production of '... ideas, 

information, images, knowledge, code, languages, social relationships, affects 

and the like,"'' and involves the whole cross section of societies 

who use information technology as a means of production. The 

distinguishing factor of this form of production is that it cannot 

be completely privatized and docs not follow the logic of scarcity. 

" Hardt, Mlcliad, "I'lic Common in (;omniunisni' <hlIp.//seminalro.samizdill.ni'l/I M(i/ 
RdiZMicrnsnff m^pl [v/lichaci I lniTli.|-»dr> (accessed 01 June 2011) 
«y Ibid., p 5 
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It is imminently and infinitely reproducible and easily shared. 

Thus, Hardt terms this immaterial and biopolitical production as 

'the common' and as a means for emancipation, 

'... coffjmutiism is defined bj not only the cdm/ition of property but 

a/so the (iffirmation of the common — the affirmation of open and 

autonomous biopolitical production, the self-governed continuous 

creation of neiv humanity. In the most synthetic terms, what private 

property is to capitalism and what state property is to socialism, the 

common is to communism.''" 

By understanding the fourth typology as a shared knowledge, 

a product of immaterial labour that uses the knowledge of the 

deep structure of the dominant type as a means of production, it 

can be constituted precisely as a common framework. It becomes 

the framework of recognition and a social contract, both as an 

idea and the ideal of the city as a space of agonistic pluralism. 

What is being put forth here is the possibility of architecture, 

through its disciplinary knowledge, as a means for emancipaüon 

from within. This involves the identification of the dominant 

type and the logic of its proliferation. Furthermore, the domi­

nant types of the developmental city state should not be seen as 

the culmination of an architecture for a nation or a people, but 

only a traceable beginning, and one that is still becoming. Thus to 

understand the deep structure of the dominant types, and rede­

fining the understanding of type and typology here, is a response 

to a totality of architecture tied to its role in the discursive idea of 

the city, and thence forth we can proceed in two ways: to harness 

the cumulative knowledge and intelligence of the deep structure 

for further variation or to completely destroy its deep structure, 

that is to displace its validity on its very own terms, to start anew. 

91) I lardl, Michael, 'The Common m Commurusm' <hrrp://s[Mininairc t̂ïaiïii/.dHTin<'-''̂ ^^^^Q^ 

pdf/MicrQMift. Word., Michad I lartll,ptlf> (accessed 01 June 2011), p.l6 

378 





Reference List 

A 

Agambcn, Giorgio, 'What is a Paradigm?' in The Signature of All 

Things: On Melhod (New York: Zone Books, 2009), p.9-32 

ARC Studio Arcliitecture & Urbanism, transcript of The Pinnacle 

Presentation at URA Centre, 7 May 2002 

Arendt, Hannah, 'Introduction into Politics', in The Promise of Politics, 

ed. by Jerome Kohn (New York: Schocken Books, 2005), 

p.93-200 

Argan, Giulio Carlo, 'On the lypology of Arcliitecmre', in Theoriv^ng 

a Netf Agenda for Architecture: An Anthology of Architectural 

Theory 1965-1995, cd. by Kate Nesbitt (New York: Princeton 

Architectural Press, 1996), p. lAl-Ad (first publ. Architectural 

Design, 33.12 (1963), p.564-65 

Aristotle, Politics, trans, by Ernest Barker (Oxford: Oxford University 

Press, 1995) 

Aurck, Pier Vittorio, 'Architecture for Barbarians: Ludwig 

Hüberseimer and the Rise of the Generic City' in AA Files 

63 (London: The Architecairal Association, 2011), p.3-18 

Aureli, Pier Vittorio, 'City as Political Pbrm: Four Archetypes 

of Urban Transformation', in Typological Urbanism: 

Projective Cities, cd. by Lee. Christopher CM. and Jacoby, 

STim, Architectural Design, V.81, No.l (London: John Wiley & 

Sons, 2011) 

Aureli, Pier Vittorio, 'Difficult Whole' in ] DG 9, W^inter/Spring 2007 

(New York: Anyone (Corporation, 2007) 

Aureli, Pier Vittorio, Project of Autonomy: politics and architecture within 

and against capitalism (New York: Princeton Arcliitcctural 

Press, 2008) 

Aureli, Pier Vittorio, Recontcxtualizing Tafuii's Critique of Ideology 

in \DC, 18, Winter 2010 (New York: Anyone Corporation, 

381 



2010) 

Aureli, Pier Vittorio, The Possibility of An Absolute Anhitecture 

(Cambridge, Massachusetts; MIT Press, 2011) 

B 

Bandini, Micha, 'Typology as a Form of Convention', AA biles, 6 

(1984), p.73-82 

Bandini, Micha 'Typological Theories in Arcliitectural Design' in 

Companion to Architectural Thought, ed. by Farmer, Ben and 

Louw, Flentie (London: Routiedge, 1993), p. 387-395 

Banham, Reyner, Megastructure: Urban Futures of the Recent Past (New 

York: Marper & Row, 1976) 

C 

Carl, Peter, 'Type, Field, Culture, Praxis in Typological Urbanism: 

Projective Cities, ed. by Lee. Christopher CM. and Jacoby, 

Sara, Architectural Design, V.81, No.l (London: John Wiley & 

Sons, 2011) 

Castells, Manuel and I lall, Peter, Technopoks of the World: The Making 

of 21st Century Industrial Complexes (London, New York: 

Routiedge, 1994) 

Castells, Manuel, 'Four Asian Tigers with a Dragon Head: A 

Comparative Analysis of the State, Economy, and Society 

in the Asian Pacific Rim', in States and Development in the 

Asian Pacific Kim, ed. by Appelbaum, R. and I lenderson, J. 

(Newburry Park: Sage, 1992), p.33-70 

Chan, I leng Chee, Singapore: The Politics of Survival (Singapore: Oxford 

University Press, 1971) 

Choay, Fran9oise, The Modern City: Planning in the 19th Century, trans, by 

Marguerite 1 lugo and George Collins, (New York, George 

Brazillcr, 1969) 

Choay, F'ran^oise, The Rule and the Model: On the Theory of Archileclure 

382 



and IJrhmiism (Cambridge, MA: MIT Press, 1997) 

Chua, Beng I luat, 'Arrested Development: Democratisation in 

Singapore' in Third WWld Quarterly, Vol. 15, No. 4 (I^ondon: 

Taylor & I'rancis Ltd, 1994), p.655-668 

Chua, Beng I luat. Communitarian Ideology and Democrag in Singapore 

(Oxon: Roudedge, 1995) 

Chua, Beng Huat, Political Legitimacy and I lousing Q X)ndon: Roudedge, 

1997) 

CoUms, Peter, Changing Ideals in Modern Architecture 1750-1950 

(Ixindon: P'abcr and Faber, 1965) 

C^olquhoun, Alan, 'Displacement of Concepts in Le Corbusier', 

in Essays in Architectural Criticism; Modern Architecture and 

I hstorical Change (Cambridge, MA; London: MIT Press, 

1989), p. 51-66 

Colquhoun, Alan, 'Rationalism: A Pliüosophical Concept in 

Arclutcctvire', in Collected Essays in Architectural Criticism 

(London: Black Dog Publisliing, 2009), p. 163-77 

Colquhoun, Alan, 'Tlirec Kinds of Historicism' in Tbeori^^ing a New 

Agenda for Architecture — An Anthology of Architectural Theory 

1965-1995, ed. by Kate Nesbitt (New York: Princeton 

Architectural Press, 1996), p. 202-09 (first publ. in 

Architectural Design 53 (1983) 

Colquhoun, Alan, 'Typlogy and Design Method', y\rena, 83 (1967), 

rcpr. m Theori^^ing a New Agenda for Architecture: An Anthology 

of Architectural Theory 1965-1995, cd. by Kate Nesbitt (New 

York: Pnnccton Architecairal Press, 1996), p. 250-57 

Colquhoun, Alan, Essays in Architectural Criticism: Modern Architecture 

and Histoncal Change (Cambridge, MA: MIT Press, 1981) 

Colquhoun, Alan, Modernity and the Classical Tradition: Architectural 

Essays 1980-87 (Cambridge, MA: MIT Press, 1989) 

Curtis, William, I^ Corbusier: Ideas and \ 'onm (Phaidon, 1986) 

383 



D 

Dale, Ole John, Urban Planning in Singapore: The Transformation of a City 

(Shah Alam: Oxford University Press, 1999) 

Durand, Jean Nicolas Louis, Precis of the hectures on Architecture, trans, 

by David Britt (Los Angeles: Getty Trust Publications, 2000) 

Durand, Jean-Nicolas-Louis, Rec/ieil et parallèle des edifices de tout genre, 

anciens et mociernes : remarquaUes par leur beuté, par leur grandeur, 

OU par leur singularité, et dessinés sur une mème échelle, 2 pols (Paris: 

Chez l'auteur, 1799-1801) 

E 

Eisenman, Peter, Ten Canonical Buildings (New York: Rizzoli, 2008) 

Eisenman, Peter, 'The End of the Classical - The End of the 

Beginning, The End of the End', Perspecta, 21 (1984), p.l54-

73 

Ellis, William, Type and Context in Urbanism: Colin Rowe's 

ContextuaKsm', Oppositions, 18 (1979), p.3-27 

Etlin, llichard A., Symbolic Space: French Enlightenment Architecture and its 

legacy (I_xindon: University of Cliicago Press, 1994) 

Evenson, Norma, Iji Corbusier: The Machine and the Grand Design (New 

York; George BraziUer, 1969) 

F 

Forty, Adrian, Words and buildings: A Vocabulary of Modern Architecture 

(London: Thames & I ludson, 2000) 

Loucault, Michel, Order of Things: an Archaeology of Human Sciences 

(Ixjndon, Tavistock Publication, 1970) 

Frampton, Kenneth, Megaform as Urban lujndscape (University of 

Michigan, 1999) 

Friedman, John, 'The World City Hypothesis' in Development and 

Change, Vol.17 Issue 1 (The Hague: Institute of Social 

384 



Studies, 1986), p.69-83 

G 

Gamer, Robert E., The Politics of Urban Deve/opmeni in Singapore 

(L^ondon: Cornell University Press, 1972) 

Goh, Chok Tong, To Serve, 'To Keep Singapore Thriving and Growing', 

Speech for the Swcaring-In Ceremony of the Prime 

Minister, Mr. Goh Chok Tong, and liis Cabinet in the 

City Hall Chamber on Wednesday, 28 November 1990, at 

8.00pm (Singapore: National Arcliives of Singapore, 1990) 

Graves, Michael, ed. Roma Interrotta, Architechdral Design Profile 20, 

Vol.49 No.3-4 (I.X)ndon: Wiley Academy, 1979) 

Gropius, Walter, The ISlew Archil eel ure and the Bauhaus, trans, by Morton 

Shand (Cambridge, MA: The MIT Press, 1965; rcpr. 1998) 

H 

Habermas, Jürgen, 'Modernity - An Incomplete Project' trans, by 

Seyla Ben-Habib. Modernity versus Postmodernity. in V Taylor & 

C Winquist; originally published in New German Critique, no. 

22, Winter 1981, p. 3-14. 

Harvey, David, The Condition of Postmodernity (Cambridge 

Massachusetts: Blackwcll Publishers, 1990) 

Herrmann, Wolfgang, Gottfried Semper: In Search of Architecture 

(Cambridge: MIT Press; 1984) 

Hernandez, Antonio, 'J.N.L. Durand's Architectural Theory: A Study 

in the History of Rational Building Design', Perspecta, 12 

(1969), p. 153-60 

Hvattum, Mari, 'The Comparative Method', in Gottfried Semper 

and tlje Problem of I Hsioricism, (Cambridge UK, Cambridge 

University Press, 2004), p. 114-136 

Hardt, Michael, 'The Common in Communism' <http://seminairc. 

385 

http://seminairc


samizdat.net/IMG/pdf/Microsoft Word - Michael 

I Iardt.pdf> (accessed 01 June 2011) 

Hardt, Michael and Negri, Antonio, Commonwealth (Cambridge MA, 

Harvard University Press, 2011) 

J 
Jacques Lucan, OMA. Kem Koolhaas. Architeciure 1970-1990 (Electa 

France, Müan-Pans: 1990; Electa, Milan 1991). 

Jullien, Francois, The Propensity of Things: Toward a History of Efficacy In 

China (New York: Zone Books, 1995) 

Jullien, Francois, The Silent Transformations (London: Seagull Books, 

2011) 

Jullien, Francois, A Treatise on Efficacy: Between Western and Chinese 

Thinking (Honolulu : University of Flawai'i Press, 2004) 

K 

Koolhaas, Rem, Delirious New York (010 Publishers, Rotterdam, 

1994). 

KooUiaas, Rem, 'Life in the Metropolis or The Culture of Congestion' 

m Architecture Design, Vol.47 No.5 (I^ondon: Wiley Academy, 

1977) 

KooUiaas, Rem, 'Junk Space' in October, Vol. 100 (Spring, 2002), p. 

175-190. 

Koolliaas, Rem, S, M, I^ XL, 2nd ed. (New York: Monacelli Press, 

1998) 

Kostof, Spiro, City Assembled: the elements of urban form through history 

(London: Thames and I ludson, 1992) 

Kostof, Spiro, City Shaped: urban patterns and meanings through history 

(London: Thames and Hudson, 1999) 

Krier, Leon, Architecture: Choice or Late (Windsor: Andreas Papadakis 

Publishers, 1998) 

L 

Laclau, Ernesto and Mouffe, Chantal, Hegemony and Socialist Strategy: 

386 



Tomards a Radical Democrafic Polilus (London: Verso, 1985, 2'"' 

edition 2001) 

Lathouri, Marina, The City as a Project: Types, Typical Objects and 

Typologies' in Typological Urbanism: Projective Cities, ed. 

by Lee. Christopher CM. and Jacoby, Sam, Anhitectural 

Design, V.81, No.l (London: John Wiley & Sons, 2011) 

J^augier, Marc-Antoine, An Essay on Architecture, trans, by Wolfgang 

and Anni Herrmann (LosAngeles: Hennessey & IngaUs, 

1977) 

Lavin, SyXviTi, Quatremère de Qui my and the Invention of a Modern language 

of Architecture (Cambridge, MA: MIT Press, 1992) 

Le Corbusier, The City of Tomorrow and its Planning (New York; Dover 

Publications, 1987) 

Lc Corbusier, Towards a New Architecture (New York: Dover 

Publications, 1987) 

Lee, Christopher CM., Jacoby, Sam, eds. Typological Formations: 

Renewable Building Types and the City (London: AA Publications, 

2007) 

Lee, Christopher CM., Jacoby, Sam, eds. lypological Urbanism: 

Projective Cities, Architectural Design, V81, No.l (lx)ndon: 

John Wiley & Sons, 2011) 

Lee, Christopher CM., W/orking in Series (Jx^ndon: AA Publications, 

2010) 

I-ec, lisien Loong and Naim Moiscs, 'The P'P Interview: Singapore's 

Big Gamble' in Foreign Policy, No. 130 (Washington D.C: 

Washington Post. Newsweek Interactive, LLC, 2002), p.32-

43 

Lee, Hsien Loong, Transcript of Prime Minister Lee Hsien Loong's 

speech at the National Day Rally 2005 on 21 August 2005, 

at the University Cultural Centre, National University of 

Singapore, Prime Minister's Office Singapore. 

Lee, Sim Loo, Tlanning the Built Environment for Now and the 2L' 

387 



Centxiry' in City & State, ed. by Ooi, Giok Ling, and Kwok, 

Kenson (Singapore: Oxford University Press, 1997) 

Le Roy, Julien-David, 'Essay on the History of Architecture', in The 

Ruins of the Most BeautifulMommenls of Greece, trans, by David 

Britt (Los Angeles: Getty Research Institute, 2004) 

Le Roy, Julien-David, The Ruins of the Most Beautiful Monuments of 

Greece, trans, by David Bntt (Ixis Angeles: Getty Research 

Institute, 2004) 

Lim, William S.W., An A.lternative Urban Strategy (Singapore: Eurasia 

Press, 1980) p.81-95. 

Lim, William S.W, Architecture, Art, Identity in Singapore: Is there 

Life After Tabula Rasa?' in Constructing Identity in Contemporary 

Architecture: Case Studies from the South, ed. by Herrie, Peter 

and Schmitz, Stephanus (New Brunswick: Transaction 

PubHsher, 2009), p.257-260 

Lim, William S.W, Cities for Veopk: Reflections of a Southeast Asian 

Architect (Singapore: Select Books Pte Ltd., 1990) 

Liu, Thai Ker, 'Design for Better Living Conditions' in Public Housing 

in Singapore: A Multi-disciplinary Study, ed. by Yeh, H.K. 

(Singapore: Singapore University Press for Housing and 

Development Board, 1975), p.117-181 

Liu, Thai Ker, 'Landscaping Singapore', unpublished paper presented 

at 1991 Eastern Regional Conference of International 

Federation of Landscape Arcliitects (Singapore: URA 

Library Presentation Papers, 1991) 

Liu, Thai Ker, 'Towards a Tropical City of Excellence' in City «ẑ  
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No. 27, 8 July 2010, UK 

2009: C3, Issue 296 Apr 2009, South Korea 

2009: 'The State We're In', interview by Christopher Kanal, in 

heaf Anhikclure Review, Issue 06 2009 

Monograph and Special Issues (Serie Architects): 

2011: ICON, No. 094 Apr 2011, UK 

2010: Lee, Christopher C.M., Working in Series (London: AA 

Publications, 2010) 

2009: Working in Series, catalogue for travelling solo exhibition 

at HKU, HKU Architecture SH, Shanghai, Hong Kong 

& China, with contributions from Ralph Lerner and Pier 

Vittorio Aureli 

2009: C3, Issue 296 Apr 2009, South Korea 

2007; Archiworld, Issue Aug 2007, South Korea 

2006: Tallin, Issue May 2006, Russia 

Publications (Serie Projects): 

2012: Lucy BulHvant in New Arcadians: Emerging UK Architects 

(I.ondon: Merrell, 2012) 

2011: Rahul Mehrotra in Architecture in India since 1990 (Mumbai: 

Pictor, 2011) 

2011: ICON, No. 094 Apr 2011, UK 

2010: frame No. 74, May/June 2010, Netherlands 

Design WeekVoXnmt 25/ No. 27, 8July 2010 

BDNo.1807, Feb 2010 

Architectural Review, Jan 2010 

2009: Domus Magazine, Volume 931, Dec 2009, Italy 

Tank Magazine Interview, Vol.5, Issue 7 2009 

2008: Monitor No.48, July 2008, Russia & Italy 
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ICON No. 058,7\pnl 2008 

frame No. 63, July/Aug 2008, Netherlands 

XXJ No.66, June 2008, lurkey 

BD No.1807, Feb 2008 

2007: A + U (445), Dec 2007, Japan 

Anh+, Dec 2007, Cjcrmany 

Architectural Design, Dec 2007 

2006: News Week, May 2006, USA 

2005: Architectural Record, Dec 2005, USA 

Exhibitions: 

2010: Working in Series' solo exhibition of Serie, Architectural 

Association, London Working in Series' travelling 

solo exhibition of Serie, Sichuan Southwest Jiaoting 

University, Chengdu, China 

2009: Working in Series' travelling solo exhibition of Serie, 

IIKU Architecture Ciallery Shanghai 

2009: Urban Futures: Ideas of the City, featuring works of 

AA Diploma Unit 6, University Technology of Sydney, 

Australia 

2008: Beijing Architectural Biënnale '08: Serie Architects Work 

in Progress, Beijing, China 

2007: Typological Formations: Renewable Building Types and 

the Urban Plan, Architectural Association, London 

2006: Venice Architecture Biënnale 2006, with AA Diploma 

Unit 6, Venice, Italy 

2006: Armani Tcatro, Milan as part of the Global F.dit 06: 

Emerging International Design curatcd by Wallpaper* 

Magazine, Milan, Italy 

Ongoing Projects: 

2012- New Singapore Subordinate Courts Complex 
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BMW 2012 Olympic Showcase, London, UK 

I longru International Aft Gallery, Linyi, China 

2011- Ordos Planning Museum, Ordos, China 

Wuxi XiShan district Civic centre and Cultural centre, 

Wuxi, China 

YanZhenQing Calligraphy Museum, Linyi, China 

Linyi Movintam Resort, Lmyi, China 

HF Tower, Linyi, China 

Napean Sea School, Mumbai, India 

Shrunad Ra)chandra Ashram Masterplan, Dharanpur, 

India 

XinTianDi, Plot L and M, Residential Development, 

Hangzhou, China 

Gen Bei Urban Design and Landscape Masterplan, 

Llangzhou, China 

2010- XinTianDr Factory H, Llangzhou, China 

Watchtower Residential Development, Maharashtra, 

India 

Aarvh Estates, Goa, India 

Blue Frog II, Delhi, India 

Imperial Tower, Penthouse Project, Mumbai 

Astana National Park Invited Competition, Astana, 

Kazaklistan 

Ruzinov Middle Income I lousing, Bratislava, Slovaltia 

Bohacky-Zahofska Bystrica Residential Masterplan, 

Bratislava, Slovalaa 

Past Projects: 

2011: An'ren Culture Centre and Museum Invited Competition, 

Sichuan, China 

2010: Astana National Park Invited Competition, Astana, 

Kazakhstan 
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2009: Xi'an Horticultural Expo Mastcrplan 2010, Xi'an 

(Competition 2nd Prize), China 

Tong'chuan Mixed Use Development, Chengdu, China 

Mehta Family Penthouse, Mumbai, India 

Meswani Plouse, Pavna, India 

2008: Guiyang Iluaxi Urban Centre, Parcel 9, Guiyang, China 

RC Office Complex, Mumbai, India 

2007: V Office, Mumbai, India 

Birla Walkeswar School, Mumbai, India 

Birla Napcan Sea School, Mumbai, India 

Birla Medical Spa, Mumbai, India 

Completed Projects: 

2011: 'The Monsoon Club' at the Kennedy Centre, Washington 

D.C. 

2009: 

2008: 

2007 

2005 

2004: 

2003: 

2002: 

The Tote, Mumbai, India 

Blue Frog Acoustic Lounge, Mumbai, India 

Gallery Monika Spruth Philomena Magers, London 

Thanks Boutique, Mumbai, India 

Aluhwahlia Gallery, Mumbai, India 

Leo Burnett Office, Mumbai, India 

Jewel Tech, Mumbai, India 
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