




Abstract

Exploring the limits of resolution, this thesis will 
survey the visualised city – that which is drawn, 
etched, filmed, written or pixelated (through the 
eye of the camera). The ways in which the city 
has been depicted has altered over the centu-
ries but in examining three cities, this thesis will 
establish that the city is unresolved, ambigu-
ous in its identity and form. In these three cities 
the realms of reality and imagination collide, 
creating new perceptions and ideas of what a 
city is or should be. Progressing through the 
thesis, the author will seek to find a new reso-
lution, a new way of visualising the city. 

Following Page - Fig.01 - Piero Sartogo’s Roma Interrotta Proposal.
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A Note

It was felt that the thesis, its physical form as 
well as its written content, should reflect the 
notion of ambiguity and irresolution. Printed on 
tracing paper, the body of the thesis is made 
evident, albeit blurred and faded, resolving 
itself as the pages are turned. Furthermore, 
the layering of images is able to create a new 
image, a newly visualised city. This mode of 
representation explores cartographic princi-
ples and techniques together with a sense of 
verticality – such as that seen in the layering of 
a city, built up over time (of history and memo-
ries, the seen and the unseen). The cover ena-
bles the reader to isolate sections of the thesis, 
cutting a portion of text and/or images off from 
the rest, to be read or viewed in different con-
figurations, individually or in new groupings. 

Previous Page - Fig.02 - Analysis of Piranesi’s Campo Marzio.
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Introduction 

The city, as a concept, invokes a vision of 
sprawling buildings, highways and roads, and 
crowded streets densely populated by people 
- such is that which makes up the urban grain 
of the world’s cities. 

The visualised city, originally depicted as 
maps, diagrams and engravings, were often 
compiled with a political agenda in mind – to 
illustrate the vast domains of kingdoms or cre-
ated as surveys for the ruling elite. (Pickles, 
2004, p.8) These depictions act as a reposito-
ry of history and information but upon further 
examination, many contain traces of fiction, 
misrepresentation and inaccuracies, some of 
which can be attributed to the surveying tech-
niques, available materials and technologies 
of the time. However, some are purely invent-
ed depictions, based on nothing more than 
the originality of the creator’s imagination, 
whilst others present contradictions, com-
pletely at odds with the design and identity of 
that city.  It is these ambiguous boundaries, 
between the real and the imagined, which are 
looked at in this thesis. In their obscurity, do 
these visualisations depict the true nature of 
the city? That is to say, are all cities, in their 
current manifestation, unresolved and disor-
dered? And what happens when the margins 
of visibility and resolution are tested, stretched 
and fully explored - what can be created when 
the limits of one’s imagination are applied to 
urban planning and the creation of our cities? 
Presented as three “books” – ‘The Eternal 
City’, ‘The Unresolved City’ and ‘The Imagined 
City’, this thesis looks at the ways in which the 
city has been visualised and why.

Previous Page - Fig.03 - A vision of the unresolved city of Marseille.
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‘The Eternal City’ – The overview / Visualis-
ations at a “city scale”

Representing Rome as the ‘Eternal City’, a 
city without change, its depictions have en-
dured as the embodiment of “the perfect city” 
for generations. However, underlying these 
visions of organisation is the notion of the un-
resolved, of a city of imperfections and fuzzy 
boundaries. Underpinned by projects such as 
‘Roma Interrotta’, and to a certain extent by 
the work of Giambattista Nolli and the fantas-
tical depictions created by Giovanni Battista 
Piranesi, the city of Rome instead resolves 
itself as a city of myth and legend, ambiguous 
boundaries, the real and the imagined. 

‘The Unresolved City’ – Zoomed in / Visualis-
ations at a “street scale”

Having visited the city of Marseille early on 
in the year, its intriguing qualities and the 
discoveries made whilst journeying through its 
streets influenced much of my current design 
work and subsequently formed the starting 
point for this thesis. Much has been said 
and documented (both in books and films) 
regarding this city, unjustly focusing on its 
criminality, vice and corruption. I have chosen 
to represent this city as “unresolved” due to 
its unrealised history of grand urban renewal 
proposals, its confused identity, manifested 
in its language and perceived position within 
France and indeed the rest of Europe, and its 
current juxtapositions and ambiguities reflect-
ed in its population and architecture.    

‘The Imagined City’ – The edge of clarity / 
Visualisations at a “fictional scale”

What happens at the limits of resolution and 
ambiguity, when the city is visualised as a 
fictional realm, when the boundary between 
what is real and what is imagined is obscure, 
even elusive? When the idea of the city no 
longer has to conform to the confines of reality 
the results can be truly astounding. Yet, it is 

Fig.04 - Yale architecture students reinvention of Piranesi’s Rome. 

Fig.05 - Lebbeus Woods City
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when reality finds a place in the imagined that 
concepts of what the city should be are test-
ed. These visualisations conform to a history 
of urban plans and proposals set forth by ar-
chitects, designers and town planners in that 
they are mere proposals – often unachievable 
or inappropriate visions of a city, never to be 
realised. However, what they do achieve is to 
highlight the failures and shortcomings of the 
cities we live in and the disenchantment felt 
by its many inhabitants.  
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Everlasting, permanent and without end. The 
Romans believed that no matter what hap-
pened in the world, no matter how many other 
empires might rise and fall, the city of Rome 
would exist forever. (4Information.com, 2010) 
Caput Mundi during the Roman Empire, seat 
of the Holy See and capital of Italy since 1870, 
countless cities from Albert Speer’s New Berlin 
to Washington D.C. have emulated it and at-
tempted to surpass the grandeur of the Eternal 
City whilst countless others have fused Ro-
man iconography into monuments and urban 
plans. (Minkenberg, 2014) One of the earliest 
surviving plans of ancient Rome is the Forma 
Urbis Romae. Carved in the beginning of the 
3rd Century CE and consisting of some 150 
marble slabs, it was hung on a wall in the Tem-
plum Pacis and depicted the ground plan of the 
ancient city in extensive detail. (Formaurbis.
stanford.edu, 2016) Carved directly into rock 
as a permanent depiction of Rome, the For-
ma Urbis was to be an everlasting testament 
of the Eternal City and yet like the city, it was to 
crumble over time, becoming fragmented and 
lost. The plan was gradually destroyed as the 
marbles were dismantled to be used as build-
ing materials; over the centuries, the city was 
to become ‘an unorganised collection of struc-
tures and destinations connected by footpaths 
that meandered over the countryside between 
the landmarks’. (Courses.umass.edu, 2016) Its 
long and complex history was manifest in the 
urban fabric of the city existing as ‘visible lay-
ers from centuries of change making it difficult 
to understand completely.’ (Ibid.) Now an un-
resolved and fragmented city, it would take the 
deliberate intervention of one man to restore 
order and resolution to the Eternal City. This 
man was Pope Sixtus V.   

BOOK_01 – ‘The Eternal City’

Fig.07 - Fragments of the Forma Urbis Romae.

Previous Page - Fig.06 - Yale architecture students - 2012 Venice Biennale.
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Concerned with the neglected physical ap-
pearance of Rome, Pope Sixtus V (1585 – 
1590) set in place a series of city-wide altera-
tions that would not only adapt the Eternal City 
but would influence western architecture and 
urban planning for centuries to come. Earlier 
attempts had been made to begin reorganis-
ing the chaotic city of Rome, such as Michel-
angelo’s Piazza Campidoglio and the Via Pia 
(known today as Via Settembre) however, 
these were largely uncoordinated and isolated 
interventions. When in 1585 Sixtus V became 
pope, Michelangelo’s plans were the only de-
signs that demonstrated an attempt to arrange 
more than one building spatially. (Ibid.) Want-
ing to reinvigorate the city and create a centre 
of Christendom, Pope Sixtus began develop-
ing plans that would reshape Rome. Creating 
a regulated framework for circulation routes 
across the city, he planned to connect a series 
of major spaces and structures across Rome. 
‘Several important streets were straightened to 
assert organisation and building height restric-
tions were instituted to maintain the physical 
dominance of the churches in the landscape’. 
(Ibid.) The pattern he developed was based on 
providing a clearly defined circulation route for 
the destinations of the pilgrimage to the sev-
en principal churches of Rome that were then 
scattered about an open and undefined land-
scape. Twenty-seven new fountains were built 
along with the creation of three straight streets 
radiating like spokes from the Porta del Popolo 
and the cutting of further avenues through the 
densely populated city. (Fazio et al., 2008) A 
number of ancient monuments and landmarks 
were repurposed or relocated, in particular a 
series of obelisks that became the markers 
along the newly created processional routes.  

Rome Altered – The Interventions of Pope Sixtus

Fig.08 - Portrait of Popoe Sixtus V with a drawing for the development of Rome.



15

Scenography – (Vitruvius) The representation 
of the façade and the sides that recede and the 
correspondence of all of the lines toward the 
fixed point of the compass.

Sixtus’s plan for Rome was an entirely new way 
of thinking about urban planning which gave 
rise to the baroque concept of dynamic axial 
connections between important urban points, 
having moved away from Renaissance con-
cepts of static, self-contained spaces. (Ibid.) 
The emergence of spatial thinking has been 
attributed to the development of the perspec-
tive drawing in the first half of the fifteenth cen-
tury. ‘This visual aid allowed design to include 
movement through spaces and experiential 
sequences instead of individualistic static el-
ements in space.’ (Courses.umass.edu, 2016) 
According to Vitruvius, the perspective ‘is the 
drawing of the façade and of the side parts of 
the building as being moved away toward a 
point where all the visual lines corresponds’. 
(Morrison, 2010) Sixtus’s version of Vitruvius’s 
perspective drawing was realised in the con-
structed axial streets and placements of monu-
ments in the physical city. The converging lines 
on to a single point was expressed through the 
use of obelisks whilst the façades of the build-
ings facing the avenues and the fountains that 
lined the routes drew the visitor in towards the 
pre-determined focal-points of the principle 
churches.  

As Rome continued to expand and develop 
it did so within the comprehendible frame-
work set down by Sixtus. His influence can 
be clearly seen in Pierre L’Enfant’s late eight-
eenth century plan for Washington, D.C., 
Baron Haussmann’s boulevards in Paris in 
the mid-nineteenth century and even on the 
twentieth-century plans for Philadelphia by city 
planner Edmund Bacon. (Fazio et al., 2008) 
However, whilst Pope Sixtus was successful 
in transforming the city into a new Christian 
Rome, defined through its structured thorough-
fares and focal points, in so doing, the once 
Eternal City had been displaced, its monu-
ments altered and relocated. 

Fig.09 - The radiating spokes from the Porta del Popolo.

Fig.10 - The new routes through the city propoed by Sixtus.

Following Page - Fig.11 - Engraving showing the relocating of the cities mon-
uments - Enlisting some 900 men and 75 horses, it took a year to move the 
83-foot obelisk.
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Un-Rome – Nolli’s Map of Rome

Ichnography – (Vitruvius) the ground plan 
of the work, i.e. the geometrical projection or 
horizontal section representing the plan of any 
building, taken at such a level as to show the 
outer walls, with the doorways, windows, fire-
places, etc., and the correct thickness of the 
walls; the position of piers, columns or pilas-
ters, courtyards and other features which con-
stitute the design, as to scale. (Munshi, 2015)

Born in 1701, Giambattista Nolli was both an 
architect and surveyor who lived in Rome. Any 
buildings attributed to him are dwarfed by his 
greatest achievement, the Pianta Grande di 
Roma – the Great Plan of Rome. Having spent 
decades documenting and surveying the ar-
chitectural and urban foundations of the city, 
Nolli was able to produce a plan not only of 
beauty and interest but of great detail and ac-
curacy. So accurate in fact that it was used in 
government planning for the city of Rome until 
the 1970’s, used as a base map for all Roman 
mapping and planning up to that date. (Ibid.) 
Composed of 12 copper-plate engravings, it 
has been described as ‘one of the most reveal-
ing and artistically designed urban plans of all 
time.’ (Nolli.uoregon.edu, 2016)

Re-orientating the city from East (which was 
conventional at the time) to North (due to 
Nolli’s reliance on a compass), his map is 
comparable with the maps of today. (Munshi, 
2015) But it was his use of the figure-ground 
ichnographic plan (as opposed to a bird’s eye 
perspective) rendered in poché that makes his 
depiction of Rome stand out. (Ibid.) The visual 
relationship between built and unbuilt space, 
defined by the voids between the dark mass 
of buildings denotes public space both within 
and outside of buildings. ‘Thus the white ar-
eas on the map represent[ed] all the public 
and semi-public spaces in the city…, while the 
hatched areas indicate lesser buildings. Sur-
viving ancient structures are shown in black on 
the map, with reconstructions of missing parts 
shown in white.’ (Verstegen and Ceen, 2013, 
p.9) Nolli’s monochrome map uses hatching 
and shading to indicate a porous

Fig.13 - Nolli’s Piante Grande.

Previous Page - Fig.12 - Detail of the Piante Grande.
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city where it is not the buildings that make up 
the city which are in focus but the spaces in 
between. Instead the buildings of Rome are 
merged together into an anonymous mass of 
black whilst the white spaces that form the 
streets and pockets of public areas (church in-
teriors, palace courtyards etcetera), seemingly 
carved out, are annotated and numbered, de-
picted in greater detail and clarity. It is interest-
ing then that this map of Rome is in fact a map 
of un-Rome, or in other words, a map of the 
“negative” spaces between the buildings that 
physically represent the city. ‘In contrast, the 
Modern city reverses this conceptual reading 
so that building[s] are seen as active figural 
object[s] while space is imagined (if at all) as a 
kind of recessive, formless ether or receptacle 
that provides the setting for the object. (Nolli.
uoregon.edu, 2016)

Although attributed to Nolli, others had a hand 
in the production of the Piante Grande. Gio-
vanni Battista Piranesi had met Nolli on his first 
visit to Rome and assisted with the final print. 
Piranesi’s knowledge of architectural theory 
and history, coupled with his understanding of 
perspective drawing techniques and stage set 
design became the foundations upon which he 
would later create believable alternative worlds 
in his renowned etchings. (Ficacci, 2011)

Whilst Nolli and Piranesi shared a passion for 
depicting the city of Rome, their attitude to-
wards their visualisations varied considerably. 
Nolli obsessed over the details and accuracy 
of his maps and whilst Piranesi certainly had a 
technical eye, he added elements of fiction to 
his drawings, transporting the Eternal City into 
the realms of imagination. 

Following Page - Fig.14 - Reinterpreting Piranesi, by Ruggero Lenci.
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Piranesi’s depictions of Rome would form the 
mental picture of Rome for generations to 
come. (Ficacci, 2011) His prints and visions of 
Rome were a radical break with tradition show-
ing things in an unprecedented and unimagi-
nable way. At first glance they would certain-
ly appear to be rendered with great care and 
attention to detail. In fact this was one factor 
which would lend his work a level of credibility. 
But upon closer inspection there is something 
not quite right about the Campo Marzio draw-
ings. Rendered as if carved onto fragments of 
marble, Piranesi referenced the earlier Forma 
Urbis Romae and presents his vision of Rome 
as a recorded artefact revealing a true insight 
into the urban plan of the Eternal City. Each 
marble slab was incised with a different phase 
in the cities development. Unlike the ancient 
original however, Piranesi represented the 
buildings at colossal scale and transposed 
some to invented contexts. ‘Some buildings 
which could never have coexisted at the same 
historical moment are here rendered peace-
fully together. For example, the Amphitheater 
of Statilius Taurus, built in the reign of Au-
gustus…, was destroyed in the fire of AD 64 
during the reign of Nero, and therefore would 
not have been extant when the Mausoleum of 
Hadrian was built…, and yet they both exist in 
the Ichnographia.’ (Dixon, 2005, p.120)

Piranesi’s rendering of the Eternal City is 
therefore imaginary, an uchronic fantasy which 
disrupted the consistency of scale, place and 
time. He was fascinated by the sharp con-
trast in the urban plan of Rome (between the 
remains of the ancient city and inadequacies 
of modern Rome) and he sought to visualise 
a city that could equal the magnificence of 
its own past. (Ficacci, 2011, p.11) ‘Instead of 
producing a legible map, Piranesi transformed 
the fragmented pieces of ancient plans into a 
showpiece for an architec¬tural system tran-
scending precise measurement’. (Kalas, 2011, 
p.538)

Imagined Rome – Piranesi and the Campo Mar-
zio

Fig.15 - Piranesi’s Campo Marzio, depicted as a series of broken fragments.

Fig.16
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However, in the very act of fragmenting and 
reorganising the Eternal City he instead cre-
ated a divergent city, a city made of the mem-
ories and ideas of Rome rather than an actual 
representation. He produced ‘an experimental 
design and the city therefore remains an un-
known.’ (Tafuri, 1976, p.15)

‘The ichnographic print transformed the an-
cient marble plan of Rome into a statement on 
temporal and spatial continuities that knew no 
bounds. Dislocat¬ing numerous fragmentary 
ancient remains from their fixed contexts, Pi-
ranesi set forth a theory of renewal that tran-
scended the limits imposed by the historical 
past.’ (Kalas, 2011, p.540)

Fig.17 - An experimental design by Stan Allen (1989) looking at the Campo 
Marzio. 

Following Page - Fig.18 - A side-by-side comparison showing Nolli’s map and 
the Interrotta twelves intervention. 
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Interrupted Rome – The Visions of Roma Inter-
rotta

‘Rome is an interrupted city because there 
came a time when it stopped being imagined 
and begun to be (poorly) planned… The tides 
of centuries have passed and left behind on 
the sand the relics of remote shipwrecks; and, 
like all relics they are surrounded by an imme-
diate and boundless space, the sea and the 
beach.  It is a city that was initially inhabited by 
remains, then by ruins, and today, by rubbish...

… The beauty of Rome exists in its being a 
messed-up city patched up a countless num-
ber of times’

Guilio Carlo Argan (1978) (Graves, 1979, p.37)

In 1978, twelve architects were invited by the 
association Incontri Internazionali d’Arte and 
the then mayor of Rome – Guilio Carlo Argan 
to imagine a “New Rome”, that ‘[revived] the 
memory of the historic city and brandish[ed] 
it against the [failures and] challenges of the 
modern city.’ (Mastrigli, 2014, p.141) The 
twelve consisted of: Piero Sartogo, Constan-
tino Dardi, Antoine Grumbach, James Stirling, 
Paulo Portoghesi, Romaldo Giurgola, Ventu-
ri and Rauch, Colin Rowe, Michael Graves, 
Rob Krier, Aldo Rossi and Leon Krier who 
were each assigned a section of Nolli’s Pianta 
Grande di Roma to rework, creating a fiction-
al project. Meant ‘as a criticism of the nine-
teenth-century urban development of Rome’, 
each architect was asked to pick up the thread 
of history ‘before the urban development of 
Rome had gone astray’. (Delbeke, 2011, p.77) 
Nolli’s map was cast as a depiction of the last 
legitimate urban development of the city and 
in using it as the backdrop for a series of im-
aginary urban proposals, a criticism of Roman 
developments in the nineteenth and twentieth 
centuries (the period between the creation of 
the Pianta Grande and the Roma Interrotta ex-
hibition) was implied. (Ibid.)

The brief for the project declared that ‘the 
Rome that emerged after 1870 [was] an ob-
vious problem, while pre-1748 Rome, the ba-
roque city, constituted an ideal.’ As Michael

Fig.19 - Aldo Rossi. Citta Analoga. Collage, 1977.
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Graves (1979, p.4) put it, ‘if one were to com-
pare modern Rome with Nolli’s plan of 1748, 
the development which has occurred since the 
eighteenth century is… crude and without the 
substance of the urban structure as record-
ed by Nolli.’ The resulting propositions were 
viewed by tens of thousands of people and fol-
lowing the show in Rome went on an extended 
thirty year world tour.

However, the aspirations and subsequent re-
sults of Roma Interrotta have been questioned. 
In Alan Chimacoff’s review of Roma Interrotta 
(1979, p.7-8), he ridicules many of the projects 
as unconvincing, disastrous and frightening. 
Piero Sartogo he writes ‘has wrought mindless 
destruction and confusion in the guise of art’, 
Constantino Dardi ‘propose[d] a meaningless 
swathe across the texture of Rome, destroy-
ing, among other things, the Piazza di Spagna’ 
whilst Venturi ‘abdicates responsibility by flog-
ging a near-dead horse.’ (Ibid.) Neither was 
the background to the project – Nolli’s map – 
fully explored and investigated. The paradox 
was that whilst using an historic map to give 
grounding to the project, the urban grain of No-
lli’s map wasn’t analysed as a proactive model 
of the city’s development. Rather, ‘it was sim-
ply the background against which architects 
enacted their architectural “exercises”.’ (Mas-
trigli, 2014, p.145) Some simply felt that ‘Roma 
Interrotta was nothing more than a complex 
and gigantic architectural game.’ (Holdaway 
and Trentin, 2013, p.167) Nolli’s map, divid-
ed as it was into twelve separate sheets, was 
done for no particular significance other than 
the impossibilities of printing it on a single large 
sheet of paper. Interotta however, presented 
a fragmented view of the city and although 
working on the same issues, the 12 “solutions” 
resolved themselves with unclear and ambig-
uous boundaries. It was felt that the seams, 
the cross roads between the twelve revised 
sheets of Nolli’s map ‘might yield a comparison 
of urban intentions’(Graves, 1979, p.4), which 
instead resolved itself as series of jarring juxta-
positions and fragments. However that is part 
of the alluring beauty and intrigue of the Inter-
rotta images. Argan had stated that Rome was 
an interrupted city because there came a time 
when it stopped being imagined and so that 
was what the Intorrotta twelve set out to do. To 
imagine an extraordinary new Rome. 

Fig.20 - James Stirling, Roma Interrotta.
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In 1925, André Breton together with a group of 
surrealist colleagues invented a game whereby 
a piece of work was cooperatively assembled, 
each in turn adding to the final composition. 
(Ibid.) The last lines of the text or image, re-
vealed from under the fold of a piece of paper,  
acted as an aid for the next as it was passed 
around the group, concluding in a joined-up, 
completed piece. In contrast, Roma Interrotta 
was enacted as a solo undertaking amongst 
twelve architects with little or no consulta-
tion. The end results reflected this fractured 
methodology. In the mid-1950’s however, a 
group of academics teaching at the Universi-
ty of Texas School of Architecture undertook 
a collective drawing exercise that drew on the 
groups innate knowledge of historic city plans 
and inventive fluency in hand drawing. (Morris, 
2013, p.20) The group, consisting of Bernhard 
Hoesli, Colin Rowe and John Hejduk, among 
others, were to be credited with the creation 
of an unprecedented teaching programme and 
came to be referred to as the “Texas Rangers”. 
(Caragonne, 1995)

The Texas Rangers

Cadavres Exquis (Exquisite Corpse) – A 
method by which a collection of words or imag-
es is collectively assembled. Each collaborator 
adds to a composition in sequence, either by 
following a rule or by being allowed to see only 
the end of what the previous person contrib-
uted. Usually played using a folded sheet of 
paper. (Tate.org.uk, 2016)

Fig.21 - The Texas Rangers.
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In a conversation between John Hejduk and 
Alexander Caragonne (a former student at the 
university), Hejduk recalls how: 

‘during the intense heat Colin, Bernhard, Bob 
and I played a game. I think Colin and Bern-
hard invented it. We would take a large blank 
sheet of drawing paper and begin to draw 
plans of buildings, historic and otherwise. Col-
in would say I am going to draw the plan of the 
Villa Madama then Bernhard would draw the 
plan of Wright’s Gaga House, etc… All night 
long, in the early hours of the morning the pa-
per would be filled with plans from all times, 
many hybrids too. At the end Colin would be 
devilishly amused and delighted. In retrospect 
who would have thought those plans of Classi-
cism, Neo-Classicism, Modern Constructivism, 
Contemporary would have been the genetic 
coding of the architectural monsters which fol-
lowed?’ (Ibid. P.324)

The “plan game” or “Dot-the Dot drawing” (Mor-
ris, 2013, p.20) would develop over a series of 
alcohol fuelled night-time escapades as each 
member took it in turns to add their plans to the 
previous. The subsequent growing urban plan 
contained ‘recollections of real buildings [that 
merged] with unreal fragments forming… sym-
pathetic landscapes, ameliorating vestibules 
[and] forced-perspective alleys [which collided] 
against other agendas as fresh authors [dug] 
in.’ (Ibid., p.21) In the Texas Ranger’s urban 
plans, ambiguity and unresolution became 
requisite components of the “game” and whilst 
there were elements of reality in the compo-
nent plans of the grand scheme, ‘inexactitude’ 
and ‘fuzziness’ were necessary factors to cre-
ate synthesis among all the authors. (Ibid.) 
Even ‘straight lines, hard edges and 90-degree 
corners would have constricted [progress] too 
much.’ (Ibid.) In this way, the plans became 
collages of memories, fictitious inventions and 
re-interpreted realties where scale didn’t mat-
ter and historic accuracies became extrane-
ous. Like Piranesi before them, with his plans 
of Campus Martius, the Rangers took the real 
fragments to fantastic extremes and created 
an imaginary landscape that hinted at reality 
but which in truth were a collective visual mem-
ory and outpouring of drunken consciousness.

Fig.22 - The “Plan Game” / “Dot-the-Dot Drawing, c.1956.
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The Texas Rangers shared a passion for 
seemingly unresolved city plans - where or-
ganisational principles collided and where 
‘new systems butt into old ones.’ (Ibid. p,22) 
It was these instances where elements of the 
city visually bled into one another and where 
vague boundaries of age and style existed 
that so intrigued both Piranesi and the Rang-
ers and which they chose to explore in their 
visualised cities. As Colin Rowe puts it, ‘it is 
drawings such as these – desperate, translu-
cent, eclectic, elegant and ironical – and not 
programmatic compilations… that are going to 
affect our vision of the city.’ (Ibid. p,24) Whilst 
Bernhard Hoesli believed that ‘any architectur-
al drawing… is a reduction; an abstraction. It 
is not… reality, but a representation of reality.’ 
(Caragonne, 1995, p.89) These ambiguous 
ways of drawing and assembling plans led to 
the possibility of multiple interpretations which 
gave the Rangers a creative output and en-
abled new ideas and concepts to flourish in-
viting invention and creativity. Unfortunately, 
there are almost no surviving examples of the 
Texas Rangers nocturnal urban visualisations.

Fig.23 - Map of Zhongshan Road by the Drawing Architecture Studio, is inspired 
by two famous maps of Rome, the Nolli Map Campo Marzio by Piranesi.

Fig.24, Fig.25 & Fig.26 - Pages from the Exquisite Conurbation sketchbooks 
produced by the Department of Architecture, Cornell University, 2012.

Following Page - Fig.27 - Lebbeus Woods Lower Manhattan, 1999. 
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Legend has it that Marseille was founded by 
a Greek sailor from Phocaea named Procis 
who married the local princess and set out the 
boundaries of the city. (Firebrace, 2010, p.25) 
From La Ville Phocéenne to La Ville sans Nom 
- The City Without a Name, Marseille has and 
continues to question its own identity, unsure of 
its self and its standing in the world; the unde-
fined identity of this city has manifested itself in 
its planning and architecture and in the books, 
films and images that have come to represent 
it. Marseille is ‘all mixed up…, overlaid… an 
impossible city, an ever-extending urban galé-
jade’ (a joke, a fantastic invented story). (Ibid. 
p.12) In a city where the old has gradually 
been destroyed, replaced with attempts to cre-
ate a more refined and rational city, it is easy 
to find areas that don’t quite join up, bizarre 
thresholds, tense boundaries and confused 
junctions. Some roads come to an abrupt halt 
and parts of the city appear as a ‘sudden past-
ing together of two very different worlds, the 
dark narrow spaces of the medieval le Panier 
and the theatricality of nineteenth-century rue 
de la Répulique.’ (Ibid. p.55)

In an attempt to rationalise and resolve the 
city, a number of architects and town plan-
ners have proposed schemes to promote ‘a 
new classicism’ adding grandeur and order 
to the city. (Ibid. p.132) In the 1800’s, the ar-
chitect Michel-Robert Penchaud sought to 
reconnect the city to its mythical Greek past, 
and set about placing a series of monuments 
throughout the city, including the classical arch 
at Porte d’Aix and the obelisk which marked 
the termination of the grand axis from the place 
Castellane. (Ibid.) (Of interest is the fact that 
this monument has since been moved to the 
far end of the boulevard Michelet, extending 
the grand axis. Should this grand city axis be 
extended further it would in fact terminate at 
the infamous Les Baumettes prison.) (Ibid. 
p.43) In the 1860’s parts of the old city were 
literally swept into the sea when the rue Im-
périale – today known as rue de la Répulique – 
was ‘cut through the labyrinthine old city’ (Ibid. 
p.48). Further plans rationalise and resolve the 
city were later put forward by Jacques Greber 
in 1932 and Eugene Bѐaudouin 1942 which

BOOK_02 – ‘The Unresolved City’

Fig.28 - Aerial view of Marseille where the arterial avenues cutting through the 
urban grain can be seen. 

Fig.29 - Classical arch at the Porte d’Aix. The Castellane and obelisk in the 
distance. 
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involved large scale demolition and the crea-
tion of boulevards and town squares. 

Greber’s scheme which was conceived on a 
grand scale was ‘illustrated by a fine perspec-
tive sketch placed for comparison beneath an 
aerial photograph of the site’ which highlight-
ed how ‘the old town… imposes a barrier of 
narrow streets and crowded buildings between 
the more modern parts of the city and docks’ 
(Elliot, 1934, p.57) Several isometric sketches 
were also given to demonstrate the aesthetic 
qualities of widening the streets whilst models 
were created to show the new squares with 
‘buildings designed in a uniform style’. (Ibid. 
pp.60-61) In a review of Grebers Ville de Mar-
seille: Plan d’Aménagement et d’Extension: 
Mémorie Descriptif, It was said that the ‘illus-
trations are of good quality, the photographs in 
particular attaining a high standard of techni-
cal and artistic merit’, ‘M. Greber’s draughts-
manship deserves close study, his perspective 
sketches and diagrams are excellent, but the 
crowning achievement is the coloured map il-
lustrating his complete scheme.’ (Ibid.)

Both Greber and Bѐaudouin’s city plans are 
reminiscent of plans of Rome, Paris and Wash-
ington with arterial boulevards creating grand 
axes through the city with orderly webs of cir-
culation surrounding. And yet there is a sense 
of the unreal, of the imagined. In Bѐaudouin’s 
plans, the ‘Vieux-Port is figured as a coordinat-
ed mise en scene — the scenographic focus of 
the renovated city’ and the drawings imagined 
the city almost as a stage set with the Vieux 
Port forming the ‘central, theatrical locus of 
Marseille.’ (Crane, 2001, p.31) In his plans, 
buildings bordering the streets are represented 
as repeated squares however the ‘built fabric 
behind these abstract facades remain[ed] un-
articulated.’ (Ibid. p.33) These drawings then, 
whilst representing a new, resolved Marseille, 
are themselves full of contradictions, ambig-
uous proposals and unresolved solutions. 
Ultimately, most of the proposed schemes 
went unrealised. Of course there are traces 
to be found, the monuments and boulevards 
–  acting as stage set to the surreal play that 
is Marseille – and a few choice buildings – col-
laged into the contrasting urban fabric around 
it ‘strung together without too much concern for 
the joints and overlaps.’ (Firebrace, 2010, p.11) 

Fig.30 - Greber’s Marseille Plan. 

Fig.31 - Beaudouin’s Marseille Plan. 



34

Instead the plan of the city is part of the relaxed 
attitude of the Marseillais to the rigidity of ge-
ometry, where the grid of streets is never quite 
parallel and where ‘the whole development of 
the land seems determined by opportunism 
and chance rather than design… appearing 
to be an endless display of confusion… nev-
er able to decide its true nature’. (Firebrace, 
2010)

Fig.32 - Beaudouin’s proposed new layout for Marseille. 

Following Page - Fig.33 - László Moholy-Nagy - La Canebière Street, Marseille 
– View Through the Balcony Grille, 1928.
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As I set off, I do so with some trepidation… 
Marseille has a reputation. Once described as 
the world’s wickedest port, where the dregs of 
the world converge, Marseille has had a repu-
tation as a den of iniquity, sin and vice for cen-
turies. In numerous films, books and articles, 
tales of the criminal underworld, drug barons, 
prostitutes and thieves re-enforce this percep-
tion. This seemed to be confirmed when, on 
my first day in the city, a number of my col-
leagues recount tales of them being stalked 
through the streets and of possible muggings, 
the unshiftable feeling that they are an unwel-
come presence in a foreign city. 
   
I find however that the city has changed, that 
it doesn’t quite meet all the expectations. This 
“Nouvelle Marseille” is reflected in the silvery 
canopy of Foster’s Vieux-Port pavilion and 
the curved glass façade of Zaha’s towering 
CMA-CGM headquarters that now dominates 
the skyline. There are new trams, designer ho-
tels, luxury flats and high-rise developments. 
Marseille it seems has undergone a face lift, 
photoshopped ready for the pages of a glossy 
magazine. To keep watch over this now seem-
ingly tamed city, the new eyes peer down at 
you from every corner, perched upon spindly 
pedestals like the antennae of a strange in-
sect, the cameras unexpectedly sign posted, 
almost mockingly, to confirm you are indeed 
being watched everywhere you go. To avoid 
these cameras, I had devised a series of walks 
that would generate two “corridors” through the 
backstreets of the city. These would generate a 
new ringstrasse surrounding the centre of Mar-
seille and allow me visit sites and landmarks, 
without being seen.

From my rustic apartment, close to Les Ré-
formés church, the fastest route to the Vieux-
Port was directly down Le Canebiѐre, tradition-
ally the dividing line of the city and one of its 
main boulevards. This however would take me 
directly past the many eyes of the city. Instead, 
my first wandering would take me south and 
then west in a great arch through the maze of 
streets that form the unseen city. 
 

Journey’s Through the Unseen City (An 
excerpt from the author’s wanderings)

Fig.34 - The Marseille skyline, now dominated by Zaha’s tower. 

Fig.35 - Signposted camera.

Fig.37

Fig.36 - My rustic apartment.

Fig.38 - Les Reformes Church.
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The streets I journey down are strangely qui-
et, devoid of people and traffic. The shutters of 
the many windows facing me remain closed, at 
street level barred. There are of course signs 
of the Marseillais, the graffitied tags of local 
youths, parked cars, overflowing bins and the 
burnt out remains of goodness knows what. 
Shouts of the Marseillais are etched onto every 
wall – ‘vive le communisme’, ‘auto defense 
de classe’, some simply state ‘résistance’ or 
‘défense d’afficher’, ironically barely visible be-
neath dense graffiti.  I do stumble into the field 
of view of an unknown camera, which I take 
note of and change course, but on the whole 
the only eyes I see are those of the paper lady 
and her hair product staring from up high and 
the painted mugshots of the ‘Mort à la Mort’. 
In places the city seems to be crumbling, the 
paint peeling away from buildings, the stones 
chipped and cracked. This then is the raw Mar-
seille, the unbeautified city, primal and untaint-
ed by the regenerative schemes of shiny new 
architecture and infrastructure. 

Having turned out of Rue Navarin onto Rue de 
Lodi I am greeted by ‘la bonne mère’ herself, 
perched high on the hills overlooking Mar-
seille, seemingly floating above the streets and 
framed by the facades of the Rue de Village. 
The basilica of Notre-Dame de la Garde, seen 
from below, renders it almost angelic, divinely 
protecting the city. I of course visit many of the 
city’s landmarks and monuments albeit from 
afar, unable to get close without being spotted. 
The sight-lines created along my “corridors”, 
visually cutting through the streets of Marseille, 
create a series of new axes. They render the 
banal streets beautiful elevating them to the 
status of the seemingly grand boulevards of 
classical Marseille. 
  
Marseille it would seem, is a series of invent-
ed cities, living as stories and images some-
times original, sometimes borrowed. According 
to Firebrace, there are many Marseille’s or at 
least many versions of Marseille. Marseille he 
says, is a city of different degrees and condi-
tions of inside and outside, where no-one is 
completely outside or completely inside. ‘Each 
of these images creates a different city, a city 
that is never precisely sited, a city that is al-
ways elsewhere’ ... (Firebrace, 2010, p.11)

Fig.39

Fig.41 - Marseille Mort a la Mort 
art project.

Fig.40

Fig.42 - La Bonne Mere aka 
Notre-Dame de la Garde.
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Marseille’s New Eyes – The City Seen Through 
the Camera

‘The citizens of Marseille have often consid-
ered France and Europe as part of the out-
side, and northerners have responded in kind, 
seeing Marseille as an alien world beyond 
their own. The city is not really inside Europe 
at all.’ (Firebrace, 2010, p.17) Strange then, 
that in 2013, Marseille was designated Eu-
ropean Capital of Culture and a wave of new 
infrastructure projects and arts programmes 
were unveiled. In line with the grand schemes 
of the 1800’s, a line-up of world renowned ar-
chitects descended upon the city to add their 
own visions of grandeur to the skyline with 
the likes of the MuCEM (Museum of Europe-
an and Mediterranean Civilisations), designed 
by Rudy Ricciotti and the Villa Méditerranée 
Conference Center designed by Stefano Bo-
eri, unveiled as part of a continued effort to 
revitalise the city. A more sinister by-product 
however was the placement of the city’s new 
surveillance system. Currently, some 1,800 
CCTV cameras have been installed across 
the city and there are plans in place for more. 
(Connexionfrance.com, 2012) Although part of 
a programme to radically decrease Marseille’s 
gangland violence and crime, the cameras 
have also impacted Marseille’s street art cul-
ture and its non-criminal population. Seen as 
a tool to cleanse and gentrify Marseille, many 
feel that the true purpose of the city’s new eyes 
is to ‘sanitise each square and park and the 
very own city’s IDENTITY!’ (Arkana, 2012) In 
Marseille’s oldest quarter, the Panier, gentrifi-
ca¬tion has been forcing out the lower-income 
residents and graffitied slogans from popular 
music, such as the title of a song – ‘Capitale de 
la Rupture’ by rappeuse Keny Arkana, decries 
the changes wrought by “Euromed,” the city’s 
giant urban renewal project.

It was these cameras which generated my 
journeys through the unseen city. Discovered 
by remotely roaming Marseille’s streets (on 
Google Street View) and through numerous 
blogs and websites that publish the locations 
of the cities cameras (as well as live CCTV 
footage), I was able to map the cities zones 
of visibility and control, and the blind spots 
Previous Page - Fig.43 - Stills from Keny Arkana’s ‘Rupture’ video.
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that later formed the “corridors” for my urban 
wanderings. Three maps were created – ‘Mar-
seilles Eyes’, documenting the positions of the 
cities cameras, ‘The Seen City’, documenting 
only the zones of visibility and control within 
the city, and ‘The Unseen City’, documenting 
only the “ghost” zones of the city, the “corridor” 
routes and the new site lines cut across the 
city to view its landmarks and monuments. Like 
Walter Benjamin before me, in ‘On Hashish’ 
(1972) and the nomadic ventures of Ralphe 
Rumney, ‘the trick, as far as possible, [was] to 
be sort of anonymous within… society… to sort 
of vanish.’ (Woods and Rumney, 2000)

The zones, created by the visual sphere of the 
camera lens, brings to mind the boulevards 
and avenues of Haussmann’s Paris, in that 
they are both a means of control; it has been 
argued that the boulevards gave the French 
army greater mobility and allowed a wider 
range of fire for their cannon. (Graham, 2004, 
p.36) Yet, it is at the periphery of the field of 
view where resolution begins to break down 
and where those being watched become ghost-
ly figures. Reminiscent of early photographs of 
the city, such as those by Eugѐne Atget, the 
inhabitants of the city become grainy traces 
able to blend into the buildings and streets that 
seem to engulf them. Other photographers 
have explored the city through the eye of the 
camera, by looking at notions of observation - 
both the role of the spectator and those being 
watched, creating apparitions of those being 
documented. In the images captured as part 
of Sophie Calle’s Detective series (1980), she 
photographs herself being followed by a pri-
vate detective only to end up leading the un-
suspecting detective around Paris, questioning 
the role of the spectator and reversing the ex-
pected position of the observed: ‘For months I 
followed strangers on the street. For the pleas-
ure of following them… I photographed them 
without their knowledge… then finally lost sight 
of them and forgot them.’ (Calle, 2015) In her 
work, the viewer is transported to the eye of 
the camera, a collaborator to violations of pri-
vacy. This is also the case in Merry Alpern’s 
photo series entitled “Dirty Windows” (1995) 
where the viewer is made uneasy by a deluge 
of voyeuristic images secretly taken through a 
bathroom window: ‘For the series, Alpern hid 
out in a building across and air shaft, 
 

Fig.44 - Haussmann’s Paris.

Fig.45 - Eugene Atget street scene.
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capturing blow jobs, strip teases, coke-snort-
ing, and a host of other activities with a tele-
photo lens.’ (Rogallery.com, 2013)

Today, it is the eye of the camera that visual-
ises our cities. No longer crosshatched in etch-
ings but pixelated in satellite images, smart 
phones and ‘The Nine Eyes of Google Street 
View’ (Rafman, 2011). In artist Jon Rafman’s 
book, he presents some of the bizarre images 
produced by cameras mounted on the Google 
Street View cars that are gradually (visually) 
mapping the streets of the world’s cities. There 
is a visual aesthetic to the Google images of 
the city – a unique digital texture, the blurring 
of faces and the warped sense of depth and 
perspective. (Art F City, 2009)

 

Fig.46 - Images from Sophie Calle’s Detective series. 

Fig.47 - Disturbing scene caught by Google Street View. 

Following Pages - Fig.48, Fig.49 & Fig.50 - Author’s own maps created for the 
Marseille journey’s. ‘Marseille’s Eyes’, ‘The Seen City’ and ‘The Unseen City’.
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Much has been said and written about fictional 
cities, with many books and films dedicated to 
transporting their reader or viewer to imaginary 
worlds. Many explore the concepts discussed 
in this thesis (such as ambiguity, resolution, 
memories and history) and although totally 
invented, they bear striking similarities to the 
real cities we live and work in. Whether that 
be the dystopian London visualised in Aldous 
Huxley’s ‘Brave New World’, the tractioned cit-
ies of Philp Reeve’s ‘Mortal Engines’ series or 
the magical cities described by Marco Polo in 
Italo Calvino’s ‘Invisible Cities’ (which actual-
ly reveal themselves to be descriptions of one 
city: Venice). Some fictional cities conjure up 
such a likeness to the real cities we know so 
well that the boundaries between the real and 
imagined become ambiguous and thin. This 
can be seen in the mirrored city world of Juan 
Diego Solanas’s film ‘Upside Down’ (2012) – 
which flips two cities, not too dissimilar to an 
archetypal high-rise city, on top of each other, 
playing with an ambiguous boundary of indus-
try, class and race. Moreover, the fantastical 
worlds (literally) imagined in Christopher No-
lan’s ‘Inception’ (2010), designed by an “archi-
tect dreamer”. What is similar in these cases 
is a sense of familiarity and yet complete awe 
and wonderment at the extent of the creator’s 
imagination. One city that seems to epitomise 
reality in imagination is Batman’s Gotham City. 
When originally visualised, ‘Gotham was just a 
backdrop, a setting… it wasn’t even Gotham. 
It was New York City.’ (Puschak, 2015) (In-
terestingly, the ‘Inception’ cities bear a strik-
ing similarity to New York City and have even 
been transported there literally, projected on to 
a Manhattan street map created by Berg de-
sign studio. Just like Rome and Marseille, the 
visual imagining of Gotham has grown and de-
veloped over the decades with the most icon-
ic visualisation being created in Tim Burton’s 
1989/1992 adaptations. In Burton’s version of 
Gotham, a city is created by juxtaposing archi-
tectural styles and histories, his vison heavily 
influenced by the charcoal drawings of Hugh 
Ferriss. (Ibid.) As Gotham progressed through 
various adaptations and changes (in comics, 
cartoons, films and tv shows) it became further 

BOOK_03 – ‘The Imagined City’

Fig.52 - Still from ‘Upsidedown’.

Fig.53 - Still from ‘Upsidedown’.

Fig.54 - Still from ‘Inception’.

Fig.55 - Still from ‘Inception’.

Fig.56 - Tim Burton’s Gotham City. 

Previous Page - Fig.51
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removed from reality, increasingly isolated and 
separated from the rest of the world. In 2005, 
Christopher Nolan revisited the idea of Gotham 
City, presenting it as a ‘decidedly more ground-
ed and realistic’ vision, a vision that being so 
close to something familiar, presents a terri-
fying glimpse at our own cities fragility. (Ibid.) 
According to Evan Puschak, Gotham is ‘totally 
unique in the history of cities, real or imagined. 
Existing for more than seventy years we have 
an exhaustible knowledge of its attitude,… feel 
[and]… places there. Yet, unlike a real city, [it] 
can’t [be] map[ped]… in the traditional sense… 
Gotham is a city performed… its many ver-
sions don’t register as inconsistencies, but 
cohere into… a new way to think of cities: As 
a sight of constant reinvention and varied in-
terpretation… as a place that can’t be mapped 
by its buildings and streets, but by the events 
and people and minds that make them.’ (Ibid.)

There are also numerous examples of real 
cities being taken to the realms of fiction. In 
filmmakers Claire and Max’s project titled ‘Ap-
pearances’, the façades of Parisian buildings 
are isolated and recreated as an urban stage-
set complete with a fake Louvre and a half built 
vision of the Eiffel Tower, supported on scaf-
folding as if a prop for a film. (designboom, 
2016) Asking what would happen if everything 
around us was false, the couple explored ex-
isting scenarios across Paris where unusu-
al buildings appear from particular vantage 
points as merely a thin slice of façade. The re-
sults ‘take viewers on a strange walk through a 
city that is both familiar and disorienting at the 
same time… [playing] with the ways we per-
ceive and engage with our built environment.’ 
(Ibid.) In a conscious move, Claire and Max 
decided to remove vehicles and people from 
their film instead rendering them as ghostly 
figures floating through the set or leaving the 
streets absent of human interaction altogether, 
completing the city’s transformation into an ee-
rily blank film set. Most dramatic is the scene 
shot from the top of the Arc de Triomphe, gaz-
ing down along the Champs Elysees where 
by just showing the façades of the buildings 
they have had to invent a fictional architecture 
to show something that is not actually there – 
the viewed interiors, building cuts and views 
through buildings not usually visible. Paris is 
further transported when architect 

Fig.57 - Hugh Ferris, future city. 

Fig.58 - Parisian facades. 

Fig.59
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Luis Fernandes imagines a fictional city that 
is a visual merging of two cities – Manhattan 
and Paris. In his project Haussmanhattan, 
Fernandes imagines a Paris that had started 
building skyscrapers at the same time as New 
Yorkers did, or alternatively, a New York that 
was designed with a Haussmanesque street 
grid. (Untapped Cities, 2015) The resulting 
images destabilise our conceptions of the two 
cities – Paris with its low-rise skyline and radi-
ating boulevards, Manhattan with its street grid 
of linear avenues and high-rise buildings. 

In Kevin Lynch’s book ‘The Image of the City’ 
(1960), he explores the legibility and visibility 
of the city as perceived by the city observer, 
visitor or resident. Through the notion of ‘Im-
ageability’, which he defines as ‘that quality in 
[an]… object which… [evokes] a strong image 
in any given observer… [the] shape, color, or 
arrangement which facilitates the making of 
vividly identified, powerfully structured, high-
ly useful mental images of the environment’, 
(Lynch, 1964, p.9) he seeks to give visual form 
to the city. In other words, ‘a highly imageable 
(apparent, legible or visible) city… would seem 
well formed, distinct, remarkable; it would in-
vite the eye… to greater attention and partic-
ipation.’ (Ibid. p.10) However, in his examina-
tion of three American cities – Boston, Jersey 
City and Los Angeles, in which he uses inter-
views of local residents and “systematic field 
reconnaissance”, he comes to establish that in 
fact the perception of the city is unsustained 
‘partial, fragmentary [and]mixed’. (Ibid. p.2)

He argues that a planned city, organised and 
rigid, doesn’t represent an ideal, that ‘only par-
tial control can be exercised over its growth 
and form. There is no final result’. (Ibid.) Rath-
er, it is a flexible city that allows for organic 
growth over time, a composite city of mem-
ories and meanings where there is value in 
‘mystification, labyrinth [and] surprise’ that is 
an ideal. (Ibid. p.5) Lynch states that the city 
should ‘preferably be open-ended, adaptable 
to change, allowing [continued investigation]: 
there should be blank spaces where he can 
extend the drawing for himself.’ (Ibid. p.9) The 
trouble of a uniform city where the streets and 
buildings are planned is experienced by Alice 
in Jeff Noon’s book, ‘Automated Alice’, when 
she finds herself in a city where ‘every house 

Fig.60 & Fig.61 - Luis Fernandes Haussmanhattan project.

Fig.62 - Luis Fernandes Haussmanhattan project.
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was identical, and every street was identical. 
And every street was tightly knotted around 
every other street. The whole world it seemed 
was identically identical and twisted around 
itself.’ (Noon, 1997, p.105) Ultimately, Lynch 
argues that the city is formed of five elements 
– Paths, Edges, Districts, Nodes and Land-
marks:

Paths – ‘the channels along which the observ-
er… moves. They may be streets, walkways, 
transit lines, canals [or] railroads… These are 
the predominant elements’ in the visualised 
city. (Lynch, 1964, p.47)

Edges – ‘the linear elements not used or con-
sidered as paths… They are the boundaries 
between two phases, linear breaks in conti-
nuity: shores, railroad cuts, edges of develop-
ment [and] walls… Such edges may be bar-
riers, more or less penetrable… or they may 
be seams, lines along which two regions are 
related and joined together.’ (Ibid.)

Having myself explored these conditions whilst 
traversing the urban fabric of Marseille, these 
same city elements were explored in China 
Miéville’s text, ‘The City and the City’ (2009). 
In the fictional cities of Besźel and Ul Qoma 
the edges become blurred and ambiguous 
boundaries, an imperceptible border between 
two conditions. In Miéville’s imagined metrop-
olis, the people of two cities exist side-by-side, 
coexisting on the same streets, within the 
same buildings and yet living altogether sep-
arate lives. The two cities exist independently 
of each other whilst also being joined in what 
is described as “crosshatched” areas – streets, 
buildings, infrastructure, simultaneously ex-
isting in both cities. The trouble is that whilst 
in either city, one is supposed to not experi-
ence the other, resulting in the peculiarity of 
having to “un-see” the opposite city despite 
having already seen or heard it. Miéville de-
scribes one such ‘heavily crosshatched street’ 
as having its architecture ‘broken by alterity, 
even in a few spots house by house. The local 
buildings are taller by a floor or three than the 
others, so Besź juts up semi-regularly and the 
roofscape is almost a machicolation.’ (Miéville, 
2009, p.29) Bizarre situations arise that create 
“crosshatched” buildings where they are in one 
city at the top and another at its base. 

Fig.63 - Fake “utopian” architectural imagining. 
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In a scene reminiscent of a Miéville city, Fire-
brace describes Marseille as being a dual 
city of ‘the invented and the actual’, ‘a series 
of invented cities’. (Firebrace, 2010, p.11) He 
describes how a ‘threshold of just a few me-
ters… separates the zone of high class high-
class restaurants and fashion stores, with peo-
ple dressed in smart suits and dresses, from 
the narrow streets with the girls outside the 
bars, and from the zone of dark and forbidding 
streets, filled with men and women wearing 
robes or cheap sports clothes. There is a clear 
tension, but the different cultures are closely 
bound together, the insiders know where the 
boundary lines lie and how porous they are.’ 
(Ibid. p.36) 

The trouble is that the city is perceived and ex-
perienced differently by different people. The 
five elements discussed by Lynch can change, 
or at least be perceived differently depending 
on who is experiencing them and their asso-
ciations (both real and imagined) with that 
place. ‘The image of a given physical reality 
may occasionally shift its type with different cir-
cumstances of viewing. Thus an expressway 
may be a path for the driver, and an edge for 
the pedestrian.’ (Lynch, 1964, p.48) This can 
lead to a confused, fragmented and ambigu-
ous perception of the city. One such ambiguity 
discussed by lynch is the idea that a road can 
be ‘felt to be “outside” the city, hardly related to 
it, even though they penetrate it’. (Ibid, p.23) In 
discussing one of the main arterial highways 
running through the city of Boston, Lynch says 
that they are ‘felt ambiguously either as [a] 
barrier(s)… or as [a] path(s)… when thought 
of from below, the Artery is a massive… wall, 
appearing fragmentarily at certain spots. As a 
path, it is a ribbon rising, dipping and turning, 
studded with signs.’ (Ibid.) Chosen as the site 
for a proposed music and cultural centre in 
Marseille, the under-croft of one of the city’s 
main arterial highways was located along one 
of my city “corridors” and lies remarkably close 
to the epicentre of Marseille’s CCTV network 
– the control centre. Acting as a point of ref-
uge and concealment, its ambiguity as a space 
lends itself to a project founded upon ideas of 
resolution and concealment. The initial draw-
ings for the project sought to represent these 
qualities in a new graphic compilation and re-
flected upon much of what Lynch discusses in 

Fig.64 - Chosen site located under Marseile’s main highway.
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his book. In much the same way that the Bos-
ton city image is viewed as a series of ‘confu-
sions, floating points,… boundaries, isolations, 
breaks in continuity, ambiguities, branchings… 
[and] differentiation[s]’ my drawings initially ap-
pear ambiguous and unresolved. (Ibid. p.25) 
These drawings are underpinned by a frag-
mented elevation that in turn merges with ele-
ments of section and perspective derived from 
the site which then become a bricolage of high-
ly detailed elements, areas of high contrast and 
density and façade components. They present 
the viewer with an unresolved perspective of 
the building proposal, where existing drawing 
conventions such as scale are obscure or in 
places unconsidered. Poché has been used to 
both heighten a sense of depth and to highlight 
blank or light spaces in the composition. 

Fig.65 - Detail of Author’s own fragmented elevation. 
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Conclusion

The visualised city, as explored throughout this 
thesis, presents our cities as incomplete and 
unresolved. Lacking a clear and determined 
agenda, our cities have been left to grow or-
ganically, becoming a collage of history and 
memories, the partial visions of a few privi-
leged individuals. Many have sought to cre-
ate a resolved solution to unite a fragmented 
urban fabric, some even succeeding to do so 
to an extent. Yet, as cities continue to expand 
(and contract) over time, tastes and opinions 
have changed and the solution to what our cit-
ies should be, how they should look, remains 
elusive. As can be seen through the continued 
imagining of the city, where fantasy collides 
with reality, the once crosshatched depictions 
have given way to the creation of pixel-lands, 
where the urban grain is seen through the eye 
of the camera (CCTV, films and Google Street 
View). It should be asked what this continual 
search for the reimagined city reveals about 
the failures of our current cities? The city is an 
ever evolving entity, with no obvious “look” or 
design. It is best left unresolved, open for inter-
pretation and conflicting opinions and not left 
to the vision of any one individual. Rather the 
city, as an ambiguous concept, leaves room 
for creativity and inventiveness without which 
the city would stagnate and the position of the 
architect, the dreamer and inventor would be-
come obsolete.  

As an ongoing body of research, the investiga-
tions that form this thesis have generated a new 
outlook on the city which have underpinned the 
development of new working methods. Whilst 
trying to push the boundaries of ambiguity in 
my own work I have found that there is only so 
far that it can be taken. An element of legibility 
is required, an element of familiarity, in order 
to translate a concept to the viewer. As such, 
I have found myself having to return to more 
conventional representation techniques to 
show alongside the “fuzzy” imaginings to help 
ground them, applying a degree of credibility 
to the work. I have used this thesis as a tool 
for generating a series of new outcomes, as a 
cartographic tool that facilitates an analysis of 
cities that has not only been applied to my own 
work but which can be transportable across all 
cities.  

Previous Page - Fig.66 - ‘Dashilar’ by Drawing Architecture Studio.

Following Page - Fig.67 - RIBA Library visit. Composition of Interrotta books.
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