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SHOOTS AND GRAFTS
Growths-Regrowths as local accumulators

 8 GROWTHS (UNFOLDS)
 SHOOTS AND GRAFTS 

I. Growths (Unfolds):
Complex (Re)Growths as Local Accumulators

In this possible taxonomy of relationships between spatial 
distributions/dispositions and urban conditions mentioned earlier 
(between projects, cities and environments), it is worth identifying 
the structures that are explicitly manifested as possible structures 
of accumulation and growth (“local accumulations of material”) as 
complex growths or (re)growths, which can be interpreted as an 
initial and immediate translation of turn-of-the-century 
urban complexity. 
Irregular unfoldings revealed through vertical strategies based on 
shoots (or “offshoots”) and grafts (or “twinnings”) associated with 
dense and heterogeneous volumetric concentrations, related with 
the three-dimensional “fracture” of contemporary urban space 
and its conglomerate and/or clustered multiplicity. 
The acknowledgement of these processes reveals a complex 
nature materialized in vertical “poly-constructions”, irregular in 
their form, program (and geometry), as the expression of a largely 
convex, pointed or dendritic “topology”: belonging to dispositions 
with strong ties to the ideas of stratification and superposition.1 
Formations that would tend to appear as “dynamic cartographies with a 
three-dimensional organization” emerging in the form of “dis-junctive” 
trajectories, which would usually be stacked and/or eruptive.2 
The geometric analysis of these configurations refers back to the 
varied spatial maneuvers of dispositions that precisely express 
movements of concentration and percolation, of superposition 
and accumulation; overlapped, outlined, embedded and twinned, 
in turn, in complex bypasses of variable profiles, with a greater or 
lesser degree of hybridization.3

In the case of present-day urban structures, the complexity of 
these “geological” strategies of accumulation and superposition 
would tend to be associated with formations that involve strong 
concentrations of programmatic density in fundamentally 
vertical developments.

8.1. Barcelona in Flames. Image of the Tragic Week taken from Tibidabo. 
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In these structures the program, stratified in complex sections 
(in overlapping layers of information/programming), takes on a 
special importance. 
But, also, the “explicit” expression of the different actions – 
forces – that make up those sections (and strata) as trajectories 
of fluctuation and movement.

Trajectories intended to relate the content with the container, 
organization with program, structure with space, exterior 
circumstances with interior tensions, in fluctuating profiles that are 
defined through direct movements of growth, inflection and reduction, 
stacking, stockpiling and/or grafting, far removed from any prior 
compositional preform element (based on rigid, closed-off gauges or 
prefigured silhouettes): section as a mechanism for vertical 
accumulation4 is what allows for visualizing, in hypothetical “clinical 
cuts”, movements of “vertical oscillometry, variation and deformation” 
inherent in a direct and objective recognition, manifested in structures 
with an irregular profile and a preferably three-dimensional 
experience.5

Dispositions proposed as growths or regrowths, defining possible 
complex spatial structures formed through sudden movements of 
“deployment and extrusion” in a vertical sense (eruptions, growth 
spurts, “offshoots” or “sprouts” on the part of an organism, outlined 
and extruded in “sequences” of dynamic profiles) or through a 
process of “twinning” or “conglomeration” (overgrowths, stacking, 
coupling or eventual commensalism) understood in any case as 
effective “grafts”, rather than sensationalist “collages”.
Whereas “offshoots” respond to a desire for volumetric compression 
and decompression in the built mass (usually produced in conditions 
of high building concentration), “twinning” responds to the need to 
combine programs and functional spaces, proposed in a (greater or 
lesser) situation of imbalance. Whereas the former explore the 
system’s capacity for “mutation” (and growth), the later heighten its 
capacity for “coupling” (or cross-breeding).

8.2. Ramon PRAT, photographer: Fitted sequences in downtown Atlanta. 
8.3. MVRDV (Maas-De Vries-Van Rijs): Urban megaform, Berlin (1990).
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8.4. J.BERNADÓ and R. PRAT: Atlanta, ed. Actar, Barcelona 1995.
8.5. Geological formations in the Giant’s Causeway, Ireland 
(in Klaus MERKEL: The Reading of Time in the Text of Nature, ed. Lars Müller Pub., Baden 
2000).

II. Offshoots: Fitted sequences

As the first manifestation of these dispositional strategies, we 
use the term (off)shoots (upticks or sprouts) to refer to spatial 
movements that would be generated preferably in section, based 
on the strategic use of the vertical dimension6: dynamic 
developments of the built mass conceived more as arrhythmic 
vertical deployments than as homogeneous or cohesive volumes. 
Disjunctive extrusions intended to fragment (“fractalize”) dense 
groupings of accumulated volumes, promoting complex 
dynamics of distribution with the potential to place priority on an 
irregular treatment of the building, not as a single tectonic mass 
– a “compact” built presence – but as a variable vibration among 
multi-scalar events (“between the small scale and the 
large scale”).
Dispositions understood, then, as discontinuous growths, but 
also as functional eruptions that are of unequal heights, put forth 
as a functional variation and oscillation of gauge: growth spurts, 
extrusions, “developments” of the building itself – and the uses 
that is articulates – called on to structure contoured masses on 
top of pedestals lower down; abscesses (emergences) with a 
vertical drive that outline their actions in complex profiles made 
up of “layers of requests”, that would be overlapped as layers 
with a variable section and combined programming. 

Developments intended to encourage evolving processes 
adapted to movements of growth and clipping; breaks and 
inflections between full and empty – between built and unbuilt 
– produced through the combination of programs in section, 
which would no longer be rigidly separated, but rather mixed 
together into possible complex organisms. 
Braided profiles and/or “embedded” or “cut out” silhouettes, 
where the combination of spaces with varying densities 
(horizontal developments and vertical elevations, for example) 
promotes a segmented spatial configuration, based on 
iterations of “empty-full”, “mass-syncope”.
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Earlier we pointed out the voluntary link between these 
dispositions and three-dimensional geometric configurations – 
with a clustered or rhizomatic nature – which wanted to respond 
to variable processes of developing tension, associated with 
movements of fluctuation, flow, accumulation, excavation and 
oscillation that are preferably “dendritic”: configurations 
associated with topologies that combine fraying and clustering, 
where constructions are broken down into “pre-clusters” (stalks) 
and “clusters” (buds), giving rise to dispositions/distributions 
with varying, irregular coagulations and fractures in the material 
that is accumulated and distributed.7 
The translation of those dispositions in present-day urban 
geologies leads to “contoured masses” of intermittent 
oscillations, which tie in with certain considerations put forward 
by Steven Holl:8

“In the modern city the voids between buildings, not the buildings 
themselves, hold spatial inspiration. Urban space is formed by vertical 
groupings, terrestrial shifts, elongated slots of light, bridges, and vertical 
penetrations of a fixed horizontal. 
Urban space has a vertical Z dimension equal to, or more important than, 
the horizontal X-Y plane.”

8.6. Section as a mechanism of vertical accumulation. 
Classical structure: cross-section of a bourgeois apartment building, Basel 1853 // Modern 
structure (Yves LION:  Domus demain, 1984) // Megaforms with irregular profiles (MVRDV, 
Berlin, 1992).

A spatial order based on perpendicularities that is amplified by 
the sequential rhythm of the protrusions, by the syncopated 
development of the volumes, and but the changes in “position” 
of the built mass, creating a spatial configuration that is defined 
by variable angles and cuts.9 
Because the idea behind those dispositions is a new attention to 
urban verticality, founded – more than on a fascination for the 
skyline – on the evidence of a new, open and irregular potential 
of scale and formulation that is implicit in the assumption of 
three-dimensionality.10

Various examples of irregular structures of offshoots or sprouting as unequal “eruptive” 
mutations. Twisted profiles, embedded silhouettes, frayed formations, tree-like 
bunches combine spaces with variable densities, in intermittent oscillations, and 
iterations of “empty-full”, “mass-syncope”.
8.7. Fractal diagramming of the former New York skyline.  
(in Michael BATTY: “The Fractal City,” Architectural Design no. 9/10, 1997). 
8.8. Canter set. Structures of peaking and discontinuous concatenation / concentration 
(in Benoît MANDELBROT: The Fractal Geometry of Nature, WH Freeman and Company, New 
York 1982.)
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III. Embedded profiles: J388
The Hague City Hall and Rockefeller Center

The Hague City Hall, designed by O.M.A. (1986-87) could be 
considered as the first programmatic example of this kind of 
approach.11 
Located in a key position, spanning the historic fabric and new 
developments, the project was meant to be proposed as a 
dynamic profile, rather than a static object: a “cut-out and 
dendritic leaf” between both urban realities. 
Whereas the location of the new built volume and its enormous 
potential “mass” (conditioned by the ambitious character and the 
complexity of the program) seemed bound to create a situation of 
“rupture” between the different fabrics (an urban barrier), both 
parameters were reevaluated in the proposal with the aim of 
promoting a mechanism for multi-scalar relationships, which could 
record and reorient the varying tensions and densities coexisting 
in the context, based on an uneven movement of “growth” and 
“cut-outs”, of adjustment and readjustment, created by an 
appropriate fragmentation of the built volume.
In this sense, the proposal emerges as a dense ensemble of 
cutout volumes that sprout from a common base and that become 
ever lighter until they are smoothed down, in a progressive 
process of tectonic “fraying” (like an “urban oriflamme” or a 
“volumetric rhizome” with an irregular development).
At its base, the building brings together three bars, 14 meters 
wide by 240 meters long, that are connected to one another and 
their respective developments give rise to three volumetric planes 
with varying and overlapping silhouettes which end up creating a 
sequence of three simultaneous and discontinuous sections, 
based on the strategic discrepancies – shifting and cutouts – 
corresponding to each of the different profiles:12

8.9. O.M.A.: The Hague City Hall (1986-87). Sequences
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Like “the profile of an entire city. A piece of periphery placed 
in the center.”

The design accentuates parameters of combinatoriality, 
sequentiality and discontinuity based on a strategic “full-empty” 
iteration with a variable section, which ultimately responds to the 
heterogeneity and the variability of the program being 
addressed, offering a flexible mechanism for adaptation and 
possible modification/enlargement in an movement of “urban 
sprouting and cropping” that is precise and contingent at the 
same time.13

In this sense, the Hague City Hall presages, paradigmatically, 
certain of the different investigations into the notion of “change 
of scale” developed by O.M.A. in multiple projects, which also 
tie in with Rem Koolhaas’s own interest in the metropolitan 
legend, presaged some years earlier in his Delirious New York.14 
Those investigations were ultimately associated with the search 
fro possible “mechanisms for generic definition and a-scalar 
translation” that are powerful for their declared “anti-rhetorical” 
manifestation. 
Mechanisms with the potential to substitute the classical 
(monumental) symbolic myth structure for a certain (procedural) 
“epic of growth”.
Growth with a virtually “self-regulating” progression, which was 
sublimated, in certain developments involving the fluctuation and 
oscillation of tensions and pseudo-random configurations, 
through the materialization of processes that were tectonic and 
fuzzy at the same time: irregular and honed down volumes that 
suggested planimetries that were both connective and 
disjunctive at the same time, attuned to the “dis-dense” condition 
of the “empty-full” combination, the understanding – and 
instrumentation – of which could no longer be approached only 
from the traditional deterministic objectivity, but rather from an 
operative logic that was more apparently “indifferent” to form 
than to process. 
In fact, these developments tied in with the anonymous energy of 
pseudo-spwwontaneous urban processes like in the case of the 

most paradigmatic areas of Manhattan,15 whose most explicit 
example would be Rockefeller Center, designed by Corbet & 
Harrison-MacMurray & Reinhard-Hofmeister & Hood-
Fouilloux in 1932.
The paradigmatic design for Rockefeller Center emerged, in 
fact, as a singular – and ambiguous – “forerunner” to that kind 
of experience. 
Like in the case of the Hague City Hall, its complex volumes 
(defined by a series of 14 telescoped buildings spread cross the 
core of New York City) respond to the conditions of a 
conception that is both unitary and fragmented at the same time, 
resulting from the strong objections that emerged at the time 
concerning a potential increase in traffic congestion as a result 
of the real-estate operation. 
Also, like the Hague macro-building, Rockefeller Center stands 
as an “island” in the midst of the urban fabric (encompassing 
three city blocks) defining a group of interdependent and 
interconnected buildings, whose planimetry in plan – a veritable 
chessboard – creates an basic matrix from which the different 
bodies emerge in sections like in an agglomeration of cubic 
sprouts or formless mushrooms.16 
The façades, wide and flat, grow irregularly in this way, up to 230 
meters, disregarding any tendency toward detail (limited only to 
the expression of its constructive supports) and forming a 
laminar mass, made up of “plates” or “sheets” (“the slab” was 

8.10. Benjamin Wistar Morris. Metropolitan Square (1928) an advance of Rockefeller Center. 
8.11. O.M.A.: City Hall, The Hague (1986-1987). Studio images.



345344

one of its popular nicknames), which respond to criteria of 
definition and development founded on “exclusively functional 
considerations” in the words of Sigfried Giedion who, 
incidentally, considered Rockefeller Center to be the built 
harbinger of the new architecture.17 
Giedion himself emphasized the paradigmatic expression of this 
sudden scalar leap or shift in the city (similarly to the building in 
the Hague), which is fundamental to the thesis upheld in this 
book, and its character as a dynamic and discontinuous 
“milestone”, which we will discuss further on.
This idea of a “scalar leap”, which is implicit in the – paradoxical 
and apparently contradictory – nature of the idea of a “dynamic 
milestone” (due to the distortion of the static notion of a 
“milestone” – a static monument – proposed by the application 
of a “dynamic” definition) otherwise appears as an underlying 
condition in the very idea of a sprout or an offshoot as a 
dispositional strategy that “emerges” from a place and is 
“directed” beyond that place: called forth, as it were, between 
the urban sphere and what is ultimately meta-urban.

8.12. CORBET-HARRISON-MACMURRAY & REINHARD-HOFMEISTER & HOOD-
FOUILLOUX: Rockfeller Center, 1932. Aerial view (S. GIEDION: Space, Time and Architecture, 
ed. Harvard University Press, Cambridge, MA 1941). 
8.13. OMA: City Hall, The Hague (1986-1987). Section.
Page after. Rockfeller Center vs. Den Haag City Council, Collage (author)
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8.14. Hans Kollhoff: proposal for the southern 
section of the Diagonal, Barcelona (“H/C” 
competition, 1989/90).
The project combines the continuity of the layout 
of the Diagonal and the traditional model of the 
Eixample city block with the “extrusion” of the 
building based on variable offshoots that emerge 
above the regulated height. 
The filling in of the Cerdà grid is understood as 
an adaptable baseline, above which emerges a 
disperse, dynamic and intermittent order based on 
“sprouts”, with varying heights.

IV. BCN Sprouts: Diagonal Sud and Mar Bella,
Two reflections on the “Cerdà dispositif”

The project developed by Hans Kollhoff in the context of the 
“H/C” competition for Barcelona’s Avinguda Diagona (1990)18 

constitutes another of the first points of reference for this type of 
approach, prior to the tendency toward urban monumentality that 
was later preferred by Kolhoff in many of his designs for Berlin. 
The filling in of the Cerdà grid (understood more as an alterable 
apparatus than as a homogenous mechanism for repetition 
associated with the continuous city) is understood in the proposal 
as a possible, neutral and adaptable baseline, above which 
strategies of “sprouts”, with irregular distributions, are raised: 
towers of different heights intended to “stipple” the space by 
creating a new, intermittent, disperse and dynamic order, atop a 
continuous, stable and cohesive base. 
A dynamic order and a static order coexist in the same 
mechanism of occupation/distribution. 
Kollhoff pointed out the systematic and contingent nature of 
the project:19

“We are interested in an urban mode of building [...] which emerges 
in the most direct way possible from the circumstances conditioning it, 
realizes their relevance, and then expresses them. We therefore do not see 
the conflict of the Cerdà grid with the diagonals, [...] but as an excellent 
architectural chance to counteract both the latent fragmentization and the 
implicit stereotyping.”

In fact, the proposals combines the recreation of the Diagonal, in 
its original conception (a route between buildings) and the 
reconstruction of the traditional building model for the Eixample 
(city blocks built up to four stories high and 24m deep) with the 
singular and surprising “extrusion” of the built volumes, through 
the eruption of emergent “sprouts” that rise beginning at the 
fourth floor: growths and/or extensions of the mass below which 
substitute the urban scale for another, more metropolitan scale, 
and which create, as well, a strange stippling effect that is both 
indeterminate and regulated at the same time.
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A syncopated volumetric complex where each apartment is a 
“mini city block” – in a “U” shape – around a semi-exterior 
courtyard, thus reproducing the mechanisms of built space and 
open space characteristic of the city, within the habitable units, 
based on an exercise in scalar recursiveness.
The actual “chaos” of the urban morphology is echoes in the 
“chaos” – or apparent randomness – of the response that is 
proposed, in the discontinuous and indeterminate stippling, 
where, nonetheless, we can make our rules of the game that are 
as open as they are elementary, thus creation a combinatorial 
pattern that is altered and distorted wherever it is made 
necessary by the urban fabric.
The proposal developed by Eduard Bru & Serra-Cartagena-
Vives for the Poblenou Seafront (Barcelona, 1995) delves 
more intensely into this avenue of intervention.20 
The exceptional location of the site, facing the great openness of 
the sea, invites the promotion of “a mechanism for shifting the 
scale of the city”, leading at the same time to a reflection on the 
Cerdà grid itself, understood here as well as an evolving, open 
system, rather than as a closed-off compositional mechanism. 
The whole is address, in that sense, from the standpoint of a 
“regulated freedom” of growth (“a built volume that is hollowed 
out or that grows where necessary, according to the 
simultaneous demands of the historic city and the living city), 
establishing a strategy based on a double sequence, defined 
using elements of “alignment” and elements of “growth” 
developed in section. 
The question is not to propose a mechanism for repetition, but 
rather an abstract system for generation in a series, based on 
sequential rhythms that are open to varied and specific 
solutions:21

“Each of the blocks is resolved individually but on the basis of common 
parameters, as part of the whole.”

8.15. Hans Kollhoff: proposal for the southern section of the Diagonal, Barcelona, 
1989/1990.
8.16. Eduard Bru & Serra-Cartagena-Vives: Poblenou seafront (Barcelona, 1995).
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8.17. Eduard Bru & Serra-Cartagena-Vives: Poblenou seafront (Barcelona, 1995).
Treatment of the city blocks. Model of the whole and detail of the different pieces as 
possible trajectories in a chain that is both related and diverse at the same time (in 
Quaderns no. 211, 1996).

In this sense, it is worth pointing out that the proposed process of 
“typological mutation”, is developed through the progressive 
transformation, in section, of the “block typology” into the 
“high-rise typology”. 
The vertical variation (and fusion) of the different combinations and 
alterations produced by the progressive mutation of the successive 
pieces in the shapes of “O”, “U”, “L” and “I” created a rhythmic 
ensemble of height and variable protrusions and, as such, a non-rigid 
series of configurations that are similar and unique at the same time, 
which promotes a particular play of “harmonies” and “disjunctions” with 
an implicitly irregular definition. 
The pieces are related but not identical: lined up at the back with the 
“last” horizontal street in the city and open onto the landscape, the 
void: discontinuous sprouts – varied and atonal – rise above large 
horizontal platforms which stand out as “antonymic” spaces of activity.
It is interesting to highlight the subtle “accord” between the Cerdà 
grid and these ultimately “confused” city blocks, understood not as 
elements in a repetitive series (mechanisms that are formed on the 
basis of a unit and then placed together), but as fields of maneuvers 
and connections associated with a possible common guiding 
framework. These movements are manifested as coordinated 
sequences of evolution, produced in and between pieces that are 
similar but not repeated, and which end up forming (based on their 
position and their profile), rather than a sum of fragments, an 
“intertwined” unit, an urban whole derived from dynamic, 
autonomous and interwoven processes tied in with the place’s own 
potentials and rhythms.
Eduard Bru himself pointed out:22

“The principal view of these volumes is from an acute angle; they are 
designed as a succession in which to involve other events of the city and its 
landscape. They are not a diorama painted before the water, but a mechanism 
of relations between avenue, constructions and landscape. Although they 
are meant to be interpreted in terms of the large scale, they keep within and 
scrupulously confirm the Cerdà plan. [...] They are situated according to 
spaced cadences which move closer together to point up an important urban 
event. [...] Glancing along the coastline, turning your head and looking at the 
approaching city – is the heart of the project.”
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8.18. Hans Kollhoff: proposal for the southern section of the Diagonal, Barcelona, 1990. 
Treatment of the city blocks. Grid type and variations.

8.19. Bru & Serra-Cartagena-Vives: Poblenou seafront (Barcelona, 1995). 
Treatment of the city blocks. Grid type and variations.
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11.33.

8.20. Aranguren-Gallegos: Housing complex, Cartagena (Europan IV, 1996-1997).  
8.21. Xaveer de Geyter; Housing group, Eurolille (1998).

V. Blade Upticks

In a number of later projects with similar sensibilities, we can 
recognized variations on this same type of mechanism. 
The project by María José Aranguren and José González 
Gallegos for a Housing Complex in Cartagena (Europan IV, 
1996-97) proposes a largely analogous development apparatus:23 

here, the proposed volumes are formed in “regulated outcroppings” 
made of vertical prisms emerging from evenly spaced shorter 
pieces, with multiple superficial incisions (“window-gallery-strips”) 
which allow for assimilating the whole, when seen at night, to a 
forest of “lanterns” or a series of “light towers” (in a clear exercise 
in scalar ambivalence), which refers back to the old characteristics 
of the site (a former electrical power plant).
Faced with the irregularity of the buildings in the surrounding area, 
the proposal reacts by proposing a mechanism for creating a 
syncopated rhythm, intended to articulate successive open spaces 
in the city, which are “enlarged” as a result of the dynamic 
movement of the building and whose variable growth above the city 
black creates unexpected spatial relationships of openness 
and closure.
This lets us recognize, once again, the possibly play of atonal point 
and counterpoint, in a virtual dance of figures that are paired up yet 
separate at the same time: a back and forth associated with the 
sequential disposition that is adopted; to the discontinuous 
succession of events that are individual and linked, with a variable 
– irregular – frequency, made up of extrusive intervals and tempos 
that are more or less prolonged.
The proposal by Xaveer de Geyter for the Eurolille apartments 
(1998)24 also proposes the conception of a lineup of flexible 
“offshoots”, intended to organize the construction and, at the same 
time, condense and resonate with the heterogeneous configuration 
of a site that is an “intersection”, defined between different 
structures and varying scales: the infrastructural scale of the 
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nearby Eurolille complex, the urban scale of the historic fabric in 
Lille and the natural scale of the terrian that limits along the plot. 
The proposal fits into the interstitial spaces in a solitary grove of 
trees – a densely forested area – and the ring roads that encircle 
the uneven topography of the terrain. The diversified program – 
housing, facilities, office space (200 p./ha) – favors the adoption 
of a mixed configuration proposed both on the urban scale and 
on the level of the constructions themselves:25

“A typological mix of urban and residential spaces: a combination of 
rhythmic principles.”

The whole is also articulated based on a regulated sequence 
made up of a string of sections “built-green-forested” which 
sweep across a terrain whose irregularities penetrate this 
extruded virtual “bar code”. The cutout and crenellated building 
outlines promote not only an effective a-scalar fractalization of 
the whole, but also a perverse dialogue – a kind of hybridization 
– between “mineral growth” and natural growth.
Rather than a complete formation, the project articulates a 
“pattern” for elementary and variable development: it is both 
stable and unstable. 
An “evolving” organism that refers back to a sequential matrix 
that dictates movements of emergence and retraction, which are 
both “vectorized” and “open” to contingencies.
In all of the examples analyzed up to this point, we can recognize 
this common work with vertical emergence – “blades that cut 
through the void” – no longer proposed as a – more or less 
picturesque – attempt to reproduce evocative skylines (imported 
metaphors) or as a yearning to create urban “milestones” with a 
monumental mission, but rather as the possibility for using 
strategic movements in the third dimension (recognizing a 
deconstructed ground in section by way of disjunctive vertical 
concentrations above lower horizontal “plinths”) as a (multi-
scalar) working material intended to combine dimension, sizes 
and configurations. 
We could make mention of dynamic profiles, which are eventually 

supported by more rigid bases, that punctuate a space with 
possible arrhythmic cadences and whose “discontinuous rhythm” 
produces strange conditions of distortion in the landscape and 
“suspense” – between the predictable and the unexpected, 
between what is generated and what is anticipated – and which 
could be associated with the similar conditions proposed in the 
1960s by Stefan Wewerka in certain of his many urban projects, 
most especially his proposals for the “Ruhwald” neighborhood 
(West Berlin, 1965).26

Here again, the disposition that is adopted is based on a series 
of stripes that alternate between built volume and public spaces 
for passage and access, whose apparent “repetition” is distorted 
– or altered – based on the definition of the length of the build 
stripes, their undulating profiles and the strategic – and 
intermittent – insertion of green areas into the interstitial voids 
(promoting new “focal points” of activity and concentration in 
those irregular “expansions”). 
The whole is proposed as a mechanism intended to favor this 
ambiguous mixture of programs, uses and developments that are 
characteristic of old historic urban fabrics and a new 
organizational mechanism with the potential to run its course and 
evolve freely. With the potential to grow and twist in section and 
to promote a “random deployment” of its volume (and, thus, its 
final form) based on a radical – and nearly abstract – distribution 
of “points”, “lines”, and (interstitial) “surfaces” in a random 
configuration.
In this sense, proposals like the ones designed by Ellen Monjen 
and Agnes Burg for Münster (Europan III, 1994), Abalos-
Herreros for Algeciras (1999) and Barakaldo (1998) – or the 
respective proposals by Actar Arquitectura and Eduardo 
Arroyo-NOMAD for Barakaldo (1998) – also propose strategic 
diversity, in the face of the varied situation of heights and 
volumes characteristic of each setting, which is produced by the 
variations caused by assorted built protrusions emerging above 
bases that are rhythmically spaced. 
These operations are related to certain research into irregular 
morphologies undertaken by multiple authors and ultimately 
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8.22. Stefan Wewerka: “Ruhwald” housing estate (West Berlin-1965).
A dynamic distribution of “points” and “counterpoints” – of deployment lines (vertical and 
horizontal) and interstitial lines for regulation and guidance, in a varied and intermittent 
disposition – “breaks up” the territory in a mix between dispositions of “sprouting” and 
“interweaving”.

8.23. Ellen Monjen and Agnes Burg. Residential group, Europan III (Münster, 1994). 
8.24. Actar Arquitectura. Urban complex in Barakaldo, Europan VI (Bilbao, 2001). 
8.25. Ábalos-Herreros: Planning for the Abandoibarra area, Bilbao, 1993/1994.
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intended to articulate variable densities and growth patterns 
(growth rhizomes) into configurations with the potential to 
encourage the coexistence between scales and demands, 
based on the variation, juxtaposition and articulation of the play 
of volumes in the design.
In other words, based on their own – and flexible – “fluctuating 
and topological mutation”, in section.

In all of the projects we have analyzed up to now, there is 
an underlying instrumentation of a possible constructive 
suspense, proposed as the distortion of a basic predictable 
framework (suspense as the suspension of continuities, 
balance, growth) from which to extrude a profile that is both 
irregular and regulated at the same time, and which has the 
potential to translate this limit scenario – articulated and 
dislocated, rhythmic and uneven – which belongs to the city 
itself and in which we can recognize – as they come together – 
both “the small-scale and the large-scale”.

Scalar leaps and scalar ambiguities: “dwarves and giants”; 
“macro and micro”: the relationship between dissimilar 
phenomena leads to the birth – based on sequentiality and 
counterpoint, but also on connection and accord – of a non-
hierarchical structure of discontinuous and dis-isotropic 
development, which are different and individualized though they 
are related to one another, both through co-participation in 
intermediate spaces – the voids and cutouts – as well as through 
the “matrix-like” – infrastructural – organization of the system.
Naturally, this produces rhythmic contrasts between “full” and 
“empty”, “extrusions” and “cutouts”, “concentrations” and 
“expansions” and one consequence of the singularity of those 
“impure” configurations is hypertrophic or hypotrophic bravado, 
an extreme characteristic that fundamentally results from the 
indiscriminate – and non-hierarchical – immediacy of the 
responses, where points and counterpoints tend toward a 
simultaneous presence, such that both one and the other 

become more pronounced. 
The very allusion to “dwarves and giants” refers to this possibility 
of combining disparate elements (small and large, together). 
Sizes, scales, forms and programs in mutual coexistence and 
interaction. Joining hands. 
Atypical situations. Rather than “harmonious” or “negotiated”.
Tactical assemblages, freed from any pre-figured discrimination, 
between heterogeneous events, in a strange eccentric 
complicity, beyond the conventions of what is orthodoxly 
proportional. 
Interactions, rather than contradictions, which lie at the 
foundation of the game of encounters and scales that holds our 
attention here.

8.26. Dwarfs and giants: cohabitation and scalar simultaneity. 
8.27. Diagrams of growth by discontinuous offshoots (in Stan ALLEN: Points + Lines: 
Diagrams and Projects for the City, ed. Princeton Architectural Press, New York 1999).
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VI. Edges of the City: Flexible Megastructures

This condensation – and agreement – of opposing tensions in 
the same organism refers back, in fact, to the multiple and 
ambivalent nature of interventions that are conceived for the 
most part as “nodal limit scenarios”; scenarios that are, in turn, 
associated with dispositifs that we would call “(ex)-centric”, not 
only for their irregular geometry and morphology, but because of 
their common location “on the border” or “between borders” (on 
the limits between fabrics and tissues), which is characteristic of 
such operations. 
This “limit” condition, between territories, scales and/or types, 
lies at the foundation of the well-known research developed by 
Steven Holl in his Edge of a City at the beginning of 
the 1990s.27 
His designs for the limits of the city tried out a new 
morphogenetic logic of “spontaneous” configuration, intended to 
approach the definition of new spaces for articulation, located 
between large urban concentrations and large-scale peripheral 
areas: “territories in movement” that gave rise to “hybrid” 
interventions (as Holl referred to them) with the potential to 
articulate different morphologies, scales and programs. 
In this sense, perhaps the most paradigmatic of those proposals 
was the one for Dallas-Fort Worth (1990). The strategy that was 
adopted was also intended as an effective fusion between 
structures with fragmented developments subject to 
discontinuous movements of growth in a “spiral”, which allowed 
for formulating the whole as an irregular structure that became 
progressively more svelte and broken up in section. 
The evolution of this disposition also centers on the mixed 
hierarchy of private and public spaces, which articulate a 
combination, within the same complex, of macro-programs 
focused on services and facilities (transportation interchanges, 
sports installations, performance halls, shopping arcades, etc.) 
and residential micro-programs, linked together by horizontal 

8.28. Steven Holl: Edges of a City, Proposal for Dallas-Fort Worth (1990).
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and vertical circulations, interconnecting – within a single 
organism – “residence”, “leisure” and “work”. 
The project is defined as an “attractor” offshoot: a 
“concentrating” force for activities – or a focalizing “whirlpool” as 
Toyo Ito would call it28 – proposed as both a structuring 
mechanism and a formalizing mechanism at the same time. 
A megastructure of activity(ies) that, however, “dissolves” its 
heterogeneous density through this “quasi-organic” vertical 
fragmentation of its volume: “fraying” and “chipping away” at its 
presence – and its impact – at the same time.
This kind of hybrid disposition can be viewed as an “activity 
loop” in space (the in-between territory of the edges) and in time 
(the moment that is chosen – taken on – and materialized, 
among other possible moments), which connects the proposal 
with other dispositifs – “knots” and “braids”, which we will 
discuss further on. 
Nonetheless, it is this – implicit and explicit – vectorized drive for 
vertical expansion that lends it the characteristic condition of 
“sprout” or “offshoot” as a possible localized programmatic 
accumulator.
Also tying in with this growth by eruption or variation, there are 
certain other developments form the time, such as the proposals 
by Willem Jan Neutelings and Michael Riedijk29 in various 
vertical structures involving mixed accumulation. Hybrid towers 
that respond to those dispositions based on irregular offshoots, 
which we have described here: each specific response is 
proposed as a particular “combination” within a possible chain 
of “theorems” founded on explicit mechanisms of extrusion and 
cutouts for the varying models and series that are created in 
each case.30

Perhaps the most well-known of them, because it was built, is 
the “IJ” apartment and office tower (Amsterdam, 1993-98), a 
20-story complex that is part of a commercial development 
located along the docks of Java Eiland on a site that is, again, an 
edge though with a polarizing intent.31 
The tower, containing 68 apartments, is organized in a basic 

distribution of four units per flour, located around a central core.
The mechanism of “setbacks” that occurs in different parts of the 
building creates a double effect:
– Ensuring a varied distribution of program on each level, 

through the combination/permutation of a wide range of 
subtypes.

– “Expressively” highlighting the indeterminate and informal 
nature of the mechanism that is used, which has the potential 
to effectively combine parameters of mutability, capacity for 
evolution, combinatoriality, discontinuity, singularity and 
flexibility. 

The configuration of the tower, in fact, merely “bends over” or 
“folds” in section with respect to the plinth, which serves as a 
physical and scalar link with the city and with the adjacent urban 
square, acting as a stable element – or base – for a virtually 
unstable dispositions, designed to “mutate” as it rises.
Similar approaches inspired the interesting designs by MVRDV 
(Maas-De Vries-Van Rijs) for their Berlin Mixed-Use Voids 
(1990) and by Duwensee-Kreplin for their Urban 
Megastructures, Rosktok (1990) both submitted to the 
Europan II competition.32 
Whereas the Berlin project proposes a new definition of place 
based on an abstract vertical mechanism with the potential to 
bring together an economy of means and an effective 
instrumentalization of interstitial voids33 (in fact, the project is 
formed through the combination of three variable elements – 
heights, voids, bases – in a large-scale construction, where the 
overall outline takes on the virtual profile of a “megastructure” 
that is opportunely cut back or adjusted, creating the emergence 
of situations characterized by different silhouettes and colors, 
and which demonstrate the variable nature of a section that is 
both “contingent” and “flexible” at the same time), in Rostock the 
proposal is articulated around three “gestures” of the same 
dispositive device (three landmarks and three variations, at 
once). Here, the project is also based on a section that is 
extruded “contingently”: the first section – 34 stories high – 
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8.29. Neutelings–Riedijk: IJ Apartment tower (Amsterdam, 1993/1998).
8.30. Duwensee-Kreplin. Family of urban megastructures, Europan II (Rostok, 1990). Models 
and sections for the proposal (in Europan 2, ed. Technique & Architecture, Paris 1991).

houses urban facilities (theaters, movie theaters, a library, 
workshops and cultural institutions); the second – 22 stories 
high and more compact – “opens” toward the water with shops, 
office spaces, services and other facilities; the third – lower to 
the ground and spanning 6 levels – is reserved for 
sports facilities.
In this way, the proposal draws on an application of a vertically 
variable section that is taken to the extreme: from its definition as 
a “large organism with abscesses” to its possible configuration 
as a “low-lying stretched out volume”.34
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8.31. Steven Holl: Bellevue Art Museum, Washington USA, 1997-2000. 
8.32. MVRDV (Maas-De Vries-Van Rijs): Mixed megastructure, Europan II (Berlin, 1990).
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VII. “Wrinkled” sections

Both cases – Berlin and Rostock – propose urban megaforms, 
however, they are not imposing; rather, they modify and alter their 
profiles to adjust them both to the successive difficulties in terms 
of program as well as the interplay of tensions characteristic of 
the cite, creating dispositive devices based on connection and 
hinging (between different discontinuous fabrics) with the 
potential to resonate with the place and adapt at the same time; 
offering themselves as programmatically flexible – and not 
predetermined – mechanisms of adaptation, reduction 
and fragmentation.

The work based on mixed sections is revealed in these 
proposals as an explicit line of action in terms of proposing 
both morphological and programmatic diversity, not only 
horizontally, but also vertically.

This diversity coincides, on the other hand, with a voluntary 
combination between residential space, productive activities, and 
public facilities, which are “stackable” and can be expressed in 
section through the use of structural and constructive systems 
which increasingly avoid predetermination.
Similarly, the proposal designed by Soriano-Palacios for the 
Benidorm Cultural Center and Auditorium (1999)35 responded, 
quite brilliantly, to many of these parameters. 
The strength of the proposal lies, first, in the initial decision to 
“infiltrate” a “heterodox” and “open” skyscraper – in that it is 
apparently unfinished, virtually unstable, and substantially 
hybridized – into the sea of unique (individual and autonomous) 
buildings – which are, however, fundamentally “mechanical” 
(unambiguous) and static (“totemic”) – that is Benidorm. 
In this sense, the project establishes a perverse “informal” 
dialogue with the dynamics of the place, intended to resonate 
with them, while also moving beyond the at the same time:36

8.33. S&Aa (Soriano-Palacios). Benidorm Cultural Center and Auditorium (Alicante, 1993).
Cross-section of the vertical multi-program and study model.
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“It would be unthinkable to construct a representative building in Benidorm 
outside the characteristic image of the city. The city which has been a 
defender of high buildings deserves a new tower for hybrid emblematic uses. 
[...] The auditorium theatre occupies the greatest portion of the surface area, 
while the museum or the library run the risk of, in the subdivision, of [sic] 
seeming as small pieces, hindrance to the giant from which they survive.”

The strategic decision to design a fractalized sky-scraper – as a 
flexible and formally “indeterminate” dispositive device for 
occupation and growth – allows for transforming the specific 
(local) determinations of the program into movements of fluctuation 
and oscillation between levels that are stacked, overlapped and 
interconnected, intended to “record” the free and nearly 
spontaneous evolution of its own development (or growth) in 
section directly into a global, un-predetermined trajectory: the 
proposal thus becomes, once more, a problem of a variable and 
“accidental” section, because it is set out as a variable process of 
folding and unfolding with the potential to increase, grow, change, 
alter or expand. An abstract, initially “unqualified” space, where its 
definition as a “dispositive” device is of more interest than a strictly 
formalizing one.  
In fact, the project is illustrative of many of the authors’ reflections 
on the idea of “folded space”:37

“Modern space must be defined by its section. It is a folded space which 
attempts to create the fiction of a free volume. But today the section is 
the representation of new, wrinkled space. It is a space which is developed 
continuously in its connections but discontinuously in its form and scale. 
[…] The project can be understood […] as superposed, autonomous 
buildings […] with the help of mechanisms which link space to movement.”

This contingent pleating of the section reveals a strategy of 
topological folding and unfolding, where different types and 
programs, unbalanced in both size and scale, are combined not 
based on a predictable mechanism of twinning and 
superpositioning, but based on the structural deformation of a 
virtually “fluctuating” organism. 

All of the functional and programmatic parts are significant 
(co-participatory) elements in the final configuration of the 
project, whose definition responds, in fact, to the irregular 
evolutions of a trajectory of advancing and cutting back “full-
empty”, which is significantly dendritic, clustered or trimmed 
back, similarly to the other designs that are discussed earlier 
on in the chapter.  Its ambivalent nature lies, more than in its 
mixed programmatic logic, in this condition of a “hollowed out”, 
“embedded” volume, half way between full and empty, building 
and sky... matter and light. 

In this sense, the building is revealed as a “shifting” envelope, 
which expresses its internal movements through a protective and 
sensitive skin that is receptive to the changes in the building but 
also in light and over time: a metallic fabric made of different 
swaths and colors (a fabric made of intertwined stainless steel 
wires), whose waves create the effects and oscillating reflections 
of a moiré pattern. 
The fabric juxtaposes the reflections of colors from the 
surroundings with transparencies and the expression of what is 
happening behind it:

“Perhaps the most important thing is that the scale of the sky-scrapers 
does not diminish, but rather, quite the opposite, it is imposed on the city 
as an even greater bet. Double or nothing.”

8.34. S&Aa (Soriano-Palacios); Cultural Centre and Auditorium of Benidorm (Alicante, 1993).
The building resonating with the context (photomontage).
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VIII. Back to Rockefeller Center

Tying in with the previous ideas, it is worth turning back to our 
observations on Rockefeller Center, which we initiated at the 
opening of this chapter, to compare its fundamentally positional 
(modern) approach with the dispositional (advanced or 
informational) approach we are concerned with here. 
Although we do recognize a purposeful three-dimensional, 
sequential, fragmented and apparently dynamic composition in the 
project (Giedion himself uses the building as an emblematic 
illustration of the stereoscopic vision of modern space), the whole 
in still laid out as a closed mechanism more than an open 
dispositive device: in effect, its planimetry proposed a spatial 
“correlation” between autonomous objects in relative positions. 
Volumetric positions referred to a prior “exact” and hierarchical 
definition, where the smaller buildings show a strict alignment of 
their façades and outlines with the street, and the larger buildings 
are brought together based on a framework in the shape of a cross 
or a swastika, which subjects the volumes to a pre-existing 
regulating outline. 
The interstitial void appears, then, as the remnant, which is not 
part of the systems, since the positioned “object” takes 
precedence over the system used for positioning/distancing: in 
other words, the possible and variable sequential iteration of “full-
empty” which characterized the distributive structures we have 
been analyzing. 

In fact, rather than discontinuous sequences of interconnected 
events, we see reiterated series of fragmented mechanisms: as 
such, we have a static “(com)position” of fragments rather than 
a dynamic “combination” of movements.

Rockefeller Center, then, responds to a positional order – 
fragmented but still fixed and deterministic – that lays out the 
“whole” complex and stabilizes it cohesively: this virtual “solemnity 
of totality” is demonstrated in the unity of its global treatment 
(coherent, single, pure, essentialist) and in this virtual attachment 

between its components, which are linked both structurally and 
figuratively, within its fragmentation; a coexistence of isolated 
objects at the “heart”, nonetheless, of a single, homogeneous, 
cohesive and stabilizing family. 

Although Rockefeller Center is, no doubt, put forward as the 
forerunner (as Giedion asserted) of a complex, dynamic and 
multi-scalar mechanism, its nature is still “(com)positional”, 
finite, complete, closed off and essential strict – i.e., static – in 
its overall conception. 
The dispositive devices we are concerned with here, on the 
contrary, attempt to encourage evolving processes, and 
systems, of a virtually dynamic order, where we can observe 
different layers and/in trajectories of discontinuous movements.

Multi-layered devices that are virtually open – incomplete, 
indeterminate and informal – which demonstrate their changeable 
character, whether it is through “anti-natural” fusions between 
types, fabrics and heights (Kollhoff or Bru) or through the 
accumulation – eruption – of diverse abscesses that express 
contingent “narratives” (MVRDV, bottom image) or through the use 
of section as a flexible membrane with the potential to be distorted 
or (re)adjusted as need be (Duwensee-Kreplin, Soriano).
They all define developments that are always supported by the 
open nature of evolving processes which cannot be defined solely 
on the basis of mechanisms of outlining or regulation, but rather 
based on this dynamic and irregular drive for three-dimensional 
discontinuity and growth, which promotes the combination, within 
one organism, of different and heterogeneous movements – and 
developments – that are intended to group, cluster, gather and 
stack, but also to deploy, reduce, hollow out and/or dissipate.38
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IX. Oscillations X, Y, Z

Posterior developments seem to have fostered a whole series of 
experiments which – based on a specific urban definition – have 
been dedicated, with a marked conceptual force, to delving into 
this kind of devices linked to isolated concentrations and 
accumulations generated by movements founded on an evolution 
in section. 
Designs like the ones by F.O.A or NOX for Ground Zero in New 
York or the projects by MVRDV or NL for Donau City in Vienna, 
or even the Y-Building in Amsterdam39  were going to propose, 
at the beginning of this century, contemporary solutions – based 
on the idea of pseudo-spontaneous offshoots or sprouts – which 
heighten their dynamic condition through the conception of 
trajectories based on vertical mutation or patterns of complex 
generation using a rich and virtual “alphabet” (X, Y, Z, H, etc.) of 
spatial configurations joined together into strategies of linked or 
syncopated rhythms and variations.
Located in Donau City (Vienna, 2000), the uneven towers 
designed by MVRDV are meant to establish themselves as 
symbolic icons of present day urban density and urban life. 
Taking advantage of new technologies in the field of structural 
engineering and elevators (vertical or inclined), the proposal opts 
for a new type of “unequal” vertical complex formed on the basis 
of the freeform growth and movement in section on the part of 
each of its components.
Each of the towers – with a footprint of 900m2, the maximum 
permitted by the building regulations – can be broken up or bent 
according to different degrees of twisting, variation and/or 
“branching”, which lets them “embrace” one another or distance 
themselves in a unique choreography of free movements that 
ensures possible connections in section and shared, 
intermediate slabs intended to house mixed-use functions – 
private and collective – transforming the whole into a virtual 

8.35. F.O.A. (Zaera-Moussavi): Proposal for Ground Zero (New York, 2002).
8.36. NOX (Lars Spuybroeck): Proposal for Ground Zero (New York, 2002).
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8.37. MVRDV (Maas-De Vries-Van Rijs): Donau City Group (Vienna, 1999-2000).
8.38. NL archs. (Bannenberg-van DijK-Klaasse-Linnemann): Y-Building (Ámsterdam, 1999). 
8.39. F.O.A. (Zaera-Moussavi): Proposal for Ground Zero (New York, 2002).
8.40. NOX (Lars Spuybroeck): Proposal for Ground Zero (New York, 2002).
8.41. MVRDV (Maas-De Vries-Van Rijs): Donau City Group (Vienna, 1999-2000).
8.42. NL archs. (Bannenberg-van DijK-Klaasse-Linnemann): Y-Building (Amsterdam, 1999).
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three-dimensional city made up of elements that are both 
independent and articulated and that, like the city itself, can be 
built in stages and modified or altered in an endless series 
of combinations.
Vaguely related with the others – for its shoreline location and its 
branching configurations, the Y-Building (Amsterdam, 1999), 
designed by NL, proposed a strategy based on spatial doubling, 
intended to expand the installations of the Harbor Building 
designed by Dudok, with the goal of doubling the building’s 
surface area, to reach 12,000m2. 
Whereas, both the site dimensions and the height limitations  as 
well as the historic nature of the existing building make the 
operation more difficult, the proposal designed by NL – like an 
exercise in contingent ingenuity – consists of replicating, 
mutating, the existing building, manipulating it, pulling it open 
and distorting it simultaneously, in order to colonize the three-
dimensional space more freely and more functionally (from a 
visual point of view and in terms of orientation) beyond the limits 
of the plot.  
Where the pre-existing Harbor Building, in fact, enclosed two 
free-standing towers under its unitary appearance, which were 
“wrapped” in a single façade, the new “clone” separates the 
towers into two elements that are “twins” yet independent at 
once, which “sprout” from the same common base – like a virtual 
Y-shape – rising and separating in two movements of shaking 
and twisting” that are frozen in space, demonstrating the 
connections and the differences between a “pre-deterministic” 
logic of design and one that is more “indeterminate” 
and “informal”.
These strategies of bending and breaking – or fraying – in space 
make way, in FOA’s initial proposal for Ground Zero (New York, 
2002) for a real vertical bundle of towers, conceived in turn as a 
new type of skyscraper with an evolving premise.
The proposal seeks to expand (in every direction) the large built 
volume of the whole without losing, however, a certain effect of 
lightness and hollowness. 
Instead of dividing the whole into two large independent 

elements, as was the case with the former WTC, the design 
creates a complex spatial tangle of towers that are independent 
and interconnected, where each is given a specially suited 
surface area in plan (avoiding excessively deep spaces) and they 
work as a large braid of “fibrous” structural elements with a 
cylindrical base – 18m. in diameter – whose structure is, in turn, 
supported by another tubular structural framework – isomorphic 
in its definition – on the façade.
Arranged in a circle, each of the built cylinders swings and 
bends vertically to lean against one another – at approximately a 
third of the total height – creating an organism that is 
“negotiated” in space, in a recursive relationship with the 
structural braiding of the façade, in an exercise of interplay 
between scales, frequent in the authors’ work.
With an approximate surface area of some 110,000m2, served by 
a fleet of 12 high-speed elevators, each tower is then articulated 
around a central core for vertical communication, which follows a 
single linear trajectory inside each swaying piece, creating 
systematized variations in depth between the core and the 
envelope and, as a result, a wide range of different spaces for 
work and other activities.
These strategies of flexible deployment and spatial braiding can 
also be observed in the proposal designed by NOX for Ground 
Zero (New York, 2002), a more complex – though perhaps less 
structurally precise – formulation that brings together the ideas 
of offshoot and grip into one dispositive device of spatial 
generation and dynamic fluctuation.
Although in appearance, in this kind of architecture, fine-tuned 
gestures and open movements could be confused – referencing 
a movement of deceptive objectual “gestrategies” (gestualities) 
rather than effective urban “geostrategies” (geo-references, the 
latter, in search of a real redefinition of contemporary 
developmental dynamics), “gestures” should not be confused 
with “movements”. 
Whereas the first refer to (essentially closed-off) figurations, the 
latter refer to (virtually open) trajectories.
The results of the final competition for Ground Zero, for example, 



385384

Comparative table of different sections and vertical programs, associated with the 
dispositive devices of offshoots and sprouting discussed here. Modern structural 
regularity gives way to contemporary (infra)structural irregularity.
8.43. Two historic examples of the Modern logic: Mies van der Rohe, Westmount Building 
(Montreal, 1965/1968) and A. Jacobsen, SAS Building (Copenhagen, 1956). 
8.44. Duwensee-Kreplin: Urban Megastructures, (Rostok, 1990). 
8.45. S&Aa (Soriano-Palacios): Benidorm Cultural Center and Auditorium (Alicante, 1993). 
8.46. Proposal for Ground Zero (New York, 2002). 
8.47. MVRDV: Donau City Group (Vienna, 1999-2000).

illustrate this dichotomy: contrasted with the gestural project 
design by the team led by Daniel Libeskind, the proposal 
presented by United Architects (Foreign Office Architects, 
Greg Lynn FORM, Kevin Kennon Architect, Reiser+Umemoto, 
UN Studio and others), a variation on previous projects, best 
allows for recognizing the foundations of a new framework for 
morphogenetic research (dispositional and informational) in that 
is puts forth the proposal as a large “organism” interwoven from 
multiple trajectories, with the potential to transform and mutate 
until it becomes a single vertical vector, uniting systematics and 
diversity, not in a “sculpted” object, but rather in a field of 
movements: one and many at the same time.

The struggle between these two inclinations – static 
and closed, object and process – has marked not only 
contemporary architecture itself, but also most of the 
interventions that have characterized urban conceptions 
dating from the beginning of this century. 
Whereas some interpret the city as a game board, where 
inert objects are to be placed, others approach it with a 
more geographic perspective, like a huge resonant “field” of 
interactions.
Here, this also gives rise to dynamic growths but, above all, 
to a possible coexistence of different types and densities 
that presage another kind of formation, based on “twinning” 
(or “conglomerates”) with hybrid configurations, rather than 
mechanisms of three-dimensional mutation.
We will discuss them further on.
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X. Grafts and Conglomerates

In certain recent dispositive devices, the concept of 
“accumulation” and/or “(re)growth” has appeared heightened 
through “coupling” or “conglomeration” – the bond or hybrid 
contract, in a single design, of various, and even apparently 
unbalanced, laws of configuration: twinning – and deployments 
– that allude, in turn, to a city made up of multiple “encounters” 
(“states” and “strata”) generated in developments which are no 
longer homogeneous, but cross-bred, superposed, open to the 
possible combination and/or coexistence between autonomous 
processes – unstable, diverse, heterogeneous – intended to 
encourage its own dynamics of transformation.40

The reference to the geological concept of a conglomerate is 
interesting insofar as it involves coupling or the contribution 
of materials with different origins, different grain sizes, 
roughness and/or morphologies. Conglomerate, then, as an 
irregular coagulation or mixture of structures with distinct 
densities and configurations, nevertheless united into one 
compact and concentrated volume.

This condition of irregular compactness or condensation can be 
associated, due to their heterogeneous “morphology”, with many 
of the characteristics belonging to the dispositifs we are 
concerned with here. 
The very idea of a combination (“interconnection” or “inter-
collaboration”) between “foreign organisms” in an irregular 
interaction (different “layers” of information in an “operative 
relationship”) refers back to form itself (and also – above all – to 
more specifically urban form) and its disintegration (as a 
harmonic and coherent body) into new simultaneous groupings 
intended to promote coexistence and union – negotiation – 
between disparate messages.

8.48. M. KAJIMA, J.KURODA, Y.TSUKAMOTO: Made in Tokyo, ed. Kajima Institute 
Publishing, 2001. Superposition with a photograph of Houston, from the “Paris-Texas” script 
(1988).
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Mixed conglomerates that are revealed as structures for relating 
developed in a virtually commensalist manner, some within/on top 
of others and which refer back, in turn, to the interpretation of a 
city that can only be represented today from the standpoint of a 
superposition of combined layers of information (like in the 
readings from a scanner or infographic maps made using GIS, 
based on data that is interconnected, though not 
necessary symbiotic).
This “multi-layered” superposition only expresses the potential of a 
new type of programmatic and structural  “contract of 
simultaneity” that breaks (with) the old idea of typology and the 
rigid association derived from the equation form=function, giving 
rise to new “psuedo-typological” geographies based on 
contribution and connection; “anti-natural” contracts, which are 
ultimately torn between the sum of (episodic and inert) effects and 
the matrix-based (infrastructural and evolving) interaction that 
concerns us here. 
The aim is not to point out a “loss” in this absence of apparent 
internal coherence, of substantive purity, but rather, on the 
contrary, a positive capacity for interaction, intended to promote 
“encounters” (grafting, connection) between two or more pre-
existing codes of information, which do not necessarily need share 
a cohesive link:41

“[A graft] applies living information to the stock in order to produce and 
organic ‘reaction.’”

Breaking with the notion of an “enclosure” as a pre-formed 
perimeter, as the substance of the object – the precise and 
univocal definition of profiles, silhouettes and outlines – and their 
dissolution (or mixture), erasing hermetic borders and limits, tends 
to favor fertile relationships of mixed exchange – “genetic” or 
“structural” – which ties in, in turn, with the notions of “twinning” 
or “grafting” we have been discussing here: operations of 
programmatic and morpho-structural “hybridization”, of an irregular 
nature, that fundamentally refer back to a positive interaction 
between a “flexible” or “receptive” support structure and the 
couplings – or grafts – from another hypothetical “associated” 

structure. The stock “feeds” the new grafts, which improve and 
complement the initial conditions (like in the animal kingdom, 
where certain parasitic species join with others that act as 
“hosts”, thus maintaining the parasites) demonstrating the 
beneficial potential of the graft (twinning or cutting) and its 
possible multiple nature.
These operations of connection and contribution – i.e., of 
generative interaction – express the possibility of establishing 
beneficial and implicitly evolving exchanges; they are mutable and 
mutating at the same time.42

Beyond its mixed-use condition, it is worth highlighting the 
strange hybrid nature of twinning and conglomeration as an 
organizational device, as an irregular “assemblage”, 
or “regrowth”. 
Although we might associate the term twinning with the idea of a 
“graft” or a “cutting”, and the idea of a conglomerate with the 
notion of “coupling”, it is interesting to emphasize the possible 
“contract” or “agency” between types, codes and scales that is 
implicit in the mixed nature of the dynamic formations that 
concern us here.43 

Resulting in effective anti-types, intended to approach 
scenarios that are definitively lacking in formal typification. 
Anti-types which – as in the contemporary scenario itself – 
overlap different objectives and interests, not in harmonious 
bodies, but in apparently diachronic, yet nonetheless 
simultaneous, scenarios made up of structure, forms and 
identities in a relationship of commensalism.

8.49. Conglomerates (in Jacques HERZOG: “The Hidden Geometry of Nature,” Quaderns 
no. 181-182, 1989).
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XI. Fragments and Strata: Coexistences

Although it was based on an a strategy rooted in an 
iconographic patchwork, rather than spatial twinning in a strict 
sense, this possible coexistence of superimposed universes was 
intentionally adopted in certain working methods used early on 
by O.M.A, especially at the end of the 1980s. 
Their designs were often formulated as basic support structures 
(functional strips – horizontal layers – in urban planning projects, 
or as vertical strips – vertical layers – in building projects), which 
had the potential to articulate organizational mechanisms, free-
form developments and heterogeneous events – and “types”44 – 
associated with contemporary “extra-urban” mixed uses.
This “bastardized synthesis” of a “re-imported” urban periphery 
was explored paradigmatically in the Netherlands Dance 
Theater (O.M.A., 1987) in the Hague:45 

“‘Industrial’ type warehouses, ‘covered galleries’, ‘independent satellites’, 
self-supporting roofs, mixed structures…in the Dance Theater, any old 
harmonious yearning for continuity becomes a mere evocative chimera 
in the face of these fragments of the outskirts that have suddenly been 
brought together.”

The design brief recognizes this cross-bred intention in a 
building that is conceived as a mixed response to surroundings 
that have been stripped of their character, but it also highlights 
the intrinsic tendency toward “condensing” disperse urban 
fragments, on a site that is, in turn, built out of “conglomerate” 
urban fragments.46 

In this sense, although the project for the Dance Theater in the 
Hague tried to consciously play with the idea of a certain, 
ambiguously critical, “logic of fragmentation” with the potential to 
synthesize the fragmentation of the generic city and of the 
building’s own context (a “perverse” context contrasted with the 
lyrical “postmodern” evocation of the historical city, in fashion at 

8.50. OMA-Rem Koolhaas: Netherlands Dance Theater (The Hague 1987).

the time), its “unconcerned” appearance with respect to the – 
final and formal – configuration and compositional detail – as 
well as its “bastard” appearance – introduced a demonstrated 
degree of formal and conceptual “impurity” into a public building 
for the first time, which is interesting to point out in this context. 
An impurity that was more calligraphic than genetic – or logistic, 
which nonetheless served as a forerunner many subsequent 
investigations. 
The whole appears as an assemblage of fragments – and anti-
type – which refers back to the multiplicity of contradictory – 
connected – typological codes, which was also used, some 
years earlier, in the Multiservices Complex (Bordeaux, 1966) 
design by Jean Dauriac and Pierre Lafitte: an anti-natural alloy 
of “contradictory”, public and private, typologies (parking, 
market, offices, auditorium and cultural center) fused together, 
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8.51 and 8.52 The two images side by side help us compare O.M.A.’s Dance Theater 
(The Hague, 1987) with the Multiservices Complex by Jean Dauriac and Pierre Lafitte 
(Bordeaux, 1966).
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more than assembled, into an unprecedented hybrid “anti-type” 
inserted into the core of the historic city center.47

In the context of the well-known I.B.A. project, another of 
O.M.A.’s designs, the Checkpoint Charlie apartments (Berlin, 
1992) by Mathias Sauerbruch and Elia Zenghelis, allows for a 
programmatic demonstration of some of the reflections developed 
by the team up to that point,48 due to the special initial 
organization of its program, as well as its particular location, on 
Friedrichstrasse next to the former checkpoint on the border 
between East and West Berlin. The building emerges as a 
concentrate – on a detailed scale – of all the “dynamics of urban 
accumulation” expressed by the O.M.A. team in the majority of its 
metropolitan proposals, and for which Berlin was meant to serve 
as a symbol. 
In this sense, the section is revealed as a key method of spatial 
and urban configuration in that it proposes a series of multi-
programmatic layers which favors morphological and typological 
mixture and hybridization, breaking with any possible conventional 
typological categorization – and codification. 
The ground floor, spanning two stories (and entirely occupied by 
a large parking area, later transformed into a supermarket) is, in 
fact, proposed as a large infrastructural underground layer; its 
roof then becomes a new urban “ground”, above which sit five 
“layers” of apartments with different typologies and varying 
surface areas. 

8.53. Mathias Sauerbruch–Elia 
Zenghelis. Checkpoint Charlie 
Apartments (Berlin, 1992). View 
from Friedreichstrasse and cross-
section.

This juxtaposition of types is repeated on the building façades: 
the courtyard façade is more intimated (evoking the domestic 
universe of German Siedlungs); and the façade facing 
Friedrichstrasse has a more expressive and iconographic 
expression, with a “dynamic” organization that develops 
horizontally, as a direct result of the building’s layering.
The whole constitutes a voluntary conglomeration of types, 
which aims to condense the whole varied range of models tested 
out in city suburbs by modernity: single family row houses, 
narrow apartment complexes, industrial warehouses, shopping 
centers, peri-urban parking lots, etc. It is a slice of the periphery 
brought into the city center, contrasted with the traditional single 
typology of Berlin’s Mietkaserne.
In this sense, the Checkpoint Charlie apartments can be 
related with the Kulturhuset in Sergels Torg (Stockholm, 
1964-65/1970-1975), designed by Peter Celsing, another 
paradigmatic forerunning example of formal and programmatic 
blending.49 
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Conceived as the programmatic response to a heterogeneous 
program including a theatre, an auditorium, and a cultural center 
(intended to house exhibitions, lectures and meeting areas) in 
addition to offices and commercial space for Sweden’s central 
bank, a hotel, and premises to be occupied by the Swedish 
Parliament, the proposal appears as a metaphorical urban 
“macro-micro-organism” made up of connected juxtapositions 
and superpositions where diverse pieces coexist simultaneously 
and independently, which are (formally and iconographically) 
proposed as virtual, functionally indefinite, “abstract containers” 
that presaged the crisis not only of orthodoxly univocal 
typological models, but of any desire for “overall coherence” in a 
program involving such diverse characteristics. 
The varied characterization of the different images of the whole 
(the “clean” objectivity of the cultural center is contrasted with 
the immense and symbolic artifice of the Swedish Central Bank 
or the functional neutrality of the International Hotel) provides an 
overall vision made up of disconnected emergences and 
heterogeneous manifestations, which are nonetheless united, on 
the lower level, by an enormous shared and invisible layer (the 
“underground infrastructures”, which are revealed here as well 
as authentic “support arteries”: building services, facilities, 
service rooms, as well as transportation networks and the 
associated public entrance spaces. The overall result allowed for 
recognizing certain themes with surprising precision, such as 
urban indefinition, infrastructural layering or overcoming context, 
which are fundamental in numerous disciplinary reflections later 
on, articulated around phenomena – and operations – involving 
hybrid programming.50 

These “mixed mechanisms” – or “mixed use” accumulators, 
as they have been called on more than one occasion – form 
combinations which, through the explicit manifestation/
confrontation of their programs, bring together the program of 
demands and the associated tensions expressed in, by and 
from them.

However, and despite its “bastard” configuration, which is 
fundamentally “mixed”, the projects in Bordeaux and Sergels 
Torg, as well as the projects in Berlin and the Hague – and 
probably more recent projects like the Bilbao Auditorium 
(1995-1998) designed by Soriano-Palacios or the enlargement 
of the American Library in Berlin (1989) by Steven Hall – are 
revealed more as possible mechanisms for strategic (and 
intentionally “perverse”) juxtaposition than as evolving devices 
with a combinatory foundation. 
In all of them, the aim is to explore a possible anti-composition of 
fragments – a patchwork or collage of episodes that are 
interconnected by a conceptual and structural framework – 
rather than a possible or hypothetical “operating system”:51

In this sense, although the examples of twinning presented up to 
now share the same “decoding” interest as “collages”, they also 
suggest a more “explicit” desire for interaction and 
interconnection; for global synergy. An “implicit” capacity for 
combinatory changes and exchanges with the potential to 
promote variable “assemblies” or “couplings” (i.e., a more or less 
recognizable system for development based on acting via 
generative “hybridization” as opposed to perverse “addition”.

8.54. Peter Celsing: Sergels Torg, multi-functional complex (Stockholm, 1964-65/1970-1975).
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XII. Hybrids and Mixed Use

This vocationally “hybrid” nature of the contemporary productive 
machinery was the focus of much of Steven Holl’s work, as we 
have indicated previously. 
In most cases, the approaches are based on this wish to explore 
possible “anti-types” for a city that rejects “the formal or 
programmatic typification of the contemporary city”.52 
Anti-types that respond not only to diverse types of 
programmatic twinning, but also to multiple and localized events 
and stimuli related to “intersections” – whether they are 
territorial, perceptive, morphological, etc. – inherent in the 
scenarios that are commonly subject to the synchronous effect 
of simultaneous scales and reference points (city limits, border 
areas, etc.) and the clash between multiple configurations.53  

“The hybrid building is an anti-type: That programmatic configuration 
produced specifically, as a phenomenon rather than as part of a structure or 
organization. The hybrid building is the materialization of the ‘inorganic 
composition of capital’ which, from being characteristic of the American 
city, becomes a generic feature of the late-capitalist one.”

Despite the “mixed” intent shared by both structures, the 
difference between a mixed-use building and a hybrid one 
lies, however, in that whereas the former tries to “miniaturize” 
the functional complexity of the metropolis (universalizing – 
independently of the place – the very experience of an urban 
clash), the latter (as we understand it here, as the result of 
an operation based on an interaction and coupling between 
programmatic, structural and scalar forces and/or tensions) 
attempts to promote an association – and ambiguous contract 
– with the place.

8.55. Placing these two images together allows for comparing the constructions on Sergels 
Torg (Peter Celsing, 1964-1975) and in Makuhari (Steven Holl, 1994-1996). 
What one of the projects approaches based on a logic of collage, the other proposal is based 
on a strategy of “commensalist twinning” between types and programs.
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In other words, it is a “negotiation” with the specific 
“circumstances” and “tensions”: based on a possible resonance 
with global anti-typological processes, which are synthesized by 
the urban structure itself (as a superior “meta-system”) but also 
founded on a special attention to the “sound” – or the particular 
“music” – of the surrounding environment.
Despite the fact that the proposals for the Edge of a City project 
presented earlier already, paradigmatically, introduced some of 
these considerations, the proposals developed there maximized 
the condition of their growth as a possible multi-scalar offshoot 
proposed in a local territory of intersection. 
In Holl’s proposal for the Makuhari Bay residential complex 
(1994-96)54, however, some of the previous considerations 
related to the idea of an “accumulation” or “twinning” were going 
to be expressed in a more explicit way. 
A marginal site, on the shores of Tokyo Bay, houses an operation 
conceived based on the twinning and coupling of two different 
types of structures: “heavy and silent” built volumes, on the one 
hand, intended to include the largest part of the collective 
residential program (housing “blocks” in the strict sense of the 
term, slightly distorted to favor the entrance of daylight) and 
“light and active” small individual elements, on the other hand, 

like strange “infiltrated presences”, miniature villas, supported by 
the first volumes, which are “alien” to the overall system at the 
same time (“overlapping” elements intended to promote personal 
singularized programs: like “individual sounds above a silent 
mass”).55

“The silent buildings define the form of the urban spaces and the 
passageways with small flats which are reached via the courtyards or 
interior gardens…The celebration of miniatures and natural phenomena 
are taken up again by the active light strength of personalities and 
individual schemes. These individualized sounds invade the silence of the 
reinforced buildings.”

Rather than the mutation of a single system – the idea of an 
“offshoot” – here there is an open combination of different 
“organisms in synergy”. 
A kind of playful, cheerful, –again – “informal” exchange 
between “small and large”. 
“Dwarfs and giants” once again. Together. Joining hands. 
Sizes, scales, forms and programs in mutual cohabitation and 
interaction. 
In other words, in atypical situations in that they are 
a-typological. 
Associated configurations, rather than harmonic ones.

8.56. Steven Holl: Residential complex in Makuhari (1994-96). General view, elevation and 
cross-section.
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Twinning and grafting dispositifs allude to an operation of commensal hybridization 
and coupling which refers to the interaction between a “flexible” (“receptive”) structure 
or pattern of support and feeding and the insertion – or grafting – of other patterns 
intended to improve or enrich the initial conditions.
8.57. Steven Holl: Residential complex in Makuhari (1994-96). Twinning and/through 
overlapping
8.58. Commensalism and parasitism: rhinoceros and bird (Zoo Animals, Warne & Co Ltd., 
1972).

XIII. Grafts and Commensalism: Cohabitations
and Multi-valences

These couplings – or accords – between heterogeneous 
structures, which are suddenly synchronous, ties in with a 
hypothetical hybrid production capacity (through regrowth and/or 
overlapping) generated in situations of synergy and derived, 
rather than from an unequal evolution in section “of” and “in” a 
single organism – sprouts (or bluntings) – from grafts, twinning or 
overlapping, between different organisms combined – coupled – 
into virtual commensal contracts. Irregular complicities (more 
than contradictions) which correspond, on the other hand, to this 
“predominance of permissiveness over coertion,” as the 
philosopher Guy Scarpetta declared:56

“Our everyday culture is fundamentally heterogeneous: large and small mix 
together; they overlap; they are nearly inextricably confronted. Perhaps the 
most shocking example of a heterogeneity of this kind affect the very idea 
of gender.”

This possible “commensalist nature” of most of the hybrid 
twinning devices we are concerned with here, allude to the 
individual and coordinated condition of certain functional 
bodies housed – hosted – in others (and at their expense) as 
virtual dependent guests.

A tacit dependence, common in certain customs within the 
animal kingdom, which helps us recognize different types of 
commensal contracts and which also implies mutual benefits and 
exchanges; but also a possible – real or virtually “uncertain” – 
“cohabitation” that connects to possible contractual agreements 
that are not binding or cohesive, but rather contingent in 
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appearance – and nature. While the host organism helps 
guarantee support, the commensal provides certain unforeseen 
services for the host’s operative capacity.57

This class of saprophytic parasitism refers to different degrees 
of coupling and appropriation between two types of bodies, 
ones that provide support (means) and others that contribute 
(mediators), which implies a type of “clientelism” that is not 
necessarily negative – or even definitively binding; it is all the 
more effective the more both positions are “inter(in)dependent” 
in said dispositions-operations of twinning, grafting, coupling – 
cutting – generated between different codes of “information/
formation” that are inserted, or simply arranged, one atop 
the other. 
The classic example of the commensal relationship between the 
rhinoceros and the bird allows for illustrating these 
considerations: although both organisms are recognized as 
essentially distinct, their implicit contract gives rise, at times, to a 
new and strange zoological “meta-organism” that is more impure 
and discontinuous, more fleeting and dynamic, more fluctuating, 
variable and “figuratively” unstable, i.e. less classifiable: a 
“rhinocebird” (rather than a rhinoceros and a bird, essential and 
univocal) as an ambiguous hybrid condition between two 
“dissimilars” that are suddenly individual and collective at the 
same time.
This dual coexistence between the individual and the global is 
particularly evident in the project by Eduard Bru and OAS for 
their Housing in Cerdanyola (Barcelona, 1994).58

The opposition between structural and morphological systems 
that occurs in the territory (between the large-scale 
infrastructures that cross it and the disperse, nearly clandestine, 
urban developments dotted across it) translates into a “direct 
twinning between two types of built forms”: on the one hand, a 
neutral base, four stories high (with the same conceptual 
category as a viaduct or an elevated surface), and on the other 
hand, a series of small individual volumes settled on the roof, 
which relate to the small disperse particles that characterize the 
neighboring structures of occupation. 

In this context, the infrastructures that cross the territory, above 
ground, constitute a new virtual ground plane, elevated with 
respect to the natural level: a new “horizon” that forms the 
authentic level of the terrain (inventoried by the metropolitan 
scale through the communications that cross the territory”) onto 
which a series of small-scale, discontinuous episodes are 
developed. 
In effect, the project is proposed as a “condenser” of the 
landscape that surrounds it and, at the same time, as an 
ambiguous critical organism of multiple hybridization, as 
autonomous and delocalized as it is specifically “singular”. 
An infrastructure and a condominium at the same time.
A number of recent experiments have also delved deeper into 
this vein, open to the potential of a mutation based on a 
bastardized cohabitation – and parasitic commensalism – rather 
than a harmonious coexistence.59 
The combination of layers with different configurations thus 
materializes in the disposition of, on the one hand, basic 
structures – which are repeated, predictable and/or “neutral” – 
and, on the other hand, singular and/or overlapping elements, 
conceived as out-of-place structures, which are variable and 
indeterminate in their formal manifestation. Whereas the “typical” 
spaces were generally housed in the initial base – ensuring a 
ground level or structural “body” – the free development of the 
combined pieces created a second level, which overlapped the 
first but was also independent.
The “basic” lower levels acted, in fact as the “infrastructure” for 
the whole: supports or platforms, above which other bodies 
would rise, which were both indeterminate and purposefully 
“random”, proposed on the basis of complete formal and 
distributive freedom, and which responded to an attempt at 
separating the concepts of “form” and “type” based on a 
“morphological” heterogeneity, with the potential to promote an 
alternative understanding of the trinomy “city-urban design-
construction”, by coordinating systematic elements with 
apparently coincidental ones.
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8.59. Eduard Bru & OAS: Residential block in Cerdanyola (Barcelona, 1994).
8.60. Kas Oosterhuis: Residential complex (Groningen, 1995-1996). 
8.61. Sasa Randcic – Idis Turato. multi-use building. Zagrad Centre (Rijeka, 2003-2004) // 
Edouard François. Mixed Habitat (Champigny-sur-Seine, 2013).

XIV. Overlapping. Dual Contracts

Some of the work done by Actar Arquitectura at the end of the 
1990s (Son Gibert-Mallorca, 1993, Graz, 1996 and Mulhouse, 
1998) pursued this line of action. 
In all cases, they are variations on the same theme: a variable – 
never rigid or strictly equidistant – irregular succession of basic 
pieces (unequal blocks with internal movements and their own 
deformations) drawn upon to break up urban space, generating 
spatial guidelines for relation and combination.60 
In this case, the idea is also to articulate “plinths in movement” 
as syncopated bodies intended to admit distortions and 
mutations in their different layers, but also to incorporate 
“domestic” elements recovered from the pre-existing reality (from 
maintaining a small villa, to other recovered constructions) as 
well as other possible random presences housed – like “chance 
accidents” or “infiltrated events” – in the initial structure. 
Elements that are unconnected to the laws of the system, but 
incorporated into it.
In this way, for each situation, the dispositif generates a new 
rhythm in the place, intended to resonate with the different 
vectors that intersect there, more like a strategic cadence than 
an imposed order: an elemental sequence of parallel lines (that 
of the projected residential units) weaves the plot together as a 
generic matrix or a variable “bar code”, intended to deform 
locally according to the demands and the events (or accidents) 
that have the potential to distort (or disturb) the initial rhythm – or 
guidelines. 
The residential units are, in fact, variable: they can grow up to 
three or four stories; they can house businesses and services 
(with loft spaces) on the ground floor, with different forms and 
surface areas, and overlapping volumes on the higher floors, 
with different subtypes. 
The very notion of “overlapping” alludes to a particular type of 
twinning, coupling, support or overlying, occurring between 
elements of a similar strength.
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If the notions of commensalism and parasitism carry notions 
of difference and disproportion, overlapping implies a certain 
“equality” or scalar similarity, i.e., a certain simultaneity of sizes, 
forces, tensions and situations. 

Between these unequal and overlapping blocks, “intruding” 
elements are introduced, as we commented earlier, with their own 
autonomous geometries, and even preexisting elements, preserved 
in an ambiguous manner, between strategic and sentimental. 
The distribution of these counterpoints allows for the location of 
various facilities, as well as the articulation of interstitial – 
in-between – open spaces, handled on the foundation of 
“wedges” of different colors, materials and textures (vegetable 
and mineral, natural and artificial). 
In this “counter-balanced” disposition, we recognize the 
intermittent dance and counter-dance between related figures, 
which we pointed out in the previous section. 
In those syncopated movements we can see an open sequential 
agency, rather than a fixed or rigidly positioned spatial 
organization. 
In other words, a disjunctive apparatus between intermitting pieces 
called on to lend rhythm to space and empty it, at the same time. 
On the level of the inhabited cell, the project is conceived as a 
variable and recursive application of the general dispositif that 
was adopted, associated with the ABC system, proposed as work 
on the notion of “guidelines” and their instrumentalization as a 
possible generator for diversity given minimum housing standards 
(70m2): using three semi-prefabricated modular elements 
(equipped walls) corresponding to the pieces A-Acumulador 
(“collector-closet”), B-Baño (“bathroom”) and C-Cocina 
(“kitchen”), and based on a “guideline” of parallel bands which 
articulate – in all senses – the possible lengthwise variations 
generated, different freely combined spatial subtypes are created, 
at the same time, in elevation. 

8.62. Neutelings-Riedijck: Hollainhof residential complex, Gant, 1995-1997.
8.63. Actar Arquitectura: ABC system. Residential complex, Graz, 1996.
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On the façade, the variable manifestation of each of the modules 
creates a diversified rhythm of vertical edges, of different colors, 
combined with the superficial parameters planned for the 
enclosures (glazed, opaque, fixed, sliding or protective).
In this syncopated sequence, the different built bodies not only 
occasionally deform their basic volume, but also their profile and 
superior configuration, creating movements of coupling and 
distortion on the higher floors, resulting from the new pieces that 
are inserted, intended to house spaces for mixed-use, workshop-
residence spaces. 
The whole is thus manifested as a possible distribution of serial 
and individual elements at the same time. 
Broken volumes with incorporated humps.  
Their respective movements identify them and characterize them 
based on the same shared logic: that of autonomous organisms 
that are also sensitive to the different noises from the 
surroundings.

“Like large animals craning their neck toward the sounds coming from 
around them.”

Certain experiments devised by Willem Jan Neutelings around 
the same time could be addressed in similar terms. 
Among them, we would highlight his residential design for 
Ghent (1996-1998)61 proposed as an exercise in an ambiguous 
correlation/combination between rigidity and randomness, but 
also between globality and specificity. 
Based on these premises, the 15 units – from eight to ten 
apartments each – are developed, which make up the urban 
façade of the proposal. Each of them (and all of them at once) 
consists of a continuous base of identical apartments, which 
gives the whole a shared foundation, above which the “tailored” 
silhouette of the top volumes stands out. 
This creates a series of typological variations based on a “pattern”, 
which is also elemental here, supported by the divisions 
corresponding to the party walls on the lower floors: a basic matrix 
which allows for occupying the full unit, or dividing it in two. 
The whole appears, then, as a combinatory mechanism, where 

the setbacks and cutouts on the upper floor allow for adjusting 
the surface areas in each module, generating different subtypes 
and encouraging an individual, fractalized identity within                
the whole.62 
A similar proposal was tried by Sasa Randcic and Idis Turato in 
the Zagrad Center building (Rijeka, 2003-2004) where a strong, 
unifies and dense lower layer houses a program of housing and 
tertiary uses, above which a new layer can be seen, strategically 
indicated through the color red, used to “individualize” the 
overlapping emergence of an expressively “multiple” body, with 
diverse used, treated as a fragment of the city that rises                  
up vertically. 
The outlined, variable and cut-out profile, connects this proposal 
(along with some of the previous ones) with the idea of an 
“offshoot”, discussed in the previous section. 

In fact, it is made up of (re)growths conceived as half way 
between twinning and offshoots, which are called upon to 
combine both capacities. 
However, this commensalist cohabitation between apparently 
foreign, yet linked, codes or morphologies (a neutral base and 
variable profiles) relates them more to the first concept than the 
second and alludes to other similar mechanisms (“grafting”), 
which Neutelings himself had already experimented with in his 
design for the Prinsenhoek housing block in Sittard.

8.64. Neutelings-Riedijck: 
Hollainhof residential group, 
Gant, 1995-1997.
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XV. Prinsenhoeck and Via Campania:
Contract and Contrast

The Prinsenhoeck building – Sittard, 1992-1995, by Willem Jan 
Neutelings is a model example of these dynamics, configured as a 
“hybrid” structure with the potential to “act” forcefully on an urban 
scale and to respond, at the same time, to different specific 
demands from the place.63 
A large-scale neutral base – like a huge infrastructure “imported” 
from an area on the “outskirts” – also supports a serial succession 
of individual units lodged on the roof in a commensalist 
relationship and conceived as translations, in elevation, of the 
domestic scale characteristic of the nearby surroundings.
The three intermediate floors of the building form a compact 
rectangular volume that reveals a neutral rhythm of spaces and 
openings, referring to a possible “infrastructural” condition – a bridge, 
a viaduct, civil architecture – but also to the “typomorphology” 
corresponding to a housing block on the “outskirts”. 
However, the small “villas” that colonize the topmost profile are 
revealed as a multiple and clustered combination of individual 
volumes whose cantilevers and projections outline small spaces 
forming terraces out toward the city. 
The intermediate scale refers to the universal, suburban sphere. 
The uppermost scale refers to the individual, domestic sphere. 
A possible dialogue can then be recognized, intended to create 
ties of exchange with the heterogeneous urban global scenario but 
also with a more local one, the pre-existing villas present in             
the area:64

“Like a play with layers, but also as an accumulation of fragments 
of the city.”

A small 19th-century villa (which was meant to be demolished 
according to the planning) is maintained within the new group as a 
piece that is recycled for communal facilities. 
This preserved element is not considered as picturesque 

8.65. Neutelings-Riedijck: Prinsenhoek building, Sittard, 1992-1995.

decoration, but rather as a possible opportunity to favor an 
uninhibited coexistence with a coincidental past. 
The building is enriched by this “information” that is contingent in 
both its essence and its presence, gesturing to it, because there 
is not relationship of indebtedness. 
There is an individuality and an independence between both 
organisms and, at the same time, there is a capacity for a virtually 
temporary relationship and interaction. Each object is self-
sufficient and establishes a common positive alliance, as in the 
commensalist relationships characteristic of grafts or couplings, 
which we mentioned previously. 
This hybrid configuration, derived from the inter-relation between 
globality – systematization – and particularity – characteristics – 
is also translated into a calculated use of the building materials, 
which are voluntarily varied (concrete, brick, heavy materials in 
continuous plinths; wood, sheeting, metals, light materials in the 
juxtaposed structures) in order to promote a certain dual, 
ambiguous, and therefore subtly unsettling perception of a 
design (and a system), which becomes more versatile as it is 
more decidedly cross-bred.
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It is interesting to compare this effective twinning between 
different structures with a particularly unusual anticipation: the 
Via Campania (Rome, 1965) building by Vincenzo Fausto and 
Lucio Passarelli, a fragile glazed cube, in brown tones – 
intended for offices – which supports an interwoven concrete 
megastructure with residential program.63 

The proposal sets out – in Renato Pedio’s words – to:65

“Construct a building in the center of the city as a condenser of its own 
tensions.”

The Via Campania building is part of a dual road system that 
combines local traffic and fast traffic: a “link” that is urban and 
peri-urban at the same time, which presages other possible 
scales at “the heart of the city”. 
If the morphological multiplicity of the building is conditioned, in 
part, by the necessary functional plurality – intended to articulate 
different programs on the same plot through a traditionally zoned 
superposition of uses (commercial on the ground floor, offices in 
the middle and housing on the upper floors). However, the purist 
option of enveloping these functions in a single block is 
substituted, here, by the bold expression, without aesthetic 
complexes, of its piled-up character and its own internal 
movements. 
The whole is configured as a mixed mechanism that is 
particularly interesting as an anticipation of future actions: a 
mechanism that is still based, however, on the contrast between 
two “autistic” structures. 
The Euclidean cube of the office spaces is “contrasted” with the 
megastructure of concrete trays above it. 
Rather than commensalism, there is contrast. 
The design is proposed more on the basis of contradiction than 
cohabitation or contract: based on a confrontation between 
“rival” effects – the Euclidean rigor of the cube and the brutalist 
expressivity of the structural metabolism – which create conflict 
and dramatic tension, as opposed to an operative alliance 
or coupling. 

Although the project allows for recognizing parameters of mixed 
uses and irregularity, it incorporates very few movements of 
internal and external relation. 
The system, as an objectual “structure”, overcomes the system 
as generative and/or reactive “combination/interaction”: the 
autonomous – nearly self-sufficient – character of the whole 
refers to a more general urban heterogeneity, but it omits local 
connections – and interconnections, probably because the 
response is aimed more at the dramatic solemnity of an artifact 
than the casual “informality” of the dispositif. Although the 
curtain wall of the office buildings “reflects” the nearby Aurelian 
Walls – with their different materials and colors – this scarcely 
mirrored dialog only intensifies the “dramatic-lyric” contrast66 

between the building’s own “compositional” instability – and 
contradiction – and the compact permanence of a surrounding 
made up of largely invariable textures.

8.66. Fausto and Lucio Passarelli: 
Via Campania de Vincenzo building 
(Rome, 1965). 
Overview (in L’Architettura no. 122, 
December 1965).
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8.67. Neutelings-Riedijck: Prinsenhoek building, Sittard, 1992-1995. General view. 
8.68. Fausto and Lucio Passarelli: Via Campania de Vincenzo building (Rome, 1965).
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8.69. MVRDV (Maas-De Vries-Van Rijs): WoZoCo 100 unit building (Amsterdam, 1996).
Front views, side elevations and section, and variation profiles

XVI. WoZoKo: Parasitism

We have already pointed out how the technique of hybridization 
by grafting or twinning is, in this sense, different from the 
technique of collage or assemblage (or simple “montage/ 
bricolage”). 
Whereas the latter propose “links” based on virtually “eclectic” 
and more or less contradictory “juxtapositions”, a hybrid coupling 
is intense, purposeful and “relational”: not only does is propose 
connecting pieces, it also generates new interactive organisms – 
both heterogeneous and cross-bred – for possible evolution, 
variation, development and growth. 
The concept of twinning – or grafting – implies a beneficial 
contract between the parts, an apparently non-existent link, but 
which is certainly effective because it is generative, because it is 
interactive and reactive. 
Capable of multiplying internal and external reactions – and 
relations – at the same time, capable of activating processes of 
coupling – or superposition – which are more or less explicit and 
virtually evolving: in “development”.67

In WoZoCo 100 (Amsterdam, 1996), the paradigmatic “multi-
cantilever” building designed by MVRDV (Maas-De Vries-Van 
Rijs), the fruitfully “parasitic” presence of apparently autonomous 
or independent organisms on top of a larger-scale organism is 
radically demonstrated in the expressive treatment of both the 
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8.72. MVRDV: Development Plan for Almere XXI, 1997.
The City as a menu of “enclaves”, a “place of places”

8.71. MVRDV: WoZoCo 100 unit building (Amsterdam, 1996). South façade. 
The window as a diversified field-enclave.

8.70. NL archs. (Linnemann–Bannenberg–Klaasse–van Dijk): Pixel City, Europan IV (The 
Hague, 1996). Overview of the operation and aerial view of the complex.
The vertical pixelation of the WoZoKo 100 building follows the agricultural patterns in the 
Dutch outskirts – also brought together in the Pixel City project (The Hague, 1996) by the NL 
archs team – condensing all of the strength of the suburban landscape developed around it.
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multiple individual elements (balconies, windows, etc.), that 
colonize the façade and the large cantilevered outcroppings that 
flank the building; projections hanging off a main base volume.68  
As the designers themselves pointed out:

“It isn’t an “extravaganza”; it’s a strategem: a direct and effective response 
to different demands.”

The project provides a response to a program of 100 apartments 
intended for residents over 55, in a dense garden city to the 
west of Amsterdam (Westelijke Tuinsteden). 
Whereas the fragile “scale” of the surroundings, as well as the 
building’s north-south orientation, made a single distribution for 
the apartments in a large and heavy compact block unadvisable, 
the final arrangement allows for reconsidering the planned size 
of the volume by accomodating 87 of the units in a basic, lower-
height block and “hanging” the remaining 13, designed using 
structural steel corbels. Each hanging apartment, conceived as a 
small individual villa “hooked” onto a collective block, is given a 
double east-west orientation and, therefore, a suitable amount of 
sunlight. 
In this sense, the twinning of the different cantilevered units 
favors the configuration of a lower, less strict block, while 
maintaining the typical “density” of the area and fostering a 
combination between global unity and local variations at the 
same time.
We have pointed out how, in twinning, grafting and hybrid 
coupling, each element acts as itself while actively participating 
in the totality; both the individual presences (the variation) and 
the common system (the support) are recognizable all at once. 
The kaleidoscope of colors formed by the balconies on the 
southern side of WoZoKo 100 reinforces this desire for 
“collective” personalization and diversity, which condenses – 
and compresses – all the paradoxical strength of the suburban 
landscape that surrounds it: a vertical pixelation that refers to 
pixelated agricultural landscapes and the iconographic diversity 
of the Dutch outskirts.

Diverse variations on the same theme – proposed by NL 
architects in their Pixel City project (The Hague, 1996)69 – 
radicalize this eruptive potential of a “horizontal offshoot” in a 
series of episodes organized across a landscape of agricultural 
bands – also horizontal – promoting strange multi-scalar 
relationships (and, thus, an unusual cross-breeding) between 
farmed sections and built sections.
Similarly to WoKoZo 100, the “compression” of a set of elements 
with variable densities in the same area, organized into hybrid 
blocks (proposed beyond rigid lineations or regularizations of 
proportions, but also beyond mono-functional specializations), 
attempts to respond to the requested high densities using 
devices of discontinuous condensation and distribution, with the 
potential to concentrate build volumes and free up space, 
blending city, landscape and mixed uses.

The irregular distribution of large-scale condensing buildings 
proposes a possible strategy of occupation/distancing for 
different locations along urban limits or the transition between 
the city and the landscape. 
But also, as in most of the devices involving (re)growth that 
we have discussed here, condensing the built area into 
high-density concentrated devices, not only preserves the 
specificity of a protected “landscape-open space”, it also 
maximizes the expression of the urban landscape, made 
of built “spots-twinning”, i.e., discontinuous volumetric 
manifestations which are dense and differentiated:

“The design talks about heterogeneity.
The hybrid as an expression of the city. 
Constructing the map, devising the city. 
City in the building? Silhouette of and in space.” 70
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