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Geometrical analysis of the implications of perspectival 
space in the work of Mies van der Rohe. 
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Figure 0.01

My whole work started with this image -

Mies van der Rohe’s German Pavilion, International Exposition, Barcelona, Spain. Interior Perspective, 
c.1928-29. Graphite on illustration board. MoMA Mies van der Rohe Archive. © 2013 Artists Rights Society (ARS), New 
York / VG Bild-Kunst, Bonn (Luscombe, 211).
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What if the representation of conventional architecture 
could benefit from a new way of drawing linear 
perspective? 
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ABSTRACT

This research investigates a correspondence between the 

architectural representational tool of drawing, and the 

translations of these into something recognised as ‘built’. 

It is fundamentally concerned around representation 

in architecture driven by the principles that our entire 

engagement with architecture is via representation. 

Architects do not produce buildings but produce 

images of buildings, and the role of two-dimensional 

representation plays a principal part in architecture. 

Architecture is always representational, and the more we 

engage with representation the more we might push the 

envelope with what we understand architecture to be. 

This thesis aims to establish within the contemporary 

discipline, what we understand about the responsibility 

of linear perspective as a representational tool. By 

understanding what lies behind the canon of perspective 

in architecture, this thesis questions whether the 

representation of conventional architecture could benefit 

from a new way of drawing linear perspective? 

The discovery of perspective during the Renaissance has 

influenced not only our way of representing architecture 

but also how we view, and therefore design it. It has 

become integrated with our understanding of architecture 

at an unconscious level. Architects no longer need control 

of projective geometry, and due to this cannot be critical 

of the system of representation or control its limits. This 

leads to mediate a shift in perspective, with the intention 

to generate a representation of new form. 

The motivation for this thesis was that from linear 

perspective, as it has done so for centuries, we can 

produce evocative and meaningful vocabularies that 

attempt to enrich architecture.
Photograph of ‘the Throne Room’, Barcelona 
Pavilion. (Quetglas, 98)

The travertine’s luminous qualities

Figure 0.04
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AIMS AND OBJECTIVES

I will challenge conventional approaches 

to design processes by paying a closer 

consideration of idea to expression, and 

responding through representation, to what 

can emerge from the process of translation. 

While conscious that perspective is manifest 

more so than ever in our 3D computer 

modelling programmes, the tendency today is 

to think only through a computer. In that sense 

drawing almost comes as an afterthought 

– once the object has been modelled in 3D, 

sections and plans can be cut from it. This 

thesis looks at architectural drawings not solely 

as technical devices to manipulate, but as tools 

to discover something original, and explicit 

without becoming part of a reductive systematic 

representation process. It proposes that a 

more legitimate embodiment of architectural 

ideas is given if one more closely conceives 

the associations between the intentions of 

architectural drawings and the built objects 

they describe. 

Derived from an interest in Mies van der Rohe’s 

representational drawings, and specifically 

his Barcelona Pavilion as representative 

architecture, the design methodology builds 

upon critical analysis of his work. With a 

circular rhetoric that sets up the research, 

analysing Mies van der Rohe and linking the 

Barcelona Pavilion, to Karl Friedrich Schinkel, 

and to Schinkel’s Neoclassical Altes Museum, 

the design explorations intend to reinterpret 

both buildings, to make a connection back 

to Schinkel, as the inspiration to Mies. For 

this reason, I am proposing to implement a 

new Sculpture Gallery on the site of the Altes 

Museum; Museum Island in Berlin. 

Both German Masters, Mies and Schinkel 

shared a common view that architecture is 

a frame that should accommodate human 

experience, and this is what is intended to be 

carried through the analysis. Derived from these 

two architects is the idea of human occupation 

and movement through the spaces, and in 

an investigation of a new representational 

technique, this thesis looks to consider these 

qualities foremost. 

This thesis addresses that the tools of 

representation have a direct influence on 

the conceptual development of projects and 

generation of forms. If to change how one 

draws, it changes the outcome. This study is 

unpacking our use of linear perspective and 

changing the way we see it. Through design-

led research, this thesis seeks to test the 

boundaries of how we use linear perspective, 

what we expect from it, and how we might 

challenge such expectations.
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Main Gallery, looking back toward the entrance

Interior Perspective

POSITIONING

The research firstly looks at case study writings of 

Giovanni Battista Piranesi, an Italian artist famous for his 

etchings of Rome, situating the study within the context 

of the 15th-century technique of perspective. Studies 

into Mies van der Rohe, looking in particular at Mies’ 

Barcelona Pavilion and perspectival analysis of his interior 

perspective drawing of it, has set up how further analysis 

could be carried out. Fundamentally, in order to establish 

how the representation of conventional architecture 

could benefit further from perspective drawings. Through 

the different perspectives of key figures; Architectural 

historians Robin Evans, Erwin Panofsky, Alberto Pérez-

Gómez, Manfredo Tafuri; Professors, Juan Pablo 

Bonta, Detlef Mertins, Desley Luscombe; and Architects 

Josep Quetglas, and George Dodds; between these 

interpretations, specific evaluations can be made. With 

so much writing on these studies, it becomes relevant 

research as soon as interpretations of the inconsistencies 

are made. 

The relationship between the orthogonal plan and the 

perspective image introduces a translation of ideas-

to-drawings, drawings-to-buildings. Johann Heinrich 

Lambert, through perspectival studies, was interested in 

this relationship. 

Interior of a Gallery Space, final design of Sculpture GalleryFigure 0.05
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The process of geometric restitution pioneered by the 

eighteenth-century German mathematician Lambert, 

works as reverse-perspective, serving as a valuable 

method for investigating the geometric properties of 

perspective. It uses descriptive geometry to derive from 

its perspective image the shape, size, and position of the 

object as it would be in real space (Rapp, 701). Both 

the case studies; Joanna Rapp’s PhD study into Piranesi’s 

work, Desley Luscombe’s Drawing the Barcelona 

Pavilion: Mies van der Rohe and the implications of 

perspectival space; and Robin Evans’ writings, wanted to 

understand the geometric properties of perspective and 

how to deduce the viewing position of the artist from it. 

These case studies identified ways to carry out analysis to 

understand not just how the perspective image has been 

constructed, but what it was intending to communicate. 

A technique invaluable in carrying forward analysis of 

Mies’ perspectives.

When analysing from plan to perspective, it is important 

that the recessional field established by the gridded plane 

which is consistent through Mies’ work, is kept throughout 

the analysis of his work. The module established by 

the grid creates a governing rule set for position and 

placement. 

VP

VP

VP

VP

VP

The Gridded Field established by the structure

Interior Perspective

Sculpture GalleryFigure 0.06
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The underlying grid from the Barcelona Pavilion 

perspective, in wanting to understand how Mies’ 

constructed his perspective drawings, has been applied 

to others of his perspectives. While it can never be known 

for sure exactly what Mies’ intended, a series of ‘What ifs’ 

were asked, and this has carried through the analysis. 

The Pavilion perspective drawing, in the deconstructing 

of it through geometric restitution, was used to determine 

the design of a drawing apparatus. This tool is designed 

to reapply the analysis through the work, controlling the 

parameters to further analyse and carry out drawings 

to test design. In wanting to establish parameters for 

design, the drawing apparatus explores a new way of 

drawing, making the drawings become witnesses of the 

performance, connecting movement and geometry. In the 

way it conceives in plan, the suggestion of movement, it 

is similar to Diller and Scoffidio’s Slow House apparatus, 

which is discussed in Chapter 2 as a case study.

From drawing in the apparatus, the concepts are taken 

back into the design framework that was set up through 

the initial unpicking of Mies’ drawings. The whole time 

this narrative continued, building up a ‘rule set’, with the 

intention that through the design, testing the framework 

would be valuable in controlling the complexity arising 

through the drawing apparatus.
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Site analysis was carried out so that design could be 

considered in parallel between the site parameters and 

what is happening in the drawings. Site cues have been 

important, but fundamentally this site is concerned with 

site grids and axes, and as true throughout the work, 

is about the setting up of rules and parameters, with 

knowledge behind what they achieve, then allowing to 

break them. The methodology has been in unpicking and 

testing what has been set up within these alignments.

Through a series of ‘what ifs’ to analyse the drawings of 

Schinkel alongside those of Mies (particularly where there 

are alignments) came direct design moves, taking partial 

plans into the drawing apparatus. The idea of partial 

planes is corresponding with the notion of ‘frames’, 

which were continuous from the first analytical drawings 

to the design outcomes. These frames were then distorted 

in the apparatus through the projection of partial plan 

down to perspective, and then the skewing of these 

perspectives through several different viewing points. The 

perspective frames were then projected back up to plan, 

using a gridded volume to place the walls back onto the 

orthogonal grid. 

Critical to the methodology thus far has been the 

projections of perspective to plan, varying between the 

drawing board, computer and apparatus, and beyond 

that the testing of physical models which establishes 

an approach in which to take the design beyond two-

dimensional representation projections. 
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Entrance, looking toward the Main Gallery

Interior Perspective
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Entrance, looking toward the Main Gallery

Interior Perspective
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Entrance, looking toward the Main Gallery

Interior Perspective
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Entrance, looking toward the Main Gallery

Interior Perspective

The final ‘building’ demonstrates a complex matrix that establishes an 

ordering system to piece together the partial frames arising from the 

distortions in the projections. 

Interior of the Sculpture Gallery, final design outcomeFigure 0.07
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APPROACH

This thesis is very much a methodologically driven project. As such, theory 

strongly supports the basis of the analysis and carries through a very rigorous 

and justified working. Design has been used as a critical tool in testing and 

pursuing the framework set up through the analysis. 

This project is set up in such a way that each of the phases links back to the 

plot as a whole; analysis which is tested back onto the site it begins with, 

and which could then be tested continually. It has been sequenced along 

this narrative through four chapters. The first of which frames this project, 

and situates the study within the historical context of linear perspective. 

Architectural theorists, and case study analysis position the project, and 

investigation through this chapter allows to set up chapter 2: preliminary 

design, and the rest of the narrative. 

Chapter 2 is supported by case study reviews that specifically look to how 

analysis can be applied further, to test the ideas arising from chapter 1. 

This chapter is set up from chapter 1 and feeds directly into chapter 4; the 

design outcome. The principles from testing these, those which from the first 

chapter have enabled to set up the preliminary design, are fed back into the 

framework and parameters set up from the start. These are linked to site and 

another main figure of the narrative. 

Chapter 3 brings forward the main layer of the narrative and links the main 

figures from chapter 1 to chapter 4. It adds back into the framework by 

establishing another layer of constraints that are then designed through and 

considered alongside those set up in the other 3 chapters. 

Chapter 4 ‘tests’ the framework directly into a design outcome. The research 

outcome will be presented as large format perspectives, juxtaposed as 

Mies would through presentation image, between the certainty of drawn 

perspectival space, and the vagueness of materiality, space and time through 

collage. 
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Positioning: process of restitution 
in the analysis of Piranesi’s 
perspectives

Geometric Restitution
- technique of reverse perspective

Application of restitution technique to Mies van 
der Rohe’s Interior Perspective drawing of the 
Barcelona Pavilion

Underlying grid from the 
perspective

Correlation between perspective 
and plan grids

Redrawing perspective 
from plan, from one 
viewing point

Perspective to plan, using a 
gridded field to position elements 
on the plan’s grid

Multiple viewing points suggest 
movement through an otherwise 
static image

Gridded volume establishes a 
recessional field, a governing rule 
set for position and placement.

Offset centre of vision line 
- effecting the gridded field

60 degree cone of vision
- reconstructing the perspective 
within this degree of vision

Diagram of the geometric analysis methodology Figure 0.08
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Narrative from the Site

Theoretical Framework

Positioning

Methodology
Projective Geometry

Applied back to Site
Testing

Restitution

Orthongonal 
Grid

Distorted Grid

Mies van der Rohe: implications of 
perspectival space in his drawing 
of the Barcelona Pavilion

Piranesi: an application 
of geometric restitution 
of perspective

Principles of Linear Perspective

Representational issue 
of architecture

New way of drawing - 
Drawing Apparatus

Diagram of the research methodologyFigure 0.09

Methodology Diagram
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Plate 8. Barcelona Pavilion (Quetglas, 150)Figure 1.01
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C H A P T E R    O N E

Barcelona Pavilion. Georg Kolbe’s sculpture (Quetglas, 151)Figure 1.04

Plate 11. Barcelona Pavilion. Berliner Bild-Bericht (Dodds, 92)Figure 1.02

Figure 1.03 Plate 15. Barcelona Pavilion. Berliner Bild-Bericht (Dodds, 96)
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Figure 1.05

Figure 1.06 Resor House project, Jackson Hole, Wyoming. Interior perspective of living room and south glass wall,1939. 
(Rohe, © 2018 Artists Rights Society (ARS), New York / VG Bild-Kunst, Bonn).

Row House with Interior Court. Interior perspective, after 1938.
(Rohe, © 2018 Artists Rights Society (ARS), New York / VG Bild-Kunst, Bonn).
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The process of creation prevalent in architecture today assumes that a 

conventional set of projections, at various scales from site to detail, adds 

up to a complete, objective idea of a building. However it is Robin Evan’s 

view that not all things architectural can be arrived at through drawing, so 

the transmutation that occurs between drawing and building remains to a 

large extent confusing (Evans, 159). This is predominately what has driven 

the research and what is to be kept at the foreground through this analysis 

– that ‘translations’ from drawing to building are not physical certainties but 

‘promises’ of intuition.  

Evans states that architects are “never working directly with the object of 

their thought, always working at it through some intervening medium, almost 

always the drawing, while painters and sculptors, who might spend some time 

on preliminary sketches and maquettes, all ended up working on the thing 

itself … the sketch and maquette are much closer to painting and sculpture 

than a drawing is to a building” (Evans, 156). This process separates 

architecture from the other visual arts, and in order to confirm architecture 

as a visual art, it would insist “that only that which the architect manipulates 

with his own hands is his work.” (Evans, 157) –divorcing the architect from 

the building process and thus from the design decisions made subsequent to 

the detailed design phase. 

[PERSPECTIVE] DRAWING’S ROLE IN 
THE DEVELOPMENT OF ARCHITECTURAL 
FORM

In his book ‘Translations from Drawing to Building’, Robin 

Evans discusses the rediscovery of the architectural drawing 

as making drawings more consumable; they have become 

more concerned with their own composition than by what 

they’re representing. 
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If to more closely regard this process, Evans sees the redefinition of 

architecture as having two options; insisting on a more direct involvement 

by the architect after the representational phase (more work), or using the 

drawings to better effect. Drawings can be composed to enhance both the 

compositional regularities of perspective construction and the irregularities 

of abstract. Geometry is a rational science whereas architecture is a 

matter for intuitive judgment, therefore it is important that “geometry gives 

architecture a reasonable grounds but does not confine it to rationality. On 

top of this geometric rationality, the creative, intuitive and rhetorical aspects 

of architecture can develop.” (Evans, 283). Erwin Panofsky saw perspective 

as the objectification of the subjective, in that the representation of spaces 

depends on the point of view of the observer as well as the instruments of 

translation (Panofsky, 66), therefore if to consider these rules, we could 

produce different representations.

 

Through this study, the discussion between art and architecture will become 

clearer. This thesis has looked at Piranesi’s drawings and an analytical study 

of them, and his work is aligned with the writings of Derrida and Tafuri. In 

Alberto Pérez-Gómez and Louise Pelletier’s ‘Architectural Representation and 

the Perspective Hinge’, they have written from the perspective of the discipline 

of architecture, rather than from the history of painting and philosophy which 

is most common and which is experienced through the studies of Piranesi’s 

work discussed in the thesis. This helps to situate the study within the historical 

context of perspective of architecture, to reveal the complexity and potential 

contradiction inherent in any linear history of representation. Anyone reviewing 

the history of architectural theory, Robin Evans observes, would have to 

conclude that architects do not produce geometry, but rather consume it. In 

particular, Evans concentrates on the history of architectural projection, the 

geometry of vision that has become an internalized and pervasive pictorial 

method of construction and that, until now, has played only a small part in 

the development of architectural theory. 
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Projection is at the foreground of Mies’ work and is what the analysis engages 

with through the study of drawings to building. The study of the Barcelona 

Pavilion proves textbook for this. Evans describes the ambivalent role that 

pictures play in architecture and urges resistance to the idea that pictures 

provide all that architects need, suggesting that there is much more within 

the scope of the architect’s vision of a project than what can be drawn. The 

drawing has intrinsic limitations of reference. Not all things architectural can 

be derived through drawing. Evans is fascinated with the idea that ordinary 

things contain the deepest mysteries and he is sceptical of the most obvious, 

seemingly transparent view of things, he searches for what is beneath the 

surface. Slowly, methodically, ‘mysteries’ are unravelled in his texts. The 

investigation of the ambiguities of projection is applicable both in Evans’ 

writing, and Mies’ Pavilion. 

Through investigating Mies’ drawings, two things need to be considered; the 

analytical readings into his drawings as well as a more historical approach 

to the theory of linear perspective. This allows to place Barcelona Pavilion in 

context and draw conclusions from Mies’ methods of drawing. Concluding this 

analysis, there are complex relationships found between its two-dimensional 

geometric characteristics and an orthogonal relationship developed between 

plan and perspective image.
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Piranesi’s drawings have been analysed through this text and investigated 

by means of geometric restitution. Using this method it is possible to focus 

on his perspective images, work backward and find his notional position 

as an observer. A similar method has been used in the text ‘Drawing the 

Barcelona Pavilion: Mies van der Rohe and the implications of perspectival 

space’ to understand also the position as an observer, and draw complex 

analysis which gives reasoning to the abstract nature of Mies van der Rohe’s 

drawings. Reading of Panofsky’s ‘Perspective as Symbolic Form’ supported 

in developing a better understanding of the principles of perspective. 

Understanding into the perspectival composition of this drawing has been 

achieved through the reverse construction of standard drafting conventions, 

from perspective to plan. Evans believes that “In the representation of ideas 

through perspective, it is the relationship with the plan that becomes important 

for architecture.”(Evans, 214). For architectural practice, conceptual 

understanding of perspective as a projective technique is modified through 

its engagement with the architectural plan (Luscombe). It is evident of the 

orthographic relationship between the plan, elevation and perspective 

by proving that not only is it possible to turn a plan of the object into its 

perspective, but also to work out a plan of the object from the perspective 

image he tasks of restitution. Lambert however, was intent on proving that 

one does not need to start with the orthogonal plan to generate perspective. 

Ways to understand how Piranesi and Mies constructed perspective drawings, 

in an attempt to find correspondent points, in both cases is not as simple as 

understanding the relationship between plan and perspective. Through this 

analytical drawing it becomes clear that in an attempt to find correspondent 

points, any reconstruction of the perspective is unable to be simply realised 

using projection from the selected plan.

REVERSE CONSTRUCTION
Perspective to Plan.

C
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Giovanni Battista Piranesi, perspective etching of Ponte Fabrizio, c. 1756. (Rapp, 717)

As did Mies, Piranesi exploited the conventional perspective drawings to 

overcome the conventional limitations of these rules to find a full expression 

in his art. By composing the view from different viewing positions he did not 

want to undermine the technique, but rather use its potential to communicate 

more in a single image, revealing a thorough knowledge of perspective. 

The critical analysis of his work that Rapp does, is through the architectural 

redrawing of the original work, in order to set up compositional discoveries of 

perspective painting. Panofsky argues that there is a hand-in-hand relationship 

between the cultural understanding of space, and the depiction of space. 

 That is, tools of representation have a direct influence on the 

conceptual development of projects and generation of forms. 
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Perspective restitution of Piranesi’s etching Ponte Fabrizio, from perspective to plan: author’s own. Figure 1.08
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This is the restitution analysis of a Piranesi etching achieved through the same 

means as Joanna Rapp, through the architectural redrawing of the original 

work, in order to set up compositional discoveries of his perspective painting. 

Firstly, establishing the horizon line and vanishing points, and deducing from 

it the viewing points (Figures 1.09 and 1.10). The final analysis shows how 

Piranesi composed the drawing of two perspectives drawn from two positions 

of the eye. The drawing is a symmetrical composition of the left and right side 

of the bridge and shows how it has been composed with incredible precision. 

If the perspective was to be drawn ‘correctly’, it would be optically wrong. 
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HORIZON LINE
1 2VANISHING POINT

3

5
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4

Different vanishing points of the diagonals (knowing that the Ponte Fabrizio is symmetrical and its spans are circular).Figure 1.09
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HORIZON LINE
1 2VANISHING POINT

3

5

6

4

VIEWING POINT 1

VIEWING POINT 1

VIEWING POINT 2

VIEWING POINT 2

GROUND LINE

Separate positions of the eye; viewing point 1 for the left part of the bridge, and viewing point 2 for the right part.Figure 1.10
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This drawing shows the bridge drawn completely if 

to continue the perspective from the same positions 

Piranesi drew from. By drawing from two perspectives, 

and through the control of the size of the drawing 

board, Piranesi avoided distortions across the drawing. 

It evidences a thorough knowledge of perspective as a 

potential to use the technique to communicate more in 

a single image.
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Continuation of the perspective of the Ponte Fabrizio, drawn from two positions of the eye: author’s own. Figure 1.11
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The study started with Mies van der Rohe’s 

interior perspective drawing of the Barcelona 

Pavilion, figure 1.12. It demands attention in 

the way which the success of the representation 

of both the rational and the intuitive becomes 

evident in Mies’ perspective drawing of the 

Barcelona Pavilion. Initial analysis begins with 

the way it seems unfinished and appears to 

be a predetermined sheet size through the 

absence of construction lines from the one 

point perspective.

Through further investigating the drawings 

of Mies’ it is with the intention to understand 

author Desley Luscombe’s analytical study of 

Mies’ perspective drawing of the Barcelona 

Pavilion. From this, the perspective restitution 

technique could be used, as Luscombe had, 

with the intention to establish exactly what 

Mies’ had proposed to achieve through the 

complexity of them. Situating Mies’ drawing in 

the context of the history of perspective, and 

amongst other examples of his work, draws 

further conclusions from Mies’ method of 

drawing perspective as a tool for architectural 

representation. This is with the purpose to 

probe further into the previous conclusions 

drawn from Mies’ work.

Luscombe suggests that Mies’ drawing was 

intended as a tool for public engagement. That 

further than it being a drawing completed purely 

as a reflection of the architect in the process of 

designing a building, it becomes instrumental 

on many levels, namely in how it approaches 

spatiality with its consideration of the viewing 

subject. The subject-focus of representation is 

instrumental to Perez-Gomez and Pelletier’s 

studies also. The inconsistencies of Mies work 

against that of traditional perspective, are not 

seen until analysis reveals the way in which he 

has distorted the perspective, demonstrating 

an intention to convey more than we would 

initially assume with a representational image. 

The drawing seems to represent a critical and 

selective reapplication of his ideas. Mies would 

insist on perspective as the principal means 

of representing his architecture. His spatial 

expression of architecture is recorded less so in 

his buildings plans because “in them only the 

vertical elements appear as sections, and in 

Mies’ architecture the vertical does not count” 

(Quetglas, 102). Evans terms his walls as non-

existent, not even as vertical mirrors - in which 

they are, reflecting and creating illusions of 

space. “…vertical lines are always trapped or 

dissolved in the horizontal gap, in which walls 

are merely mist and steam.” (Evans, 76). For 

this reason, he barely drew his designs from an 

axonometric perspective as this puts primary 

focus on the relationships among the elements 

and not the relationship between the spectator 

and the elements (Quetglas, 104,105). Linear 

perspective has continuously been subjective, 

while axonometric, as objective has influenced 

Avant Garde speculative projects.
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Mies van der Rohe’s German Pavilion, International Exposition, Barcelona, Spain. Interior Perspective, c. 1928-29. 
Graphite on illustration board. Source: MoMA Mies van der Rohe Archive. © 2013 Artists Rights Society (ARS), New York 
/ VG Bild-Kunst, Bonn (Luscombe, 211).

Figure 1.12
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Plate 15 MMA 297, Berliner Bild-Bericht, © The Museum of Modern Art/Licensed by SCALA / Art Resources, New York.

Plate 11 MMA 97, Berliner Bild-Bericht, The Museum of Modern Art/ Licensed by SCALA / Art Resources, New York 
(Dodds, 92)

Figure 1.13
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Plate 1 MMA 1554, Berliner Bild-Bericht, © The Bauhaus Dessau Foundation.

Plate 2 MMA 1197, Berliner Bild-Bericht, © The Bauhaus Dessau Foundation.

Plate 1 MMA 1554, Berliner Bild-Bericht, The Bauhaus Dessau Foundation (Dodds, 83)
Plate 2 MMA 1197, Berliner Bild-Bericht, The Bauhaus Dessau Foundation (Dodds, 83)

Figure 1.14
Figure 1.15
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Geometric restitutiion from perspective to plan, Barcelona Pavilion: author’s own.Figure 1.16
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Diagram depicting movement through the planFigure 1.17

Through Mies’ drawing are inconsistencies in the relationship between 

the interior perspective and the plan drawing of the Barcelona 

Pavilion. The correlation discovered between plan and perspective 

drawing is partial. The picture plane, horizon line, and ground 

plane remain constant, and the stationary point and vanishing point 

behave as independent variables. Drawing between the plan and 

the perspective revealed that Mies’ drawing is a visual exploration 

of the implications of ocular ‘flow’, and the spatial response of an 

animated or moving body.

The conclusions from Mies’ perspective drawing is that it was more than a 

representational drawing, moved beyond a perspectival proposition, it is also 

a depiction of an embodied ocular experience.

It is apparent that the 60-degree cone of vision (the notion of which 

is discussed by Panofsky), hasn’t been used to define the extent of 

the ‘view’, instead, there are multiple viewing points. (This can be 

seen in figure 1.16). Piranesi’s drawings, (figure 1.08), through the 

effect of changing the viewing position, can also be interpreted as if 

looking at the object in motion. The compositional structure of both 

of these drawings recognises an interpretative role of the viewer. They, 

therefore, are not static but have movement hidden in them. Robbers 

sums up the scholarly work by Paolo Amaldi, Robin Evans and Ulrich 

Muller as he agrees that Mies’ architecture is perceived from the 

point of view of a moving subject, with Mies producing “paradoxical 

spaces that are the “properties of a changing gaze”” (Robbers, 43).
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The complexity in Mies’ drawings was not accidental, (just as it has been said 

of the planned purpose of Piranesi’s work). Evans writes of Mies’ commitment 

to the excellence of the execution and to the perfection of the detail. He had a 

thoroughly developed intellectual - as well as spiritual - reason for everything 

he did as an architect. Mies reduced his buildings to the absolute platonic, 

pure minimum evocation of the idea, and so too, the drawing under analysis 

has been abstracted through geometric rigour. Author Luscombe has put 

that the pavilion’s space is contained by geometry and not by a geometry 

of physical relationships, or proportions or patterns, but rather a geometry 

of evocations, of perceptions, of references (74). Evans is interested in this 

correspondence between drawings - gaps between drawing and building, 

plan and occupancy, projection and imagination. (Evans, 5).

Robin Evans summarises; that “Buildings are not always better than pictures 

show them to be, nor are they necessarily more significant than the theories 

that spring up around them.” (Evans, 234). Mies’ Barcelona Pavilion illustrates 

this point wholly in Evans view - shared by Juan Pablo Bonta - that “… the 

actual pavilion came a poor third against photographs of it and writings 

about it”. (Evans, 234). Numerous authors including Evans and Quetglas of 

whom are quoted a lot throughout this research, and Tafuri, write graphical 

interpretations of the Pavilion, focussing on the photographs of it. When 

Bonta does refer to the photographs, it is indirectly focussing instead on what 

(and when) others have said about them. Bonta recognizes that it is difficult 

to make a general hypothesis out of a special case such as the Barcelona 

Pavilion. Further on in this chapter, I look closely at the photographs of it, 

still, for Bonta, any image of the pavilion is tertiary, and this is interesting 

to include. That is, he is more interested in the manner in which the word 

spread and how different interpretations related to one another than he is in 

attempting to render a precise reading of what the pavilion may have meant 

at any given time (Dodds, 35). 
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Plate 5 Seidman 249, Berliner Bild-Bericht, The Bauhaus Dessau Foundation 
(Dodds, 86)

Figure 1.18



35.
Plate 5 Seidman 249, Berliner Bild-Bericht, © The Bauhaus Dessau Foundation.
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Building Desire on the Barcelona Pavilion, by George Dodds, has been 

an essential reading in the merging of all the writing. What initially seems 

contradictory of this perfectionism of Mies’ work is Dodds’ view that 

“Certainly, Mies was obsessed by certain craft-like aspects of architecture, 

but he was more concerned with idealizing and mediating techniques of 

graphic representation than with construction” (Colquhoun, 179). For Mies, 

interpretation and clarification are not the architect’s job; but that of the 

critic. Part of Mies’ implied working seems to have been to create ambiguous 

spaces in which the critic could operate. The pavilion has been designed to 

frame views, yet also becomes framed differently dependent on ones reading 

and interpretation (Dodds, 54).

It is apparent how so many interpretations have been evoked by such a 

means, and brings excitement that there are forever inconsistencies to be 

found. 

Truth, in the traditional values of intellect and object, ideas and form, 

however, seems more consistent with Mies’ oeuvre, and the Barcelona 

Pavilion in particular. Unlike many of his contemporaries, for instance Le 

Corbusier, for Mies, Truth in Architecture was not bound up in the clear and 

honest expression of materials, structure or function, but rather in the faithful 

correspondence of the image of the work with the intellect of the maker. 

That is, the relation of the image of construction to idea. Mies realised that 

the traditional relationship between the craftsman and his product had been 

destroyed by the machine. The Barcelona Pavilion displays the materiality of 

its building elements, but Mies has assembled these elements like montages; 

their connections are never visible (Colquhoun, 179). The construction of the 

pavilion was anything but pure and “rational”, for example, the solid-looking 

marble walls were instead steel frames clad in a relatively thin layer of stone. 

This is referred to again in the case study chapter which discusses OMA’s 

installation that dismisses the perception that the Pavilion is too pure and is 

devoid of people, time, past or tradition. 
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This research looks to compare the architectural message 

– what is seen in the image - with the interpretation of the 

work. By acknowledging the importance of the process 

of interpretation a new consideration of architectural 

history arises; attention can be focussed not only on how 

architecture was designed but also on how it was seen. 

Imperative to the understanding of the historical status 

of the Barcelona Pavilion is the role that photographs 

and writings have played in the establishing of it. More 

than any other architect of his generation, Mies’ career 

largely depended on reproductions of his drawings, 

photomontages, collages, and only occasionally modest 

sized buildings in periodicals, books, and exhibitions. 

Opposing to Bonta’s views, interpretations of the 

images seem vital to understanding the reason for the 

photographs inducing the notion of perception through 

the space, mentioned earlier in the essay. Images create 

space that is able to be occupied, and it has clearly been 

considered in the making of the image. 

Referring to figure 1.19 the photograph narrows the 

visitor’s line of vision forcing one to adjust to the framed 

views. The interior consists of offset wall planes that 

work with the low roof plane to encourage movement, 

activating an architectural promenade where framed 

views induce movement through the narrow passage that 

opens into a larger volume. This cylindrical process of 

moving throughout the Pavilion sets in motion a process 

of discovery and rediscovery.  

Plate 6 Seidman 247, Berliner Bild-Bericht, © The Bauhaus Dessau Foundation.

Plate 5 Seidman 249, Berliner Bild-Bericht, 
The Bauhaus Dessau Foundation (Dodds, 87)

Figure 1.19
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Luscombe’s analytical perspective drawing study of restitution found all 

viewing points can be plotted along the same axis. The multiple viewing 

points suggest that the viewer is moving, although not smoothly, along this 

axis, selecting and depicting a resulting collection of controlled yet sporadic 

visual investigations.  Building Desire on the Barcelona Pavilion bridges the 

discussion of perspectival drawings, and Mies subtle manipulation of them, 

with the translation from drawing to form, primarily through the medium 

of the original photos of the Pavilion. Similarly to the manipulation of the 

perspective drawing, the original photos of the Pavilion had been edited by 

painting over them. 

It is important that the same emphasis on horizontality isn’t reflected in 

the perspective, instead the freestanding centre wall has no defined top. 

There’s much stronger emphasis on the vertical elements. Whether or not 

Mies was directly responsible for the alterations to the master prints of the 

photographs, and while there’s no proof, as a group they are considered 

more important than any one of Mies’ surviving drawings of the pavilion and 

far more illuminating than his published comments on the project. Mies had 

a lot of say in what was publicised and exhibited which makes it difficult to 

imagine that he did not make, or direct, the alterations to the photographic 

images of his most famous work to date. Through the perfectly defined 

spaces, Mies’ architecture is seen with theatrical reference and his drawings 

and photographs reference the performance through the spaces.  Through 

the play of light and shadows in them, there’s identification of reflection of 

movement with the sensation of the body: “That is, we see in the mirror what 

we feel in our body” (Dodds, 43). 

“By covering up its roughness, the ceiling appears less, not more, like the highly 

textured travertine floor, suggesting that the architect wanted the photographs to 

highlight the difference between the two horizontal planes, not their similarity. Rather 

than wanting to create a horizontal symmetry that requires the optical equivalence of 

top and bottom, it seems more likely that Mies wanted to create a sense of horizon” 

(Dodds, 76) 
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Architects and critics have written about 

encountering similar experiences through the 

pavilion, catching glimpses of their own figure 

reflected in the glass, then others, confusing 

and enlivening the spatial reading of the place. 

Disorientation is attributed to the mirrored 

surfaces, labyrinthine path and the absence of 

an exit. “Evans’s and Tegethoff’s claims, on the 

other hand, are dependent on an absence of 

movement - on limiting one’s vision to framed, 

static views as a photographic image would 

suggest” (Dodds, 77). 

It becomes interesting then in how it was 

reconstructed. The Pavilion is so familiar to 

historians and critics that, even by those who 

knew it solely from photographs and drawings, 

through the rebuilding of the pavilion it allows 

fresh insights into the photographs. The 

canonical prints of the Barcelona Pavilion 

have had an influential hold on generations 

of interpreters, subsequently, this accompanies 

misstatements and inaccuracies in virtually 

all publications of the Barcelona Pavilion. It 

is realised by those who have analysed the 

original drawings and photographs and in 

turn, visited the reconstructed Pavilion that 

a degree of detachment consciously exists 

between the original and its replica. The 

replica is, indisputably, a reinterpretation. 

Any attempt at historically reconstructing the 

Barcelona Pavilion, (or any other building) risks 

a reproduction of the image of a building and, 

more importantly, an image of its builders. 

Perhaps the most productive question raised 

by the reconstruction of the 1986 pavilion is 

not how closely the new building reflects the 

first one, but of the ultimate correspondence 

between idea and image, between truth and 

fact that so preoccupied Mies throughout his 

career. 

“Not only do the photographs from 1929 not 

“pale” in comparison to the new building in 

Barcelona, they seem somehow to become 

more vital, more intriguing, and, if possible, 

more colourful than before” (Dodds, 38). 

It makes sense through both media that for 

Mies, the objective accuracy of the plan (or 

plan to perspective) was less important than 

its correspondence with his ideal of the plan 

and the plan-as-idea. The correspondence of 

truth and fact is a correspondence of idea and 

image. If the image of the work adequately 

reproduced his idea, it was, for him, true. The 

photographs and both Barcelona Pavilions are 

still isolated works, each uniquely authentic, 

and without thinking of their distinctiveness 

cannot be interpreted properly. Each an 

isolated work, they offer each a unique 

interpretation of them. An important summary 

to be remembered through the analytical 

studies of Mies’ drawings. Having discussed 

the role of linear perspective, and its subjective 

nature that recognises a sensory role of the 

viewer, Mies acknowledged this as moving his 

drawings beyond representational.
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Barcelona Pavilion (Berger, Pavel and Georg-Kolbe-Museum, 90,91)Figure 2.01
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C H A P T E R    T W O
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Plan of Mies van der Rohe’s Barcelona Pavilion showing the Universal grid: author’s own.

PERSPECTIVAL ANALYSIS OF MIES’ AND 
SCHINKEL’S DRAWINGS
Correlation between plan and perspective

The universal ground grid seen in this plan is carried through the pavilion as a 

spatial module. Extending the ground plane grid upward as a cubic volume, 

it defines the base building block for the entire composition.

The module established by the grid creates a governing rule set for position 

and placement. This becomes important when analysing from plan to 

perspective. When tilted and viewed through a perspectival lens, the gridded 

plane establishes a recessional field. The concept of the grid has been carried 

out throughout the analysis of this work.
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Author’s sketch of establishing perspectival gridsFigure 2.03
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This is the underlying grid depicted from the drawing. It comes from a perfect 

square making up the dimensions of the freestanding wall, as shown in this 

image as well as two other squares which appear to position the column. It 

may be considered a pre-determined sheet size that gives the distortion of 

the image and forms the ambiguous and ill-defined depth of field evident in 

the scene, if not for the compositional accuracy of proportions. This grid has 

been used in wanting to understand how Mies’ constructed his perspective 

drawings, and has been applied to others of his perspectives. In this drawing 

the square positions the column, and like the Barcelona Pavilion perspective 

also has a central vanishing point and horizon line.  

Establishing the grid: Underlying grid of the Barcelona Pavilion
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Figure 2.04
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A grid was drawn over the Pavilion perspective, perfectly dividing it into 6 x 9 

squares, and while the height of the back wall was not within the grid lines, 

the wall is exactly the same height as 1 gridded square. 

Alignments in Mies van der Rohe’s Barcelona Pavilion Interior PerspectiveFigure 2.05
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Further drawing out 45-degree angles to define squares within the perspective, 

and establishing the order in which each element is drawn in the perspective, 

establishes a method or feasible justifications to the composition of the 

drawing. 

Carrying lines across the sheet from the top and bottom of the left wall (image 

1), and creating two squares from the edge of the sheet has positioned both 

the centre column and the edge of the transparent wall, as noted above, and 

in image 2. 

Dividing these squares again – into quarters- determines the height and 

positioning of the freestanding wall (images 3 and 4), and in splitting the 

primary square into 8 x 8 squares this seems to position the back wall (image 

5). 
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Unpicking the construction of the Barcelona Pavilion perspectiveFigures 2.06

3|

4|

5|
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Investigation of perspectival correlation between plan and perspectiveFigure 2.07

HORIZON LINE 1VANISHING POINT

VIEWING POINTS
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HORIZON LINE 1VANISHING POINT

VIEWING POINTS

Investigation of perspectival correlation between plan and perspective, establishing a gridded fieldFigure 2.08
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This thesis returns, through the process, to literature to reinforce the analysis 

that is happening within the drawings, and this solidifies the methodology. 

An instance of this was extending diagonals back to the vanishing point, as 

demonstrated in the sketch which placed the mullions in the drawing in the 

same position. The mullions had been drawn from multiple different viewing 

points shown in figure 2.09.

Geometric restitution of the mullions from perspective to plan, and establishing a gridded field, Barcelona Pavilion
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Figure 2.09
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While it cannot be known for sure exactly what Mies intended, a series 

of ‘What ifs’ were queried and this has carried through the analysis. The 

explorations questioned, for example - 

‘What if Mies drew the perspective from a single viewing point?’

The restitution technique has been carried through on one set of the drawings, 

with no knowledge of the plan. The distortions of these are shown in the 

overlay of the plan generated in truth from the perspective, and the true plan. 

HORIZON LINE 1VANISHING POINT

GROUND LINE

45

VIEWING POINT

Geometric restitution from perspective to plan
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Figure 2.10



52.

HORIZON LINE

VIEWING POINT

1VANISHING POINT

‘What if the perspective was continued from outside of the framed view 

in order to continue to establish the correspondence of the architectural 

elements with the grid?’

The drawing of the rest of the image has been continued outside of the framed 

view in order to continue to establish the correspondence of the architectural 

elements with the grid. 

The vanishing point is located at the precise coincidence of the edge of the 

main freestanding wall, and the axis drawn perpendicular to this horizon line 

frames the edge of the wall. The elevations of the freestanding walls in the 

space have been developed more in the manner of an orthographic rather 

than perspectival drawing. 
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Establishing a gridded fieldFigure 2.11
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This is the space, as projected from one viewing point. If to consider this 

space in the same projection as his collage, it appears with such a different 

sense of depth to the scene. It appears more similar to others of his collages. 
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In this drawing on the following page, the plan and perspective from the initial 

restitution drawings have been resized so that both grids aligned - and this 

showed other alignments - questioning whether, unlike previously thought, 

the perspective grid was considered from the plan’s grid. The plan’s grid only 

aligns with the left side of the perspective, yet lining the centre of vision line 

with the edge of the freestanding centre wall, lines up perfectly the column 

in the perspective, with the line of columns in plan. This is not accidental. 

The column drawn in perspective is from a specific viewing point. It can’t be 

a coincidence that the two most important elements in the perspective - the 

column that has been positioned by the overarching grid, and the edge of 

the freestanding wall that is the central visual plane for the construction of the 

one-point perspective drawing - align perfectly with the plan if to size the two 

according to their grids. 

It is thought that if Mies was to have drawn from plan to perspective, he 

would have aligned the central visual plane with a more dominant single line 

on the plan. This continues the discussion there is between Mies’ perspectives 

and plans, however, to carry through the restitution method again from plan 

to perspective will not be valuable as the alignments are beyond that.

Figure 2.12
Author’s own collage



54.

Correlation between plan and perspective
Figure 2.13



55.

C
ha

pt
er

 2
  

 
   

   
Im

pl
ic

at
io

ns
 o

f p
er

sp
ec

tiv
al

 s
pa

ce
 in

 th
e 

w
or

k 
of

 M
ie

s 
va

n 
de

r R
oh

e.



56.

Further investigating the grid that Mies had set up, a line from the bottom of 

the centre column across to where it meets the transparent wall was carried 

downward, drawing out a 45-degree line, and at the intersection of the grid 

line, this was taken back to the vanishing point as a floor tile line. The centre 

of this, and at the same spacing as the first tile defines the edge of the pool. 

These tiles justified by this method, are the only ones in the original drawing 

that are in definition. It suggests that Mies drew this as a proportional exercise 

to set up placement within the grid before drawing the perspective down. 

Again iterating the perspective as independent of the plan. 

45°

These two grid lines appear to inform 
the size of the drawn floor tiles.
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Figure 2.14 Breaking down the grid
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Breaking down the grid

Measurements and further grids between the two drawings (plan and 

perspective) have been carried through the drawings. These show the 

repetition of a dimension in the drawing that corresponds with other points 

on the image and the division of the space into a horizontal grid that aligns 

with many points within the drawing. They enable justifications to specific 

elements of the perspective.
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Figure 2.15
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HORIZON LINE 1VANISHING POINT

VIEWING POINTS

Shown by the dashed red lines each of the freestanding walls are located 

off the grid lines to divorce them from the static position of fitting together to 

make sense, and to optimise their individuation. The exterior columns fully 

align with the grid, they’re governed in position by a standard, three-bay, 

square module. 

In the collage, with not all of the ground plane drawn, Mies has indicated 

enough lines to show the fact that wall planes don’t align with the floor grid, 

and that the columns, while not corresponding with the plan, align with the 

floor grid.
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Relationship of the the architectural elements with the gridFigure 2.16
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This drawing demonstrates an intention to carry the module through to align 

relationships from plan to perspective, and in a sense, elevation, and in 

order to do so one part of the drawn grid was carried down. This shows that 

regularity of the grid hasn’t been carried through the rest of the building. If to 

fully construct a gridded module of the entire space, in real life the module 

would be stacked three high and would resonate in each of the systems. 

HORIZON LINE 1VANISHING POINT

VIEWING POINTS
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Investigation of perspectival correlation between plan and perspective, establishing a gridded fieldFigure 2.17
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PICTURE PLANE

60° CONE OF VISION

CENTRE OF VISION
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This analysis of Mies’ 50 x 50 house 

is an example of using the restitution 

method to establish a gridded 

volume to continue out the drawing. 

As shown in these ones. 

Highlighted plan of 50 x 50 house drawn in perspectiveFigure 2.18
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PICTURE PLANE

60° CONE OF VISION

CENTRE OF VISION
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GROUND LINE

HORIZON LINE

VIEWING POINT 1

HEIGHT LINE

VIEWING POINT 2

PICTURE PLANE

60° CONE OF VISION

CENTRE OF VISION

60° CONE OF VISION

CENTRE OF VISION

The grid dimension found in the 

perspective was repeated as an 

elevation of the right-hand side 

wall, and down into a plan which 

reflects the plan as it was drawn 

in the perspective. From this a 

reconstruction of the perspective 

view as if considering all of the space 

within the 60-degree cone of vision 

could be achieved.

Geometric restitution drawing from perspective to plan of 
Mies van der Rohe’s perspective drawing of his 50 x 50 house

Figure 2.19
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Ludwig Mies van der Rohe, Interior photo of Main 
Living Area, Villa Tugendhat, 1931. (Barba and 
Branly)

Karl Friedrich Schinkel, Perspective drawing of the 
entrance lobby, Altes Museum, 1829. (Schinkel)

Ludwig Mies van der Rohe, Perspective drawing of 
House with Three Courts, c 1938. (Rohe)

Figure 2.20

Figure 2.21

Figure 2.22

All images have been edited by the author.
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These perspectives, like the previous, differs from that of the Barcelona 

Pavilion in that it’s a two-point perspectives, and less like elevations than 

the first. Conventionally through his perspectives though, the horizon line 

runs exactly through the centre of the back wall. 

Barcelona Pavilion interior photo, 1929, Ludwig Mies van der Rohe / photo: 
Berliner Bildbericht. Bauhaus Dessau Foundation. (Dodds, 92)

Ludwig Mies van der Rohe
Perspective drawing of Gericke House Project, 1932. (Rohe)

Ludwig Mies van der Rohe
Perspective sketch of Ulrich Lange House, 1935. (Rohe)

Ludwig Mies van der Rohe
Perspective sketch of Ulrich Lange House, 1935. (Rohe)

Figure 2.23

Figure 2.24

Figure 2.25

Figure 2.26

Anticlockwise from top
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The limitations of drawing back lines and analysis of vanishing points and 

proportions of elements within drawings, both on the computer and on the 

drawing board, are essentially limitless. The computer enabled more accuracy 

of lines back to the drawing’s vanishing points, and in the case of Mies’ 50 x 

50 house as an example, the vanishing points are entirely off the sheet and 

suggest that Mies was drawing on a very large drawing board, or more likely 

taking the lines back to vanishing points by sight. This fits with the outcomes 

established so far, as while appearing to be an accurate perspective drawing, 

the accuracy of the drawing was far less important than the representation of 

the spaces it shows. 

That is, while Mies’ work is caught up in truth and universal truth, the construction 

of both the representation of it - the drawings and the photographs - and the 

materiality of it, is far less important than the truth of the International Style.
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sketch, analysis phaseFigure 2.27
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The nature of the Barcelona Pavilion perspective as an elevation was 

questioned and this led to setting up a series of reflection explorations, 

motivated in the way that Mies’ wall are like vertical mirrors; reflecting and 

creating illusions of space. This photo of the Pavilion shows the maintenance 

of sightlines through the transparent walls, and again emphasising the 

interiority that there is to the entire project that allows ambiguity of boundary. 

The subject-focus of representation, and theatrical reference, in the way in 

which Mies’ drawings reference the performance through the spaces, links 

Mies to Karl Friedrich Schinkel. 
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Reflection studies from the Geometric 
Restitution analysis

Figures 2.28



66.

Viewing the perspective differently
Figure 2.29



67.

Schinkel’s analysis has been carried out in the same means; the perspective 

image is broken down into a grid, and the lines taken back to the vanishing 

point. In these perspectives the horizon lines are always lower down than 

in Mies’ perspectives, putting emphasis on verticality rather than optical 

equivalence of top and bottom planes as evident through Mies’ perspectives. 

Perhaps attributed to the nature of Neoclassical drawing in that the setting 

is more framed to the sculptured figures and detail that through this era 

was characterised by a return to classical antiquity. Simple line drawings 

were seen to be the purest classical medium, although opposed to this 

are Schinkel’s paintings which depict moody scenes more characterised 

as Romanticism. While Neoclassical architecture was monumental and 

ordered, Romanticism also placed emphasis on emotion and individualism. 

This drawing appears symmetrical although is not, and has also been 

proportionally set up correctly, although the coffered ceiling projects back 

to multiple viewing points. A figure is always at the vanishing points. The 

questioning of representational approaches through the drawings of 

Mies and Schinkel has established a rigorous and strong methodology. 

Central visual line (CV) at the exact 
centre of the drawing

Height Line

Coffered ceiling appears to have 
been drawn correctly yet the 
fremework of it have been drawn 
back to completely different 
vanishing pooints

The visual rays 
reflected show that 
the drawing is not in 
perfect symmetry

Figure 2.30 Perspectival analysis. (Schinkel)
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Figure 2.31 Figure 2.32

Chair by Karl Friedrich Schinkel Chair by Mies van der Rohe, with similarity of 
design to Schinkel. Author’s photographs
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CASE STUDY ANALYSIS
This chapter identifies case studies which raise questions concerning 

‘representation’ in architecture. Collectively they address the research aims 

and objectives. By questioning the correspondence between architectural 

drawings and built form, this section looks to identify drawing tools that 

unpick conventional drafting methods.

To discover original and inventive design, the work of Liz Diller and Ricardo 

Scofido’s Slow House project, and their innovative ‘drawing apparatus’ is 

evaluated. Designed as a drawing tool to conceptualise the project, this 

work calls into question the nature of architecture, and how the tools of 

architectural representation can be challenged. The Slow House hasn’t been 

analysed in terms of the design of the house, but regarding the drawing 

apparatus. It sets up an approach for the design of a drawing apparatus 

that breaks the boundaries of linear perspective as it has been drawn since 

the Renaissance, and aids in the design process. Through this project, they 

are reconsidering the role played by a representational tool, in that the 

design process directly determines the formal outcome, and links the idea of 

mediating a view, through the drawing apparatus. The drawing is set up with 

two centres, in a similar way to Piranesi’s example of setting up the drawing 

from two viewing points. There is consideration of different views at different 

viewing points.  The curve of the house arrives from the apparatus, and the 

effect of this form became apparent in architecture studios where students all 

had started to draw curved shaped forms (Lubow, 36-41). 

This study has established a strong methodology, through the unpicking of 

drawings by restitution method; and by setting up grids to place elements. 

The analysis would be taken further if the relationships within the grid were 

questioned (the nature of perspective as elevation for example). There 

needed to be parameters and constraints set up (as any testing) to determine 

what would change under certain parameters. Since working the whole time 

between plan and perspective a drawing machine that could correspond 

between perspective and the orthogonal plan, would change parameters to 

continue to unpick the nature of these drawings. The changing viewing points 

which underlie Mies’ perspectives established the fundamental question; how 

to draw out perspectives with changing viewing points and up to plan with the 

same component? Thus, enabling to control the one variable, and maintain 

its relationship to the other parameters of linear perspective. 
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A controlled device would ensure greater 

consistency and therefore accuracy, and ideally, 

this device would be applied to further analyse 

and establish a methodology for design. 

A drawing apparatus is proposed with the 

intention that it applies formal analysis through 

the work. Which controls the parameters to 

further analyse and carry out drawings to test 

design. In the way it is to conceive in plan, the 

suggestion of movement, (it is in this sense that 

it is similar to Diller and Scofidio’s Slow House 

apparatus).

Concerning how the analysis arising from 

this study can be reapplied, the 13th Venice 

Architecture Biennale’s ‘Piranesi Variations’ 

has been analysed. This case study identifies 

methods to locate analysis from the original 

drawings, back onto a site in a reinterpretation 

of the original design. In this study, they are 

looking to derive from the drawings, new space 

as it would be in real life, from the etchings 

of Piranesi’s Campo Marzio. In the way in 

which it challenges what we expect from linear 

perspective. It has set up a similar system to 

geometric-restitution in that it derives from the 

perspectives the shape, size and position of the 

object as it would be in real space. 

Further addressing narrative, and returning 

to the first case study in the way it suggests 

movement and embodiment through design, 

OMA’s Casa Palestra demonstrates how a 

reinterpretation of the Barcelona Pavilion 

illustrates human occupancy, through moving 

elements, projections, mirrors and reflection 

panels among others. These are suggestive 

of the design qualities acknowledged in the 

first chapter, and which are intended to be 

incorporated in the design as part of the study’s 

aims and objectives.

Only one of the four case studies has been 

built, demonstrating the change in architectural 

representation that is occurring, with more and 

more buildings designed to not necessarily be 

built. Drawings are able to be privileged as 

the final product, and in doing so they must 

describe, as opposed to the building, both the 

organisation and the experience, and made to 

be as Borden puts, “virtually occupied.” (15). 

Looking to Mies’ representations; drawings, 

photographs of drawings and photographs 

of temporary buildings, their relation to built 

form was often unclear. Each an isolated 

work and interpretation and clarification was 

ambiguous. This allows, as learned through 

Piranesi Variations, a strong basis on which to 

reinterpret and construct space. 

This chapter seeks to apply the insight that is 

attained, to a reinterpretation of the German 

Pavilion – in order to begin to reveal the time, 

space and quality of the original building, in 

the new.  
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  41JAE 70:1

Liz Diller and Ricardo Scofidio
Slow House Drawing Apparatus, 1991

Pencil drawing on plywood sheet thinly coated with plaster

Keywords: Section, Drawing Apparatus, Cinematic Space

Diller

 Slow House Drawing Apparatus, 1991. (Diller, 41)Figure 2.33
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CASE STUDY 
DILLER AND SCOFIDIO’S SLOW HOUSE

Challenging the conventions of architectural representation, Diller and 

Scofidio executed the drawing of a vacation home on a wooden board with 

drawing equipment attached. Mounted at one edge is a stainless steel custom 

made ruler that pivots around a fulcrum at the centre point of the board. The 

base geometry is generated from drawing curved lines around the fulcrum. A 

ruler parallel to the main arm can slice cross sections at any location along 

the plan, perpendicular to the tangent of the curve. The frames cut at intervals 

along the apparatus are projected as elevations to form the design of the 

Slow House, which is conceived as a viewing device as a whole. Relative 

to this thesis, and to Mies’ work are the concepts of narrative, cinema, 

photography, montage and performance. Linked also to the discussion 

surrounding sculpture and ornament, the Slow House has been described by 

the client as “like a sculpture so that no ornament is necessary.” This idea of 

an inhabited camera, producing views that obscure the boundary between 

real and fake, sets up frames in the way in which Mies’ architecture has been 

described – offering the focus of a subject, object, status, perception and 

possibly for play. A new conception of space that artists were striving for in 

the twentieth century, and that Mies achieved also. 

The sectioned frames from the apparatus support the narrative of a car 

approaching and continuing its journey through the building to the view. 

The frames trace movement through the plan. The narrative suggests that 

the car’s windshield and the view through it is replaced and merged with 

the entrance of the house. The frame of the windshield merges with the front 

façade and this is intended to read as the house having no front façade, only 

a front door. In this linking of image and movement, arrives the concept of 

cinema within the work. Bruno Taut encouraged the use of film in architecture 

to relieve representation from the still image, which to him was one of the 

main obstacles to the realisation of modern architecture. His argument was 

derived from the reliance of the still image as prevalent since the arrival 

of perspective. A change in how perspective is understood would address 

Taut’s concerns with the still image (Robbers, 9). This leads to the use of the 

apparatus as a new way of ‘seeing’ architecture in that it mediates a view, 

producing architecture as a technology that creates the view. 
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 Slow House Apparatus drawing, 1991 (Dean and Lek)Figure 2.34

Clockwise from top

 Slow House model, 1991 (Dean and Lek)Figure 2.35

 Slow House sectioned frames, 1991(Hess)Figure 2.36
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Ground and First floor plans of the Slow House 
(Diller and Scofidio)

Figure 2.37
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CASE STUDY 
OMA ‘A SLICE OF MODERNITY / CASA 
PALESTRA, THE DOMESTIC PROJECT’

OMA attack historiography through their project for the 1986 Milan Triennale. 

‘A Slice of Modernity / Casa Palestra, The domestic project’. It sets out to 

demonstrate the provocation of Modernist buildings, using the Barcelona 

Pavilion as a case study. In a means to show sensory and psychological 

qualities in the Barcelona Pavilion in contemporary culture, they have made 

a ‘spectacle’ of the Pavilion, installing a range of effects that suggest human 

occupancy and revealing the ‘hidden’ dimensions of modern architecture 

(Gargiani). In doing so they are confronting the criticism surrounding 

Modernism as abstraction devoid of people, time, past or tradition, and 

completely separate from the outer world. A criticism of being too pure. The 

use of the Pavilion as a case study proves the iconography attached to the 

Barcelona Pavilion. It holds status at the height of Modernity and beyond; the 

Pavilion is representative of Germany; and Dodds describes it as a ‘building 

as biography’, in that Mies’ whole career could be condensed into the 

Pavilion, summarising his whole oeuvre (11). This is mentioned as it is clear 

that is what underlies OMA’s project. The entry for the exposition took place 

nearly 60 years after the original building of the Pavilion, in the same year as 

the reconstruction of it. 

The notion of human occupancy in the Pavilion is discussed by Quetglas in the 

way people experience it as a stage, observing a space from a space which 

one doesn’t occupy. This experience is one of exclusion. (Quetglas, 93), and 

clear that in the spatial construction of the building itself, the observer to 

the Pavilion has been considered (Mertins, 54). Describing the spaces as 

being experienced ascribes cinematic connotations as opposed to denoting 

the still image. Twentieth-century representation became preoccupied with 

constructing its subject in space and time. This took into regard movement 

and the consideration of the viewing subject, hence film terms such as 

‘framing’, ‘montage’ and ‘sequence’ have all become common terms used 
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in the architectural discourse. (Robbers, 37). The coming of age of cinema 

was said to have inspired a group of artists and intellectuals, which Mies 

belonged to during the early 1920s, to radically rethink through their work; 

the role of the subject, the quality of the object, the status of the image, the 

regimes of perception and knowledge (Robbers, 6). Understanding this may 

perhaps help to read Mies’ work differently. Walter Benjamin is an advocate 

for discussing cinema alongside architecture. Cinema provides material for 

collective, simultaneous perception. (Mertins, 129).

It is interesting to note that in the interpretation of induced movement through 

the plan, OMA’s curved plan of the Casa Palestra, and the curved plan of the 

Slow House have much in common.
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Casa Palestra perspective collage, (OMA)Figure 2.38
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Casa Palestra installation key, (OMA)Figure 2.39
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Casa Palestra collage, (OMA)Figure 2.40
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Figure 2.41 A Field of Diagrams (Eisenman Architects)
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CASE STUDY 
VENICE BIENNALE ‘PIRANESI VARIATIONS’
For the 2012 Venice Biennale, Peter Eisenman formed a team to “revisit, 

examine and reimagine Giovanni Battista Piranesi’s 1762 folio collection of 

etchings, Campo Marzio dell’antica Roma.” (Rosenfield). This was inspired 

by the 13th International Architecture Exhibition’s theme ‘Common Ground’, 

dealing with the common ground between the profession and engaging in 

the process of architecture and its language of communication. From years of 

fieldwork measuring the ancient Roman building remains, Piranesi’s etchings 

depict what ancient Rome might have looked like; a re-conception of the 

past architecture. These are referred to in reinventing the present. Described 

as “precise, specific, yet impossible, Piranesi’s images have been a source 

of speculation, inspiration, research and contention for architects, urban 

designers and scholars since their publication 250 years ago.” (Rosenfield). 

Affecting the subject of the relationship between history and the present, 

Tafuri recognises “of perspective as a symbolic instrument for the quantitative 

control of space” (38). Interested in the composition of the structures, Tafuri 

notes of the perspective ‘reconstructions‘ of the plan as telling a great deal 

of Piranesi’s method of composition. Leading back to the initial restitution 

analysis in Chapter One. 

In the reimagining of Piranesi’s etchings of Campo Marzio, Eisenman 

architects, in their project ‘A Field of Diagrams’, explored through models and 

drawings “architecture’s relationship to the ground and the political, social and 

philosophical consequences that develop from that relationship”(Rosenfield). 
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Piranesi, after Tafuri, is the guy that you work through the reinvention of the 

present. Or is the figure in relation to who you work through the present. It’s 

not Piranesi, it’s the potential abstraction, introjected into modernity, through 

the figure of history for which Piranesi stands. (Jeffrey Kipnis) 
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The relationship that Piranesi’s etchings have to the ground, is recognised 

as a condition of ‘in-betweenness’, establishing fluid space and ambiguity 

between objects. The field in which he has constructed the objects is one 

of homogenous, non-hierarchical relationships. To that end, Eisenman in 

the translation of such work introduces four key compository elements; axis, 

pairs, the hinge, and interstation. The use of a grid confronts this condition 

by organising and dividing the ambiguous in-between spaces. It integrates 

‘formal order’ to the translations, and a language that Tafuri suggests was 

absent through the Campo Marzio. (Tafuri, 38). As Eisenman rotates, overlaps 

and layers -introducing form to the two-dimensional etchings- a degree of 

ambiguity of placement remains. Additionally, narrative plays a fundamental 

role through the work, in translating the drawings and creating new histories 

over the ‘superimposed historic and contextual grids’ taken from a translation 

of Piranesi’s imagination. 

Relevant to this thesis’ working, is how compositional aesthetics were 

altered - but still bearing visual traces to earlier form – to the spatial and 

temporal qualities between Imperial Rome and today. Through the narrative 

of comparing Altes Museum with the Pavilion, the new building also looks to 

be a palimpsest, between the Neoclassical Berlin that was epitomised in the 

distinguished building of the Altes, and to the twentieth century Berlin that 

became manifest into the pavilion in Barcelona.    

Frascari discusses Piranesi’s work that proceeded Campo Marzio as that was 

what characterised it, describing his work as testing the established canons of 

classical architecture. In reconstructing the past, it does not speak a classical 

language.

Piranesi uses that [Classical] language, applies the rules of the architectural 

orders and breaks them to empty them of their meaning and symbolic value. 

He applies the rules of representation to go beyond representation: the spaces 

he represents are at all times impossible: the medium of representation and its 

conventions are challenged; the space of representation, detached from that 

of material production, becomes the space for the production (construction) of 

ideas….(Frascari, Hale and Starkey, 101)
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This thesis teases out a closer relationship of the intentions of architectural 

drawings and the built objects they describe, and through this case study 

analysis, it is suggested that the translation of two-dimensional drawings, to 

‘built’ form, be explored through themes that begin to locate each subject 

in an overlying ordering system that makes sense of the drawing’s form. 

The effect shows the inexhaustible means to reinterpreting and speculating 

architectural history. 

I have also come to be interested in Eisenman’s modus operandi, in that it can 

be applied to my own in the way he seeks to control complexity. Eisenman’s 

approach supports the overlaying of existing grids that is evident in the 

study’s site analysis of Museum Island. Eisenman’s work has been discussed 

as producing a relationship of figure/figure, as opposed to figure/ground. 

That is, Eisenman sought “the possibility of a non-dialectical relationship 

between figure and ground, the possibility of producing groundless figures,” 

(Eisenman). 
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A Field of Diagrams 
(Eisenman Architects)

Figure 2.42
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This is also said of Piranesi’s Campo Marzio work, by Eisenman, in that the 

ground doesn’t produce or act as a datum in the sense a figure/ground 

relationship would, but rather “the ground becomes an interstitial trace 

between objects, which are also traces in both time and space.” (Frascari, 

106).

The parallels this specifically has with this thesis is exciting. It is in this sense 

then that Eisenman must be referring to the work as not representing a 

literal place or actual time, and it must be in this sense that it becomes 

such an interesting set of representations, for re-representing. Examining how 

Piranesi’s new way of conceiving, thinking and recording the city can be 

applied throughout contemporary architecture. 

This thesis doesn’t seek to apply the term figure/figure but does align with 

some of the principles of this. The hierarchy of grids that Eisenman achieved 

through layers, was built upon a field that was isotropic. A hierarchical system 

would normally maintain a distinction between figure and ground, and this is 

where the gridded relationship becomes interesting in that the figure/ground 

relationship is already dissipated, and the use of grids successful. 

Also significant to Eisenman and this study is the emphasis on the process 

by which to drive the project. In order for this thesis to successfully discuss 

translation through Mies’ and Schinkel’s work, into built form, it must be 

articulated through rigorous process-driven explorations that explore what 

each of the ‘Piranesi Variation’ teams are doing individually. 
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Figure 2.43  Model of the Campo Marzio, as interpreted by the Yale Students  (Eisenman Architects)
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2 . 2    D E S I G N    O F    A P P A R A T U S 
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changing viewing points skew the angle of the object

projection from perspective to plan using a gridded volume to place elements

construction rulers take points back to the vanishing and viewing points

Figure 2.44 Diagram of the construction of the apparatus
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Investigating the perspectival correlation between plan and perspective has 

led to the design of a drawing apparatus that serves to test the boundaries 

of how we use linear perspective and change the way we see it. A novel 

tool designed to control the parameters that have been set up through the 

study; to further analyse and reapply ideals to carry out drawings to test 

design. It conceives in plan the suggestion of movement, exploring a new 

way of drawing, making the drawings become witnesses of the performance, 

connecting movement and geometry. If to change the use of one variable 

of perspective; the viewing point, control of the other parameters are to be 

maintained and analysed. 

The conception of this was through drawing out Mies’ Barcelona Pavilion 

perspective from each of the different viewing points he constructed it from. 

This recognised each ‘frame’ as able to stand alone as a perspective, albeit 

framing a completely different perception of space respectively.  A reduction 

of four perspectives down to one portrays more within the one image, 

exemplifying the architectural drawing as moved beyond mere representation. 

The freestanding wall, while recessive in the rendered perspective, acts as 

a dominant object through the frames and governs the movement through 

them. The multiple perspectives determined both the design of a drawing tool, 

and the results that the tool will enable. Whether or not the single perspective 

existed as four beforehand is not imperative to the study. This discovery is 

a demonstration of Mies’ architectural thinking through his architectural 

drawings. 
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Figure 2.45 Sketch, questioning the role of the apparatus 



91.

Figure 2.49 Partial plan and overlaid perspectives in the apparatus
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Perhaps the best way to consider cinema alongside Mies’ perspective images 

is how cinema constructs spaces in the mind, suggested by Pallasmaa. These 

montages present the viewer with a series of choreographed views, as frames 

in a film are constructed. Imagination plays a role in the construction of 

the perspectives, and also through the reading of them, inviting to form a 

space from the images and to form different perceptions. This establishes 

the idea that the creative act is not performed by the artist alone and that the 

spectator adds a contribution through ‘the phenomenon of transmutation’” 

(Haralambidou, 5).  Both film and architecture can be discussed through 

the work of Walter Benjamin and his belief that both are perceived in a state 

of distraction. In the way that “cinema demanded a completely new way of 

thinking about the image and its active role in the ways the subject perceives, 

comprehends, engages with and creates the world of objects” (Robbers, 39), 

the representation of architectural drawing has been reconsidered.

This concept is taken directly into the apparatus; to take multiple perspective 

frames that are drawn out as moving along the centre of vision of line into the 

plan, and combine into one overlaid image to capture movement through a 

still image. And the need for an apparatus for this study, confirmed. Drawing 

allows, quite unlike digital modelling programmes, to document, or develop 

drafting techniques or ways to allow experimentation. 

Fundamentally the apparatus is a means to test the way that perspective 

has always been drawn. At the core of this, is the contemporary thinking 

that the computer is the most sophisticated machine, albeit, computers still 

draw perspective as it has always been drawn, since its conception 600 years 

ago. This underpins a foundation to explore the nature of drawing manually 

through an apparatus. The apparatus instigates a new way of thinking about 

drawing linear perspective. A new facture for architectural representations.
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“Paradoxically, the fragmentation and temporalisation of space initiated by film 

montage and modernist collage that opened up a truly infinite realm of poetic 

places for the human imagination still await their translation into architecture.” 

(Frascari, Hale and Starkey, 11) 
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Eisenman states that he builds from the ‘cuts’, from the plans and sections 

(Ansari and Eisenman); “Buildings are both imagined and constructed from 

accumulated partial representations” (Carter, 7). And this is what the apparatus 

achieves also, designing through partial perspective representations. 

Complexity is built up within the apparatus and then controlled through the 

overlaying on site, with consideration to site cues, alignments and design 

intuition.  

The principles of perspective were derived from the analytical studies into 

Mies, and it was necessary to return to the basis of the projection of linear 

perspective to set up the framework for the tool. In drawing out a traditional 

Cartesian drawing, refer to figure 2.52, the process of the projection from 

plan down to perspective has informed the construction of the apparatus. 

With the missing elevation, the Pavilion’s perspective was used as the elevation 

component. The perspective is incomplete but the principles are what were 

important. 
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Figure 2.47 Sketch forming the basis of the apparatus components
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Projection dow
n of partial Pavilion plan to perspective, treating M

ies’ perspective draw
ing as an elevation

Figure 2.48
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The height of the drawn perspective - as missing the elevation component - is 

estimated. Where a ruler parallel to the picture plane, horizon line and ground 

plane, would (from an elevation) determine at what height the perspective 

would be drawn from the plan, through the apparatus the height of each 

element on the plan was intuitively drawn, with the horizon line through the 

centre of the perspectives. The ambiguities come from the absence of an 

elevation, yet these ambiguities when analysed are to be quite revealing and 

will show values that take the projections beyond the project.

The picture plane and centre of vision line, (offset as it is in the Barcelona 

Pavilion perspective), remain constant. The frame for drawing up the plan 

creates a fulcrum along the centre of vision that creates the viewing point 

and by moving the viewing point up, or down, the centre of vision line, the 

vanishing points change, thus the closer the viewing point is to the object, the 

narrower the vanishing points and the more distorted the image becomes. 

The horizon line is an independent variable, able to be moved up or down 

the vanishing points and changing the angle as well as the distance, the 

perspective is viewed at. Construction lines enable to draw in plan, and then 

also bring points on the plan back to the viewing point so that it can be 

deduced down into perspective. There are construction lines coming from 

vanishing points in order to draw out the perspective. 

After setting up the horizon line, and drawing a picture plane and centre of 

vision line, by using the construction ruler from the viewing point fulcrum, 

the lines in plan are drawn back to the viewing point. Where these points 

from the plan mark the picture plane, they’re drawn vertically down over the 

horizon line. 
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Sketch on the constrants of the apparatusFigure 2.49
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The frame that positions the plan defines a boundary, but there still remains 

a degree of ambiguity through the placement of the plan, and this can 

determine firstly the size of the perspective that is projected below. As the 

closer the plan to the picture plane, the closer the vanishing lines are together 

and then the vanishing lines projected vertically downward from the picture 

plane will be narrower. There is also an advantage had in having a variable 

element within the frame of the plan as plans can be drawn at a 90/0° or 

60/30° as the frame suggests – and the construction rulers from the frame 

are designed for this. It is fundamentally a device to test and to analyse and 

the degree of variability is enabling of this. 

The first apparatus exercise was taking a partial plan of Mies’ 50 x 50 house, 

and drawing it down to plan from 60/30°, and then 90/0°. The nature of 

a partial plan stemmed from the analysis of Mies’ perspectives, in relation 

to the 60-degree field of vision explored, with the partial extent of the plan 

established in the perspectives. The dimensions of the apparatus board 

limit the perspectives to a small scale in comparison to the size of the plan. 

Accumulation of larger scale partial representations achieve more detailed 

perspectives. 
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Perspective of the Barcelona Pavilion from the apparatusFigure 2.50

Conclusion:

The apparatus allowed to break the standard rules in the way in which the 

viewing and vanishing points were able to act as independent variables 

from the picture plane, horizon line and ground line. That is, by keeping the 

other components constant, and enabling movement with the viewing and 

vanishing points, I was able to analyse the relationship that these had in the 

setting up of perspectives; the closer the viewing subject gets to the object 

(the closer the viewing point to the picture plane) the narrower the view of the 

object (the narrower the vanishing points). 
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First two iterations of the apparatusFigure 2.51

The apparatus has changed the way one can project in the mind and thus 

changed the way to generate a mental perspective. Therefore impacting on 

the way we think, even of standard linear perspective. 

Rather than being restricted in the board, the parameters set up from the 

extent of the size and the positioning of the frames, start to determine design. 

While a technical and very rigorous process has been set up, design activity 

through the apparatus allows for a degree of intuition. The apparatus creates 

parameters but doesn’t fully inform the design. 

Feedback from the second design critique was given that even if it’s not the 

whole building, the frames drawn through the apparatus give enough of the 

design to start to develop one. 
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Interior of 50 x 50 house, Mies van der Rohe, from 60 / 30 degree planFigure 2.52
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Interior of 50 x 50 house, Mies van der Rohe, from 90 / 0 degree planFigure 2.53



102.

Barcelona Pavilion entrance perspective

Figure 2.54

Figure 2.55

Altes Museum, Karl Friedrich Schinkel, entrance perspective
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Barcelona Pavilion interior perspectivesFigure 2.56 Figure 2.57
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Entrance steps of the Altes Museum, drawn out through five viewing pointsFigure 2.58
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Analysis of the relationship of overlaid frames from the apparatusFigure 2.59
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C H A P T E R    T H R E E

Gallery space Figure 3.01
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109.

1:1000 model of the site on Museum Island, Pine woodFigure 3.02
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SITE ANALYSIS
In the same way as Karl Friedrich Schinkel approached master planning, 

site analysis must be carried out with strong regard to the formal and 

spatial relationships of the site. In regard to Schinkel’s paintings and 

perspective drawings, the free-flowing spatial definition can be attributed to 

Schinkel’s occupation as a Romantic painter, and the volumetric and spatial 

arrangements of his successful urban sites, a credit to him as a Neoclassical 

architect. 

The Altes Museum on Museum Island in Berlin was designed in 1822 and 

executed from 1823 to 1830, with the whole redevelopment of the Lustgarten 

in front of the museum occupying Schinkel throughout the decade of the 

I820s. (Pundt,124) The Museum is repeatedly cited as one of the most 

successful designs of its type and influenced Mies as well as many other 

Modernist Architects. The exterior composition was conceived as basically 

complementary in geometric form to the palace at the opposite side of 

the square and also to the Zeughaus across the Western bank of the River 

Spree. Attention to the spatial and physical surrounding context formed a 

comprehensive, organised urban environment. 
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Figure 3.03 Altes Museum Berlin. View to the staircase. Drawing by the architect of the museum, Karl 
Friedrich Schinkel. (Schinkel)
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It differed from the surrounding buildings in that it was raised on a podium – 

of which Mies has done in the Barcelona Pavilion and also the Neues Gallery 

in Berlin. By elevating the Ionic colonnade well above the ground level it 

was possible to view the major exterior feature in its entirety from a distant 

observation point. For Schinkel, the use of colonnades served as frames. In 

the Altes Museum, the wide colonnade frame views out to the Lustgarten and 

the surrounding monumental buildings, and he sets up frames in the interior 

and uses columns to frame statues and direct view.  

Figure 3.04

Site plan of 
Museumsinsel, 

Museum Island, 
Berlin. Looking 

at alignments 
between 

buildings.
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Figure 3.05 Altes Museum and Lustgarten (“Altes Museum (Berlin).”)
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Figure 3.06 Altes Museum from across the River Spree (by the Zeughaus)  (Thiele)
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Museum Island in Berlin is the perfect site, as with 5 museums, it illustrates the 

evolution of modern museum design, and is cited as Berlin’s civic and cultural 

nucleus. (Pundt, 123). The site to carry out this study’s design exploration is 

situated perpendicular to the Altes Museum, between the Lustgarten and the 

River Spree. There is currently, in 2017, the development of a new master 

plan and a new building, the James Simon Galerie Museum at the North of 

the site is a project similar to the design exploration being carried out through 

this study, in that it references historically and contextually the surrounding 

buildings. 

After having been flattened by the Nazis for mass rallies during the 

Second World War, the Lustgarten is now a reinterpretation of Schinkel’s 

original design. Ultimately considering again the functional and aesthetic 

coordination between the immediate surrounding Zeughaus, Berliner Dom 

Cathedral, the Altes Museum, and the Palace, as well as a series of new 

buildings. Consequently, in revisiting Schinkel’s emphasis for a controlled 

visual experience, the value of a design case study on this site must be 

considered in terms of the total context, considering the spatial relationships 

and formal continuity between the existing buildings. (Pundt, 117).  The site, 

exactly perpendicular to the Altes, is harmonious with Schinkel’s intention to 

form a ‘third wall’ to the Lustgarten, currently achieved through the rows of 

Linden trees. It was suggested in an early proposal of Schinkel’s that the Altes 

façade be exactly perpendicular to the palace, yet was dismissed. Schinkel 

has maintained the desired physical distance from the Altes to the long 

impressive façade of the palace, however. (Pundt, 127).
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Figure 3.07 Plan of Schinkel’s buildings surrounding Museum Island, Berlin  (Pundt, 117)
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Through the site analysis, this study has been fundamentally concerned 

with setting up parameters that would continue to inform the design since 

parameters had been forming the rest of the process. Having since been 

setting up a framework that could determine a new way of designing, further 

site-specific parameters, as generalised as site boundaries and planning 

grids, could return the design to the narrative and make the design study 

more specific. Through the apparatus, it could be inevitable that perspective 

frames be drawn infinitely without any formation into a building. 

The first step with the site was setting up, for scale purposes, a 10m x 10m 

grid, but the exact effect of this was questioned. The grid needed to come 

from the narrative as if redesigning the pavilion alongside the Altes Museum. 

The proportions of the façade of the Museum were continued across the 

Lustgarten and then perpendicular at 90 degrees across the site. Indirectly 

becoming, a reflection of the Altes façade. Certain points on the Altes grid, 

when drawn across as the analysis has done, meet points on the Zeughaus 

façade, and these are to be addressed in the planning as well. The site 

and the narrative literally become a screen for projection. As the Pavilion is 

suggested to have been intended to be viewed through the Ionic colonnade, 

the Eastern façade of the new site facing the Cathedral and the Lustgarten 

immediately was intended to be viewed the same way. This initial intuitive 

planning was necessary for setting up the second phase of design - and 

through the rigorously controlled design process, the intuitive nature of this 

initial planning was seen as invaluable. Important to how the partial nature 

of the design drawings were to come together. 

What the initial planning grid across the whole site established were points of 

reference. There were points of particular importance, corresponding points 

found from overlaying axis from the surrounding buildings, further emphasising 

the controlled design intent of Schinkel, with these alignments suggesting 

that they were more than just coincidental. Any intersecting or aligning lines 

from site axis and grids were noted, to add to the parameters this study is to 

be designing within. Atop of the grid, a secondary organisational grid was 

established. Further than the axes, the drawing out of each of the surrounding 

building’s planning grids established where reference points were situated in 

regard to each other, and determined a nucleus on the site - the centre-point 

of the Lustgarten - which acts as a focal point from each façade. This was with 

the intent to ask how the relationships between building grids, and reference 

points could inform the design. 
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Museum Island, Berlin

Figure 3.08 Grid from the colannade at the Placa de Carles Buïgas, Barcelona, aligning with the grid from 
the Altes Museum colonnade



120.

Figure 3.09 Site analysis 
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I had been considering the colonnades in both the Altes Museum and the 

Pavilion as on different spatial organising grids, in that that they had not 

produced the reference grid, nor ordered the rest of the layout. They need to 

be thought of in site context. In the aligning of the Barcelona colonnade with 

the grid of the Pavilion, the first of the steel columns align perfectly with the 

centreline of the longitudinal pavilion. It suggests that the existing columns 

of the colonnade have positioned the walls. The drawing out of this grid was 

revealing, after having only considered the material grid, and the gridded 

volume over the perspective. 

As site analysis progressed alongside design, the narrative of the two buildings 

was carried through the [conception of the] new building through sequential 

circulation. The partial plans from this sequence were projected through the 

apparatus (distorted) and sequenced – through the grid placement – into one 

plan. Overlaying the plan from the apparatus onto the established site grid 

aligned points.  

Through initial sketches, it was suggested that a reflection of the new building 

in the River Spree could appear - as seen from the bridge on the Unter den 

Linden, as a reflection of the Altes. Viewing the building from the Lustgarten, 

the Eastern bank of the river beside the Zeughaus is visible, and if to raise 

the building on a plinth like the Altes, the river bank would be seen as a 

continuation of the plinth. Further justifying the idea of the plinth as evident in 

both the Pavilion and the Altes.
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C H A P T E R    F O U R
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125.

Altes Museum elevationFigure 4.02

Barcelona Pavilion elevationFigure 4.01
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NARRATIVE
Justine Clark, in her journal article ‘Origin of Drawing: event, embodiment and 

desire in architectural drawing’, outlines the myth of the origins of architectural 

drawing that is cited in many architectural theorist’s discussions. She suggests 

myth as a “screen for projection” (Clark, 2). Or as with perspective, a picture 

plane onto which things are projected.  Beyond standard projections, myth is 

reinterpreted, creating a level of meaning and connection that engages and 

provokes. Neoclassical architects and painters retold the myth of Diboutades, 

who traced the shadow of her departing lover, using it as a receptive screen, 

or picture plane onto which allegories could be projected. In contemporary 

architectural discourse, the Neoclassical painted versions are the allegories 

used for writers to construct their own projections of the relationship between 

drawing and architecture. In the varying settings that depict the event of the 

first drawing, alternative readings are constructed, emphasising the effect that 

an alternative screen has on projection. Through this thesis, the concepts of 

collage and linear perspective which are feeding into the narrative, distort 

and create indifferences in a similar means to the case study example of 

Eisenman’s reinterpretation of Campo Marzio.

In a circular narrative, as this myth has continued to be projected, returning 

to the origin of drawing to find meaning in representation, the myth through 

this thesis returns Mies to Schinkel. The existing colonnade perpendicular 

to the Barcelona Pavilion, that while no longer there, existed at the 1929 

International Exposition in the Placa de Carles Buïgas Barcelona, was a 

screen onto which the trace of the Altes Museum is projected. And now the 

Lustgarten is the screen onto which the new sculpture gallery is projected, 

as reflective of the Barcelona Pavilion which was influenced by the Altes 

Museum. A circular rhetoric. 

Karl Friedrich Schinkel “Origin of Painting”, 1830 (Evans, 162) 
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The version most used through the writings of the myth in the 1980s and 

1990s was Schinkel’s 1830s painting. Another parallel to the narrative. 

Schinkel depicts Diboutades’ lover’s shadow being traced on a rock outside, 

as opposed to on a wall as otherwise interpreted. Evans argues that the 

absence of a building, is because for Schinkel as an architect, drawing 

precedes and prefigures architecture: architecture is absent until drawing is 

invented (Evans, 3). The act of the bodily practice of drawing is also described 

through the portrayals of the myth, as “the thinking of drawing as an active, 

inventive and productive process.” (Carter, 8). It depicts architectural drawing 

as an embodied activity. Yet in the painting, there is another figure doing the 

tracing while Diboutades directs, said to be speaking of the indirect nature 

architects have on the practice, for while they make drawings, they make 

buildings only indirectly. 
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134.

DESIGN OUTCOME
Translation from drawing to building

This section discusses the design with reference to the decisions that were 

made regarding the aims and objectives. It seeks to further enable the 

correspondence of architectural drawings and built form, by evaluating the 

resolution to a physical model. The execution of this has been essentially 

methodological, and this chapter will discuss the final design to test this. 

The start of the final design outcome arrived by overlaying a series of 

‘movements’ through the entrances of the Altes Museum and the Pavilion. 

These were drawn out two ways; by moving the viewing position into the 

plan, this framed different fields of vision, as a literal motion inward; and by 

analysing the relationship of the main object in the perspective, (the plinth or 

entrance stairs), as the viewing points got closer. These concepts are taken 

back into the design framework that was set up through the unpicking of 

Mies’ drawings. The whole time this narrative continued, as a rule set was 

built up, intending then in the design to use this framework to control the 

complexity arising through the drawing apparatus.

These frames from the Altes and Pavilion were distorted in the apparatus 

through the projection of partial plan down to perspective, and then the 

skewing of these perspectives through the projection from multiple viewing 

points. The perspective frames were then projected back up to plan, using a 

gridded volume to place the walls back onto the orthogonal grid. 

Important to this working process was how a partial plan, with a corresponding 

grid, can be projected down to perspectives and then back up to plan so as 

to offset elements from the original grid lines. Mies had done this with his 

architecture. 
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Figure 4.08
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Considering movement through the Altes Museum Figure 4.09
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Barcelona Pavilion plinth through three viewing pointsFigure 4.10
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Translating the principles coming through the projectionsFigure 4.11
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Ambiguity, and thus distortions also arose from the absence of an elevation 

on the board, and again in the projection from both the perspectives and the 

plan into elevations in order to establish a three-dimensional form. This is 

where the most intuitive design moves occurred, as little physical models were 

set up as the way in which to take the design further. The ambiguity of these 

drawn frames is evident in the two completely different models that came out 

of overlaid frames of the Pavilion entrance. The first model (figures 4.23) was 

taken directly from the elevations and plan (figure 4.20), and was effective in 

setting up rules around what was occurring within the grid. The other (figure 

4.28), the more productive one, was an interpretation of the perspective 

frame. By drawing out ‘frames’ from this model, further physical models were 

made, and frames drawn out again from these. With a grid for positioning, 

the frames were taken back to plan, to be reapplied back into the building 

matrix. ‘What if’s’ were again asked which took the methodology outside of 

the linear process. For example, it was how these frames could be viewed, the 

entrance plinth becoming viewed as a roof, and setting this up on a matrix. 
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Partial plan of the Pavilion to be projected in overlaid perspectivesFigure 4.12
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Overlaid perspectives of the Barcelona PavilionFigure 4.13
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Plan taken back up from the overlaid perspectives, distorted Barcelona Pavilion planFigure 4.14
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Sketch of plan from the apparatus, Preliminary DesignFigure 4.15
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Overlaying the plan onto the site grid and projecting down to perspective frameFigure 4.16
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Narrative through the planFigure 4.17
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From one viewing point from the new planFigure 4.18
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Overlaid perspectives of the Barcelona 
Pavilion perspective, projected up to plan 
and down to elevations

Figure 4.19
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Catalogue of wall heights in 
elevation, in order to take the 
design in three dimensions

Figure 4.20
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Placing the offset elements onto 
the plan using a gridded volume

Figure 4.21
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The plan drawn out in illustrator, placing nodes on the grid intersections so that the physical model clips together.Figure 4.22
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Photographs of card and acrylic model of the plan 
as projected from perspective frames, 1:200

Figures 4.23
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Critiquing the plan against site considerationsFigure 4.24
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Critiquing the planFigure 4.25



154.

Critiquing the planFigure 4.26
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Model making process, ‘building’ frames that come together as a wholeFigure 4.27



156.

Model of the different frames in the overlaid perspectives, white cardFigure 4.28



157.

The overlaid perspectives being viewed differently, to take relationships between the elements into 
three dimensional form, white card

Figure 4.29
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Frames drawn out from the card model, to take relationships between the elements into three dimensional formFigure 4.30
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Figure 4.31 Middle sketch was taken forward and considered in terms of bringing light into the spaces
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Figure 4.32 Components taken into physical model
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Figure 4.33 Black card partial model of the circulation core, final design, 1:200
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Figure 4.34 Black card partial model, final design, 1:200
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Figure 4.35 Sketches over partial model
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Figure 4.36 Black card partial model, no scale
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Figure 4.37 Black card partial model, no scale
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Figure 4.38 Black card partial model, no scale



167.

Figure 4.39 Black card partial model, no scale
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DESIGN OUTCOME
Linear Perspective’s impact in the role of architectural drawing/ representation

This chapter reflects upon the developed design as a test of the boundaries 

that define linear perspective. It then goes on to outline how these boundaries 

have been challenged. The preliminary design chapter through the design 

of the drawing apparatus, outlined exactly the changes that this study has 

implemented, to how linear perspective is set up. This section discusses the 

apparatus explicitly with the effect it has had on design.

The final design demonstrates a complex matrix that establishes an ordering 

system to piece together the partial frames arising from the distortions in my 

projections. 

Through the final drawings of the finished sculpture gallery, there is also 

a ‘vagueness’ to them. Alluding to the truth of materiality left out of Mies’ 

perspectives, “the representation drawings of his Glass House projects reveal 

the contradiction that resides behind the implied simplicity.” (Neumeyer, 115). 

This contradiction calls to question the value of representational perspectives 

as instruments of translation, together with Mies’ ideal of absolute truthfulness 

of work. The ambivalent quality of the perspectives as representative of my 

final design, is in wanting to separate the representational from the built form. 

There is nothing vague or unsure about the built model – acknowledging 

the importance of the process of interpretation - at 1:50 scale the model 

was an exercise in taking the design outside of the realm of representation 

and into built model form. The representation drawings, through alternating 

perspectives in one frame, imply a sensory role (as focus of the work). Taking 

these frames into ‘built’ form embodies the very responsibility of the drawing; 

an opportunity to closely regard the process of interpretation of the drawings, 

to the form that they transcribed. 

The plans are considered fundamental in the truth of the work and in this 

translation. Whereas with Mies’ work, much cannot be read from the plans, 

and the focus was in revealing what the perspectives could inform about the 

plans.
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The idea of frames which have been carried through this work suggests a 

static way of viewing architecture. However, it is the shifting of frames that 

brings movement to the spaces by the shifting of the eye across the horizon. 

Detlef Mertins in ‘Presence of Mies’ believes that Mies’ architecture is all 

about constructing a horizon. Evans sees the horizon line in Mies’ architecture 

as working to stabilise the asymmetry of his plans, similarly, Mertins looks to 

them as defining spaces. “If Mies’ projects are frames for a view, what these 

projects frame is a horizon. It is not just that they frame an existing horizon, 

rather the frame is a mechanism for producing a horizon.” (Mertins, 182). In 

a way of considering the viewing subject through the designed spaces, the 

consideration of frames that had arisen from the apparatus were considered 

in exactly this way; arranged to produce a horizon, and this is exhibited more 

clearly in these sketches. 

The changing viewing points in the apparatus, (with consideration of a field 

of vision), is considered in the same means through the planning of the 

spatial arrangements, in that the subject is considered along a controlled 

axis. The ordering of the frames is achieved by configuring elements to 

maintain framed views to the surrounding context, as well as mediate sight 

lines internally. Interpreting the relationship between the spectator and the 

elements demonstrates a thorough consideration for the participant in the 

spaces. 
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Figure 4.40 Sketches of the exterior form, crossing over of frames
Figure 4.41 Barcelona Pavilion interior photo, 1929, Ludwig Mies 

van der Rohe / photo: Berliner Bildbericht. Bauhaus 
Dessau Foundation. (Dodds, 92, edited by author)
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Appreciation of complexity in architecture does not stand in conflict with 

demands for simplicity. Venturi recognised that the buildings of Mies van 

der Rohe opened valuable opportunities for the development of architecture 

but also that their selectivity and formal language represented a limitation. 

(Neumeyer, xv)

The spatial organisation as true to the plans is from the ordering of frames as 

outlined above, and also the structuring of partial planes, or details within the 

plan. They have been ordered through an underlying grid established from 

the site, but broken up into three grids which control the complexity of the 

details coming together, and acknowledge an ability to piece together spaces. 

Complexity though is maintained in the spaces by the shifting of elements 

from the grid lines, where elements that were drawn out in the apparatus 

have been offset from the overlaid gridded volume in the perspective. It 

demonstrates order versus chaos. 
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Figure 4.42 Interior planning of vertical circulation within the matrix



173.

Figure 4.43 Sketches of a central light void
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Figure 4.45 Sketches of the circulation through the building
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Figure 4.46 Sketches of the circulation regarding sight lines
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DESIGN OUTCOME
Narrative through Design

Linking the Barcelona Pavilion, to Karl Friedrich Schinkel, and to Schinkel’s 

Altes Museum, the design explorations intend to reinterpret both buildings, to 

make a connection back to Schinkel, as the inspiration to Mies. The building 

which exhibits sculpture, would be a nod to a representational history of both 

Schinkel and Mies.

After establishing a grid, circulation was strongly regarded as fundamental 

in representing the rhetoric, and the principles from the Altes Museum and 

the Barcelona Pavilion. Considered foremost, were compressed and then 

revealed spaces; as I believe Mies shifts the perception of the occupant with 

the same means. At one point in Mies’ buildings, space can appear to be 

fully enclosed, and on taking one step the wall is revealed as freestanding. 

This thinking was taken through the planning of this design in a set of three 

grids. Three scales within the grid were established as an ordering system 

to locate the frames. The structural grid or primary grid was established 

through the alignments with the Altes Museum and the site. A secondary scale 

concerns circulation. A tertiary scale places details of the columns and walls. 

These arrived from distortions occurring through the multiple frames from the 

apparatus. These slippages create tension points at the thresholds and are 

shown in the off-axis elements that direct the visitor. The main off-axis element 

draws circulation around the main gallery (ascending the stairs to the third 

level, with views into the main upper gallery) and around.
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The three parts of the building were broken up through the contextual grid, 

and in maintaining a dialogue within the surrounding context, ‘moments’ 

were considered through the Gallery spaces. As a set of three moments 

through the three parts of the building and on different floors, these are all 

offset from the grid, moments where circulation is diverted or where it crosses 

over; points of tension where the axes and line of vision changes and the 

columns have been treated as reactions of these. 
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Figure 4.48 Configuring the building elements 
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Figure 4.49 Planning of the building matrix
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Circulation is considered through the building in double interconnected 

loops of circulation, a sort of figure eight. A controlled journey by means 

of compressed masses through the thresholds of these spaces and then 

revelation, it alludes to the spaces that one is moving into. At play within 

the grid are changing levels and alternating floor heights as the visitor is 

brought up to the top level from ground, down to second, and to exit the 

way they are brought into the building, experiencing alternating framed 

views of the spaces they are moving into. This controlled journey has been 

established through the grid, and through the alternate scales, by the layout 

of elements along the circulation path, one to every three open spaces within 

the grid lines. The play of constriction and release teases out the notion of 

void and solid, (supported by play of light and shadow, transparency and 

enclosed spaces). The elements within the design were to have a ‘reaction’ 

to each other, thus through the play of contrasting properties. The roof form 

is intended to react to the internal formal relationships. Formally the roof 

was conceived as appearing to reach across the whole site as a sculptural 

gesture, in an expression distinct from that of purity through Mies’ flat roofs.
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Figure 4.50 Initial circulation sketch, double interconnected loops
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DESIGN OUTCOME
Architecture as a frame

To progress the frames from the apparatus, vocabulary of gallery spaces from 

Mies’ architecture is considered, along with creating my own from the analysis 

of ambiguities arising. Early analytical drawings, and literature reviews set 

up a brief that addresses the research objectives of accommodating human 

experience through the spaces by considering the occupants’ movement and 

journey. Through the apparatus, the design considers movement through 

multiple viewing points as explained, and through the experiments, the design 

should be seen to consider to; 

Create a sense of horizon

Play with light and shadows

Create framed views

This chapter of the design development will reflect upon the implementation 

of this brief. The brief set became important in structuring the project however, 

was not necessary to form the design; as the methodology that has such hold 

over this research has set up parameters itself that inform the design. The 

brief that is enabling control over the design decisions, the ability to plan and 

arrange spaces within the building, is through the interpretations of Mies’ 

approach to architecture. 

Through his architecture, Mies frames views that induce movement, and 

through the frames on the apparatus that are created as each one moves 

into the building plan, this is translated into built form also. The perspectives 

frames are translated into partial plans to be read as ‘sequences’. 
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Geometry is a rational science whereas architecture is a matter for intuitive 

judgment, therefore important that geometry gives architecture a reasonable 

ground but does not confide it to rationality. On top of this geometric 

rationality, the creative, intuitive and rhetorical aspects of architecture can 

develop. (Evans, 283).
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The site lines and transparency through these frames were analysed. To 

explain these site lines, it is the consideration of the crossing over of frames 

so that from some angles it is read as enclosed and some as open. By varying 

materials and surface conditions, as Mies applied through the Pavilion, the 

transparency, reflectivity and opacity of these enable to control these spaces, 

to determine the degree of openness. The conditions of these shift perception, 

and likewise in Mies’ Pavilion, ‘frames’ create an architectural promenade 

where framed views from the offset wall planes and low roof, encourage 

movement through the narrow passages to open to a larger volume. 
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Figure 4.51 Sketch, considering sight lines
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Entrance, looking toward the Main Gallery

Interior Perspectives

VP

VP

VP

VP

VP

Figure 4.52 Perspective, third floor looking down to the foyer
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Entrance, looking toward the Main Gallery

Interior Perspectives
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VP

Figure 4.53 Perspective, third floor landing
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Figure 4.54 Perspective, from the Main Stairs toward the Gallery

Ground Floor Foyer From the Main Stairs back toward the Gallery
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Perspective, Ground Floor Foyer

Ground Floor Foyer From the Main Stairs back toward the Gallery

Figure 4.55
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North Elevation, with the Altes Museum. 1:200

East Elevation, with the Zeughaus across the River Spree. 1:200
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North Elevation, with the Altes Museum. 1:200

East Elevation, with the Zeughaus across the River Spree. 1:200

North Elevation, with the Altes Museum. 1:200

East Elevation, with the Zeughaus across the River Spree. 1:200

Figure 4.56

Figure 4.57
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Figure 4.58 Interior Perspective drawing, Main Gallery looking back toward the entrance
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Interior Perspective drawing, collaged. Main second floor Gallery spaceFigure 4.59
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Figure 4.60 Interior Perspective drawing, Entrance Foyer
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Interior Perspective drawing, collaged. Entrance FoyerFigure 4.61
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VP
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VP

The Gridded Field established by the structure

Interior Perspective

Figure 4.62 Interior Perspective, the Gridded Field established by the structure



197.

VP

VP

VP

VP

VP

The Gridded Field established by the structure

Interior Perspective

Interior Perspective, the Gridded Field established by the structure
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Looking across the Gallery spaces

Interior Perspective

Figure 4.63 Interior Perspective, looking across the Gallery Spaces
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Looking across the Gallery spaces

Interior Perspective

Interior Perspective, looking across the Gallery Spaces
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Main Gallery, looking back toward the entrance

Interior Perspective
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Main Gallery, looking back toward the entrance

Interior Perspective

Figure 4.64 Interior Perspective 
Main Gallery
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Main Gallery, looking back toward the entrance

Interior Perspective

Interior Perspective 
Main Gallery
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Entrance, looking toward the Main Gallery
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Entrance, looking toward the Main Gallery

Interior Perspective

Figure 4.65 Interior Perspective
Entrance Foyer
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Entrance, looking toward the Main Gallery

Interior Perspective

Interior Perspective
Entrance Foyer
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Figure 4.66 Photograph of the construction of the final building outcome, in 1:50 black-stained plywood model
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Photograph of the gridded structure, 1:50 black-stained plywood modelFigure 4.67
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Figure 4.68 Photograph of the central void section, 1:50 black-stained plywood model
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Figure 4.69 Photograph of the central void section, 1:50 black-stained plywood model
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Photograph of the whole 1:50 model of the final design outcome, 
1200mm x 600mm, black-stained plywood

Figure 4.70
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Photograph of the transverse section cuts through the 1:50 model of the final design outcome.
1200mm x 600mm, black-stained plywood

Figure 4.71



212.

Figure 4.72 Photograph of the entrance of the final building outcome, 1:50 black-stained plywood model
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Photograph of the central circulation void, 1:50 black-stained plywood modelFigure 4.73
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DEVELOPED DESIGN CONCLUSION

This thesis and its narrative use the representational drawings of Mies van 

der Rohe as a generator of architectural ideas. The applications of these 

findings, as Mies’ thinking of his perspectives as independent of each 

other, are what have formed the design as derived initially entirely from one 

projection. The oeuvre of Mies and specifically the design of what is coined 

his most successful building, the Barcelona Pavilion, as the design study, has 

been linked back to Karl Friedrich Schinkel’s Altes Museum. The site of the 

Altes Museum on Museum Island in Berlin has historic, social and political 

relevance. Mies and Schinkel are both German Masters and the site links 

the narrative’s main figures and also provides the perfect site to test design 

that arrives from the exhaustive methodology. Taken from the case studies 

of Rapp and Luscombe was the value in translating these drawings between 

plan and perspective. This is what was fundamental in deriving a whole plan, 

from one perspective. What the project achieves in regard to the site and 

programme analysis of the rhetoric, is the interpretation of projections onto 

an emblematic screen, to make sense of the projections coming through the 

methodology. The rhetorical screen for projection has established a means 

to reduce the principles that were attained through the analysis, to a design 

framework. 
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The nature of this design question has arisen from a conscious need to 

closely consider our representation techniques as fundamental to how we 

see and produce architecture. In the contemporary architecture discipline, 

as technology drives our profession forward, this study sought to implement 

a way of consciously designing through linear perspective to engage with it 

further. In thinking of linear perspective in a new way, outside of the computer, 

it was sought to control its parameters and be more critical about it as a 

representational tool. Responding to this and critical to this study, has been 

the design of the apparatus, which was the result of a strong understanding 

of perspective. It led to a greater engagement with perspective. Specifically a 

greater engagement with the fundamentals that encompass linear perspective 

through shifting two of these; the viewing point and vanishing points. 

Furthermore, it addressed their effect on the other components to linear 

perspective; the picture plane, horizon line and ground plane. That finding 

was key to addressing the analysis of Mies’ drawings and thus informing 

the apparatus. Advancing further from this could be another prototype of 

this apparatus that doesn’t confine the extent of the projections as much, 

and which informs the design further, rather than relying on interpretations. 

And while these interpretations were important to the way in which they 

meant linear perspective could then be engaged with, they allowed a level 

of uncertainty in.  
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Figure 4.74 Photograph of 1:50 black model
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Photograph of 1:50 black model
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THESIS CONCLUSION
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The previous design chapters discussed the design in regard to the research 

aims and objectives. I wish to discuss to what extent these addressed the 

research question; What if the representation of conventional architecture 

could benefit from a new way of drawing linear perspective? Regarding 

narrative, Mies and Schinkel have provided a ‘screen for projection’. 

Narrative enabled a basis onto which translation from drawing to building 

could be discussed through the interpretation of their perspective drawings. 

Linear perspective’s impact in the role of architectural representation has 

been tested through the use of a custom drawing apparatus. The design 

qualities that recognised a sensory role through the architecture have been 

addressed in the previous chapter.

Through challenging what we know about the canon of linear perspective, 

calls into question the nature of architecture as it has been understood since 

perspective’s foundation during the Renaissance. What lay behind this as 

driving the study has been outlined in the previous chapter as a reflection of the 

design of an apparatus, and the outcome of such is a strong methodological 

approach to apply the research to design. Reflecting on the research, what 

the apparatus has achieved is a closer regard to what the drawings, as 

representational ‘vessels’ for translation, can embody, and the potential for 

abstraction through the translation process. The inherent intuitive readings 

of the two-dimensional projections to three-dimensional form release a 

potential for a translation of perspectives that would otherwise be projected 

without such responsiveness. The relationships between elements, within the 

perspectival components of the apparatus, and the formal elements, have 

been considered in terms of their quantitative control of space. 
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This reflection acknowledges the value in embodying a closer consideration 

of the viewer in the space.  In translating this through both plan to perspective, 

perspective to plan, and to three-dimensional frames, there is a richer value 

than would otherwise be considered in the translation of projections through 

unambiguous slick processes.

The study provokes the nature of ‘frame’, evident in the partial projections. 

It is architecture’s obligation here to set up a formal framework as proof of 

reconstructing the partial projections into a ‘built’ form. Understood, through 

the questioning of the instruments of architectural drawing and designing, 

is that in designing through the relationship between the spectator and the 

elements, the very nature of perspective as upholding that exact relationship, 

is extrapolated. 

If we understand these other parts of the question, the answer to the research 

question is ‘yes’. From founding the core of the research on questioning 

what is at the very core of architectural representation, a more sophisticated 

understanding of architecture is obtained. 
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Final Drawing ApparatusFigure 4.75
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Final Drawing Apparatus
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