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1 INTRODUCTION

Architecture is a game of perspective. When looking at 
a building, there can be a perspective onto a point that 
the architect wanted to highlight and draw all attention 
too. The façade might involve grids, columns or other 
structures that create a perspective and illusion. 
The design process involves drawing a building in 
perspective to get a clear picture of how the building 
fits into the surrounding area and what the effect of the 
building in that area might be. According to Evans, some 
scholar claim that not only perspective but architecture 
as a discipline is born out of geometrics, mathematics 
and science (Evans, 2000, p.xxx). But this is a limiting 
view. Rather it should be that architecture is an art born 
out of an art that is based on geometry. 

Either way, geometry serves as an important factor 
in architecture. Creating perspective while designing 
architecture, hence, can be also understood an 
art as well as mathematics. While it seems to be a 
rather strict concept deeply rooted in the fields of 
science and art, another aspect of perspective is in 
a different interpretation of the word. Architecture 
cannot only use perspective to showcase the building 
in three dimensions, but also to create a view on life. 
A building can create a perspective of something else 
or be a perspective of the architect’s ideology. The 
re-interpretation of the word perspective introduces 
the importance of language. It is the tool that enables 
architects to convey ideas that are not drawn on paper. 
Not only do we need both, drawn and spoken convey 
of ideas, to explain the ideas to someone else, but also 
to make the design clearer since both, language and 
perspective can be distorted. 

As the example showed, the word perspective itself 
can be distorted in the sense that there are different 
interpretations of the word and the context changes 
the meaning, which is the linguistic field of semantics. 
Distortion in the field of geometrics happens by the 
choice of perspective. Central perspective, which is 
mostly used in paintings, distorts the size of buildings 
to a certain extent. For architectural drawings, parallel 
projection is therefore better because the sizes of lines 
are not falsely represented in size. The architect can 
still choose to actively misrepresent size through their 
design and create an optical illusion through forced 
perspective, for example, which willingly misrepresents 
something in size and appearance. This poses the 
question of what the distorted perspective and the play 
with distortion means. 

This same definition can be used to describe irony, 
saying something but meaning something else. 
Distortion can actually be interpreted as a form of 
irony since both work with the same principle. The 
importance of these definitions is “something else”, 
since irony is mostly interpreted as saying something 
but meaning the opposite. But architecture as well 
as semantic scholars agree that distortion, which can 
be interpreted as a form of irony, does not work with 
showcasing an opposite, but a different interpretation 
of the seen or uttered thing. 

This question of what irony and perspective mean and 
how they work when combined is the main topic of this 
writing. This thesis tries to identify the importance of 
geometry and mathematics to create perspective and 
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language to create irony of perspective. The result of 
irony and perspective is illusion. Illusion have existed 
as long as central perspective has because central 
perspective distorts. It can be done willingly and put 
to the extreme or done unwillingly. No matter what 
the reason is, perspective is a common tool to create 
different kinds of optical illusions. Irony is then the 
catalyst that is used to comment and criticize. Artists 
and architects have used perspective in the past to 
make comments and differentiate themselves from 
other generations and movements. Perspective holds 
a lot of power, information and complexity. Ratther than 
being a tool to depict objects on a two-dimensional 
plane, it can give a lot of informatiton about the artist‘s 
or architect‘s stance on certain topics. Irony can then 
be the tool that enhances the critique or stance.
 
The thesis will explain and discuss different theories on 
the topic of perspective as well as language in order 
to connect them to irony. The goal is to establish a 
system that plays with perspective and the meaning 
of perspective in an ironic sense. After a theoretical 
discussion of the subject matter in connection to 
different architectural theorists, examples will be 
provided that are being interpreted on the grounds of 
the theoretical basis as well as our own analysis of the 
buildings. 

Furthermore, the use of perspective in different media 
will be analyzed. While a classic definition of the term 
perspective might be “The art of delineating solid 
objects upon a plane surface so that the drawing 
produces the same impression of apparent relative 
positions and magnitudes, or of distance, as do the 
actual objects when viewed from a particular point” 
(OED.com), modern technology can question this 
definition. Perspective is indeed a tool to put objects 
onto a two-dimensional picture plane, which is well-
used in architecture and art, modern technology can 
use perspective differently. Especially the description 
of viewing something from one point does not apply to 
most modern uses of perspective in rendering and CGI 
tools. Most modern technologies allow the viewer to 
see the image or world that was created from limitless 
different perspectives. It is much more like the real 
experience of something rather than just the depiction 
from one point. Perspective is therefore challenged 
because it no longer has to depict the object from 
one point and create the right distortion from only one 
point, but from all points. Perspective becomes a much 
more complex and bigger tool that has new qualities 
and problems to overcome in the age of new media. 

It will be analyzed and explored with theory and case 
studies and the question once again arises what the 
combination of irony and perspective means. 

Lastly, the development process of a doll house model 
that discusses and conceptualizes the theoretical 
research is documented. Lastly, the doll house will be 
discussed in its final state in relation to the research 
topic. The model is a way to make the theoretical part 
more graspable and implement the ideas that have 
previously only been developed theoretically. 
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2 LIE OR TRUTH

Perspective and geometry can lead to distortion, may it 
be accidental or deliberate. The viewer of a drawing as 
well as a person standing in front of a building can be 
deceived by the architect’s use of perspective. Distortion 
can be interpreted as a joke or funny deception game in 
the case of optical illusions that are designed mislead 
the viewer. Nevertheless, it can also be interpreted as 
just and simply faking or lying. Both overarching topics 
of architecture and language explore how much truth or 
lie there is when using perspective to depict something 
and irony to say something. Perspective, and especially 
the work with forced perspective to create deliberate 
illusions, raises the question of how much truth there is 
even left in architecture. 
Furthermore, it is interesting to discover what the effect 
of irony is on architecture and perspective. The main 
focus of this thesis is to understand how irony works 
and influences the use of perspective. While it can 
certainly be a tool of fakery or irony, what are the effects 
of these two tools. 
Firstly though, it has to be clarified and established how 
perspective works and how distortion is created. Is it 
lying to play with the different perspectives and sizes 
of objects to create a certain effect? Or is it just and 
simply the chosen representation of the object? It is 
difficult to answer this question. Distortion, especially 
when used deliberately, can be interpreted as fakery. 
Alternatively, Hutcheon’s justification to differentiate 
between lie and irony can be used as an argument. 
She says the intention is different when a person lies 
in comparison to when they make an ironic statement. 
A lie should not be uncovered as such while the irony 
only works if the said and the unsaid meaning are 

uncovered (Hutcheon, 2005, p.64). But how do we 
know if the architect wanted us to uncover a literal und 
unsaid meaning or if they were lying? It is difficult to 
answer these questions and make a clear decision 
whether something is fakery or truth. 
Especially postmodern architecture, which is the 
so-called time of irony in architecture, can serve as 
a ground to discuss whether the architect wanted to 
deliberately mislead with a design or did it with an ironic 
intention. 
Emmanuel Petit described in his text Irony or, the self-
critical opacity of postmodern architecture that irony 
always has to be inhabited in a system and makes 
its home in any structured activity and system (Petit, 
2013, p. 18). According to this, architecture is the 
perfect breeding ground for irony. Architecture works 
with systems of grids and geometry to create forms and 
perspectives. The discipline can definitely be ironic as 
well as lead to misinterpretations. 

GEOMETRY AND PERSPECTIVE

The discipline of architecture is divided into geometric 
drawing and the artistic design process, two disciplines 
as similar or different as written and spoken language 
(Evans, 2000, p.xxxv). The one discipline is highly 
criticized as being too pre-planned, secondary in 
importance and authenticity and therefore making 
speech much more valuable because of its authenticity, 
spontaneity and genuity. Translated to architecture, the 
same prejudice of secondary importance is transcribed 
to geometric drawings. The truth is however that 
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neither can the disciplines of linguistic theory be 
just copied into architectural theory nor is there any 
lesser importance two either of the two disciplines in 
architecture. A building needs to be planned in the 
form of a geometric drawing and a geometric drawing 
needs a building it can depict. No matter how tedious 
the one and creative the other form might be, both are 
necessary. Furthermore, perspective is formed out of 
both disciplines. The building and design process can 
shed light on the perspective of an architect on life and 
his principles, and geometric drawings are the tool 
needed to create perspective in a design and drawing. 
Moreover, the importance of geometry cannot be left 
undiscussed since it is a foundation of the discipline as 
well as the origin of different perspectives. 

One who agrees on the importance of geometry for 
architecture and writes theory about it is Robin Evans. 
In the text The Projective Cast – Architecture and its 
three geometrics, he writes about this close connection 
of architecture and geometry and looks at art history, 
mathematics, drawing and engineering to explain 
his ideas. He wants to uncover how imagining and 
producing architectural forms works and claims that 

geometry plays an active role in doing that. Thinking, 
imagining, drawing and then building is all connected 
to geometry. He defines different types of projection 
and even geometries. One of the main points of his 
text is that he thinks there is more to architecture and 
an architectural vision than a two-dimensional picture 
or plan. He investigates the ambiguities of projection 
and the interaction of imagination with projection and 
its metaphors.

Questions arising from the close study of architecture 
affiliated to geometry is the effect geometry has on the 
architectural design. Evans (2000, p.107) poses two 
questions: How could architecture arise out of the two-
dimensional, depthless designs on paper? And how 
was architectural space put down on depthless paper?
During the Renaissance, most architects were 
trained painters and painters were used to painting 
in perspective, like a centralized perspective. But 
this posed a problem for Architecture because the 
perspective did not show everything in the right scale. 
Central perspective occurs when there is only one 
vanishing point. Vanishing points are visible when 
parallel lines go so far to the centric point of a drawing 
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that they appear to touch at the end of the horizon. 
Parallel lines never touch of course, as is well known 
from mathematics. Vanishing points are always 
concerned with centrality and it opens the discussion 
as to why infinity should be represented exactly the 
same way as centrality? There is no real answer to this 
question.
The vanishing point disturbs not only the two 
fundamentals of Euclidian geometry – that parallel 
lines never meet and that congruent figures stay the 
same shape when moved – but also strengthens 
Evans’ argument that perspective is not the same 
as our vision. Things get changed in their shape 
according to how close they are to the front or the 
back, and therefore closer to the horizon of the picture 
(Evans, 2000, p.130). Perspective can hence be used 
as a tool to distort the truth or the real-life depiction 
of things. It can moreover be argued that perspective 
is a subjective tool. It does not objectively represent 
the truth, but it changes according to the distance of 
both, the picture plane and the vanishing points. Artists 
can use this tool to deliberately change the shape 
and form of an object according to their liking or the 
message they want to convey. Thus, perspective 
turns into an almost political device that can influence 
other viewers by shaping and modelling forms into 
objects that deliver the desired effect. However, this 
standpoint has to be weakened by the fact that seeing 
is a subjective action and every eye interprets and sees 
differently than the other. The perception of a picture 
is different according to personal beliefs, experiences 
and ideologies. Nevertheless, perspective is not the 
same as vision and while the interpretation of a picture 
still depends on the viewer, perspective and its ability 
to distort makes it a subjective tool that can be used to 
mislead on purpose. 

Evans (2000, p.123) also clarifies that:
“The perspective format of the painting will not be 
duplicated in the photograph. The same difference 
can be observed in two early Renaissance perspective 
techniques; there was a perspective construction for 
architecture and a perspective construction for heads. 
The former is well known, the latter hardly recognized; 
the former has vanishing points, the latter does not.“
He noticed that in a lot of Renaissance paintings, the 
figures are aligned in the front of the picture and the 
architecture with its perspectival distortion is only in the 
background. While it was important to show buildings 
and the pavement in perspective, the humans are not. 
There is more focus on the emotions and position of 
the people than on the importance of perspective. Later 

paintings by da Vinci, Raphael and Michelangelo make 
full use of the space around them and this line between 
background and foreground vanishes. It can be said 
that architecture led to the vanishing point which led to 
architecture (Evans, 2000, p.136). 

Raphael was one of the first who noticed that this posed 
a problem for building and designing buildings and then 
slowly, parallel projection was used. These parallel lines 
are also sometimes understood to be light paths. So in 
very simplified words, it can be said that architectural 
space showed up when light as a geometric instrument 
and light paths showed up (Evans, 2000, p.108). 
The similarity between the perspective projection of 
painters and the parallel projection of architects is that 
they both bring space onto paper, but the outcome 
will look different. The three parts of geometry are the 
plan, section and elevation. Through these tools, the 
architects could now use parallel projection to bring 
detailed plans of their buildings onto paper without 
falsifying the scale of parts of the building. 

Evans goes on to describe that while there are 
differences between the two- and three-dimensional 
space, wall and paper surface can have close 
resemblance and then the outcome in architecture is 
that the building’s façade looks as flat in real life as it 
looks on the drawing on paper. Palladio’s example here 
shows that these parallel lines on paper should evoke 
a feeling of depth, but then it was built with little depth. 
Not only facades, but also sections can be depthless 
when they are aperspectival, as in the example of the 
Philharmonie in Berlin that he brings (Evans, 2000, 
p.120). The section does not show the depth of the 
hall that it is depicting very well because there is no 
central perspective or vanishing point that can help the 
spectator make out how far back and deep the hall is. 
A section normally always involves a cut through the 
building which does not need to involve perspective 
and an elevation of what lies behind, which not only 
involves projection but also opens the view to a deeper 
space of what lies behind the cut plane. The example 
of the Philharmonie in Berlin is aperspecitval because 
it lacks showing the depth or making it clear how deep 
the space behind the cut plane is. 

In modern architecture, that sometimes lacks all 
symmetry, frontality, rectangularity and axiality, it is 
hard to use drawing techniques that can show all the 
attributes of the building on paper. It poses problems 
to show depth and bring the building to paper and still 
show how it is three-dimensional. 
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Evans furthermore argues against the common 
claim that perspective is a cultural artifact and a set 
of conventions through which we have defined our 
own vision. He does not agree with this standpoint. 
Perspective is in fact not the same as human vision, 
for the simple reason that our brain does not need to 
put a three-dimensional world onto a two-dimensional 
plane. Additionally, the brain does not distort figures 
when they are put in central perspective, for example, 
but it can interpret them the way they are in real life. 
Nevertheless, the brain and our vision of things is 
highly subjective. Art, just to exemplify the point, is not 
interpreted as beautiful, nice, ugly, or pleasing by every 
single human being in the same way because the 
interpretation depends on subjective experience and 
belief as well as personal taste. Neither vision should 
be called a cultural artifact, to add to Evans’ theory. 
Nor should perspective be seen as a cultural artifact. 
We therefore agree with his standpoint. Still, there 
is no doubt that perspective has the ability to distort 
and distortion can mislead in the interpretation and 
understanding of a visual representation of something. 
Evans says, similarly to our judgement, that 

perspective is not a cultural artifact because during 
the Renaissance, for example, some critics said 
perspective was a deception because it distorted 
the true measure of Euclidian geometry. Distortion 
is of full political and philosophical implications and 
therefore not the same as our vision. Also, since there 
is distortion, it cannot be seen as a set of conventions 
through which we have defined our human vision 
(Evans, 2000, p.127). He goes on to discuss how 
much truth there is in perspective. He says there is no 
doubt that it fails to tell the whole truth, but he asks the 
question if there is any truth in it. At first, he says, it 
might be the easiest thing to proof that perspective is 
of course not what we experience and see in real life. 
A constructed perspective drawn on paper is just and 
simply not the real experience (Evans, 2000, p.126). 

He then goes on to discuss another point. He says 
that “A perspective picture is an instantaneous section 
of the straight lines that join a point in space with the 
salient features of the things pictured. The fidelity of 
geometrical perspective results from this being similar 
to the way that light enters the eye. The key word here 
is similar. (Evans, 2000, p.127)” He tries to show that 
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nature and geometry are not the same. There are only 
exact straight lines in geometry; they are idealized. 
Light and therefore our tool for seeing does never travel 
in an exact straight line. He explains the concept by 
using the example of Dürer’s perspective machines. A 
perspective machine is an optical instrument designed 
to help artists create perspective drawings. The optical 
(Dürer‘s artist looking at his model through the gridded 
veil), the mechanical (Dürer‘s contraption for drawing a 
lute), and the geometrical (linear perspective) are not 
identical to how our eye sees it. They are very similar, 
but our eyes are not able to see in as straight a line as 
the nail is mounted from the wall to the picture. And not 
even the string is perfectly straight. Geometry is just 
idealized.
Panofsky, mentioned in Evans’ writing, agreed that 
linear perspective does not give a true imagine, but 
he thought it was because of the curved shape of 
the surface of our retina. Perspective projection has 
nothing to do with the shape of our retina and it makes 
no difference if it is flat or curved (Evans, 2000, p.127). 
Evans goes on to explain that photographs, films and 
videos all have in common that they are mechanical 
and therefore distort perspective just like Dürer’s nail 

and string. 

Lisa Bek, a scholar quoted in Robin Evans’ book, 
noticed that a lot of times the axial vistas of a 
Renaissance painting of architecture were identical 
to lines of human movements, such as colonnades, 
avenues or the view through a door and the scenery 
was ideally treated as symmetrical on either side of the 
optical channel. Symmetry, like distortion, can have 
political connotations. Bek also said that the more 
geometry there is in a perspective, the more it will 
dominate the picture. So even figures then will look like 
columns and therefore part of the architecture (Evans, 
2000, p.142). 

Perspective has the ability to distort, architectural 
drawings as well as paintings of humans or nature. 
Central perspective distorts figures that are closer to 
the horizon and the vanishing points, which is more a 
mere result of the choice of technique rather than a 
deliberate decision – except it is used to deliberately 
mislead with the misrepresentation of size and length. 
Nonetheless, there are other tools which mislead with 
the representation of size and do that quite deliberately. 
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We are speaking of optical illusions. Optical illusions 
can use a perspective, called forced perspective, 
to deliberately swindle about the size of objects and 
the vanishing point of the perspective. It can make an 
object look smaller or bigger as well as further away 
or closer by. One of the most common examples in 
day-to-day life is fun tourist pictures, where people are 
“holding up” the Leaning Tower of Pisa. Neither are 
they touching the Tower in real life nor are they even 
close to the picture. It just looks like they are touching 
it on the picture. This perspective can be used in 
architecture to create a hallway that looks much longer 
than it actually is. This system was used to create the 
Borromini Gallery at the Palazzo Spada in Rome. The 
hallway looks about four times as long as it really is. 
Along with the distortion of size, the completeness can 
be distorted. The perspective of a building can not only 
make the viewer make false assumptions about the 
true size of an object but also about the completeness. 
Through the right perspective, parts of the building can 
easily be hidden and misleading in the interpretation. 
This issue raises the question of how much truth there 
is left in architecture. And is distortion even a lie or is it 
just a form of representation? 

LANGUAGE AND IRONY

Language is the tool to communicate ideas, it being 
architectural or other ideas. Even describing your 
position or perspective on things demands us to use 
words. While it is another concept of perspective, 
language is important to interpret perspective, distortion 
and irony. Irony is a figure of speech that falls under the 
category of rhetorical devices of humor. In linguistics, 
irony is concerned with semantics. One important thing 
to clarify right is the definition of the word “semantics”. 
In linguistics, the language is deconstructed and 
classified into smaller and smaller units that make 
up language and then create grammatical sentences 
when assembled correctly. This means that a sound 
turns into words into phrases and sentences and then 
gets a meaning. And this is where semantics comes 
in, it is the study of meaning in linguistics. A scholar 
writing about the semantic meaning of irony is Linda 
Hutcheon. She wrote extensively about irony in the 
book Irony’s edge, the theory and politics of irony 
where she also writes about the semantic interpretation 
of irony in our language.
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She argues in her text that there are three different 
semantic characteristics of irony, the relational, 
inclusive and differential (Hutcheon, 2005, p.56). Irony 
is relational because it works between two meanings 
(the said and the unsaid, which means the ironic 
connotation) but also between people, who she calls 
the ironist, the interpreter and the targets. Irony always 
need some kind of relationship between the ironist and 
the person receiving the ironic comment or remark. The 
inclusive means that both phrases, the ironic and literal 
phrase have to be considered in order to understand 
the meaning and it is not about the substitution of 
either. And the differential offers an explanation of 
how irony is different than other figures of speech, like 
allegory, metaphor etc. 

She then argues against the description of irony 
as saying something but meaning the opposite. 
The definition usually found in dictionaries, just to 
exemplify what kind of definition she is talking about, 
is as follows “the use of words to express something 
other than and especially the opposite of the literal 
meaning” (Merriam-Webster.com). Hutcheon (2005, 
p. 56) disagrees with this notion and explains it with 
examples. She thinks this either/or notion simplifies 
irony too much. She thinks some ironies can be seen 
as the simple inversion of words, but she thinks irony is 
not only about opposites. She explains that this would 
create problems, like the sentence “I love people who 
signal” when someone in front of you just did not blink. 
It is clearly ironic. But what would be the opposite? 
“I hate people who do not signal.” Yes, but there are 
problems with this. The sentence does not only create 
on inversion, but it needs two opposites. Therefore, it 
could be “I love people who do not signal” or “I hate 
people who signal”. How do we know what inversion 
we need to get the right meaning?
As this first example showed, it is not always clear what 
opposite we need. “Brutus is not an honourable man.” 
as written in Shakespeare does not only have one 
opposite. It could be “Brutus is an honourable man.” 
Or even “Brutus is an honourable woman”. Hutcheon 
admits it is a silly example, but it makes her point. Irony 
does not happen by saying binary things, but through 
context and inclusion of what is said and unsaid. 

In order to make the correct use and meaning of irony 
even more clear, she draws attention to and explains 
the differences of irony and other figures of speech. 
Irony is already a broad term that houses other figures 
of speech under it, like sarcasm, but it can also be 
differentiated from other figures. As a lot of theorists 

say that irony draws on opposites, she points out that 
litotes and contradiction do that much more. Litotes 
means that you say something in a negating way to 
mean something positive, like “not bad” for “well done”. 
Also, it is the job of a contradictory uttering to say 
something opposing, not necessarily the job of irony. 
Hyperbole works by by excess and by exaggerating. 
She also differentiates between metaphors and irony. 
She says that irony draws on differences between the 
meaning of the sentences, while metaphors do quite 
the opposite. They convey meaning by looking for 
similarities between the two things. An allegory is also 
not to be confused with irony since an allegory should 
be interpreted to reveal a hidden meaning, typically 
a moral or political one. Ambiguity is also different to 
irony because it lacks irony’s critical impact that it can 
have on the person who is receiving the irony. 
Last but not least, one could say that irony is like lying. 
You are saying something you don’t literally mean. But 
Hutcheon argues that the difference is in the intention. 
Irony should be decoded as irony while a lie should not 
be uncovered as one of course. Also, lies are meant to 
be permanently contradicting, while irony is supposed 
to be uncovered and reveal its meaning when looking 
at the said and unsaid (Hutcheon, 2005, p.63). 

One example to describe Hutcheon’s theory is the 
picture of the rabbit and the duck. The picture shows 
a rabbit and a duck, depending on the perspective you 
look at the rabbit. The perspective we speak of in this 
example is lesser what kind of perspective (central 
or forced perspective or projection) was used but is 
concerned with orientation of the picture. If it is aligned 
horizontally or vertically, changes which animal we see. 
Nevertheless, most people are able to make out what 
animals it depicts without turning their head nor turning 
the picture. Our brain does most of the adjusting. 
According to Hutcheon (2005, p.57), this picture also 
explains her standpoint on the definition of irony. Like 
the rabbit or duck picture, the said and unsaid meaning 
of an ironic statement are not opposites, but rather just 
two different things. The big question that arises from 
this animal “riddle” for Linda Hutcheon is whether we 
see both images at the same time or if we can only see 
one after another. While she says that some theorists, 
like E. H. Gombrich say that we can only see one 
interpretation of the picture at once, Hutcheon does 
not agree and says that she thinks we can see both 
(Hutcheon, 2005, p.57). She then turns back to irony 
and applies this concept to irony. She says that we 
can very rapidly change between the unsaid and the 
said and we need both to understand irony. We could 
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think of it as an addition, so “unsaid” + “said” equals 
ironic (the third composite). It means that the said, 
literal meaning and the unsaid connotation have to play 
together in order to create the ironic. Her main point 
is that she wants to reject the belief that you have to 
reject the literal meaning of a sentence and fully focus 
on the ironic meaning. They have to work together. 
Translating this concept of perspective, it can mean 
that we need both, the real object and the object in 
two dimensions with possible distortion to create 
perspective. Like Hutcheon posed the question in 
linguistics whether we can understand the literal and 
unsaid meaning simultaneously, it is interesting to 
think about whether we can see the distorted image 
in perspective and the rea-life object with the right 
proportions at the same time or if our brain can only 
work with one at the same time. 

Irony is more than just one plain definition of “A+B is 
irony” and creating a funny and humorous moment, 
though. Irony is not only about the humor it creates, 
but it has many more possibilities. Irony can serve as 
a figure of speech to express skepticism and criticize 
what is perceived as common sense. Furthermore, 
irony can express uncertainty. 
Irony was and still is used in many forms, in art, literature, 
politics and architecture. Linda Hutcheon (2005, p.36) 
writes more theory about irony and calls architecture 
that uses parody as a form of criticism “cutting edge” 
and means that irony has the power to hold people 
on edge and can create confusion, misunderstanding 
and disagreement. That is one of the main problems 
of irony, the cutting edge become a double edge if the 
irony is misunderstood or not understood at all. 

To conclude, the main point Hutcheon tries to bring 
across is that irony is not as simple as it is described in 
various definitions and is also not only about opposites. 
Rather, irony is the addition of what is said and what is 
being left unsaid and it can’t work with one of the two 
missing. She explained it in so much detail because 
she wants to change the way we talk and think about 
irony. She concludes the theoretical part of the by 
saying that “like the duck/rabbit image, it [irony] would 
involve and oscillating yet simultaneous perception of 
plural and different meanings” (Hutcheon, 2005, p.64). 
In architecture, we can try to find this notion of the “said” 
and “unsaid”. There might be an obvious interpretation 
or façade of the building or project, but maybe we need 
to look at the unsaid to get the ironic meaning. 

Also, language is the most important tool we have and 

use right now to convey theory about perspective, irony 
and architecture. Discourse and discussion are crucial 
to understand a topic more clearly. Nevertheless, 
language can be used to say something while meaning 
the exact opposite and is therefore not always as clear 
as we might think it is. Once again, there is the question 
of how much truth or lie there is in language. 

PERSPECTIVE, INFINITY & CULTURE

One thing that most perspectives lack is the 
understanding and use of infinity. According to Erwin 
Panofsky in his essay Perspective as Symbolic Form 
he explains how perspective and understandings of 
perspective evolved throughout history. He said that 
the knowledge to invent central perspective existed in 
Ancient Greece and Rome, but they did not understand 
the concept of infinity. In Panofsky’s opinion, 
perspective is always bound to cultural understanding 
of space (Panofsky, 1991, p.40). Therefore, the Greeks 
and Romans did not invent the perspective, but it 
happened in the Renaissance. 

He furthermore says that absence of perspective has 
nothing to do with artistic value, but perspective is 
about style (Panofsky, 1991, p.40). He urges people 
therefore to look at regions and periods and ask the 
question of what perspective they used rather than if 
they used perspective. He describes this importance 
of the choice of perspective and style as a “symbolic 
form”, which is a term borrowed from Ernst Cassirer 
and means that “spiritual meaning is attached to a 
concrete, material sign and intrinsically given to this 
sign” (Panofsky, 1991, p.41). 

He describes that at the end of the Renaissance, 
perspective was so rationalized and studied so well 
that it became a science and was not only art any 
longer. Additionally, their study and use of perspective 
provided the foundation for a modern and infinite 
understanding of the world. The results of these 
findings were a translation of the psychophysiological 
space into mathematical space and largely objectified 
the understanding of a subjective matter (Panofsky, 
1991, p.66). 

Nevertheless, Panofsky states that “perception does 
not know the concept of infinity” (Panofsky, 1991, p.30) 
and the space we see is different to an infinite and 
unchanging space that only exists in pure and perfect 
mathematical conditions. He thinks that a curvilinear 
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perspective represents more closely what we see 
with our own eyes. Robin Evans argued though that 
the shape of our retina has nothing to do with how we 
see. Still, Panofsky argued that the central perspective 
limits our understanding and is different to our vision 
because central perspective does not take into account 
that we have a curved retina and also two and not only 
one eye. Our brain therefore has the ability to create 
one picture out of the information that our two eyes see. 
A picture does not take that into account and paints as 
if there was only one, immobile eye (Panofsky, 1991, 
p.29). He explains that perspective must transform 
psychophysiological space into mathematical space, 
according to his reasonings. 
It is interesting how once again perspective has the 
ability to transform, change and distort. Whether this 
is ironic or pure fakery might be open for interpretation 
and also, needs to be discussed in different contexts. 
While Renaissance artists finally discovered and made 
use of central perspective, Panofsky explains how this 
is limiting and not depicting the human point of view. It 
distorts our complex vision with two eyes, both having 
concave lenses and a brain that creates a vision of all 
the information it gets from both eyes and superimposes 
and compliments them to a simplified form. Therefore, 
perspective can not only distort space and distance, 
but compared to our vision also complexity. 

Renaissance painters probably did not want to fake 
anything by using central perspective, but they made 
their first discoveries of the transformation of three-
dimensional space onto a picture plane and being 
able to show depth while doing that. Knowledge about 
distortion of objects in central perspective also derived 
in the Renaissance and parallel projection became 
the common tool to use for depicting architectural 
drawings in the right scale. Art, on the other hand, kept 
working with central perspective or completely different 
or absent tries to create depth in the picture like in 
cubism. Like Evans described though, perspective can 
be used to deceive size and create the admired effect 
and size of something, just by how they are placed on 
the picture plane that works with central perspective. 
Evans called perspective a highly political tool, hence 
(Evans, 2000, p.127), and it might be that it was used 
to create deliberate misrepresentation. 
More ironic was the architecture of postmodernism. It is 
known that architects tried to deliberately create ironic 
architecture and more knowledge about the distortion 
of perspective and their political and social effects it 
can have is known; hence, there are theories by critics 
who write about this exact phenomenon. 

PERSPECTIVE & ILLUSION

Just like Jencks, Ernst Gombrich writes about 
perspective and especially poses questions of why 
different people at different periods represented the 
world in such different ways. While Jencks was more 
concerned with culture and cultural understanding of 
the people as the answer to the question, Gombrich 
tried to find an answer in science, psychology and 
philosophy. The core of his answer is his concept of 
schemata, which describes that Gombrich thinks artist 
begin with an idea of what they want to depict and then 
they make a visual impression that tries to fit the idea. 
The idea always comes first though in Gombrich’s 
understanding. 

Right in the beginning of the book Art and Illsuion: A 
Study in the Psychology of Pictorial Representation, he 
asks “why is it that different ages and different nations 
have represented the visible world in such different 
ways?” (Gombrich, 1977, p.29). He tries to find an 
answer to this question in this book. He starts by 
explaining that art is a science, and both, the creation 
and understanding of art is a science. Furthermore, he 
thinks that painting does not re-create the real life, but 
rather the painter decides what and how to paint what 
they see in real life. Therefore, there is no right and 
wrong in art. It is just a different understanding and 
recreation of spacial understanding. In part two of the 
work, he focuses on what he calls “Pygmalion’s Power”, 
which means that the connection between artist and 
painting is that something real is created rather than 
just a representation. He furthermore explains how art 
changed over the course of history and became more 
and more vivid and fluid. 

His take on perspective includes that he thinks the 
understanding of space on a picture plane is a learned 
skill rather than an innate knowledge. In order to 
understand the painting, the viewer has to estimate the 
size and distance of the object. Every viewer then could 
see something else and interpret the picture rather than 
see just one truth. This is where illusion comes in. An 
artist cannot represent every single detail of the real-
life object; therefore the spectator has to fill in the gaps 
and create an illusion. Also, the expectations and the 
context affect the meaning and understanding of art. 
Once again, perspective is the tool for the viewer to 
understand and interpret, rather than just see. It has a 
lot of power and can help to form opinions. Perspective 
is a tool that can shape understanding and the artist 
can use it accordingly. 
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PERSPECTIVE IN THE POSTMODERN SPACE

Charles Jencks was just like Peter Eisenman inspired 
by semiotics and linguistic theory. He makes use of 
linguistic theory to explain that modernism failed to 
“communicate”. 

Regarding postmodern space, he explains that 
architecture has made it a subject for a long time 
to articulate space and make space, abstract or 
concrete as the content of the form. The postmodern 
space, on the other hand, is much more free and 
irrational.In his book The Language of Post-Modern 
Architecture, Jencks describes the postmodern space 
as an “elaboration of the Cartesian grid” (Jencks, 1977, 
p.118) and means that the buildings, of Eisenman for 
example, always have an underlying coordinate system 
and play with strict grids and angles and they only look 
very free formed. He names the House III by Eisenman 
as an example and explains that 45-degree angles are 
very important for this project because they collide in 
different places and make you look for a diagonal. But 
you will never find one. Regarding Peter Eisenman, he 
also explains that his concern for syntax and contempt 
for function are Modern, but his inventions of space 
that are rather ambiguous and sensual are postmodern 
(Jencks, 1977, p. 122). Jencks also explained that 
especially the column is an important element of 
Eisenman’s works. He does not use columns in the 
traditional sense of being just a structural element, 
but he goes against the conventions of functionality 
(Jencks, 1977, p.122). Eisenman definitely uses and 
mis-uses columns to create irony. Jencks described 
how a column in House VI, or rather an absent column, 
cuts right through the marital bed of the bedroom and 
creates a void to the living room below (Jencks, 1977, 
p.121). Eisenman could have well not used a column or 
absent column at exactly this point because the column 
has no structural function anyways, but he wanted to 
create a space that is not actually functional. Jencks 
explains that Eisenman had a “sardonic hatred for 
function” (Jencks, 1977, p.122), which might explain 
his ironic use for an open space between the bed of 
a married couple. Nothing could have less function 
than the use of this column. And nothing could be more 
ironic. 

CONCLUSION - PERSPECTIVE & IRONY

There is a lot of theory about both, irony and 
perspective. They both have qualities that enable a 

person to express disapproval and dissent. This thesis 
argues that irony affects perspective in the way that 
illusion is created. Illusion is then the tool that conveys 
all of this meaning. Irony can create deception and 
ambiguity due to this second, unsaid meaning which 
is not specified but just implied. Hence, it can lead 
to multiple interpretations or even a misinterpretation 
if the unsaid meaning is not understood at all. Also, 
perspective can lead to distortion. It can moreover be 
argued that perspective is a subjective tool. It does 
not objectively represent the truth, but it changes 
according to the distance of both, the picture plane 
and the vanishing points. Artists can use this tool to 
deliberately change the shape and form of an object 
according to their liking or the message they want to 
convey. Thus, perspective and the distortion thereof 
turns into an almost political device that can influence 
other viewers by shaping and modelling forms into 
objects that deliver the desired effect. 

Illusion is a distortion of the senses and in the case of 
architecture with our focus on perspective and irony, 
we mostly speak about optical illusion. We think that 
the use of a certain perspective combined with an 
ironic statement creates illusion and distortion. The 
use of perspective without any ironic comment is 
therefore just perspective or some kind of wrong use 
of perspective. And irony without perspective does not 
really give us any new information about architecture. 
When combined though, the effect irony has on the use 
of perspective is that some sort of illusion is created. 
Since irony goes against the common understanding 
and common sense to criticize or comment a situation, 
it is similar to illusions in this sense. Illusions also trick 
our mind. Just regular perspective does not go against 
the common understanding of space but if there is an 
illusion, there is something that tricks our common 
sense. Hence, we say that most illusions are ironic, 
not in the sense that they are humorous or funny, but 
that they go against our common sense and express 
skepticism or disapproval with a topic. Most illusions 
are optical illusions that can be used in arts and 
architecture likewise to convey any kind of critique. 

There are all kinds of different optical illusions, like 
paradoxes, ambiguities, distortions, forced perspective 
and fictions. M.C. Escher is famous for creating optical 
illusions. While one might say that he just experimented 
with the possibilities and limits of drawings, we think 
he wanted to challenge our understanding of space. 
We found a quote by Escher that states that he “felt 
compelled to withdraw from the more or less direct 
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and true-to-life illustrating of his (my) surroundings” 
(guardian.com) and painted what was his inner vision. 
Furthermore, he pushed the representative methods to 
their limits and kept trying new things. In the painting 
“Day and Night” the distinction between foreground 
and background is obliterated to create an effect where 
one can see shapes that also create other shapes.

The viewer can decide what shape he sees. There 
is no foreground or background any longer that is 
determined with perspective or puts important figures 
to a certain plane. The viewer can see one or more 
sets of shapes in the foreground. In “Ascending and 
Descending” the staircase seems to be infinite. He 
creates many infinity-pictures that don’t make sense 
to the viewer. Similarly, the waterfall and river seem 
to be infinite in the case of Escher‘s „The Waterfall“. 
It is ironic because it clearly goes against the common 
understanding of space and he practices skepticism 
towards practices of depicting space.

Other optical illusions inlclude ??????. They work.. 
M.C. Escher‘s illusions are remarkable though because 
they play with limits of drawing. Furthermore, their play 

on infinity and figuring out how the endless staircase 
and waterfall work is investigation into perspective. 
Because of the specific perspective they use, they look 
this way. From other standpoints, the illusion would 
collapse. 
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3 STRUCTURE IN 
LANGUAGE AND 
ARCHITECTURE

Peter Eisenman is an architect of postmodernism 
who built a lot of significant works and developed 
concepts that would shape his theories and buildings. 
Eisenman draws a lot on linguistic theory, such as deep 
structure by Noam Chomsky. He uses the terminology 
of linguistics to draw a differentiation between “surface 
structure”, which is ephemeral, perceptual reality, and 
“deep structure”, which is the universal realm of the 
conceptual (Petit, 2013, p.149). He was very interested 
in the differences between the permanent ideas and 
current actualities. 
Moreover, Eisenman’s work creates irony by going 
against rationality. He said that architecture must resist 
what it should normally do in order to be, and to be, it 
must resist (Petit, 2013, p.149). One common example 
where Eisenman uses this technique is with columns. 
In a lot of projects, he uses columns that do not touch 
the ground or in spaces where they do not make 
any sense, hence he is doing exactly what he says 
architecture should do and creates this ironic paradox. 

Not only is Eisenman interested in linguistics but also in 
literature and hence, he declared that the closest forms 
of literary writing to describe his notions are the poetic 
and the ironic. The poetic because it tries to make 
language more clearly, since the relationship between a 
word and its meaning is absolutely arbitrary. No letters 
or connotations of the word ‘cat’ are actually related to 
a cat, but we do not question this transparency but just 
accept it. Poetry is trying to make it less transparent 
and he goes on to argue that architecture is doing 
almost the opposite. The aesthetic is dominating the 
object. Eisenman wanted to create irony out of the self-

reflexive theory and by contradicting itself (Petit, 2013, 
p.156). 
In conclusion, Peter Eisenman is a great example for 
our thesis because a lot of his works play with the use of 
grids and columns in a non-conform way and he plays 
with irony. For our question it is important to analyze 
how he used perspective and irony to deliberately 
create an illusion and how he deceived the viewer. 

THE WEXNER CENTER FOR THE VISUAL ARTS

The Wexner Center for the Visual Arts in Columbus, 
Ohio is a complex designed by Peter Eisenman in the 
late 80s and fits into the scope of this thesis’ research 
on the components of illusion and perspective. The 
building works with geometry and perspective and 
questions it like Robin Evans did in his text about 
architecture and its geometry. Furthermore, the building 
fits into the research topic of illusion and therefore to 
the prevalent topic of lies, distortion, fakeness and 
irony. 

The Wexner Center for the Visual Arts is a 
“multidisciplinary, international laboratory for the 
exploration and advancement of contemporary art” 
(wexarts.org). It was designed by Peter Eisenman, 
built between 1983-1989, and opened in November 
1989. It has the name Wexner in it because one of the 
main donors of the center is the Wexner family. They 
own retail brands and have donated money for multiple 
buildings in Columbus and especially on the campus 
of the Ohio State University and therefore, multiple 
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buildings that are named after their family. 
Worth to mention again, the building was not built as a 
museum, but it is known as a lab and also public gallery 
with a collection of roughly 3,000 pieces of work. It 
replaced the University Gallery of Fine Arts and got 
its permanent collection. The art works serve mainly 
as a secondary purpose for the center’s programs in 
performing, visual and media arts. 

The building is located in Columbus, Ohio and to be 
more exact on the campus of the Ohio State University. 
The Columbus street plan is a classic American street 
plan with a rather strict grid. It is not as perfect as other 
cities, but I think that is also because of the river that 
runs almost through downtown Columbus. But we can 
definitely see a grid that is going from north to south 
and from west to east. Most of the streets in the city are 
according to this grid, but the university campus. The 
university campus is shifted off the city grid by 12,25 
degrees. We can see that the university campus is 
orthogonal to High Street where the 12,25 degree shift 
probably comes from. It goes against the conformity of 
the rest of the city planning. 
While Eisenman describes on his official website 

how the first building of the Ohio State University, 
the University Hall started that phenomenon and it 
sounded like it was a kind of revolutionary invention 
and protest to the conformity of the city grid, but it is 
probably just that the campus oriented the alignment 
of buildings orthogonal to the High Street which is 
older than the city campus. If it was a protest against 
conformity by the university founders like Eisenman 
made it out to sound or rather just a practical choice 
of the orientation of buildings might be left open for 
personal interpretation. 
The campus is hence divided into two grids. The 
12,25-degree shifted grid and the football stadium and 
some other streets and building that were built later 
conform to the grid of the city. The reason why this 
grid and shift of grids is so important is because it was 
one of the main design ideas that Eisenman used for 
this building. They wanted to use both grids and at the 
same time put it in a larger context that fits both, the 
city and the university grid (eisenmanarchitects.com). 
Eisenman then create a connection between them with 
a double passage from north to south of the building 
that is a half glass and half open scaffold, which is 
orthogonal to the east-west axis through campus. The 



29

[F
ig

. 1
6]

 P
et

er
 E

is
en

m
an

, W
ex

ne
r C

en
te

r f
or

 th
e 

Vi
su

al
 A

rts
, s

ou
th

 fa
ça

de
, 1

98
3-

89

axis he used is from the grid of the city and not the 
campus grid to create the orthogonal axis. It might 
seem strange and alienating, but Eisenman stated 
that he wanted to achieve a new axis between the two 
already existing building through which the passage 
runs and therefore embed it further into the double grid. 
Eisenman referred to this grid as scaffolding and as 
we all know, scaffolding is usually ephemeral and not 
used to shelter anyone, and Eisenman notes that the 
primary function of a center of arts, sheltering art, is not 
the symbol he was after. The painted steel structure is 
both enclosing and exposing at the same time. 

One façade of the building itself is a reconstruction 
of part of the armory that was on the art center’s site 
before it was built. The armory was used as a military 
science facility and gym. It was damaged by a fire and 
then demolished in 1959. The armory was built in red 
stones and this materiality was copied and used again 
by Eisenman. The armory was reduced to its essential 
components of its form and then, it was fragmented by 
cutting away pieces. The negative space that is carved 
out of the thick brick elements is filled with a dark, so-
called, curtain wall. 

Since the façade seems to be a copy of the old 
armory, it can be discussed if this is a case of irony or 
fakery. Hutcheon said that irony is not a lie because 
of the intention. Lies should not be uncovered as lies, 
but the “untrue” part of an ironic statement should 
be uncovered since that is what makes it an irony 
(Hutcheon 2005, p.63). Furthermore, irony can come 
from the fact there is so much in the world already that 
we can’t add anything any longer. For this building, 
this idea could be interpreted that it is not a copy or 
fake and it is no secret that should not be uncovered 
that it looks like the old armory. But it is ironic because 
the unsaid meaning was uncovered, and it works with 
something that already existed.
In summary, the building plays with fragmentation and 
the overlay of grids. The Wexner Center therefore 
becomes through the use of figures, grids and 
fragments a piece of art itself rather than just exhibiting 
or experimenting with art inside it. 

Eisenman himself wrote an essay called Visions 
Unfolding: Architecture in the Age of Electronic Media 
where he wrote about how vision and perspective 
have been explored since Brunelleschi’s projection 
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system and how it had an effect on architecture 
(Eisenman, 1992, p.2). Peter Eisenman states in his 
paper that the terms of vision and perspective are the 
dominant discourses in architecture. He describes 
how perspective ideas have been challenged in, 
for example, arts with movements like cubism and 
he argues that architecture will remain Classical or 
Renaissance as long as it does not take up the problem 
of vision. Vision can be defined as a way to organize 
space and the elements within, but Eisenman wants 
the space to have an alternative vision. He discusses 
the idea of vision as looking back in this essay and 
it is used in the context of the Visual Arts Center in 
Columbus by looking back at what was at the old site 
– the Armory. In his context, vision is therefore not only 
about perspective, but also about looking back in time. 
He emphasizes to push architecture’s boundaries and 
most likely has done it himself with the Wexner Center 
for the Visual Arts.

Looking away from the façade and outside structure of 
the Wexner Center, the inside is also interesting. On 
the inside of the Wexner Center, there are columns 
which end in nowhere and just stop at head-height. 

They do not touch any ground and have no purpose 
whatsoever. Other columns are not placed at logical 
or good places where they do not impair vision or 
walkways, but right in the walkway of the staircase. 
In this case, the columns do touch the ground, but 
their position is off. Eisenman therefore took a rather 
classical element and distorted its normal use. The 
recognizable element of the column is suddenly being 
changed and contradicts the role it was made to 
perform. Once again, this opens the discussion what 
this misleading and abnormal use of a column means. 
In Hutcheon’s words, there could just simply be a said 
and unsaid meaning that we both have to understand 
and then, we can realize that it is not a lie, but it has 
a different purpose. It is an ironic statement, or piece 
of architecture in this case. It is ironic in the sense that 
it is ciritcal of space and how elements are classically 
used. Eisenman did not conform to traditional rules 
or architecture but questioned them with this critical 
use of columns. The irony of postmodernity was 
characterized by skepticism, emotional distance and 
criticism towards conventional knowledge, therefore 
also knowledge about architecture. That all can be 
seen in Peter Eisenman’s work. It is not ironic in an 
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exclusively funny but critical way. 
The use and questioning of the use of a column is a 
common theme of postmodernism. Eisenman was not 
the only one who used columns in a non-traditional 
sense. Emmanuel Petit wrote in his work Irony or, 
the self-critical opacity of postmodern architecture 
about this re-interpretation of columns in the period 
postmodernism. He said that “irony reveals the 
paradoxical in architecture of the idea of a column, on 
the one hand, and its physical reality, on the other. The 
statement being that architecture is a theory.” (Petit, 
2013, p.12). Just as Hutcheon explains it with the terms 
said and unsaid, Petit describes how there are two 
components to the irony of architecture. He does not 
say that these two components combined create irony, 
but that the physical and paradoxical are revealed 
by irony. While they use different descriptions of how 
this might create irony, it can be said that the use of 
columns by Eisenman was ironic. 

One thing that was immediately noticed when 
researching this building is the importance of grids. It 
is used to get the shape of the building and then also 
the 3d-grid of the scaffolding. The grid is of course one 

of the most important things in geometry and it can 
help creating other geometric shapes or perspective. 
Very interesting to our topic was the scaffolding and the 
perspective when looking down the colonnade of steel 
cubes. The scaffolding does not only have one but 
multiple levels and then splits into more than one levels 
on the ground level. The perspective when looking 
down the tunnel does not look like a central perspective 
any longer, but it ends in an overlay of perspectives 
rather than one central point. We can also connect it 
to Robin Evans and the discussion of perception vs 
reality. The entire topic can be far-fetched seen as a 
connection to our discussion about illusions and the 
claim that perspective used in an ironic sense creates 
illusion. The scaffolding creates the illusion of a central 
perspective but makes a critical comment in form of 
irony by distorting it. 

Another concept that comes into discussion when 
analyzing this building is distortion and to be more 
exact, what we can distort. This building’s facade works 
with distortion in the sense that it took parts of the old 
armory that was on the site and cut and fragmented it 
into pieces. We can say that the completeness of the 
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old armory was distorted. Therefore, Eisenman did not 
only play with perspectival lines and vanishing points 
but also with completeness. Not only can perspective 
distort the shape of an object, but it can also swindle 
about the completeness when used correctly. The 
façade has nothing to do with the use of perspective 
to create distortion of the completeness, but it uses 
other elements like the scaffolding and the columns 
to create a critical commentary about space and the 
common use of architectural elements. This comment 
is delivered in the form of irony.  

HOUSE X

House X is an architectural experiment Peter Eisenman 
and Sam Anderson, who built the model, performed in 
1975. He explains on his website that most houses 
are architectural vertebrates and imitate the human 
man’s upright and axial condition (Eisenmanarchitects.
com). A house mimics this upright position by having 
an axis and standing upright. Also, he explains that 
houses have a core which is mostly the staircase or 
a hearth. His House X on the other hand has neither 

a core nor an axis. He did not include any exposed 
linear elements like columns and covered all of them 
in horizontal surfaces. The configuration is a so-called 
“juxtaposition of four squares” (Eisenmanarchitects.
com) and he tried to create a building that refers to a 
more complex structure in its final plan rather than a 
simplified and stable structure. 

It is a very interesting model because it plays with the 
intertwining of two presentation modes – modeling 
and projection. The concept is so interesting because 
it questions the understanding we have of model 
building. The three-dimensional model is a tilting 
moment in the perception of perspective. It derives 
from planar drawing and can only be perceived as a 
three-dimensional model if seen from the exact right 
point of view. Therefore, the for the viewer correct view 
must be found before it can be understood correctly. 
Which means that the correct view might not even be 
the view that human beings are used to. Is it more 
likely that the “correct” view is one that we can only 
see from one very specific and small point or is it the 
view that we see more often? Eisenman clearly plays 
with perception of architectural models and drawings 
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and questions what paper and three-dimensional 
depictions of space can do. 

The more common viewpoint of the model is a very 
distorted one. Either the structure looks like it is 
pressed hard against the floor slab and it can be seen 
that some of the angles of the models do not conform 
to straight axes that we are used to in architecture. If 
looked at from the side, the building looks like a failed 
paper model, which is falling and therefore leaning 
against the ground of the model site. We don’t see right 
angles, but very acute angles that look inappropriate 
for a building. The squareness is lost and we are left 
with a distorted shape of the building. 
The project plays with the fact that it demands 
one specific gaze rather than the characteristics 
of axonometry, which are to be independent of the 
observer’s point of view. Here, there is no central 
perspective where all the lines meet in one point, but 
the lines stay parallel, which gives us this odd and 
wrong-looking model. It is playing with the different 
perspectives, just as Evans describes in his work. It 
shows the importance of the correct use of perspective 
or projection to depict the model correctly in two- or 

three-dimensional contexts. 

The project questions the topics of perspective and 
also, what the right perspective is. It can be discussed 
whether the right perspective is the one point which 
creates the common, well-known perspective of a 
building we know or if the right perspective are all 
the other points. Maybe the project never wanted to 
depict a normal house but wanted to question our 
understanding of right and wrong perspective. Why 
should a perspective be wrong, just because it does 
not conform to our standards? Therefore, the House X 
can also be an ironic comment on our interpretation of 
perspective. 

Once again, an ironic commentary is used to criticize 
our understanding of the world. Eisenman is very good 
at questioning what is perceived as normal. He seems 
to go against conformity and wants to try new things 
and challenge viewers to raise questions about their 
common understanding of space, architecture and 
depiction. Perspective and this distortion of perspective 
is used to deliver the ironic commentary about space. 
Hence, irony affects perspective in a way that illusion 
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and a commentary through the illusion is being 
delivered.

GUARDIOLA HOUSE

The Guardiola House by Peter Eisenman is a project 
in Cadiz in Spain and was built in 1988. Eisenman 
describes on his website that it is a project that is 
concerned with place, or topos in Spanish. He describes 
how human beings have always defined place and their 
struggle to overcome nature. But modern technology 
has “overwhelmed nature” (Eisenmanarchitects.com) 
and there is no more need for strict patterns and logic. 
This project plays with the question of the marking of 
a place in a strict and rational way is still possible or 
significant. Also, it is explained that there is another 
definition of place, which is defined as something 
between place and object and Plato calls it receptacle 
(chora) (Eisenmanarchitects.com). On a beach, the 
receptable could be interpreted as the traces and 
erosions that waves leave. Eisenman wanted to work 
with this state between place and object, or figure and 
frame here. The building is neither a figure nor a frame, 
but it is both simultaneously. The L-shapes are present 

in three planes and always intersect. The cube is move 
around in different angles and then superimposed. The 
movement of the wave comes in because it resembles 
a mass falling down the slope of the land. Any sign of 
structure is not visible. 

The complex way the house has been assembled 
leads to a lot of different points of view. All these points 
of view can lead to an almost disorientation. It is rather 
different to a classic house. Depicting a house or 
building or object on a two-dimensional picture plane 
is rather simple because it is logical. As Panofsky 
explained the central perspective simplifies our vision 
and from our complex vision with two eyes to a vision 
where there is only one immobile eye (Panofsky, 1991, 
p.29). Here, there is not one point of view that makes 
if logical, but all logical grids and rational structures 
are not visible. It makes it disorienting and confusing 
because it does not work with a structure where there 
is one correct point of view. Rather, the view and 
perception of the building is fragmented. It is difficult 
to find a logic and binding factor that makes the house 
easy to read. It is very confusing and disorienting since 
there is not one point of view but a lot of different ones 
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that make it hard to understand the building. 

Eisenman definitely played deliberately with the 
fact that he is not using a traditional form or view 
for a building and he left out any structural and logic 
understanding of the house. He explained on his 
website that he did that, so he did not even try to hide it 
(Eisenmanarchitects.com). This might be an indicator, 
in Hutcheon’s understanding of the concept, that it is 
irony. There is the literal meaning of the house, so the 
confusing structure we see and the unsaid meaning, 
which is the deliberate leaving out of the structure. The 
combination of this then creates irony. Therefore, this 
example might be an example of creating perspective 
with perspective to create illusion in the form of 
distortion that leads to this disorienting assembly of a 
building. 

HOUSE VI

House VI is a project by Peter Eisenman that was built 
in Cornwall, Connecticut at the beginning of the 1970s. 
It is a masterpiece of the play with perspective and 

geometry. Eisenman describes that the house does not 
only show the final result of its history, but it also shows 
the entire generative process (eisenmanarchitects.
com). He furthermore describes that the orientation 
is frontal in an Euclidian grid and it becomes complex 
and disorienting because there is another geometrical 
order to be found, topological. 

The house uses the juxtaposition of solids and voids, 
like Jencks also explained. The columns, which are 
sometimes voids and sometimes solid, become 
like a game in Jencks’ words (Jencks, 1977, p.121). 
He explains how weird gaps are in the house where 
nobody would expect them. In the case of House VI, 
the most obvious is the gap between the bed of the 
married couple. Nothing could be more unusual and 
functionless and ironic than creating a gap in the middle 
of a shared bed. Charles Jencks called Eisenman’s 
play on transformations of syntactic elements also 
humorous, maybe even ironic (Jencks, 1977, p.121). 

Eisenman himself described that only a change of 
position and therefore a change of perspective can 
resolve the juxtapositions of voids and solids that 
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were produced. He created a tension in the space 
that is created through the location and therefore the 
perspective of a certain element of the house rather 
than the position of a wall or window. He furthermore 
explains how this distortion is created by our brain’s 
need to see symmetries and complete sequences. His 
House VI works against our common brain’s need to 
rationalize. He says that the object is not just the result, 
but more so the record of a process. He tried to depict 
the process of designing the house and transforming 
the cubes and walls into what it is rather than just 
showing the final product (eisenmanarchitects.com).

Eisenman definitely used perspective and distortion 
of the traditional use of columns, like the negative 
column between the bed, in a highly ironic way. The 
pure juxtaposition of pulling a couple, who swore 
to spend their life together, apart when they are in 
bed and normally most intimate, screams of irony. 
This could have never happened on accident but 
was planned and had an ironic intention. Therefore, 
the structure and perspective in this room is ironic. 
Nevertheless, Eisenman himself described how the 
change of perspective can change the perception of 

certain elements. He created a kind of fakery because 
the tension is only seen from certain points of views 
and resolves itself more when the position is changed. 
Once again, it can be argued that irony and perspective 
have to work together to create this effect. Furthermore, 
it is not only ironic in a purely funny way but as a way 
to express skepticism or critique. It is not only funny 
but maybe even aggressive. Aggressive in the sense 
that he criticized society and went against conformity of 
designs. Nobody would create a bedroom for a couple 
with separate beds. It is still labeled as irony, but the 
irony becomes the tool to express conflict.

CONCLUSION

In conclusion, Peter Eisenman is a prime example 
of an architect who saw the value of perspective in 
combination with irony. He was a master at creating 
architecture that subtly criticized life and people’s 
understanding of common knowledge through his 
architecture and mostly through the use of perspective. 
He makes a lot of use of grids and geometrical shapes, 
all of which are underlying concepts that are used to 
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create central perspective in painting, for example. He 
distorts this knowledge of perspective and perception 
in order to create unusual spaces that make the 
viewer think. It makes us think about the meaning of 
this architecture and almost all the time, Eisenman 
accomplishes to create a critical commentary through 
implications (Jencks, 1977, p.118). Hence, we think 
he is a prime example of our claim that irony affects 

perspective in the way that illusion is created and 
the illusion should make the viewer think and create 
uncertainty and skepticism.
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4 CONTEXTUALIZING 
PERSPECTIVE

There are different opinions about whether perspective 
is an invention or discovery. Most people will say that 
logically, perspective cannot really be an invention. 
There must have always been perspective in order 
to be depicted. Our real life is not a flat surface but 
has depth. Nevertheless, the knowledge of the 
mathematical branch and the ability to construct a grid 
where all the lines meet in a certain point on the horizon 
has not always existed. It is a discussion that stretches 
over several fields of academics. When only analyzing 
the language used to describe the history, we found 
that the words “invent” and “discover” are used almost 
interchangeably which is interesting.

HISTORY OF PERSPECTIVE

Although it is supported by little evidence, there is the 
belief that the Ancient Greek already had a system of 
perspective in the fifth century BC (essentialvermeer.
com). These painters could create a feeling of depth, 
but they had no mathematical system like one point 
perspective that would govern their paintings. The 
romans also had types of projection to create depth 
in their pictures. Frescoes in the Villa of Publius 
Fannius in Pompeii show clearly that they had a simple 
understanding of perspective, but it was not as flawless 
as the one-point-perspective that was developed 
during the Renaissance. Only some lines meet up in 
a vanishing point on the picture plane, which gives the 
picture perspective but only in a localized fashion. Not 
the entire picture looks like it has depth. The different 
types of perspective were called convergent projection, 
which was usually found in the upper areas of the 

picture and oblique projection in the lower areas, where 
there were smaller details (essentialvermeer.com).

Whatever knowledge the Greeks and Romans had it 
was lost over the course of history. But even though the 
Middle Ages are commonly depicted as “savage” years 
and having less knowledge than the preceding time of 
the ancient Greece and Rome and succeeding age of 
the Renaissance, painters in the Middle Ages had a very 
different understanding of the world than the Ancient 
Romans and Greeks. While the Ancients seem to have 
been governed by reason and rationality and had their 
focus on finding scientific explanations and inventions 
and their paintings depicted human experience and 
landscapes, the medieval painters almost exclusively 
depicted religious contexts. The importance of figures 
was therefore set by the Bible and by religious tradition, 
therefore the most significant figure was always bigger 
than the rest. Figures often were depicted smaller as a 
factor of their lesser importance rather than because 
of mathematical reasonings. This perspective is called 
“empirical perspective” (essentialvermeer.com). It is 
also said that Egyptian Art must have followed a similar 
principle of perspective and depicting figures according 
to their importance rather than their rational size. 
Gothic painting slowly started to represent figures and 
objects according to their real size rather than biblical 
importance. 

Since the depiction of figures out of their normal size 
was an intentional decision and not a mistake, it cannot 
really be said if the knowledge of perspective of the 
Ancient time was lost or just not used any longer. 
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Maybe the people from the Middle Ages still had certain 
knowledge of perspective but did not use it because 
their canonical depiction of important figures as bigger 
and more important – figuratively and literally in this 
sense – was intentional. 

Other than the Western World, the orient had quite 
different methods of depicting depth and the feeling of 
distance. While most western painters tried to create 
depth that can be seen from one point when looking at 
the canvas, this was impossible nor desired in Chinese 
paintings, for example. The paintings were much bigger 
than the canvases European painters painted on, as 
long as 10m. So, the viewer could move from one end 
to the other and experience the picture little by little. 
Therefore, the one-point perspective would not have 
made sense. The goal was to create the impression of 
an infinite space, rather than a real depiction of space 
that ends in a horizon line. The focus was on depicting 
nature and the infinity of nature’s beauty and variety 
(essentialvermeer.com). 

The most crucial time for perspective and especially 
the birth of linear perspective is the Renaissance 

(Evans, 2000, p.130). We already went into detail 
about how it arose and what stages it went through at 
the beginning of the semester when analyzing Robin 
Evans’ text Architecture and its three geometries. Just 
as a short summary, linear perspective probably arose 
from the desire to represent buildings and figures in 
a way that was close to the reality instead of using 
size of figures as a way to indicate the importance of 
them. The easiest and most convenient way to do that 
was with a paved floor that could serve as a grid to 
establish the perspective where the rest of the picture 
is set upon. To quote a scholar: “Perspective, therefore, 
made paintings more architectural” (Lillie, 2014).

Next, two-point perspective was developed which is 
necessary when buildings are depicted that are not set 
at the right angle to the viewers. It developed in the 
16th century and Jean Pélérin was the first one who 
made a diagram of the perspectival construction and 
printed this treatise. It is said that he did not invent it, 
but he was the first one to print it and influence other 
painters. When using two-point perspective, there is 
not one but two vanishing points that are both on the 
same horizontal line.
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INVENTION OR DISCOVERY

So, is perspective an invention or discovery? It still is a 
pretty difficult question to answer. 
Several chapters in the book The Origins of Perspective 
by Hubert Damisch deal with this question and once 
again the words, invent and discover are used what 
seems like they are interchangeable. At first, he states 
how there must be a person who can have the tag 
“inventor” of these rules. But in the next sentence 
already he goes on to describe that the painters’ 
perspective was discovered in a certain place and 
time. What seems to be a confusing mix of terms is 
eventually resolved by Damisch saying that he thinks 
that rules are neither invented nor discovered. There 
is just a history of origin, but no invention and neither 
discovery (Damisch, 1994, p.75). 

We think that it is quite the philosophical question what 
the origin of perspective is, but we came to our own 
conclusion, which is that we think the mathematical 
concept of geometry which is underlying of perspective 
was invented. There is no natural occurrence of 
numbers, but we made up the system of numbers 

and invented mathematics. Nevertheless, it is not as 
easy as this. Mathematics is everywhere and certain 
patterns are found in different places all over the 
natural world (Lossau, welt.de). It is a question that is 
not easy to answer and scientist do not even agree. 
Some scientist argue that mathematics has to be the 
underlying principle of the world and even go so far 
as to say that mathematics controls the life, similarly 
to computer games. It has to be underlying because 
nature shows so many occurrences of the same 
numbers and patterns. That can’t be coincidence. 
Others argue that mathematics is just an illusion 
and it only works so well because it was invented 
in order to answer all the specific question, which in 
hindsight makes is appear like an underlying concept. 
Furthermore, there are some instances where 
mathematics is brought to its limits and cannot answer 
the question any longer (Lossau, welt.de). In summary, 
it seems to be a question like where we come from 
and where we go after death or the hen and the 
egg; a question that probably will never get a clear-
cut answer. It is a fascinating topic to think about and 
research, nevertheless, we think that mathematics, 
or at least certain aspects of mathematics must have 
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been invented. Also the scripture of numbers, which 
is necessary for mathematics has been invented by 
human beings. There is no natural occurrence of any 
kind of writing system on this planet. Human beings 
invented at least this part of mathematics and writing. 

Perspective on the other hand was discovered. Central 
perspective, for example, works with a horizon line 
and vanishing points and we can also see the horizon 
when looking down a field. Therefore, the system of 
perspective on paper was discovered rather than 
invented. 

MODERNISM

The next big shift in the Western World after the 
Renaissance occurred at the end of the 19th century. 
Paul Cézanne had started to ignore the classic laws 
of perspective and each object was independent on 
the canvas without perspectival lines connecting them. 
Heavily influenced by Cézanne, other artist started 
breaking the rules too (Harrison and Wood, 1992, p.2). 
In this time of the beginning modernism, the artists 
wanted to break with the classic conventions of painting. 
New styles like Impressionism, Expressionism, 
Cubism, Surrealism, Geometric Abstraction and Pop 
Art started to gain popularity. A lot of their motivation 
was inspired by de-colonialization and going against 
the conventions of the Eurocentric Western World. 

Just like Cezanne, Picasso went against the common 
painting traditions and put more importance on the 
form than on perspective. Also, some of his paintings 
were influenced by African Art. Henry Matisse on the 
other hand put more importance on color and Wassily 
Kandinsky abstracted his paintings so much that 
they were rather fluid and also had no classic linear 
perspective. Rather he uses linear elements (tate.
org.uk). Also, during that time, art that worked with 
geometric shape and without any perspective and 
depth in the picture became famous. Examples are 
Piet Mondrian and Kazimir Malevich. Experimentation 
and innovation had overtaken traditional perspective 
as the driving force in art.

Also, to bring Erwin Panofsky back into the discussion, 
he states that perspective is not only a direct 
depiction of what we see but also a form of cultural 
representation. This can be applied to modernism, 
as well as what we said about the Middle Ages and 
the Orient. Since there is a different understanding of 
space, the people represented space differently, which 

can also be seen in the use or absence of perspective 
(Panofsky, 1991, p.40).

POSTMODERNISM

Going away from art and only depicting architecture 
with some form of perspective or the lack thereof, 
the architecture of postmodernism, especially Peter 
Eisenman as our prime example, used geometry in 
his designs to create and distort the perspective. In 
our paper, we already greatly dealt with illusions and 
forced perspective in architecture and pictures. Our 
question, how irony affects perspective deals with 
distortion and illusions and the importance of geometry 
in architecture. 

Perspective can be used in architecture to distort 
the size or length of something. Peter Eisenman, 
as an architect of postmodernism, the ironic time of 
our architectural timeline, used classic indicators of 
perspective, like columns in a non-traditional way 
to create irony. We discussed and presented in the 
midterm how Eisenman made use of the scaffolding 
structure of the Wexner Center to create the illusion of 
a central perspective in it, but then it does not end in 
the classic way of one vanishing point, but it is distorted 
so that the end looks like several vanishing lines. 
Charles Jencks explains how things in the postmodern 
space are used out of their ordinary use, like a column 
in the case of Peter Eisenman, that is used but not as 
a static element (Jencks, 1977, p.122). Rather it ends 
mid-air or blocks the natural passageway. Some of the 
columns Eisenman uses are completely functionless. 
In House VI, the columns are used out of their ordinary 
purpose, which creates an ironic statement. 

MODERN TECHNOLOGY

Especially after reading the quote “Perspective, 
therefore, made paintings more architectural” (Lillia, 
2014), it is interesting to think about the change of 
architecture and especially what technology contributed 
to architecture. The architecture described in the quote 
that means Renaissance paintings and architecture 
was very perpendicular, with straight walls and ceilings. 
What we have noticed after looking through worlds that 
were created for CGI is that these worlds look very 
futuristic and the architecture looks more fluid and 
natural rather than strictly right angular.

Perspective might not have become irrelevant, but 
there are new design processes and possibilities that 
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[Fig. 32] Cezanne – Mont Ste-Victoire from the South 
West – 1890-1900

[Fig. 33] Pablo Picasso – Les Demoiselles D’Avignon 
– 1907

[Fig. 34] Henri Matisse – The Joy of Life – 1905-6 [Fig. 35] Wassily Kandinsky – Composition VII – 1913

[Fig. 36] Piet Mondrian – Composition with Large Red 
Plane, Yellow, Black, Grey and Blue – 1921

[Fig. 37] Kazimir Malevich – Black Square – 1915
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were not doable before the development of certain 
technologies. Damian Jovanovic describes the work 
with modern architectural technologies and media as 
being the opposite of perspective (Jovanovic, 2018, 
32 min). While a three-dimensional object was put on 
a two-dimensional space. Now we are starting with a 
map or flat space and then create a three-dimensional 
object out of it. The space of these media has become 
interactive, which changes the design process 
according to Damian Jovanovic. We do not need 
to start with the elevation, section or floor plan and 
then assemble these parts on the z-axis to create the 
facade. Now, we can interactively create in the three-
dimensional space, which allows architecture to come 
up and create many new and abstract and different 
facades and shapes than what was before possible 
(Jovanovic, 2018, 30-35 min). It is once again ironic in 
the sense that it is experimental with the understanding 
of space and faces challenges of uncertainty and 
common understanding. 

New technologies have a big impact on architecture. 
The conventional central perspective to depict objects 
on a picture plane is not needed any longer. Modern 
technology has the ability to create a space that is 
three-dimensional and online at the same time. The 
computer screen is not a picture plane but just the 
window into the online 3d world. 

Nevertheless, perspective is still used in art and 
architecture and will probably never go away. But 
now, the architect can choose between more design 
processes than before. Modern technology does not 
take away the importance of architecture that has been 
designed and built before the age of modern media. 
Instead, it adds a new component to architecture 
and the discussion of irony, perspective and illusion. 
Hence, the next big shift is occurring right now. New 
media and tools spring up like flowers in spring and 
they come with new possibilities and challenges and 
questions to deal with. 
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5 MODERN 
TECHNOLOGY

After having explored perspective throughout the 
course of history in art and architecture, it is important 
to realize that perspective is still changing and applied 
to new concepts. The next shift is, as already described, 
modern technology. Technology enables architects to 
change their design process. There is no longer the 
need to start with a two-dimensional space that is 
stacked on top of each other on the z-axis to make it 
three-dimensional. The design process becomes much 
more interactive (Jovanovich, 2018, 32 min). 

Modern technology includes design and rendering 
tools for architectural programs and CGI tools for 
photography and filmmaking and computer games. 
They all make use of perspective, mainly so in a rather 
new way. The programs do not work with perspective 
from one point any longer but have to create perspective 
and depth from each and every point since the viewer 
can change his point of view to any point in the world. 
This change from creating a picture of an object that 
was three-dimensional on a two-dimensional plane 
to creating an entire world with perspective is a major 
change. It brings new advantages but also difficulties 
that need to be overcome. These new tools raise 
questions about the field of perspective. 

ENHANCING OR FAKING

Firstly, it opens the question whether technology 
enhances or fakes pictures. Modern technology can 
fake pictures and use tools to half-fake it very well. 
Even apps on your phone can enhance and change 

any picture taken on a phone camera. But it must be 
asked if the picture tools are used to create an ironic 
effect through the use of perspective or if perspective 
in a modern and post-postmodernism sense is used 
only to create fake pictures and renderings that open 
the possibility to have a new understanding of invented 
spaces. Any film that works with CGI creates spaces 
that are not real and must therefore be fake. One 
example is The Clone Wars and a picture of Coruscant 
is only possible if we completely fake, or rather invent 
a world. The difference is probably that lying and 
faking has a very negative connotation and modern 
technology does certainly, or often, not have any ill 
intentions. Rather it opens new possibilities.

THE RELEVANCE OF PERSPECTIVE

Modern technology does not have use for the classic 
definition of perspective. The whole term of perspective 
seems to be irrelevant suddenly since the definition of 
perspective is depicting something three-dimensional 
on a two-dimensional picture plane. Since we do not 
need to put anything onto a two-dimensional plane any 
longer, the term is redundant. In a broader semantic 
sense, perspective is also about our view of things 
and we need a perspective on a topic to express our 
opinion. Nevertheless, it has become pretty irrelevant. 

Not only has perspective become irrelevant to Damian 
Jovanovic, but also he describes the work with modern 
architectural technologies and media as being the 
opposite of perspective (Jovanovich, 2018, 33 min). 



50

While a three-dimensional object was put on a two-
dimensional space. Now we are starting with a map or 
flat space and then create a three-dimensional object 
out of it. 

Oliver Grau takes a different approach than Jovanovic 
and solves this problem of perspective by talking about 
illusion and immersion rather than focusing on the use 
of perspective and modern technology is concerned 
with immersion rather than illusion or perspective in his 
opinion (Grau, 2003, p.13). 

ILLUSION AND IMMERSION

There is a difference between art that painted on two-
dimensional surfaces and modern technology which 
allows for computer-generated three-dimensional 
experiences. The whole term of perspective seems 
to be irrelevant suddenly since the definition of 
perspective is “The art of delineating solid objects 
upon a plane surface so that the drawing produces the 
same impression of apparent relative positions and 
magnitudes, or of distance, as do the actual objects 
when viewed from a particular point” (OED.com). 
According to this definition, perspective seems to 
be completely irrelevant in the discussion of modern 
technology and the question whether perspective is 
even needed any longer might arise. 

We think perspective is still needed and relevant, but 
the focus is not only on just central perspective. We 
defined the term perspective much broader than the 
classic definition. Instead, we interpreted perspective 
as a tool to depict objects as well as a tool to see things 
and give them meaning by having a perspective on 
a certain matter. Therefore, we think perspective is 
absolutely still relevant, but it has different purposes in 
the time of modern technology. Perspective in an age 
where there is no more need to put everything on a two-
dimensional plane but instead can be depicted in three-
dimensional virtual spaces must face new challenges. 
One who agrees that the ways to construct and depict 
reality need to be reconsidered is Oliver Grau whose 
book Virtual Art: From Illusion to Immersion explores 
virtual reality in comparison to art history and its impact 
on contemporary art.

Grau solves a lot of the problems of perspective by 
talking about illusion and immersion and leaving out 
the term perspective. An illusion is a distortion of the 
senses, and although they are wrong perceptions of 

reality, they are shared by most people. He explains 
illusory art by referencing art history. One example of 
illusory art is already found in the time of the Ancient 
Romans where they painted murals that covered the 
entire walls of rooms and with figures that are life-sized 
to break down the barrier between spectator and the 
scene on the walls (Grau, 2003, p.25). The panorama 
picture, in Grau’s opinion, is the connection from the 
illusory picture to the experience of immersion. He 
gives the example of Claude Monet and his painting of 
water lilies. He says that it is an immersive experience 
because it tries to eradicate the barriers between 
viewer and painting and all hints of classic perspective, 
but instead tries to engage the viewer into the picture 
(Grau, 2003, p.144). The painting is 2 meters long 
and 1 meter high to depict the pond with water lilies in 
the actual size a small pond could be. Therefore, the 
viewer does not see a smaller, represented picture of 
water lilies, but he is immersed into the painting and it 
should look like he is standing on the shore of a small 
pond and looking into the pond. This connection of 
space and audience is new and paves the way for new 
media. 

Grau mainly looked at art and art history and the 
differences between an immersive and illusory picture. 
In our research, we also focused on architecture and 
the topic of perspective is much more prevalent in 
architecture than in painting. The painter can leave 
out perspective and create a truly two-dimensional 
space, as can be seen from the history of art and how 
perspective evolved. Architecture on the other hand 
cannot live without perspective and in our opinion, 
everything is immersive in architecture. There is no 
picture plane that can distance you from the scene, 
but you can go into the building. Illusion, on the other 
hand, is possible too in architecture. We have used this 
knowledge to interpret the use of perspective and how it 
creates illusion. In the case of architecture, perspective 
can be used to create optical illusions, for example in 
the case of the Borromini Gallery or perspective can 
be used as a design element. We have looked at 
Peter Eisenman and how he uses structures like the 
scaffolding to take a stance on central perspective. 

The ultimate step of immersion for Grau is new media 
and its possibilities of computer-generated realities. He 
explains how art becomes a space that does not have 
to act according to the laws of physics; in a computer-
generated experience everything is possible. Also, 
the viewer has a completely new role in this kind of 
art because they are being integrated and part of the 
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work rather than just the spectator. Especially Virtual 
Reality works with the implantation of the viewer into 
the artist’s project. The deconstruction of the role of 
the viewer and the following construction of a new 
meaning of the viewer in the context of “Virtual Art” is 
quite postmodern, as some scholars call it. 
Virtual Reality has the possibility to include all senses 
and create an illusion that tricks not only one, but 
several or all senses. Of course, it does not have to 
include all senses and a lot of VR experiences don’t, 
but it is notable that it can add so much depth to the 
concept of illusion. 

Furthermore, perspective and especially central 
perspective has not become irrelevant. First of all, art 
still makes great use of it and it will probably never 
go away. It is a great system to depict object sin two 
dimensions, no matter if distortion occurs or not. Also, 
video games, mainly apps for phones, make use of 
central perspective. A lot of games involving running 
on a track, where the player has to navigate a figure 
on a long track. The track looks like an infinite central 
perspective. Hence, it has not really become irrelevant. 
It is just used differently. 

In conclusion, the term perspective and the connotation 
of the term has changed. It is no longer only about 
depicting something in two dimensions as the classic 
definition of perspective used to say. Perspective has a 
much broader sense now and new objectives to fulfill. 
The space is more interactive and allows for the viewer 
to be immersed into the space rather than just see it. 

THE IMPORTANCE OF IRONY

Lastly, we have long passed postmodernism, the prime 
time of irony. According to scholars like Emmanuel 
Petit (Petit, 2013, p.2), the age of irony should have 
ended with the events of 9/11, which would have made 
irony rather irrelevant as well. But irony defied all odds 
and is still more than relevant today. In 2016, the word 
“Post-Truth” even became Oxford Dictionary’s word of 
the year and is concerned with the importance of irony 
and parody in our daily lives (bbc.com). It has become 
so prevalent that a lot of news are delivered comically, 
like late-night shows, and comedians now go into 
politics. And once again, the side of irony that is able 
to criticize and encourage skepticism is highlighted. It 
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to fool one sense. With virtual reality, all senses will 
be stimulated. The participant in the production can 
wander around or stay still and just observe. They will 
be able to see immigrants, dehydrated and in pain, 
some being taken into custody by patrol officers. The 
goal was not to invent one storyline that needs to be 
followed, but the viewer can take control and choose 
what to do. Therefore, not really a storyline with a clear 
narrative is made, but a “immersion into hell on earth” 
(variety.com). 

Perspective nowadays and especially in VR is not 
about just one picture plane and the perception and 
illusion that can be created on one picture plane and 
involving one sense. Modern technology has elevated 
perspective to a new dimension. Not only objects in 
a right scale are depicted any longer, but perspective 
now is about emotions, experience, human condition, 
feeling, hearing, doing, and seeing – not only seeing. 
This is one of the possibilities of virtual reality. 
Nevertheless, not all directors choose to include this 
many senses and make it as interactive as Ińárritu. It 
was a renown and innovative experience he created. 
But it shows how important exploration of the new 

is a prevalent feature and irony seems to not go away 
after all.

A MULTI-SENSE VR EXPERIENCE

The Mexican film director Alejandro González Iñárritu 
wrote and directed the virtual reality project Carne y 
arena that should put the viewer into the conditions 
of an immigrant coming to the US (carne-y-arena.
com). It was done in collaboration with ILMxLAB and 
the cinematographer Emmanuel Lubezki. They all 
worked together to create a project that would put 
the viewer into a group of illegal immigrants, and 
they are led across the border until the border patrol 
officers stop them. The story was created after Iñárritu 
held interviews with Mexican and Central American 
refugees about their stories. 

The virtual reality experience in Carne y arena (English: 
Flesh and Sand) does not only include one sense, 
seeing, any longer as perspective was concerned 
with in the past. Paintings and photos only included 
the visual sense and if there was distortion, it only had 
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media is.

 
PERSPECTIVE IN THE WORK OF MIKE CAMPAU

Mike Campau is a digital artist who created this add 
for a sport fashion company (mikecampau.com). He 
worked with a photographer and joined the pictures 
with CGI. He used exaggerated angles and perspective 
distortion to create this view of the background. The 
box looks like it is bending inwards because of the 
angles used. The perspective creates the perception 
that the angles in the back are extreme while the box 
is only right-angled. 
It is interesting how he works with a traditional sense of 
perspective and new media at the same time. It seems 
to be very clear and easy to understand. Just the falling 
inward of the wall makes it uncomfortable and unusual 
to look at.  

CONCLUSION

Modern technology poses new questions for the use 
of irony and perspective. Illusion has also gotten a 
new meaning. The space of modern technology is 
ironic in the sense that it defies our common sense 
and also gives us the opportunity to encourage 
skepticism towards the common understanding of 
space. It can also express conflict and give shape to 
uncertainties, we can give shape to anything we want 
in the technological space. Modern technology is an 
illusion in the sense that it is not a real space at all, and 
everybody is immersed into this space.
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6 THE FOUR-DIMEN-
SIONAL SPACE

As architects the main tools are design, drawing and 
making. The entirety of perspective focuses on drawing 
in two dimensions and moreover drawing three-
dimensional objects. Classic architecture is rather 
straight forward on how it incorporates geometry and 
mathematics to create designs and depictions thereof. 
Artists have always been going against conventions 
though, and there are many exemplary avant-gardists to 
list like Vladimir Tatlin, Theo van Doesburg and Marcel 
Duchamp. The scientific perspectival construction 
of the Renaissance was based on reason, grids, 
geometry and mathematics only. In Haralambidou’s 
research (2013, p.12), she describes how art historian 
K. Michael Hays described the desire for a break of 
conventions and included a quote of Bernard Tschumi 
about the desire deriving from architectural drawings: 
“Ropes and rules. The most excessive passion always 
involves a set of rules. Look at it this way: The game 
of architecture is an intricate play with rules that you 
may break or accept. These rules, like so many knots 
that cannot be untied, have the erotic significance of 
bondage: the more numerous and sophisticated the 
restraints, the greater the pleasure.” (Haralambidou, 
2013, p.12)

So, according to Tschumi and Hays, architecture, or to 
be more exact, their focus is on architectural drawing 
is about the appreciation of rules and geometry, but 
Haralambidou adds in her book that there is also a 
compulsive desire to break them. They once again talk 
about the erotic capacity of architecture and explain 
that the rule breaking is not about destruction. From 
our understanding, this also stands for a general 

fascination of something new and going against the 
conventions. By going against standards, new methods 
of representation and perspective can “blossom” in 
Marcel Duchamp’s work. Similar to this stance, we 
want to give in to the desire to break rules and bring 
upon a new understanding of space.  

Furthermore, desire in architecture, according to 
Penelope Haralambidou in Marcel Duchamp and 
the Architecture of Desire derives from suspension 
of pleasure. In art, the drawing is the only step that 
needs to be done and leads to immediate pleasure. 
In architecture, on the other hand, drawing is only the 
anticipation of the building. Only when all the different 
drawings are combined, the final structure becomes 
visible, which leads to pleasure finally. She speaks 
of a slow blossoming of the design which leads to 
suspension and desire.

Only during the 20th century, a shift back to the 
questioning of perspective in its rational form took 
place. The split between scientific methods and 
artistic practices is the underlying concept of Penelope 
Haralambidou’s research into Marcel Duchamp and the 
Architecture of Desire as she called it (Haralambidou, 
2013). She did a lot of research into Marcel Duchamp’s 
works and his interest in architecture. He did not deal 
with ‘built’ or ‘conventional’ architecture but replicated 
architectural fragments, rethinking perspective, 
constructing through imagination and testing the 
limits between the physical and philosophical reality. 
The author describes extensively and in many 
different ways that Duchamp was highly interested 
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in perspective construction and he performed many 
visual experiments and research. 

The study goes beyond the physical or visual space 
that consists of three dimensions. Art was also 
used to describe, explore and experiment with a 
fourth dimension. It was a common idea that gained 
popularity in the twentieth century after new geometric 
developments in the century previous. Several different 
artists, art critics and their stance are described, but 
most notably, Duchamp saw the fourth dimension as 
the unattainable. In the words of Haralambidou, he 
borrowed the precision of science and mathematics and 
applied it ironically to what is beyond the measurable 
and attainable (Haralambidou, 2013, p.237). The fourth 
dimension therefor is human experience, like desire, 
fantasy, illusions, chance and narrative. Desire is once 
again connected to perspective because the practice 
has always been connected to the topic of desire. 
Mainly, the desire to capture and freeze an ephemeral 
moment. Since the rise of perspective during the 
Renaissance, vision was not only a perception any 
longer. It also became an active operational tool. 

In order for vision to become a tool, there needs to 
be space. It is connected with vision since it is the 
construction of a space. Perspective is then the tool 
that constructs pictorial space. Panofsky called for 
the characterization of periods according to what 
perspective and space they created (Panofsky, 1991, 
p.40). Spaces and the representation thereof could 
look different and triggered different connotations that 
could be logical or symbolic. The correct understanding 
was important. 

The technological space challenges most concepts 
discussed and opens new possibilities. It is a new form 
of perspective and perception. Modern architectural 
tools like CAD programs enable the architect to do all 
of those three actions, design, drawing and making, 
at once which was not possible 100 years ago. Also, 
new technologies enabled architecture to become 
immaterial.  Immaterial because it is literally not 
graspable any longer. Per definition, immateriality in 
architecture stands for anything that is untouchable, 
like the sound, lights and shadows (Hill, 2006, p.2). 
Furthermore, it stands for “disappearance” and the 
simplification and reduction.
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Augmented reality, AR, is a kind of immateriality in the 
sense that the object itself is simplistic and reduced in 
the form of a cube or a texture. It goes beyond the logic 
reality and opens new aesthetic possibilities by making 
a space that only develops further online. The actual 
design of AR is only visible when being scanned and 
looked at through the screen of a device. Once again, 
it is a form of fourth dimension that works with fantasy 
and illusion. 

In mathematics and physics, in contrary to art, the 
4th dimension is generally described as time. Time 
in space can also be interpreted as movement. The 
scientific proof or accessibility of a fourth dimension is 
very complex, since life on earth only exists in three 
dimensions. The human brain is very bad at imagining 
something that it has never been exposed too. Hence, 
processing what exactly the fourth dimension is and 
what it would look or feel like is practically impossible. 
The easiest reminder of the change of space through 
time is a photograph of the same location at different 
times. Neither the place nor the camera have moved, 
but the pictures still look different. The space changes 

because of time. Marcel Duchamp’s painting ‘Nude 
Descending a Staircase’ is his try to depict motion on 
a two-dimensional canvas, which was inspired by the 
motion photography. He puts the images on top of each 
other to give the feeling of motion. 

The difficulty with understanding the concept as well as 
independent interest into the questioning of the common 
perspectival and Cartesian three-dimensional grid, 
have led philosophers to finding new ideas. Merleau-
Ponty (1960, p.461) moves beyond the Cartesian grid 
and wants to understand space by perceiving it.  The 
space and its content have to merge to become visible 
and are expressed through depth, line, form, and 
color. Haralambidou (2013, p.193) explored the idea 
of Duchamp explaining the fourth dimension as human 
experience. The fourth dimension is not a definite 
depiction, viewpoint or even concept. Humans cannot 
imagine a fourth dimension in the mathematical sense, 
but we can accept that there is more than the human 
eye and brain can perceive. 
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7 DOLL HOUSE

The doll house should is a representation of ideas and 
concepts of the research and explore them further in a 
more tactile way. Doll houses though have looked more 
or less the same ever since they were first designed in 
the well-known form in the 16th century. Today, there 
is more knowledge about architectural representation, 
perspective, illusions and well as expansions of 
the Cartesian grid in the form of a fourth dimension. 
All of these new discoveries are unrepresented in 
architecture, which is what this doll house design would 
like to challenge. As architects are exploring ways of 
making space, this is our contribution to the creation 
of a new space. It is a leap and break of conventions. 

It remains to see where a new architectural 
representation, in this case in the form of a doll house 
takes us and if it can challenge and inspire others. 

This chapter is like a log of the development of the 
doll house in combination with further research that 
has been done and will change throughout the weeks. 
The doll house started in a different form than the 
final design turned out to be, but every big step was 
important for the development and changes that were 
implemented. Short explanations of the individual 
designs and changes should help to understand the 
development. 
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use of QR codes that will connect the viewer to a virtual 
space where they can experience more illusions.  

As a next step, different optical illusions that could be 
portrayed inside these cubes were created. There are 
various different optical illusions that we explored and 
researched over the course of the last semester and 
we tried for the first time to create them ourselves. 

Illusions work because our brain is used to see certain 
patterns and objects. Our mind is tricked when this 
for our brain common knowledge to interpret certain 
signals is misapplied. The difficulty of creating optical 
illusions is that we have to go against the brain’s 
common understanding of the world. Good optical 
illusions, therefore, are objects and patterns we are 
used to, like a staircase and then change them subtly 
to make us question what we see and how we perceive 
it.

28-01-21 
The interactive doll house: 

The idea for the doll house is to incorporate the theory 
and concepts of the research and explore them further 
by creating a very unconventional object that does not 
resemble a doll house at all. It is an interactive doll 
house that enables the viewer to play with different 
forms of perspective. The cubes are like rooms of a 
doll house and every room represents a different 
perspective or illusion. The rooms are not arranged in 
the conform way of a traditional house, but random and 
the openings will look in different directions.

The viewer has to pick up the object and turn and twist 
it to figure out what each room represents and find the 
point from where the illusion is visible, which makes 
it anamorphic. Furthermore, the space should only be 
understood when looked at from the right perspective. 
The viewer should take the view into their hands, 
therefore, and turn the object with the rooms to create 
the correct perspective for each room.

Modern technology will be implemented through the 
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[Fig. 49] Illusion experimentation 1 [Fig. 50] Illusion experimentation 1

[Fig. 51] Illusion experimentation 2 [Fig.40] Illusion experimentation 252

[Fig. 53] Illusion experimentation 3 [Fig. 54] Illusion experimentation 3
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three-dimensional from this one angle, but it actually 
does not have to do more. This difference between 
axonometric drawing and model is what inspired 
Eisenman to make this critical model. The model looks 
three-dimensional too, but only from a specific angle 
which makes it anamorphic. From various other angles, 
the model seems to fall over. This discourse seemingly 
was inspired by new practices and teachings for young 
architects to use axonometry and Eisenman showed 
that the combination of axonometry and model led to 
distortion. In conclusion, the model seems to have 
been a criticism, just like we have shown that many 
other illusions have been too.

Modern technology will be implemented in the form 
of AR. Other than virtual reality, it does not create an 
entire new world. Augmented reality enhances the real 
world with computer-generated perceptual information. 
The information can either mask real-world objects and 
put something else in front of it or it can add further 
elements to the environment. In this sense, AR alters 
the perception of the world.

18-03-21
The distorted doll house: 

Since the main topic of this thesis is illusions and 
the effect of irony on perspective, we thought it was 
necessary to rethink the design. Instead of using 
our doll house to display different illusions, it should 
become the optical illusion. Furthermore, the previous 
design was very uncoventional and a doll house could 
not be made out at all. Hence, we went back to a more 
traditional doll house design. 

The distorted design is influenced by Peter Eisenman’s 
House X. It is a building made out of blocks, grids 
and rectangular shaped objects that overhang which 
makes the entire design look astatic. The floor plan 
is asymmetrical and very orthogonal, which we have 
seen in several Eisenman designs over the course 
of the last semester. The project was never realized, 
but the model was built. The model is so interesting 
because it is not actually a true model of the project, 
but it is highly distorted. In an essay we found on the 
project it is described that the model was inspired by an 
axonometric drawing of the project. The drawing looks 
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[Fig. 56] Doll house experiment 1 [Fig. 57] Doll house experiment 1

[Fig. 58] Doll house experiment 2 [Fig. 59] Doll house experiment 2

[Fig. 60] Doll house experiment 3 [Fig. 61] Doll house experiment 3
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Art is a constant move between dimensions and the 
idea of more than the conventional three dimensions is 
important for our design. 

The first dimension is a quite classic representation 
of both a doll house and architecture in general. The 
viewer can see and make out what it is without being 
challenged too much. For now, it looks rather simplistic, 
but it looks normal. We can perceive it quite well and 
logically. 
An AR cube is incorporated into the model instead of 
being used at the side. The black cube in the middle 
is the AR cube that will display one element of the doll 
house, most likely a staircase, preferably an infinite 
star case like the one M.C. Escher created. 

The second dimension is in an approximately 90-degree 
angle, similarly to how the actual x- and y-axis would 
perform. Standing at this new point will show that it is 
not a normal doll house. It is made of cubes that hang 
from the ceiling or are attached to the ground. The AR 
cubes hangs in the center. 
Preferably, all the individual elements are distorted 
similarly to how House X by Eisenman looked like. 

25-03-21
The four-dimensional doll house: 

The next major step was research into Marcel Duchamp 
and other avant-garde artists since several artists 
played with ideas of dimensions and a fourth dimension 
that goes beyond the common understanding of space 
as a three-dimensional space. The study of fourth 
dimensions goes beyond the visual space and creates 
ideas and ways to imagine this space. Mathematically, 
tthe fourth dimension is commonly understood as 
time. Artists, though, can interpret this phenomenon 
differently and depict it differently too. Imagining the 
fourth dimension is almost impossible due to human 
life existing in only three dimensions. Nevertheles, 
there are different interpretations of the idea of a fourth 
dimensions and respective representations. 

Since our research is an accumulation of space, 
dimensions and grids and how objects can be depicted 
and act in different dimensions, this was a major 
development for the design and thesis. When painting 
a central perspective, the goal is to take a three-
dimensional object and depict it in two dimensions. 
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Like Haralambidou looked for new alternate drawing 
practices, Eisenman criticized the relationship between 
the axonometric drawing and model building. The 
combination led to distortion. 

The third dimension is any other point that is not 
already the first or second dimension of our design. 
From anywhere else, no logic doll house is visible, nor 
is a distortion in one direction. All that can be seen is 
single objects that hang or are mounted onto the floor. 

The fourth dimension is in the tradition of Duchamp. 
It goes beyond the physical reality. It is human 
experience, our experience researching and creating 
it, narrative, the meaning of it, the fantasy and reaction 
of the viewers, desire, emotions, illusions. It can be 
anything. 

In conclusion, the doll house has evolved into an 
illusion and is an exploration of further dimensions at 
the same time. 
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changed except for the descriptive names. The first 
dimension is called ‘The Perspective‘ since from this 
point the house is visibel in a rather normal view and 
perspective. The second dimension is called ‘The 
Illusion‘ since it is finally visible from the standpoint of 
the second dimension that there is no conventional doll 
house, but it is all an illusion. The third dimension is 
called ‘The Distortion‘ because the model seems to be 
distorted and made up of single pieces and makes no 
sense any longer. Tthe fourth dimension is called ‘The 
Effect‘ because it is non-visible but very important for 
the interpretation of the model. It should have an effect 
of the spectator and make them think. 

15-04-21
The four dimensional doll house - further ideas:

Another step to take was to formulate more cohesive 
theory that connects the research and doll house with 
its four dimensions. The design developed further but 
stayed rather similar to previous attempts. Furthermore, 
each dimension is now attributed with a concept that is 
used as a kind of name to describe it.

To conceptualize the design idea further, the breaking 
of conventions is an important theme for our research. 
It has been a recurring theme in our research and 
many theorists, architects and artists we have studied 
so far broke conventions in different ways. Our doll 
house should also go against the convention of a 
traditional doll house. We are going to take parts of it 
and break the rules by taking it apart and assembling 
it in a very different way. We are creating a doll house 
that incorporates different dimensions that all have 
different modes of representation, perspective and 
interpretation. 

The dimensions and the description thereof have not 
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a full architect but took parts of architectural designs 
to make new things (Haralambidou, 2013, p.193). 
Here, conventional parts of a doll house, like furniture 
and cubes for rooms make up the doll house, but the 
arrangement is unconventional. It is distorted and 
makes no sense in terms of being a normal doll house 
from this perspective.

The fourth dimension is not visible but happens in our 
mind. It will be different for everybody since it is about 
experience, desires and fantasy (Haralambidou, 2013, 
p.193). It might be the daylight and time changing how 
the model looks and casts shadows. It might be the 
movement of people walking around it and playing with 
it. It can be the experience and emotions. Since light 
and daytime can be the fourth dimension, it might be 
interesting to incorporate that into the design. Seeing 
how it will look with different shadows cast on it at 
different times of the day can make it appear differently. 

29-04-21
The four-dimensional doll house - further 
distortion:

The first dimension is still rather conventional and looks 
like a normal doll house. Another element that adds 
to the conventionality of this dimensions is furniture. 
There is still the element of material and immaterial 
architecture that is being combined through the AR 
cube in the middle. The cubes have been broken up 
into smaller pieces, which is not visible from the first 
dimension since they align in the conventional doll 
house shape.

The second dimension shows more distortion though 
and more little fragments are visible. The cubes are 
slowly breaking open. The illusion is therefore becoming 
stronger since the difference between the illusionistic 
first and second dimension is getting stronger.

The third dimension shows the distortion even 
stronger because of the smaller pieces that are 
scattered throughout the model and it relates to 
architectural design like Duchamp did it. He was not 
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each other. Actually, they have to be read as one whole 
in orderr to make sense. Furthermore, it should be 
perceived as a  multi-dimensional doll house.

Most importantly is the incorporation of our knowledge 
about the expansion of the common Cartesian grid 
in the fourth dimension. They are not commonly 
represented in doll houses and neither in any other 
architectural project. As architects explore other new 
ways of making space, this is our new way. Life and 
space might go beyond three dimensions and so could 
architectural space. In our case, the architectural 
space is the doll house that explores new ways of 
representation. 

06-05-21
The four-dimensional doll house - a 
philosophical interpretation

The doll is under constant reworking and new theories 
are being researched and added. The idea of different 
dimensions stems from Penelope Haralambidou’s 
(2013) research of Marcel Duchamp and his 
architectural interest. Duchamp was interested in 
architecture, but worked with architectural fragments 
and looked at the dimensions and further dimensions, 
like the fourth dimension from a more holistic and 
philosophical point of view.

By breaking the design into even smaller units, length 
and size is added to the model. The distortion and 
illusion are much stronger because the single cubes 
that look like room from the point of the first dimension 
are broken into single pieces that can only be read 
correctly when looked at from the correct view. From 
the other sides, the model is now an assemblage of 
single pieces that float in the air.  

The goal is for all of the dimensions to interact with 
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to engage with the installation. We looked at different 
concepts of artists and theorists trying to describe the 
4th dimension. It is light, time, personal experience, 
desire, going beyond the three-dimensional grid, and 
so on. By making the doll house more engaging for the 
viewer, we hope to achieve different experiences of the 
fourth dimension. 

Light
Olafur Elliasson is an artist who creates sculptures and 
large-scale installations that include light and color, 
water and air. He is known for experimenting with 
lights and the effect of specific lights on other colors. 
One of our favorites is his experiment with the effect 
of a specific light on other colors. It is called “Room 
for One Colour” and works by using monofrequency 
lamps that emit a certain color of light. In the case of 
his installation, it was yellow light and because of that, 
the spectral range was reduced to yellow and black. 
Only differences like the clothing of other viewers are 
lighter or darker could be seen. No information about 
the exact color could be given though. Furthermore, he 
worked with other colors to make the viewer lose their 
sense of space and perspective. 

20-05-21
From model to installation

The next step was to make the model more interesting, 
engaging and maybe more like an installation than a 
model. Until now, the doll house was quite anamorphic 
and there was one major illusion that could be seen 
from the first dimension and then broke into pieces 
from other points of view. Anamorphosis is a distorted 
projection requiring the viewer to occupy a specific 
vantage point, use special devices, or both to view 
a recognizable image. In our case the viewer has to 
stand at a specific point to see the conventional doll 
house. 
It was a good starting point, but we needed to go 
further. An installation, different to a model, is a three-
dimensional object or artwork that can occupy up to an 
entire room. It differs from the model because it should 
engage the viewer into the work of art. It can be walking 
around, sound, video, performance, or immersive 
media. The focus lies much more on the engagement 
of the viewer than just exhibiting a piece of work. This 
plays into our concept of the fourth dimension. The 
viewer is engaged, but the artist also desires the viewer 
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be “scanned”. As soon as the camera sees the target 
the object is shown. We created a table, which was 
one of the furniture elements in AR as a first test for our 
doll house. For the final design, we could use AR with 
two or three phones and create different objects – from 
figures or “dolls” that are walking around to different 
furniture and elements to show that the possibilities are 
endless.

Model experiments
We also built a first physical model to see how the 
illusion would perform in real life. They can be seen 
and add up to a cube when seen from the correct 
perspective. 

There are several artists who work and worked with 
light and color to create installations. It was a common 
theme for some artists during the 1960s which led to 
the term of California Light and Space artist movement. 
James Turell is one of those artists and works with light 
to create spaces that are full of light. It does not shine 
on anybody or create shadows or gives the viewer any 
information about the space, perception, distance or 
surface. 
Anthony McCall began in 1973 with ‘Line Describing 
a Cone’. This work is a volumetric form composed 
of projected light which slowly evolves in three-
dimensional space. 

AR
An engaging element we would like to implement into 
our design, is Augmented Reality. As a test, we took 
one of the furniture elements, the table and chairs and 
put it into the app. We can either scan an object, any 
kind, shape, color and pattern we want, and put it as 
the target. Similarly, we can also choose a picture as 
the target. Then we add the geometry, so the object we 
want to see in the Augmented Reality and export it to 
our phones. On an app on our phones, the target can 
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24-06-21
FINAL MODEL

Our doll house is the combination of all the theory 
and research we have done into one model. It has 
changed to be an installation rather than just a model. 
An installation should engage the viewer more than a 
model. We achieve that through AR and the call for the 
viewer to walk around the model in order to see and 
experience all four dimensions. We have decided not 
to use any light but bring more color to the model by 
making the AR components more colorful. 

The idea of different dimensions stems from Penelope 
Haralambidou’s research into Marcel Duchamp’s 
interest as well as our focus on space. Space is 
described in dimensions and the world we live in is 
a three-dimensional space. Therefore, we chose to 
use tthis concept to describe and classify the model. 
Furthermore, we wanted to go beyond the common 
three-dimensional space and explored the fourth 
dimension. The final doll house should incorporate, 
explain the ideas more conceptually and explore our 
research interests further. Additionally, the doll house 
must be experienced and the personal experience 
and interpretation might and should be different for 
everybody. 

1st dimension – the perspective: 

The first dimension is the conventional perspective of 
a doll house. When thinking of a doll house, a variation 
of this kind of structure probably comes to our mind. 
There are rooms, a roof, and common furniture that 
can be found in a play doll house. Nevertheless, it 
breaks conventions, and the experience is anything 
but conventional. 

While normally, dolls can be in the rooms, with this 
doll house, the playing takes part in a digital space. 
Furthermore, the playing is not conventional but 
rather a word play since our entire doll house is a 
game of illusions. Similarly, we encountered a lot of 
new inventions and  was based on new inventions, 
perspectival, technological and others, and new avant-
garde ideas. It was about how irony breaks illusions 
and we see our installations as a play with and word 
play on avant-garde, crazy topics and it is anything but 
a conventional doll house. The element of playing is 
therefore not very conventional either. We think that 
any way of playing we include, it would never be very 

child-directed and conventional, similar to the physical 
doll house. 

Jonathan Hill’s work “Immaterial Architecture” is an 
advocacy of the fusion of material and immaterial 
architecture. Architecture does not need to be built 
to have value. The ideas, perceptions and imaginary 
properties are quite as important. While AR looks 
rather plain on first glance since it is just a texture, it 
offers so much more. Any design can be projected 
which can transform the space into an ever-growing 
and expanding doll house. Infinite shapes and 
combinations of rooms could be placed around the doll 
house and give canvas for the projection of fantasy. We 
would like to test the boundaries between reality and 
virtual spaces. Rather than keeping them separate, 
they should be combined. 

2nd dimension – the illusion: 

When turning a 90-degree angle, the 2nd dimension is 
visible. It stands for the illusion. The second dimension 
is when the first dimension fails and the viewer realizes 
that it is anything but a conventional doll house. It is 
scattered into tens of pieces and does not really make 
much sense any longer. It also shows how illusions 
work only by breaking them. Ideally, not the illusion itself 
is a sign of there being something wrong. Only when 
the illusion fails, like here in the second dimension, it 
becomes clear that it is an illusion. 

Like in our research of other projects and buildings, 
irony can be seen once again as the catalyst for 
critique which results in an illusion. This time the 
critique lies on the conventionality of doll’s houses and 
the perspectival model construction thereof. Illusions 
are a break of conventions in the way that they show 
the flaws of perspectival construction. Perspective 
naturally distorts reality or the depicted object, but 
illusions can make use of that knowledge and put it to 
the extreme. 

Typical optical illusions are catered towards the human 
eye and vision as Lev Manovich describes in his work 
The Language of New Media (2002). He furthermore 
described differences between illusions in the physical 
reality and how photography and the evolution of more 
new media has changed the understanding and use of 
this media (Manovich, 2002, p.165). New media calls 
for a rethinking of the theories. 
3rd dimension- the distortion:
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[Fig. 5] Albrecht Dürer, The Perspective Machine, 1525 
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The third dimension is called the distortion and is 
seen when looking diagonally at the model.  From that 
angle the doll house does not look like a doll house 
and nor does it look like an illusion. All that is visible 
is a bunch of fragments that are clustered around one 
area. It is uncommon and unknown. But this can be the 
purpose of art. Things should not be presented the way 
they always are but should challenge the viewer. We 
do not fully perceive things that we are used to. The 
more uncommon the representation is, the clearer we 
comprehend it and might be able to see new meaning.

The distorted view of the doll house is confusing 
and difficult to read. Nevertheless, it is an important 
dimension, since it becomes clearer from an unusual 
point of view that common representation methods can 
be challenged. C. Cazeaux describes in an introduction 
to Jean Baudrillard’s “The Evil Demon of Images” that 
representation usually follows reality (Cazeaux, 2011, 
p. 478). Since the age of new media, the after-image 
of representation of reality has started to influence the 
real world. 
Furthermore, Duchamp, for example, took elements 
of designs and combined and distorted them to 

create something new. He reconstructed imagination 
through drawings and testing boundaries about what is 
possible, real and aesthetic (Haralambidou, 2013, p.7).

When looking closely, a faint central perspective can 
be seen. It is made up from the composition of the 
pieces and two little lines on the foundation of the 
model make it clearer where the central perspective is. 
Central perspectives are known to distort, willingly or 
not and it has been an important theme in our research. 
Examples like the Borromini Gallery and the meaning 
of the choice of illusion have been interpreted. We said 
that it is an ironic commentary on architecture and 
proves our claim that irony and perspective make up 
an illusion. 

4th dimension – the effect:

In mathematics and physics, the 4th dimension is 
generally described as time. Time in space can also be 
interpreted as movement. Marcel Duchamp said that if a 
shadow was a two-dimensional projection of the three- 
dimensional world, then the three-dimensional world 
we live in was the projection of the four-dimensional 
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universe (Steefel, 1962, p.72). His painting Nude 
Descending a Staircase is his try to depict motion on 
a two-dimensional canvas, which was inspired by the 
motion photography. He puts the images on top of each 
other to give the feeling of motion. 

The scientific proof or accessibility of a fourth dimension 
is very complex, since life on earth only exists in three 
dimensions. The human brain is very bad at imagining 
something that it has never been exposed too. Hence, 
processing what exactly the fourth dimension is and 
what it would look or feel like is hard. The easiest 
reminder of the change of space through time we could 
find is a picture of the same location at different times.

The difficulty with understanding the concept as well 
as independent interest into the questioning of the 
common perspectival and Cartesian 3-dimensional 
grid, have led philosophers to finding new ideas. 
Merleau-Ponty moves beyond the Cartesian grid and 
wants to understand space by perceiving it (1960, 
p.461).  The space and its content have to merge to 
become visible and are expressed through depth, 
line, form, and color. Haralambidou explored the idea 

of Duchamp explaining the 4th dimension as human 
experience. 

We studied a lot of artists and new technologies that 
can be implemented into design or just question the 
use and meaning of perspective in the modern world. 
There is no more use for perspective to give us the 
opportunity to depict something in two dimensions. 
The online space is much more three-dimensional than 
a canvas and therefore has no need for the common 
term of perspective. Nevertheless, new questions and 
possibilities arise. The design process for architects 
has changed and we can design immediately in three 
dimensions and do not have to work with floor plans 
and sections, to name just one example. 

Furthermore, conventions can be broken again. There 
are new possibilities, expectancies and conventions 
of new media that can be broken. We use AR for this 
intent. In the AR, we want to create rooms that are 
very conventional though. Which should be anything 
but what the viewer might expect from our doll house. 
The rooms are pink and colorful and richly decorated. 
The main element of this design is that it is different 
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than what the expectation might be. AR is very new 
and can be used for any crazy shape and form. To be 
more exact, AR is normally used because it can creaet 
any shape and design and add it to the real world. 
Everybody can see the object through a phone or 
tablet screen and play with crazy designs. Normally, 
physically impossible and explorative designs are uses 
for AR. 

But we went against conventions, just like all the 
artists we studied. We use the physical model for 
the unconventional design and the new, modern 
technology for a simple design. Tools are not used for 
what they are designed which makes it ironic and also 
a little avant-garde.We want to use the AR in different 
places around the model. It does not have to be 
inside one of the rooms that we can see from the first 
dimension, but once again weird and unconventional 
spaces, like on top of a random piece that is floating 
in the air. We are used to having a space that is either 
digital or analog, but we are going to combine them. 
This makes the doll house material, since it is a built 
structure and immaterial through the AR element at the 
same time. 

The experience with our doll house and its 4th 
dimension can differ. It can be the experience and 
emotions, it can be the interaction with the doll house. 
The fourth dimension is not a definite depiction, 
viewpoint or even concept. Humans cannot imagine 
a fourth dimension in the mathematical sense, but we 
can accept and try to make the viewer realize that there 
is more than our brain is used to – in this universe and 
in the representation of a doll’s house.

Conclusion:

All of the dimensions interact with each other and 
cover topics of one another. There is no clear-cut 
differentiation between the effects and interpretations 
of them. They have to work together and the viewer 
has to experience all of them to understand the doll 
house. Doll houses though have looked rather similar 
ever since they were first designed in this form 
centuries ago. Our doll house looks like a conventional 
doll house from the front. But there are more than only 
one dimensions, so a design should incorporate all of 
the dimensions and not only one. 
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