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THEATRE AND ARCHITECTURE

The theatre of the public space
The semicircular plaza gently slopes towards the central, 
ornate Palazzo Pubblico and its Torre del Mangia making it 
natural only to sit facing the building. I find myself in the 
plaza, its slope as gentle as it could be for reclining and 
observe the ornate building of brick and white marble inlaid 
with a stone of darker shade. The building and its tower 
stand out from the rest. They are the performance. But 
then, I look around to find people - some reclined to catch 
the warmth of the afternoon sun, some in communion 
around a semi-circle and yet some others watching other 
people each playing their part in the everyday story of the 
Piazza. In that instance, I realise that I too am an actor 
fulfilling a part in the theatre of the public space.

Architecture as a stage
The above Indian miniature narrates the event of the young 
Mughal emperor Akbar  recognizing his mother. The painting 
itself contains several sub-stories within the canvas such 
as the people of the city celebrating, the festivities of the 
royalty on the special occasion and the suggestion of the 
landscape where the event occurs. Here, it is the built space 
that weaves around and binds these various sub-stories into 
a unified narrative. The Indian miniature paintings provide 
an alternate perspective to architecture - architecture not 
as a subject but as a backdrop and a descriptive tool. Here 
architecture becomes the stage that combines and organises 
the different acts into a unified narrative. 

[above]
The child Akbar recognises 
his mother, Indian miniature 
painting [1]

[opposite]
Sketch - Piazza del Campo, 
Siena
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The drama in the urban scape
Each window frames a story: a person sitting in silent 
solitude his thoughts probably elsewhere; a group of friends 
gathered over dinner, the room filled with gay laughter; 
a silhouette of a person staring onto the stars; and yet 
someone else furiously concentrated towards the computer 
screen probably working for an impending deadline. 
Windows in an urban scape share this beauty - they bring 
together seemingly distant stories into a single act.

The theatricality of the everyday ritual
In the middle of the hot, arid landscape, oblivious from above 
the horizon, a grand complex grows into the earth towards a 
small well. The people who came to fetch water or the weary 
traveller looking for a cool place to rest descend into the deeper 
reaches of the earth through the cascading steps. For the 
person looking out from the refuge of the complex opposite 
the steps, it is a performance that he witnesses when he sees 
the zig zag movement of the local people in colourful attire 
against the  uniform background of the steps and the geometric 
pattern that they make with their shadows. Their descent (and 
ascent) itself, like water cascading down a slope to follow the 
path of least resistance is a choreography in space directed by 
the architecture of the stepwell. Here architecture stages and 
directs the necessary everyday activity as a performance in 

[above]
Chand Baori Stepwell, 
India [2]

[opposite]
Sketch - The windows of 
Amsterdam

Image References

[1] Retrieved from https://www.theguardian.com/artanddesign/2012/

nov/30/art-treasures-of-mughal-empire

[2] Retrieved from https://commons.wikimedia.org/wiki/File%3AChand_

Baori_(Step-well)_at_Abhaneri.JPG
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LESSONS FROM VILLA MOLLER

The fundamental lesson that held my interest upon studying the works 
of Adolf Loos is general and Villa Moller in particular is the conception 
of architectural space as a backdrop, its spatial effects tailored to suit 
the particular activity that it hosts within its bounds. Within the broader 
concept of creating these spaces as backdrops is the effect of presenting 
them as stages within an interior of visually and physically connected 
rooms. This strategy of treating the architectural spaces not just as a 
passive backdrop but emphasised as stages is an important aspect 
distilled from the study of Villa Moller.

The other important aspect taken from the study of Villa Moller is 
the spatial organisation, especially of the interior, the Raumplan. 
The subsequent design project focuses on the specific quality of the 
Raumplan which organises the interior as a contiguous landscape of 
rooms with differing spatial qualities and distinct physical and spatial 
boundaries between them. Of specific personal interest is the actual 
experience of the Loosian conception of the Raumplan that makes an 
inhabitant conscious as an actor occupying architectural space. The 
architectural experience of a Loosian building, as illustrated by Villa Moller, 
is therefore an ambiguous experience of simultaneously being an actor in 
space and an audience to other spaces.

But quite contrary to the interior, Villa Moller as an example from the 
oeuvre of Loos, the exterior is modelled as an object – a cuboidal mass 
of monotonous material usually white stucco. The architecture of Loos is 
a play of contrasts – the contrast between the exterior and the interior, 
the contrast between the different rooms of the interior, the contrast 
between the individual experiences within these rooms. 

And so the primary focus of the design project is the aspect of 
architecture that is not merely an object or a backdrop but that which 
exists in the contrast of being an object and a backdrop. It also focuses on 
the aspect of architecture as an active and complex system that produces 
the subject out of the inhabitants and the activities of inhabitation. Within 
this, the design project sets to explore the potential of architectural 
elements and concepts such as spaces as stages, thresholds and 
movement as researched from Villa Moller in revealing the inhabitant as 
conscious of being and performing in architectural space. 

[opposite]
Villa Moller - view from 
the main hall - picture 
from model
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THE PROGRAM

One of the key intentions that I set out to explore through the project was 
the ability of architecture to make its inhabitants conscious of being in 
space as actors and audience simultaneously. A well-suited program that 
would allow the exploration of this particular quality in architecture and 
engage in dialogue with the key design intention was found in the design 
of a theatre building.  This program provides the opportunity to explore 
not only the relationship that architecture shares with theatre but also the 
possibilities on how each program could mutually enrich each other.

The design intention, quite broadly, takes inspiration from Edward Gordon 
Craig’s call to construct real spaces that actors could occupy physically[1] 
and from the performances of Punchdrunk that exploits the quality of 
architectural space in the performance and experience of theatre [1]. As a 
consequence, the design sets to explore the qualities of the boundaries 
that separate acting space from auditorium space, the actor from the 
spectator such that their roles can be inverted. Experientially, it sets out 
to explore the possibility of theatricalising every aspects of the building 
and its programmatic use, while functionally it intends to challenge the 
theatre maker while providing affordances for experimentation. The design 
also sets out to explore and expand the ambiguity of inverting stage and 
tribune, actor and audience between the interior and the surrounding 
context thereby expanding the theatrical effect to the domain of the 
exterior.

Fundamentally the program consists of two stages – one as an auditorium 
with a flat stage and a raked tribune and the other modelled after a 
Shakespearean theatre - two vastly different types of theatrical space 
that establishes different relationships between the actor and audience 
and provides two different experiences. The program also consists of an 
outdoor amphitheatre and other ancillary spaces such as the cafe, a series 
of foyers, administrative offices and service spaces.

References
[1] Rufford, J. (2015). Theatre and Architecture. Palgrave.

Stage 1
250 sq m

Stage 2
250 sq m

Cafe
70 sq m

Kitchen / services
70 sq m

Entrance 
Foyer
55 sq m

Lounge
35 sq m

Services / Circulation
400 sq m

Lounge
35 sq m

1200 
sq.m.

Villa 
Moller

Theatre Theatre Theatre
outdoor

Cafe

The Building
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The site to situate the project is selected based on the precondition that 
it must be within the visual proximity of Villa Moller. The selected site 
is therefore a large open ground, its slopped terraced to house several 
outdoor tennis courts in the middle of a suburban residential region of 
Vienna. The site is located between the city to the South East and the 
lower Alps towards the North. Topographically the site is located at a 
zone of transition where the terrain changes from being flat towards the 
city to a slopped landscape towards the hills. The site therefore has two 
situations – one facing the urban landscape of Vienna and the other facing 
the natural landscape of the hills. 

The following site analysis is treated not as an extensive quantitative 
investigation but as a qualitative one, to mine relevant information that 
could influence the design. For example, situating the site within the 
network of performance centres across Vienna not only helped validate 
the program, but also define more in specific the size and the kind of 
theatre that could be designed. Likewise, a Becher[1] type photographic 
analysis combined with the figure ground drawing of the vicinity of Villa 
Moller and the site reveal the region as an eclectic collection of villas, 
each within the privacy of the compound wall distant from engaging in 
any conversation with each other. The topographic analysis of the site, 
instead, shows that the terraced levels within the boundary not only 
create different conditions within the same boundary but also fragment 
the site into several small pieces. Added to this, the elevated site islanded 
by roads on all sides is also a key influence in eventually suggesting the 
form of the building and its interaction with the different edge conditions. 

The final design not only takes advantage of the different circumstances 
within the site, but also, wherever necessary, integrates and mediates 
between these different situations.

THE SITE

0 1 2 4kM

Vienna

Site

2km
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Tanzquartier Wien

Dschungel Vienna

Rabenhof Theater

Ateliertheatre Das Off Theater

Theater BretterhausTheatercouch

TAG

Kosmos Theater

das Schaufester
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Lalish Theaterlabor

Rampenlicht Theater

Wiener Vorstadttheater

Theaterlabor institut  

Schauspielausbildung 
für Theater & Film

`Open Acting Academy

WUK

Kulisse

Pygmalion Theater

Site

Burgtheater

Volksoper

Theater an der Wien

Volkstheater

Vienna State Opera

Schauspielhaus

Theater in der Josefstadt

Akademietheater

Raimund Theater

Site

2km 2km

Mapping of performance centres in Vienna

Location of the large historic cultural centres in Vienna concentrated 
within the centre of the city quite far away from site.  
Mapping of an alternate performing culture in Vienna, called the ‘Backyard 
theatres’ that are small to medium performance centres scattered 
across the city diffusing into the city’s suburbs. They offer an alternate, 
experimental performance culture across the urban landscape. The 
proposed theatre is expected to fit within this cultural network of the city.

[above]
Mapping of ‘Backyard 
Theatres’ in Vienna

[opposite]
Location of the historic 
performance cultural 
centres, Vienna
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0 50 100 200M0 50 100 200M0 50 100 200M

Villa Moller

0 50 100 200M0 50 100 200M0 50 100 200M
100m100m

[above]
Figure ground drawing of 
the site and surroundings

[opposite]
Satellite imagery of the site 
and surroundings

The Site and the surroundings

The site is a large clearing, currently housing a tennis club with a small 
temporary pavilion and tennis courts. The sloping region within the 
boundaries of the site is therefore levelled into terraces for the same 
purpose. The figure ground drawing shows a less dense built fabric 
composed mainly of individual houses within plots that are quite unrelated 
to each other in expression. The ‘Becher’1 type photographic analysis of 
the surroundings exposes the eclectic character of the buildings in the 
surroundings quite unrelated to each other. 
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[above]
Villa Moller, front elevation

[opposite]
‘Becher’ type analysis of the 
vicinity of the Villa Moller 
and the Site
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The Site and topography

The site is located at the ridge with the topography of the surrounding 
sloping away from the site. The physical implications of this is that, apart 
from being a high point in the immediate vicinity, gaining a visual focus, 
the site also enjoys different edge conditions along its boundary. Owing 
to its elevation, the site, though it faces the suburban lots on one side, 
towards the northern side, the site opens onto the hills that are at the 
city’s outskirts. The site thus opens onto a free view of the landscape. 

[above]
The different edge 
conditions of the site

[opposite page]
Site topography
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295m

295m

263m

271m

Site

Site

Site - Terraces

The area of the site is broken into several smaller parcels of relatively flat 
ground by the terraces at different levels. The retaining walls that hold 
these terraces also split the site and the site as an experience is more of 
several individual plots than one continuous area.

[above]
Site section

[opposite page]
The internal terraces within 
the site boundary

References 
[1] Bernd and Hilla Becher. (2017, February). Retrieved from Artnet: http://www.
artnet.com/artists/bernd-and-hilla-becher/
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THE INTERIOR

In which the audience become actors

The key design concept of the theatre places the audience and the actor 
in the same architectural space making ambiguous the division of stage 
and tribune. The key idea of the design is to create a space where the 
theatrical act can develop simultaneously at multiple settings across the 
building. The possibility of the actors and the audience to share the same 
physical space further creates the opportunity where the different spaces 
across the building can manifest as a potential setting for the theatrical act 
to unfold. 
The key concept of the building to develop the interior as connected 
spaces not only offers the possibility of experimentation to the theatre 
makers, it also offers the flexibility of choosing one’s own view point to 
the audience witnessing the theatrical act. In effect, the audience himself 
could potentially contribute to his own theatrical experience.
In offering affordances and challenges for experimentation, the 
architecture of the building intends to find an active role in the creation 
and the experience of theatre. By giving the possibility for shaping the 
individual experience of the theatre-goer in giving  the fredom to choose 
his point of view, the theatre building apart from contributing to the 
creation of the theatre, also contributes to how the theatrical play is 
received. Here everyone is an actor actively shaping his/her experience of 
the play.

[opposite page]
Simulation of the possible 
ways a theatrical act can 
unfold in the interior
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“The true artist, the great architect, however, first of all gets a 
feeling for the effect he wants to produce and then sees in his 
mind’s eye the rooms he wants to create. The effect he wants 
to arouse in the observer (…) comes from the materials used 
and form”
“There are architects who do it the other way round. Their 
imagination creates not rooms but walls, the rooms being the 
space left inside the walls. Then they clad the internal walls with 
the material that seems most appropriate” [1]

[above]
study model exploring 
concept 

[opposite page]
‘Stages’ connected to a 
central volume

The Raum - Different spaces as stages

The key starting point of the design was to explore the potential of the 
spaces that make up the interior of the theatre complex as individual 
stage sets that people, the theatre goers, can occupy as actors on a 
stage engaging in activities like actors performing thus bringing out the 
performed activities as acts unfolding in a play.

The above idea takes form as a large central space to which are 
connected every other spaces of the interior that can be seen as 
individual stages through a proscenium. The design exploits the Loosian 
concept of the Raumplan in which the interior is conceived of as a series 
of spaces each corresponding to a specific programs cearly distinguished 
from each other. The spaces are distinguished from each other by 
volume, the level at which they are situated, the material treatment of 
their surfaces and therefore of atmospherical effects. These differences 
in spatial qualities not only define a particular space from each other but 
also define the boundaries of that space. For example, the floor and wall 
surfaces of the entrance foyer including the staircase and the garderobe 
are clad in a veneer of softwood that not only effuses a warm and inviting 
quality to the space but also integrates them to be read as one space 
even though they occur across several levels. The cafe or the central foyer 
too placed at a different level but nevertheless visually connected, with 
its different treatment of surfaces is experienced as a separate spatial 
situation.

The boundaries of the individual spaces are therefore not merely of 
physical separation but of the differentiation in spatial qualities affected by 
volume, materials, light among several other characteristics that have a 
corresponding programmatic relationship. 
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Threshold as frames
The wall of the large main foyer, the central space onto which the 
individual spaces of the interior are connected, and the different spaces 
of the interior is uniformly clad in black dyed wood veneer that opens 
as frames into the adjacent connected spaces. The openings in the 
wall clad in a wood of dark stain frame onto the other spaces of the 
interior of contrasting spatial qualities which, quite literally, becomes the 
proscenium that separates the stage from the tribune depending on the 
side of the frame one inhabits. Each space is therefore a setting to look 
into and a setting to look out from. From the central foyer, the interior is 
a three dimensional tableau of contrasting spatial qualities arranged and 
organised by the threshold of the wall of the central foyer.

Threshold as zones
A threshold is the boundary through which one emerges onto a space 
like an actor onto a stage. The design of thresholds focuses on this 
moment of emerging onto a space to make a person, in the process of 
transitioning from one space to another, become self-aware of his role 
as an actor in the space onto which he is emerging. This awareness is 
heightened by the concentration of natural light from the ceiling through 
skylights that highlights these zones like stage lights illuminating the 
arrival of an actor. It is these moments that the openings in the walls 
of the main foyer frame. The thresholds that invert the audience and 
the actor and the stage and the tribune are therefore not merely a two 
dimensional plane with frames but rather transition zones that emphasise 
the differences between the spatial situations that they mediate.

The Threshold - Tribune to stage, audience to actor

The spaces of the interior are connected to a each other through a large 
central volume. These interior spaces of different spatial qualities contrast 
with each other and the central volume onto which they are connected. 
The regions of contact of these spaces become the thresholds between 
each other. Quite broadly, a threshold is the boundary determining an area 
or a volume and, more specifically, where one area or volume ends and 
the other begins. Physically, the thresholds between the spaces of the 
interior landscape are boundaries between each other where a particular 
spatial condition ends and another begins. Conceptually, the threshold 
marks the boundary where a space transforms from a stage to a tribune 
and the boundary where the audience become conscious of being actors 
in space and vice versa.

[opposite page]
Threshold as frames and 
threshold as zones
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[above]
The building as a stage
Section A - collage

[following spread]
View of the interior from 
the main foyer
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Movement - as narration

The experience of architectural space is affected by the movement 
through it. A static spatial composition can be given a heterogeneous 
experience while a heterogeneous spatial composition can be ordered 
into a linear experience.In short, movement through architectural 
space functions as a descriptive tool that unfolds a spatial narration. 
Metaphorically, it could be compared to a plot that runs across a theatrical 
play linking the different acts that it contains. 

The comparison extends to the actual experience of the interior where 
movement is used as a device in the inversion of the audience to the 
actor. The movement through the interior of the building proceeds as a 
series of successive turns occuring perpendicular to each other which 
offers the person an orientation in one instant only to be challenged in 
the next. In the sequence of movement, a person is offered a visual 
orientation - a destination to reach through the frames of a threshold. 
The actual physical access to the destination, though, follows a circuitous 
route that takes the person through the other spaces of the interior 
unveiling them in unexpected turns. For example, one enters the 
entrance foyer and directly ahead, through a frame at the higher level, 
gets a glimpse of the main foyer and few of the spaces connected to the 
main foyer. Yet the actual route to the main foyer is through a series of 
staircases that turns and bends, which in the process reveals an atrium. 
To this atrium is connected the garderobe and overlooking onto it are the 
cafe, the foyer of one of the stages and the administrative offices of the 
building. The atrium and the other spaces are unveiled while one sets to 
physically reach the main foyer. Further, the moment of one leaving the 
staircase and stepping onto the main foyer is framed to the entrance foyer 
by the same opening that earlier gave a glimpse of the main foyer from 
the entrance. 

The overlay of the path of movement and the frames portray the person 
emerging onto the main foyer as an actor to the person on the entrance 
and vice versa and is a recurring phenomenon across different instances 
of the interior. Therefore within the course of the movement, the 
transition from one spatial condition, the Raum, to the other marks the 
moment of heightened experience.
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[above and 
previous page]
Sequence of movement 
within the interior of the 
building

The interior of the theatre building is a construct of Raum, threshold and 
movement.  While the Raum sets the stage for an activity, the threshold 
frames the act and the movement through the spaces presents and 
directs the plot of the architectural experience of the interior. The interior 
is therefore a tight three dimensional composition consisting of the 
Raums, and the thresholds with the movement winding through them. 
These three primary concepts that make up the interior construct work 
in relation to each other as a system in dramatizing every aspect of the 
experience of the interior and in constantly inverting the audience to actor 
and tribune to stage and vice versa.
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In the Loosian conception, the external facades play an active architectural 
role as mediators between the interior, the domain of culture, and the 
exterior, the domain of information [1]. In effect, the external façade is 
not merely an outcome of the interior or an external shell that wraps 
the interior, but a mediating layer between the interior and the exterior 
that actively influence each other. Because the facades are layers that 
mediate and therefore influence the interior from the exterior and vice 
versa, the synthesis of a particular façade is affected by the specific 
conditions of the exterior such as the edge conditions of the site and of 
the corresponding interior space.

The moving idea behind the development of the facades is that it 
presents itself as a keyhole or a proscenium that frames and unveils 
the performances of the people within the building. The reverse is also 
true – that is, the facades frame the exterior, the suburban context and 
the performances that it holds, to the interior. Therefore in theory, the 
facades become a second layer of thresholds between the interior and 
the exterior resonating with the thresholds between the main foyer and 
the other spaces of the interior. But in contrast to the walls of the main 
foyer that are clad in black dyed wood veneer, the external facades are 
uniformly clad in smooth white stucco that presents a neutral layer to 
the interiors made of spaces with vivid materials and contrasting spatial 
qualities seen through the large openings in the facade. In addition, the 
white stucco is also reminiscent of the many important buildings across 
Vienna.

The facades with their differing degrees of porosity, establish a diagonal 
polarity across the building. The facades along the South-Western and 
the North-Western sides are porous, visually opening the majority of 
the interior to the exterior. The corresponding interior zones are the 
public areas of the theatre building such as the foyer, the café and so 
on. Instead, the facades along the North-Eastern and the South-Eastern 
sides abutting the performance spaces, the individual auditoria or stages, 
are relatively opaque to the exterior. Conceptually, the openings in the 
facades work to frame the spectators, the theatre-goers, as actors 
performing in architectural space while the actual spaces where the 
theatre performances take place are hidden.

THE FACADES

The thresholds between the interior and the exterior
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The South-East facade

 The frontal facade facing the city establishes the formal geometry of 
the exterior - the root cuboidal volume and the tripartite division of the 
facade with the central division explicitly expressed, their central divisions 
which in three out of the four facades feature a large opening framing the 
interior. The facade presents together both the most private of the spaces 
of the theatre - the changing rooms of the actors, and the most public of 
the spaces - the entrance foyer. The blurred silhouettes of actors preparing 
are seen through the frosted glass panels directly above the clear glazing  
of the entrance foyer. The front facade of the theatre building is partially 
a reference to the main facade of Villa Moller that contains the private 
dames zimmer that protrudes out as a porch above the main entrance 
directly below, both occupying the geometric centre.

[above]
Front facade of Villa Moller

The geometry of the façades is the iterative product of a simple cuboidal 
volume which was the starting point of the spatial creation. Therefore the 
façade at the entrance, the formal South-Eastern façade suggests the 
root geometry, the cuboidal volume and a tripartite division. The formal, 
clear geometry of the front façade then successively breaks in volume 
towards the amphitheatre, transforming an formal appearance in the front 
to a casual engagement of the building with the site on the opposite side. 
Furthermore, a constant recurring geometry across the different facades 
is the tripartite division expressed in different degrees. This tripartite 
division of the facades is also a reflection of the plan in which the central 
spaces are occupied by the important and public functions of the building 
such as the foyers. The exterior and the interior are a play in contrasts. 
While the facades present a restrained expression with the uniform 
white stucco and clear geometry, through their openings they frame a 
contrasting interior that is charged with different spatial conditions of 
materials, levels and activities that are performed. 

5m
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The South-West Facade

The longest facade running parallel to the street exposes the interior 
of the building as if it an architectural section was taken through it.The 
facade is disconnected from the walls of the interior and the end 
faces of the wall are clad in black dyed wood veneer that highlights 
thi disconnection, thereby emphasising the facade as an autonomous 
architectural element. The section of the interior seen through the 
frames of the facade exposes the performative ritual of the theatre-
goers - the ritual of a person entering through a foyer, depositing his coat 
at the garderobe, dining at the cafe, o waiting at another foyer beyor 
disappearing into one of the auditoria. The facade. much like the main 
foyer of the Paris Opera House, is one of information of the people who 
visit the theatre. 
A concrete bench  placed on the exterior facing the facade is a suggestive 
invitation to anyone passing by to watch the act unfolding in the interior. 
But occupying the bench means being the focus for the people from the 
inside - occupying the bench means becoming an actor oneself. 

[above]
Édouard Detaille Painting 
of the foyer of theParis 
Opera House, 1878[1]

The North West facade

The facade facing away from the city and towards the hills is a 
heterogenous composition of projecting terraces and volumes. The 
largest opening in the facade frames the interior to the not so distant 
hills in the background. In the foreground, it opens to an amphitheatre 
that is attached to the facade. The openings in the facade reveal the 
interior in all its spatial depth to the gaze of the outsider. While the 
amphitheatre is used as a device to physically connect the different levels 
of the fragmented site, it also becomes a potential place for open air 
performances. In such instances, the building serves as the backdrop - 
one with depth. This aspect, by analogy is related to the Teatro Olimpico 
in Vicenza where the architectural backdrop is constructed with depth and 
a receding perspective to represent the streets of a city. While the facade 
doesn’t represent the city, it provides the architectural backdrop of the 
building with depth that could potentially be exploited in performances. 
Furthermore, the bench in the previous facade is replaced by the 
amphitheatre which is an open invitation for people to stay and watch the 
interior of the building reveal as a stage and vice versa.

[above]
Teatro Olimpico[2]
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The North East facade

The side facing the irregular side of the site becomes the perceptive 
and the actual rear of the building. The external walls cover the service 
spaces to the stages. The tripartite division consistent across the various 
facades is expressed as a central protruding volume that corresponds to 
the Shakespearean stage within. The external amphitheatre opens on one 
of its sides to the North-Eastern side of the site at the point of confluence 
of two smaller roads that connects the the interior of the suburb. The 
only opening in this side facing the street is on the wall that bounds the 
amphitheatre which becomes its threshold.

References
[1] Colomina, B. (1996). Privacy and Publicity: Modern Architecture as Mass Media. The 
MIT Press.
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[1] Retrieved from https://en.wikipedia.org/wiki/Palais_Garnier#/media/File:Inauguration_
of_the_Paris_Opera_in_1875_by_Detaille_-_Collections_of_the_Ch%C3%A2teau_of_
Versailles_(cropped).jpg 
[2] Retrieved from https://en.wikipedia.org/wiki/Teatro_Olimpico#/media/File:Veneto_
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Steel profile 200x100mm

Steel mullion 200x100mm

Steel ‘L’ profile 
100x100mm

Vapour barrier

Gypsum partition` wall over 
wooden studs

Aluminium channel

Powder coated aluminium 
flashing

Drainage

Metal gutter 

Prefabricated concrete wall 
150mm

Polished concrete floor 
50mm  
Concrete screed 150mm  
Insulation 200mm 

Reinforeced concrete 
200mm

Ventilated foundation  
460mm

Concrete screed 100mm

EPS insulation around 
plinth

Reinforced concrete load 
bearing wall 250mm

Powder coated aluminium 
flashing

9mm EPDM membrane

Powder coated 
aluminium coping

Multiplex board parapet 
construction 

Insulation 200mm 

Hollow pipe concrete 
roof 300mm 

Reinforced concrete load 
bearing wall 250mm 

Vapour barrier

Insulation 200mm 

External white stucco 
25mm 

Steel ‘L’ profile 
100x100mm

Steel profile 200x100mm

Powder coated aluminium 
flashing

Powder coated aluminium 
frame 

Double glazing 

Clear glass balustrade 

Black dyed wood veneer  
over MDF

Hollow pipe concrete roof 
300mm 

Aluminium channel

Parquet flooring 15mm 

Blinder
Steel channel 80x100mm 

Gypsum board false ceiling 
15mm

Plaster over gypsum board

Wood studs
Aluminium channel

Scale - 1:20
External Facade - wall section
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THE EXTERIOR

In which the building becomes the actor

The Building as an object 

The building as a public building is placed in the sub-urban landscape as 
an object  exposed to be seen. Furthermore with its position at a higher 
level owing to the topography of the site, the building not only becomes 
a visual anchor to the surroundings, but like in a classical theatre, it 
becomes a centralised actor enacting a performance to look at. 
Located amidst suburban, private villas enclosed within the privacy of the 
compound walls, the building becomes an actor and what happens within 
it and outside of it become the performances. In a way, it brings a sort of 
conversation into the context

-The building and the landscape that it will shape around it also as a 
device and an opportunity to unify the isolated conditions of the site 
broken by levels of the terraces. The building with its landscape become 
an opportunity to unify the isolated conditions of the site broken by the 
levels of the terraces, thereby opening the opportunity for people to 
transverse through the site than around it.

The retaining wall of the existing terrace that 
isolates the different regions of the site

The site at the confluence of the regional axes 
directed by the roads. Owing to the elevation, 
the site also takes a central position in the 
surrounding context. The elevated setting of the 
site also opens it to the hills on the far edge of 
the city towards the North.

The building takes the central stage at the 
confluence of the regional axes. In such a 
setting, the building is presented as a physical  
object becoming the focus of the surroundings.

An amphitheatre on the North - Western side 
of the site not only offers an outdoor setting for 
theatre, but also breaks the retaining wall into 
a series of accessible terraces thereby making 
one edge of the site accessible from the other. 
Also the building doubles as a backdrop for the 
amphitheatre.
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CONCLUSION

Reflection on learning from architecture

My architectural education, both within and outside of the school of 
architecture, is one that has been in constant correspondence with the 
works of architecture realised across time and geography. Over the years 
I have found a healthy balance to my academic training in travelling to visit 
and experience actual works of architecture. While travelling to visit and 
experience, in course of time, I have a found a systematic way to engage, 
record and synthesise experiences and ideas by sketching and visual 
notes taking often complimented by reading and writing about the visited 
works of architecture. Within this exercise of recording and synthesising, 
primarily through sketching and writing, I have a found a place to situate 
my academic knowledge and subjective personal experiences.  While 
such exercises have physically contributed to a zealous collection of 
sketchbook and journals organised according to individual trips, personally 
they have contributed to a growing repertoire of connected and cross-
connected memories of architectural experiences across time and place 
often with unlikely overlaps and correspondence. In one way or the other, 
either directly or indirectly been in constant apprenticeship to works of 
architecture and to architects whose works and idea I admire.

Therefore, while I found in this studio, the Masterly Apprentice – Learning 
from a Building, a familiar ground, I also found the opportunity to both 
expand and go in-depth into the notion of architectural apprenticeship 
and learning. Focussing on a single building instead of being a restriction 
became a gateway through which relevant past experiences of 
architecture and newer references can pass through. Apart from framing 
and refining the design question, the focus on a single building and its 
extended connections helped in directing and the channelling the design 
process and became a key guiding factor for design decisions at several 
key stages of the project.

Personally I believe and in retrospect can affirm that learning from a 
building is not an imitation of intent or expression. While physically it 
could be the borrowing of the architectural language of the studied 
building, it is in fact unearthing and assimilating the attitudes of the 
building in dealing with the several aspects of architecture. For example, 
in Villa Moller it was the ability of architecture to present the activities of 
inhabitation as a dramatic unfolding of acts and the shaping of space as 
a situations to the drama of habitation that moved me. It was through 
this lens that personal architectural references and memories scattered 
across place and time such as those of the Indian stepwells, the Indian 

miniature paintings or the Piazza del Campo were brought together. Along 
with Villa Moller, these experiences share a role in influencing and refining 
several aspects of the final design of the theatre building. I recognise 
that the process of learning is dialectic that encompasses the process of 
synthesis – the design process. The design process mediates between 
personal experiences, the demands of the project and the intention of 
design. While in Villa Moller the complexity of the interior landscape is 
masked as a simple object from outside by the clear symmetric exterior 
shell, the theatre plays in the contrast. The clear formal composition of 
the exterior shell of the theatre opens onto the interior of asymmetric 
composition. The final realisation of the project, though greatly informed 
by the lessons from Villa Moller, is also an expression of personal attitude 
towards architecture, an attitude made of two seemingly opposite 
conceptions of architecture – of architecture as a central object and of 
architecture as a background for living. The same is true in several other 
instances of the design process where the learned lessons and personal 
experiences combine to synthesise into the design.

The studio also offered a learning of a different sort – a learning that is 
unique to the environment of an architectural school namely, the learning 
from peers. Working within the environment of a design studio with 
several peers engaging in the same exercise as I, but from a different 
buildings of their choice, offered me an opportunity to see how others 
engage with such architectural apprenticeships. Shared exercises such 
as the recreation of a picture from a model or the recording of the visit 
to the selected building became platforms to compare how others 
engage differently with their chosen buildings through similar media 
such as models, photographs, writing and so on. Further, the studio, in 
addition to the critical guidance of the tutors, evolved as a platform for 
the inter-subjective learning amongst peers each offering valuable critique 
and insight into the projects of each other. The fact that the studio is a 
continuous one with new batch of students joining every quarter works to 
expand the network for such inter-subjective learning. 

In conclusion, this studio and the activities I engaged in through have 
been a focussed endeavour within an ongoing and ever-growing theme of 
personal learning in architecture.
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