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ABSTRACT

Architecture has nowadays become a domain thaftatdy revolves around computer-generated imaglesy t
can be seen everywhere, in advertising, on builthogrds, on competition boards, in magazines arnthiggctural works,
on brochures of artists, real estate projects, lod folios doors and the offers of services of ttehitects; finally, we find

them where there is architecture.

Whether the computer image is accepted by all jgrcted by others, it is certainly true that it isagly present

in the architectural field; in fact it is currentlhe first tools of communication around the projec

Certainly the means and tools of representatiordusefore the emergence of the image, especiallynireual
drawings in pencil or others, have not been sos&attory to bring out the imaginations of the desig, which certainly

pushes to resort to the image.
KEYWORDS: Computer Generated Image, Design, Architecturalt PRepresentation

INTRODUCTION
ORIGINS OF THE COMPUTER IMAGE

Evolution of Digital Tools

Computer-assisted drawing makes it possible toesspt an object in a simple way, by using the wass

techniques of manual drawing, the mouse and thiedaayl replacing the pencil and the other instrumefthe draftsman.

The progress that computer graphics today is themination of a work of several years. The beginsiraj
computer programming were born in the early sixteeentury, with the appearance of the first conmguinachines. As a
result, it is emerging from the machine to launechrmiachine design to digitize, model, process amdgss increasingly
complex information. In fact, the evolution of thisld, as Moore (1965) has pointed out, continieegrow at the pace of
innovation, the performance of the handheld, exptially. So, this timeline has been a big influermee how computer

graphics has progresséd.

TFAOUZI DJAFI, L'apport du réalisme visuel & la répentation de I'image de synthése dans un contixte
conception architecturale assistée par ordinat€drAQ) ; Mémoire présenté a la Faculté des étudeerirures de
I'Université Laval

Dans le cadre du programme de maitrise en sciaeded@rchitecture pour I'obtention du grade de meags
sciences (M.Sc.) FEVRIER 2005
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Computer graphics is the alliance of computer s@eand graphics, it is particularly interested wot
complementary fields: image analysis or image p@siog, and the synthesis of images or their preciudty the computer
calculation. The appearance of computer graphics \amification of development of production envinsents at the

hardware and software levels.

The greatest contribution in the fields of engimegand especially computer graphics took plac&887 when
the first model of cathode ray oscilloscope appealebears the name of its inventor, the Germaysigfst Ferdinand
Braun, the Braun electrometer was the first detfizg has displayed electrical signals on a CRTescr&his tool later
became a measuring instrument for displaying texd graphics. Its operating principle was on theidvaf the
development of the first computer screens. In 1366, WHIRLWIND (the whirlwind computer), created BT by
Forrester et al. has allowed great progress tpdn®rmance of the display. The computer is tterigped with a cathode

ray tube that could produce and display simple drgsv

At the beginning of computer graphics, the basiogyples are found in Sutherland's (1963) resegvahtjcularly
in his doctoral dissertation on the graphical comitation system. His work is also the founding edetof the principles
of computer-aided design. His thesis presents it ihteractive graphical software, Sketchpad,owhises an optical

pointer to generate, modify and store drawingsldia directly on the screen.

At the same time, research is proliferating ondhephics and primitives used to improve the compunage,
including the study of hidden lines by the publicatof the first algorithm by Roberts (1963). Otheork is being
developed, those of Bresenham (1965) on the inarehplot of the segments, as well as the shadgaridthms of Appel
(1968) and that of Galimberti and Montanari (196&) the determination of visible surfaces. Thus thchnique of
eliminating hidden lines, based on one or the otiiehese algorithms and applying to the spacéefimage, provides a
more natural representation by giving a solid aspethe volumes instead wire rendering (Foleylefi@95, Thalmann,
2003).

This period is characterized by the improvementhef methods and techniques of computer graphicsttaand
generation of computer-generated images. The waguses on the visual aspect of the image and edlyeits realism,
shading treatments and textures of geometric sh@esd on polygons. Numerous new techniques agpehrdentify
lines of research to solve the various problemedated with this quest for realism, among othéngh, the fundamental
ideas intended to simulate the lighting of surfacesstituting a 3D scene by smoothing. This polygmmoothing
technique was first treated by Gouraud in 1971thed by Phong in 19752. It is based on surfaceispathe purpose of
which is to blur the edges of the polygonal faadtthe 3D object. At the same time, other algorghwere developed to
treat textures, reliefs and anti-aliasing3 (BlimmdaNewell 1976). Finally, novelties also concere tiefinement of the
algorithms for the elimination of hidden lines (Méeiand Atherton, 1977, Martinez, 1984).

The emergence of minicomputers and software degdigpecifically for architecture in the late 197Bas made

architects interested in computing in the fieldlefelopment in the first place.
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In the early 1980s, the high costs of graphics mgent and software always limited the scope of atemp
graphics. This constraint is largely sufficientstioongly push the research and development of igebs and tools that
improve the performance of work environments. Thieval of microcomputers allows the field of syntisemaging to be
a more accessible discipline. Indeed, with the atleé personal computers and the advancement opatanperipherals,

an explosion in the graphics applications sectocairring.

From the beginning of the eighties the computer baperienced important new developments with the
appearance of specialized graphic stations (AppSlap, Intergraph, etc.) and Computer Aided Designtdcad,
Versacad, Star, Keops, Computervision, MacArchitriand others) that have allowed some consultimgsfito see the

many possibilities offered by new stations and seftware.

Thanks to the participation of researchers in theetbpment and evolution of computer graphics,civaputer

image has become a real revolution in the histbth@image and a powerful tool for help and tnagnin various fields.

For the architect, the issue of the computer-geedranage concerns the mastery of new CAD softvesne

graphical interfaces that allow the visualizatidrnire project throughout the design process.

In the 90's appeared the first virtual 3D modelsudtware that developed in application areas sgchuadlding

architecture or aeronautics or automotive.

Indeed, new technological realities in architedtpractices have been introduced by the computeesthe early
1990s.

And gradually, several experiments have led toatti@ptation of some software and programming enmienis

and the development of new manufacturing machiméise service of architecture.

Many architects have experimented with these neWwniglogies in order to find new ways to explore shape.
These architectural explorations constitute a ack fertile body of study to account for the diffier behaviors and

attitudes towards digital technologies.
From Perspective to the Computer Image

This part of the chapter is a journey from antigud today, to learn how man has instrumentalizeddreative
concepts of his mind to reproduce reality. Begignivith perspective, a legacy of advanced mathesiadianan was still
unable to understand the three-dimensional visidrisoenvironment. However, perspective is an éifecway to convey
the impression of the representation of a threeedsional object. However, without further developtse it was

impossible for the prospect to innovate again.

Subsequently, through many experiences over timéias been able to identify more fully all the s®g@f his

vision.

The first element is the discovery of the naturé esle of light on the environment, and the underding of the
function of the vision of the eye which consiststrianslating the intercepted light into nerve mgssa which are then
transmitted to the brain responsible for their gsialand thus allowing the vision of man in thréaehsions. This mastery
of this complex operation is the result of the aeskes of several scientists of very different 8raed thus not having the

same facilities of means and tools of researcis. fitr this reason that it took about 2000 yearseskarch, until the 19th
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century, for the man to discover new processese®arcising his creative spirit again, he inventéetenscopy and

multiple applications.

Indeed, man has always been intrigued by the timensional vision of his environment, in lengtlejdht and
depth. The first to have studied this remarkablétplis the Greek scholar Euclid, who defined timain foundations of
relief vision by stating that "To see relief isrgceive by means of each eye the simultaneous ssipre of two dissimilar

images of the same subject ".

Thus, throughout history, a man tried to retramseiihe world around him on flat surfaces followisgveral
techniques of each era, such as drawing, paininigter photography. And this is how old artigiroductions giving only
approximations of the real are replaced over timamwore appropriate modern tools offering a greatmilarity with
reality. However, none of these tools made it giesio obtain a sufficiently satisfactory resultr fine creation of a
concrete impression of depth. And it is only thrdoube comprehension of all the mechanisms involaelduman vision
that man was able to find new solutions to thisbpgm thanks to the invention of new processes oeifrig the relief
effect. from two flat images taken from a pointvidw slightly offset. That said, it is important émnphasize the need to
pay attention to the drift of everyday language #mel misuse of the three-dimensional term that alan refer to the

representation of reality in computer-generatedgesadesigned by modeling software.

The perspective has not been present foreveroltldtbe noted that the mathematical tool that adidkim to
exist is geometry, which is the part of mathematied studies space figures in three dimensionsa# at the beginning
thanks to Euclid's work that perspective was beapecially with Euclid's Elements, which are botbuan of geometric

knowledge of the time and an attempt at mathemdticaalization of this knowledge.

In Euclid's work, all the notions of right, plarenigth, and area are exposed and form the basisup$es in
elementary geometry. Euclidean geometry gives meatt ancient treatises on plan and space; thismgeg was then
considered as a geometry "of the ruler and the assip the studied objects being the points, thensets, the straight
lines, the half-lines, as well as the circlessithrough the use of a Euclidean space modelinm elassical physics, the

plan and the space around us that perspective evasabd developed over the centuries.

For the Greeks, creators of an extraordinary @&tlon and worthy heirs of the forerunners, esaptof ancient
Egypt, were concerned to question the man in Hetioaship with the world. The result was a magfit artistic,
philosophical and scientific culture that reachisdpieak towards the 5th BC This civilization cudied knowledge, human
relationships and all that belongs to the worlddefas, including the ideal of beauty. Thus, EudBdeek mathematician

invented the geometric system considered as ttis bfall the geometry of our days.

The artists of the Roman Empire deepened the sadrGreek philosophers on the principle of drawin
perspective. The Roman architect Vitruvius basedsklf on the fact that parallel lines coincide onwerge to a point
when we draw them on paper. He even says, "Althagiything is drawn on flat and vertical surfacgsne parts seem
to recede towards the bottom while others appear edief towards the front." Vitruvius, and prdidga else before him,
had understood the main rule of linear perspediivdecoming aware that the parallel lines betwéemtconverge to a
single point. However, it will take more than auland years to see a new attempt to representgoéivgpin the visual

arts.

NAAS Rating: 2.73- Articles can be sent to editor @ mpactjournals.us




| Computer Generated Image: Representing the Architecture Project Formerly and Today 15 |

But the Middle Ages is marked by the absence a$pestive. Behind, a set of factors, including theu€h or the
power put in place, decided the direction of thievadrich must be above all childlike or intelligiblerhich is no longer
naturalistic but which has an aptitude for a lamguaf signs to explain and not to describe, tolyasicognize and

interpret, scenes of worship, miracles, life. laive all timeless, ideal and meaningful.

The tables are not represented in perspective sioice elements are represented in elevation, seenabove.
The painter does not draw all the elements as fdreeived them from a stable point of view, bubea in the position

where they were the most representative, from waircklementary and highly symbolic art.

In reality, painters do not use perspective becdlisg paint things not as they are, but as theyapfo be.
Nevertheless, despite this loss of creativity, westmecognize a useful aspect of their approaehdimensions of objects

seen from the front or top correspond to their vedlies.

The true affirmation of perspective in art took qdaduring the renaissance of the twenty-first agnthis
inspiration for the perspective was felt by theesrsh of the artists of the rebirth of the mathérahiaws making it
possible to obtain on the flat surface of a talflece of depth in three dimensions. The know-howl #me delicacy in the
technique of perspective and in the mastery optioportions are particularly present in Italy, e new architectures of

the cities in full effervescence like Florence arite.

On the other hand, the people of the time were eroplating these painters and their paintings fa th
breathtaking realism they were getting. These pasrdought to represent space, the world and Wwhgtdaw. For the first

time, in the history of painting, forms have a vokj they are superimposed and put in perspective.

Luminist research, related to perspective, alsapies a prominent place in the activity of paintefghe time

with the subtle play of shadows and lights to déscscenes of a delicate realism.

Geometric mathematical perfection in art appeardbdoabsolute with the works of the painter PierdldDe
Francesca. With flogging, in which he adopts thegiples of perspective by combining them with @zlmg palette in

which light acquires a mystical value.

The passion for perspective problems will anim&te,most of the century, all European artists, iegdo an

almost metaphysical representation of reality tgtotheir works.

Some artists of the time also demonstrated théende of some fundamental elements of drawing isgestive.
We can mention the Florentine architect Brunellgsgho lived between 1377 and 1446 or Leonardo geiywho lived
between 1452 and 1519. Others used it as Michdiaii§j475-1564), Raphael (1483-1520) ) and the Garbisrer (1471-
1528).

The architect Brunelleschi, through his daring wat&monstrated the perspective as a method, amkeddhe

terms of the horizon line and the point of viewregponding to the vanishing point in frontal pectpe.

Leonardo da Vinci, on his part, revealed a remdekatdvance in the scientific and technical field€xplain this
theory as we know it today. The painting is meatad the artist had to work more with his eyes aadrind. For him, the
perspective was nothing more than the vision dahagor objects situated behind a transparent windad on the surface

of which this landscape or these objects would taevd. He did not stop pushing the artists to puiitih the naked eye.
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He reached the same conclusion as Michelangeloeyhehas so much experience in his field that giaace, without
drawing angles or lines and without calculatingatises, he is able to guide the hand so that iesepts everything that

is revealed to it, and in such a way that it ipptive.

It was also Leonardo da Vinci who began to undadsthe concept of the atmosphere. Indeed, he uoderthat
in the case of perspective, the outlines of angabare dimmed as they integrate with the ambiamirenment of the
painting and the man is able to mentally correetafrors due to note bad posture because thergaistizisible only from

one point of view, the one where the painter'swegs.

In the nineteenth and twentieth century, the us@easbpective as a tool is no longer a necessitgesartists

formally dominate it. They use it, preferably satttheir pictures are consistent with reality.

Van Goh, Gauguin and Cézanne stop to considersneali visual problem but rather a problem of expoess
without neglecting perspective. On their works,easpective no longer awakens the perception ofvibgal, but their

anxiety is rather spiritual, a fear of the infinité all that is interminable and that which is bag the real world.

Thus, since ancient times, artists have becomeeawofathe binocular representation in relief in flatavith the
evolution of perspective. And that's where theesiscopy begins, being the set of techniques pptaice to generate a
perception of relief from two flat images. Indeédying several epochs, some drawings exposeded fedim two points
of view representing the right and left eye. Altgbuit is only in the nineteenth century that tekef actually begins with
the beginnings of photography and scientific deprients.

The first use of stereoscopy for cinema was in 181 Edwin S. Porte in New York in anaglyph. Andcsrthat
time, several other attempts to highlight this tygfecinema have emerged, however, for economicoreasbut also
because of the renunciation of the public, it haisbeen successful. It was only during the 90s,thadks to the advent of
digital, there was a revival of cinema in reliehdithis enthusiasm will continue and evolve dutimg 2000s for this time

to have a great attraction of the spectators.

Currently, to achieve stereographic photos or filseveral means are used including two-shot campeaallel

cameras, converging cameras, those with a simateniggering of two devices, or those with aestscopic camera.

Subsequently, the stereogram is one of the oléesintques of stereoscopy, consisting of a commeaerated
representation that allows seeing a three-dimeasionage through a visual association of convergeor divergence,

guided by particular accommodations.

These concepts of convergence or divergence mab@sgible to achieve a three-dimensional visiomftevo
images based on the principle of cross-vision am@lfel vision, this technique is older than thersbgram, and it has

served basic for advanced techniques in the fittdeveoscopy.

THE NEED FOR REPRESENTATION IN ARCHITECTURE

Creation of the 3D Image

The 3D computer image has invaded the last tweasysyof our screens. If cinema has been able te ribak
place for gold through special effects and animdileds, this new language is promised a future #mmily exceeds its

current use. This new technology opens new fiefdsesthetic exploration, like the oil painting imied at the end of the
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Middle Ages or photography in the nineteenth centur

Before creating a computer-generated image, one finssmake a sketch, some still go through marsieps
even with new technologies, others go directhh®domputer. Then after the sketches, there arenain steps: modeling

and rendering.

Indeed, the first step is modeling. By opening as®fiware, we are facing emptiness, nothingnedg,aomarker
is visible in the center of the screen symbolizihg center of the world. A virtual world center, afurse, but a starting
point for the creation of a new universe basedanventional geometry rules just waiting to be fdil&@o be a 3D creator
is to become a sculptor, a kinetician, a choredwggpan architect, a lighting designer, a mathegizati This art is at the
crossroads of all others, an additive synthesi®wf image culture. The resulting images cover thtre aesthetic
spectrum, from evocation to the most immersive iseal Faced with such capacities on the treatmenimafges,

it is essential for the narrator to question hifgelbecome an experimenter.

The factory of the computer image goes through re¢\steps that are done using software dedicateithet

creation of synthetic images.
From the Mental Image to the Computer Image

Certainly, it is very difficult to claim to know ho spatial creation works. Certainly at the begignihere is a
mental image. Without knowing where it comes fromd &ow it is done, we are convinced that it musekteriorized as
early as possible in a creative process. Indeadskuted in a sketch, a model or an image, it besdhe main reference of

the creation.

Even if there is no complete similarity between tinental image and its material representations iDf

fundamental importance for creation.

How can computer graphics help to externalize it laow can it represent it in the best way, witHoatng any of

its heuristic virtue?

Indeed, one of the main questions raised at theecefithe debate about the computer: is it gomgeplace the

pencil, traditional tool of the visualization of mtal images and thus an excellent tool of architettcreation?

According to Sabine Porada, the computer is abfade the areas of visualization inaccessible mcppewithout

necessarily replacing it.

Adepts of the pencil accentuate, on the one hdmedheéuristic role of an experienced gesture, obaement of
the spontaneous hand, but including all the resoinéglligence before the brain and, on the othaard) the role of visual
thought that is exercised at the very moment ofpiidormance. This testing of the representatitowal the designer to
test its relevance with regard to a whole seriesvafluation criteria, constraints or objectivest tha sets himself or that

are imposed on him.

?'image de synthése ou linvention d'un nouveagdge, 06/07/2015 12:43 CEST | Actualisé 06/10/2016
00:48 CEST

Julien Deparis Directeur de I'école Mopa, spé@alidans le film d'animation et Iimage de synthése
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The pencil translates, more than the magnificeridbis traditional tool of the designer, the neechaive a tool
for externalizing the mental image. Whether it xpressed externally by metaphor, by model, by $ketcby computer
image, does not matter as long as it expressdbuitsi. Traditionally, the architect has alwaysebpeable to freely choose

the idea-expression tool of the project. An infqutia tool must be able to offer this freedom oficko

To be able to compete with the traditional toolserpression, the computer image must have a hieugisality
no less than a sketch. And for the architect todagly to sacrifice his pencil, it is necessary thatcomputer image goes

far beyond it in this field

The profession begins to realize that the heurigititue of visual simulation is the first asset @dmputer

graphics. Architects readily admit that "as fapase creativity is concerned, the computer imagegseat stimularit.

PLACE OF THE COMPUTER GENERATED IMAGE IN THE DESIGN PROCESS

Computer Generated Image and Architectural Part

It is certainly true that computer graphics arespre in several media, and for various purposegeréiding,
presentation brochure, construction site sign letdeed, among all these supports, we think thattmpetitions are the
best platform for the analysis of the report of theage to the architectural party. The moment & tdompetition
corresponds to a choice to be made between ser@eaia. In this procedure of judging the offerfstioe architects, the
choice of a graphic style of figuration is a rhétal criterion, which is added to a series of otbeteria of judgment, the
budget, the program, the technical aspects, anctifural and other. Even if the images are not thlg arguments of the
project, their style tells us something about tlleology, the priorities, or the imaginary of theoject. Thus, in the
competitions, the synthetic image is not made toee us, but to tell us since the stylistic chsicarry stories. The
question is not that of the quality of illusiontie achieved, but that of the expressive style @irttage. The graphics style

chosen must convey the right message to the project

SAU CARREFOUR DES ARTS ET DES SCIENCES, CREATION SRALE EN IMAGE DE
SYNTHESESabine PORADA Laboratoire de recherche eshifecture, Méthodologie de la conception et Inégdie,
LAMI
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Figure2: Halles Competition: The Mimram / Leclercq Projesburce: Press Kit of the Arsenal Pavilion, 2007

Choosing a rendering style is an effective wayrindostories to the project implicitly, through theage. At the
Halles competition.

Indeed, the image rendering style of Berger &Ar#autproject accentuates the link with nature, whihe

Mimram and Leclercq agencies project images highlige structural and technical aspects.
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The decisive criterion in the implementation of gea is not that they are realistic to make anidlusbut it is the
message that one wishes to convey, which corresptind function of expressiveness. For exampleenidipg on the

rendering style chosen, a project will be expressethther technological, rather ecological, rathessical, etc.
Computer Generated Image as a Conceptual Represetian of the Project

Conceptual representations can express the deljgot@s process logic does. They have the alditgpresent
both visual intuition and verbal logic. There ista@nly a difference between the logical image #relartistic image. The
qguestion of Ph. BOUDON was certainly posited irsthénse: are conceptual images merely logical istaged can we
speak of a logic that is not purely verbal, bubatonic?

"By giving themselves as images, they can exptesspatial allocation logic of the object.” Reflenton this
allocation can begin with the elaboration of a tdodt verbal concepts do not yet have a preciséaspaeaning. and

particular, they contain the potentiality of muléizoncrete organizations of spack. "

For Sabine PORADA, at the time of formatting a driapscheme, begins the formatting of the particsfzatial
model. A diagram, while still containing words,aseady beginning to become an iconic model antbnger just verbal.
But the opposite approach can be demonstratedoteept can be born of an image and through itsrsatization lead to
a reflection on the spatial organization. Therenis opposition between a verbal representation amdicanic
representation, because the two can refer to time shought but at different levels, the two can pament each other,
specify themselves. The approaches may be moressr lbgical or poetic for both verbal descriptiong, to the
metaphorical description and for the iconic degiip up to the representation in the flowchart.

It supports this by the example of the prototypecithas always played an important and complex irolhe
history of architecture and particularly in archttgral design. The basis of the artisanal architectit constituted a kind

of conceptual standard: an emblematic couplingaleahd visual, a spatial schematism.

The innovation in the artistic conception of thaasp can be at the level of the approach: the eéibarof a new
method of conception or at the level of the reshk: discovery of a new generic form which willd@ew prototype. The
tool that will be able to influence these levels caally help the creatioh.

The Styles of the Realism of Computer-Generated Ingges and the Conceptual Part

The image of synthesis as a support for researdlasm@ design aid is nowadays a necessity to whé&designer
makes use throughout the process of elaboratidheo&rchitectural project. Thus, the search foualigealism, through
these images, is a key objective that must be aetli®o better represent the real or virtual woret #us provide a clearer

and more effective understanding of its visual ajpaece.

4BOUDON Philippe, Figuration graphique en architeeted. D.G.R.S.T. & A.R.E.A., Paris, 1976.

>PORADA Sabine, Imaginer l'espace et spatialisenaljinaire, nouvelles technologies de visualisaton
conception architecturale, , revue Réseau, n°@B-49, 1993.
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"Realism in computer graphics is the derivative ddrger field that is computer graphics. "

There is a multiplicity of realistic styles thateodst at the moment, in the field of computer giaptand which
give through their styles different aspects to @ct§. Thus, and in order to be able to processeffext of the
representation of the project via the computer inag the latter and on the whole of the proces#sofreation, we

considered it opportune to embrace the aspecerktatthe styles of realism. computer generategésa

Indeed, the differences between the staging tedbsiogpf computer-generated images make it possible t
introduce the notion of graphic style. Since thare different photographic styles, there are diffierstyles of synthesis

and "realistic rendering".

A recent issue devoted to the computer-generatadenof the journal CLOG, reveals a certain numbestydes

of realism in computer-generated images: "frenal’¢c8Chinese style", "smooth style of the promdtgrhybrid style ",

Nordic romantic style ", etc.

In addition to these other styles were raised duthre round table "Computer Graphics and Photograph
Architecture: Reality, Realism, Fiction?During which three agencies of perspectivists regméed work on the photo-

realistic and whose productions are distinguishguificantly, both in terms of aesthetics and thehniques used.

Indeed, for the same agency, the graphics style vaay depending on the project, however, threedsemave

been identified corresponding to "trademarks".

Following a comparison between three images ofitactural projects that fall into a similar registeith points

of view at human height, and landscaped foregroufkise types, or realistic rendering styles, Haa®en identified:

Figure 3: Transparent Graphic Style © RSI Studio

SFAQUZI DJAFI, L'apport du réalisme visuel & la répentation de l'image de synthése dans un contisxteonception
architecturale assistée par ordinateur (CAAO) ; Miéenprésente a la Faculté des études supérieurddrieersité Laval dans le cadre
du programme de maitrise en sciences de 'architeqour I'obtention du grade de maitre és scie(ideSc.) FEVRIER 2005

"Des usages et réalismes de I'image d’architectareMRrie-Madeleine Ozdoba - 25 juin 2013 ,Tabledeximages de synthése et
photographies en architecture : Réalité, réalidition ?»organisée le 5 juin 2013 a la Cité de I'architecetrdu patrimoine, sur une
initiative d’Aude Mathé et Olivier Namias.
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Transparent Style

The image of the agency RSI Studio is a "transpasgyle”: the rendering is characterized by crjisia
transparency, close to a photographic result. ¢ty fa create this image, graphic designers havelated all the features
of this tool (aperture, diaphragm, etc.), insideirdual model that reproduces, with a great degreeomplexity, the

physical characteristics of the world. real (lighiegetation, materials, etc.): it is "virtual pbotaphy".

Figure 4: Collected Graphic Style © Loukat
Collage Style

The image of the Loukat agency is a "collaged Styile the continuity of illustration techniques beé¢ the
infographic tool, this image was the subject ofoaplete construction, from elements, the vegetatio@ characters, or
light effects, were added in 2D to the renderedbt® composition is not done here mainly at évell of the 3D model,
but in the next step, in the image plane, whictksée come closer to a photo-realistic effect, inyudating effects such as
overexposure, backlighting, etc., but at the saime,tcertain elements ‘away from it, like the seamsparency of the
guardrail in the foreground, implemented to prigéea certain freedom in figuration, at the serdgtéhe desired effect (a

lesser visual impact of the railing).

Figure 5: Synthetic Style© Artefactory
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Synthetic Style

Finally the third image, Artefactorylab agency,as"synthetic style": based on a modeling and a eend
computation very pushed, this image was the objetdike that of RSI, of an important graphic treatrhat the time of

rendering, which is not without evoking the aestiseof certain animated films or video games.

For the collaged style most of the staging takasgbn the Photoshop Software (collage, effeats), ethile for
the transparent and synthetic styles most of thd& vgodone at the rendering level.

However, these three styles diverge in particutath® settings applied at the level of renderinfgwsoe, since
there are those looking for the purest photograpbgthetics, while the others use graphic effézts move away, for to
give the image a more surprising character.

Each of these three graphic styles goes hand id With the choice of a certain type of focus, anpoif view, or
framing, contributing to the "aesthetic coherenaithe image.

Romantic Style

Architectural projects are therefore one of theaarehere we can observe how an era is repres&ueibty gets

into a narrative and projects itself into the fetuprecisely through the projects it adheres tbalso in the way they are
represented.

Figure 6: “Rendering: the New Romanticism” © Mockitecture / CLOG

Is the contemporary architectural imaginary a "memanticism"? Are we witnessing the return of astlagtic of
the picturesque and the "evanescent ruin"? Thénera of light, skies, foregrounds, or the effeattblur, haze and halos,
widely used today in architectural perspectives] amore particularly the outdoor images representimg context
landscape or urban, indeed evoke this pictorialanse... The affinities of some images, the mostked, with the
aesthetics of the sublime and the ruin seem unbienias well illustrates this "visual commentaryf*tbe collective
Mockitecture, published in the journal CLOG2 (Fify.2Znontage associating a painting by Thomas Calle an image of
contemporary architecturey...

8L'imaginaire romantique des vues d’architecturestemporaineglarch 5, 2013 - paMarie-Madeleine Ozdoba
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Figure 8: Hauvette Architects Project,Image RSI Studio / Hans Gude : Chiemsee, 1871

Série de juxtapositions entre images d'architeatorgemporaines et tableaux di™%®iécle
The use of a romantic painting by manipulators emétors of images is not expressed in a claimad wa

Interviews with perspectivists, notably with DougV8olf, RSI Studio and Luxigon, three agencies repngative
of the international trend in architectural illegion, from which the images used in the imagevalawe drawn, only one

of the three agencies, has expressed his inspirp#idly from painting3.

This leads us to want to understand how the referevoluntary or not, to the style of the romam&nting, it
developed as a style of architectural represemtatémd to know in what this style of images arousasently

identification or desire of the public.

Certain hypotheses, notably ones of Eric de Brodeéend the idea that the imaginary of sublimityl anin

meets contemporary anxieties about the environrhdatayer.
CONCLUSIONS

The image, a major tool and main representationthef architectural project, is not only a means of
communication available to architects, but als@sigh tool that intervenes even for the expressfarchitectural parties

and concepts sought by the creator of spaces.
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It also conveys atmospheres to their perceiveleyalg them to project easily into the future paijesomething
that was not very present for the old means of thgwand especially for people uninitiated to carti@nal architectural

drawings.
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