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Ludwig Mies van der Rohe and the Significance of Fact



It then became clear to me that it was not the task of architecture to invent form.  I tried to 
understand what that task was.  I asked Peter Behrens, but he could not give me an answer.  
He did not ask the question.  The others said, “What we build is architecture,” but we weren’t 
satisfied with the answer… since we knew that it was a question of truth, we tried to find out 
what truth really was.  We were very delighted to find a definition of truth by St. Thomas 
Aquinas: “Adequatio intellectus et rei,” or as a modern philosopher expresses it in the 
language of today: “Truth is the significance of fact.”

-- Ludwig Mies van der Rohe (1961)

sachlich

factual
objective

Neue Sachlichkeit
New Objectivity 



Ludwig Mies van der Rohe, Project for an Office building in the Freidrichstrasse, Berlin, 1919-1921

In my project for a skyscraper at the 
Friedrichstrasse Station in Berlin I used 
a prismatic form, which seemed to me 
to fit best the triangular site of the 
building. I placed the glass walls at 
slight angles to each other to avoid 
monotony of over-large glass surfaces.  
I discovered by working with actual 
glass models that the important thing is 
the play of reflections and not the 
effect of light and shadow as in 
ordinary buildings.  

-- Mies van der Rohe



Mies van der Rohe, Model for a Glass Skyscraper, 1922

The results of these experiments can 
be seen in the second scheme 
published here.  At first glance, the 
curved outline of the plan seems 
arbitrary.  These curves, however, 
were determined by three factors: 
sufficient illumination of the interior, 
the massing of the building from the 
street, and lastly the play of 
reflections.  I proved in the glass 
model that calculations of light and 
shadow do not help in designing an 
all glass building.

-- Mies van der Rohe



Mies van der Rohe, Glass Skyscraper Project, 1922 
elevation study 



Mies van der Rohe, with Philip Johnson (interiors), Seagram Building, New York, 1958
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• 375 Park Avenue, NYC
• stone faced lobby and 

distinctive glass and 
bronze exterior

• 515 feet; 38 stories
• Steel frame
• Non-structural glass 

walls hung from frame



• Mies preferred that 
the steel frame be 
visible

• However, American 
building codes 
required that all 
structural steel be 
covered in a fireproof 
material, usually 
concrete. 

• Mies suggested 
structure with the 
non-structural 
bronze-toned I-
beams.

• I-beams run vertically, 
like mullions, 
surrounding the large 
glass windows



G: Material for Elementary 
Construction was an avant-garde 

journal edited and published in Berlin 
by Hans Richter. Five issues were 

produced in German between 1923-
26. Subsequently the architects Ludwit

Mies van der Rohe and Friedrich 
Kiesler joined Richter as editors.

“G” stands for “Gestaltung” – form, 
form-making, form in process

G's first two issues consisted of a large 
folded sheet with just four pages, but 

from June 1924 it became a more 
conventional magazine. The first rubric 

changed, with the third issue, 
to Zeitschrift für elementare

Gestaltung [Journal for Elementary 
Construction]. International in 

outlook, the magazine was primarily 
interested in modern constructive 

form, including buildings, airplanes, 
cars and town planning, and it drew 

into its orbit film and photomontage.



G: Material zur elementaren Gestaltung/ G: Material for Elementary Form (1923)

Mies van der Rohe, Project for a 
Concrete Country House, 1923 
on bottom right



Mies van der Rohe,
Project for a Brick 
Country House, 
1923



DUTCH DE STIJL

Mondrian, Composition with Red, 
Blue, Black, Yellow, and Gray, 1921

Neo-Plasticism



Piet Mondrian, Neo-Plasticism, and De Stijl



Mondrian, Tableau No. 
2 with red, blue, black 
and gray , 1923



Gerrit Rietveld, Red-Blue 
Chair, 1917-18



Mies van der Rohe,
Project for a Brick 
Country House, 
1923



Mies van der Rohe, Project for a 
Concrete Country House, 1923





Mies van der Rohe and Lilly Reich, German Pavilion,  World Exhibition, 
Barcelona, 1929

The German Pavilion was 
designed by Ludwig Mies
van der Rohe (1886-1969) as 
the German national 
pavilion for the 1929 
Barcelona International 
Exhibition. Built from glass, 
steel and different kinds of 
marble, the Pavilion was 
conceived to accommodate 
the official reception 
presided over by King 
Alfonso XIII of Spain along 
with the German 
authorities.



• Designed as the German 
national pavilion for the 1929 
Barcelona International 
Exhibition. 

• Built from glass, steel and 
different kinds of marble, the 
Pavilion was conceived to 
accommodate the official 
reception presided over by King 
Alfonso XIII of Spain along with 
the German authorities.

• After the closure of the 
Exhibition, the Pavilion was 
disassembled in 1930.

• Reconstructed 1986



• Between 1925 and 1938 Lilly 
Reich and Mies van der Rohe
collaborated closely on 
different projects, and in 1928 
she was named “artistic 
director” of the German 
section of the Barcelona 
Exhibition, thus sharing the 
same position held by Mies
van der Rohe. 

• Her situation in the National 
Socialist Germany was not 
easy, she spent three years in a 
forced labor camp during the 
war. 

• After the conflict, she 
struggled to try to get Berlin 
back to normal, and was 
responsible for the restoration 
of the Deutscher Werkbund, 
which was finally restored in 
1950, after her death.



Glass, steel and four different kinds of stone 
(Roman travertine, green Alpine marble, 
ancient green marble from Greece and 
golden onyx from the Atlas Mountains) 

were used for the reconstruction, all of the 
same characteristics and provenance as the 
ones originally employed by Mies in 1929.





beinahe nichts – almost nothing



Glass, steel and four different kinds 
of stone (Roman travertine, green 
Alpine marble, ancient green 
marble from Greece and golden 
onyx from the Atlas Mountains) 
were used for the reconstruction, all 
of the same characteristics and 
provenance as the ones originally 
employed by Mies in 1929.

Building reconstructed 1983-86

The sculpture is a bronze 
reproduction of “Dawn” by Georg 
Kolbe, a contemporary of Mies van 
der Rohe. Placed at one end of the 
small pond, the sculpture is 
reflected not only in the water but 
also in the marble and glass, 
thereby creating the sensation that 
it is multiplied in space, while its 
curves contrast with the 
geometrical simplicity and 
minimalism of the building.



Barcelona Chair







Horizontal Column Section



Mies van der Rohe, Tugendhat House, Brno, Czech Republic, 1930



Mies van der Rohe, Tugendhat House, Brno, Czech Republic, 1930

The Villa Tugendhat was commissioned by 
the wealthy newlyweds Grete & Fritz 

Tugendhat, a Jewish couple with family 
money from textile manufacturing 

companies in Brno. The couple met Mies
van der Rohe in Berlin in 1927, and was 
already impressed by his design for the 
Zehlendorf house of Edward Fuchs. As 

fans of spacious homes with simple 
forms, Mies’ free plan method was 
perfect for the Tugendhats’ taste.









The Southeast and garden 
facades were completely glazing 

from floor to ceiling. The villa 
Tugendhat was a rather large 

house, complete with two 
children’s bedrooms and 

nanny’s quarters that shared a 
bathroom at the front of the 
house, while the master bed 

and bath were at the rear and 
connected to the terrace. A 
housekeeper’s flat and staff 

quarters were also included in 
the design.



Tugendhat House, First Floor Plan

• The third story (first floor) 
includes a small entrance, 
hidden from the street, with a 
hall and communication core, 
which on the street side leads 
into the corridor and the two 
children's rooms, governess' 
room, bathroom and WC. On 
the garden side it leads to Mr. 
Tugendhat's vestibule, Mrs. 
Tugendhat's suite and 
bathroom, before which there 
is a dressing room and, on the 
opposite side, another 
vestibule leading onto the 
terrace. From the hallway 
there is also a straight 
stairway leading down to the 
main story. 



Tugendhat House, Main Story

• The second, main story 
(ground floor), to which there 
is an entrance via a spiral 
clockwise staircase from the 
hall, and which is also 
accessed from the side, north-
west front, is made up of 
three parts: the main living 
area with a winter garden 
measuring ca. 280 m , i.e. 
almost two-thirds of the entire 
floor space, with only subtle 
divisions between the other 
rooms with other functions: 
reception room, music corner, 
study with library and seating 
corner, larger sitting area and 
dining room. 



• On the first storey (basement), accessed from inside the building by a spiral 
staircase from the food preparation hall, and two exits to the outside, there 
are utility rooms, which were used for the domestic economy and technical 
running of the house and a photographic laboratory. 

• The second, main storey (ground floor), to which there is an entrance via a 
spiral clockwise staircase from the hall, and which is also accessed from the 
side, north-west front, is made up of three parts: the main living area with a 
winter garden measuring ca. 280 m , i.e. almost two-thirds of the entire floor 
space, with only subtle divisions between the other rooms with other 
functions: reception room, music corner, study with library and seating 
corner, larger sitting area and dining room. 

• The third story (first floor) includes a small entrance, hidden from the street, 
with a hall and communication core, which on the street side leads into the 
corridor and the two children's rooms, governess' room, bathroom and WC. 
On the garden side it leads to Mr. Tugendhat's vestibule, Mrs. Tugendhat's 
suite and bathroom, before which there is a dressing room and, on the 
opposite side, another vestibule leading onto the terrace. From the hallway 
there is also a straight stairway leading down to the main story. 













• The Tugendhat family left 
Czechoslovakia for Venezuela in 
1938 shortly before The Munich 
Agreement and never returned.

• The Nazi Gestapo set up flats and 
offices in the abandoned house 
during the World War II, when most 
of the windows were blown out 
during air raids and the original 
furniture was eventually all stolen.

• The villa was used in 1992 for the 
formal signing that separated the 
country into the present day Czech 
Republic and Slovakia, and since 
1994 has been open to the public as 
a museum. 

• Heirs of Fritz and Grete Tugendhat 
filed for the reinstitution of the villa 
into their ownership in 2007 on the 
basis of laws in place regarding 
works of art confiscated during the 
Holocaust. 


