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This research is a study of how certain spaces can 
catch our attention and trigger our imagination. 
The research is a compilation of references that im-
pressed me in a spatial way, an analysis of why they 
did so and a process of getting conclusions out of 
creating new material. 

It happens that sometimes a specific framed space 
catches our attention making us to stare at it. This 
action it’s difficult to explain in a first approach. It is 
linked to the emotions and to the imagination. This 
research is the study into the parameters of why a 
specific perspective catches our attention.

The interest in this topic started with the intention 
of relate architecture and cinema, wondering how 
spaces can become cinematographic and how 
much the perspective and composition of elements 
can play an important role in how the spectator gets 
the information. 

Why cinema? The cinema is part of the popular cul-
ture and very easy to refer to it, easy to recognise 
and to use as example. Even though it was used as 
a tool at the very beginning, the analysis of the cine-
matographic references has enriched the analytical 
methodology, not just as a library of examples but as 
a way of creating new ways of explaining. 

*  *  *

This book is written in a way that the reader can fol-
low the ongoing research process. 
It started more than two years ago with a glimpse 
of an interest and it has been growing and shaping 
since then, and it will continue evolving and clarify-
ing after the last page of this document. 

As it is an ongoing research, and there are mean-
ingful decisions that shaped what was next, I think 
it is very important to be able to trace the timeline 
of these decisions. Each question has lead me to an 
experiment or exercise, and each of these have had 
a conclusion that made me take one path or another. 
What I know is what I have learned until now, and to 
understand it, is necessary to follow the whole pro-
cess step by step, decision after decision. 

The book is organised in two different voices. This 
is because I found necessary to be able to write the 
research not only through the experiments and the 
evolution of the research question but also the exte-
rior ideas that contributed to the learning progress.

One voice is a timeline which follows the main re-
search question and its changes, the reasons of its 
evolution and the nuances in the process, before 
and after each experiment. It is written in black ink. 

The second is the one you could read at any time, 
because it has to do more with the study of refer-
ences, the interpretation of them and the way they 
affect me in my way of thinking. These references 
are inserted in the middle of the research process, 
connecting with what I was doing at that specific mo-
ment. This voice is written in blue ink. 
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STATEMENT
In this chapter I explain how I framed the topic of the research, which are the goals, the 

methodology of the process and the reason why I am doing this investigation.
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STATEMENT

This research is about how a space itself can be-
come the trigger of a narrative. Even though there 
is no action happening inside of the space, the eye 
of the spectator can be challenged by the way the 
observer looks at it. 

The process is divided in two directions. First, is the 
use and analysis of references. The second direction 
is a self practice learning; being able to built some-
thing to develop experiments and get conclusions 
out of the study of fascinations. To do so I work with 
models. I built models and I use them as my per-
formers, they have become the space the spectator 
looks at. 

The model is a tool that has opened new paths to 
follow in the research. A model can contain as many 
realities as you can imagine, it can be everything you 
want. Is a very useful tool to play with imagination, 
because the material is never too real and the scale 
scapes from the normal proportions… it calls to use 
your brain to complete some missing information. In 
the model there is a universe in which the spectator 
is invited to look in to.

This is the reason why they had become so inter-
esting, the models themselves create a new reality 
which adds a new dimension to the whole research. 
It is not anymore an object to stare at it or a rep-
resentation of a real space. The model contains also 
a space in itself, a new reality. 

Working with an object that contains space.
Which space is the one I am referring to? 
It is not the space that contains the object, a room 
with a table where the model can be exhibited, and 
you, as a visitor, can walk around and look at it in a 
certain way. The floor, the walls and the ceiling have 
a specific colour and texture, the light and the sound 
belongs to that volume in which you can walk in to 
and through.
NO, I am not talking about THAT space. I am refer-
ring to the space that belongs inside the model, the 
one that has an own light, texture, colour… a uni-
verse that exists in itself, and you, as an observer, are 
invited to watch into it and eventually, trapped by 
the perspective, dive into it. 

There is no difference in how I see this happening in 
a model or in a real scaled room, but with a model 
it becomes even more a  challenge for the observ-
ers, as their minds have to complete the picture that 
they are getting. This exercise recalls to our popu-
lar culture and to our personal imaginary. By having 
to complete certain information the spectator be-
comes also part of what is being performed. 

Imagine that  you are looking at a building. It is 
what it is, a building made out of concrete, steel or 
glass. We know that because we have learned it, we 
might not know how its structure works, but we cer-
tainly know that it needs one to be standing in the 
ground. But when you look at something that could 
be a building, because it has a different scale and it 
is made of an uncertain material, your mind has the 
power to decide what you see. 

The model is made by a material that could be any-
thing, and the shape could be also any, so the per-
ception of the object might change depending on 
the observer. How materials and shapes can change 
the perception of the spectator, and how these 
shapes, textures, and materials affect what she/he  
thinks is seeing. You could play with the spectator’s 
eye with crystal pots and they could believe they are 
observing a city   skyline. 

The model has an unreal essence that gives itself the 
possibility of being anything depending on how you 
look at it.

This space, this reality, this universe, can contain a 
narrative in itself. This statement is the most impor-
tant one to be able to understand what this research 
is about. The model becomes a real space in a spe-
cific reality, defined by the creator and witnessed by 
the eye of the spectator. This space can trigger the 
observer imagination, lidding to a narrative.

 This research is about how that can happen. Which 
are the elements that take the spectator’s mind into 
a specific state.

How can certain perspective of a space trigger the 
observer’s imagination?
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Seeking for knowledge 
is seeking for beauty?

The more we understand something the 
more we can enjoy it. 

How many times have we heard this com-
ment about Mondrian’s or Miro’s paintings: 
“My kid can do that with a paper and a col-

our chalk”.

What brings beauty to Mondrian and Miro’s 
paintings is not just the understanding of 
a technic but the knowledge behind every 
specific painting: The historical context in 
which it was painted, the artistic movement 
of that time and even what the painting itself 
explains other than just the capacity of the 

artist to paint something very well.

*What is beauty?

According to Eugenio Trias in his book Lo 
bello y lo siniestro, there is beauty because 

it goes always hand by hand with something 

else, there must be also fear, disgust in what 

we find sublime, because if not, it doesn’t 
transcend.  The beauty thrills us because it 

always goes with something that stirs our 

feelings and instincts and forces us to stare.

Frédéric Schiffter says in his book The beau-
ty: An aesthetic education, that “the Beauty 

is born from the intimate flirtation between 
the world and the imagination. As fleeting as 
they may be, human encounters with beauty 

are always a captivating and unforgettable 

experience”.

11. The Grand Budapest Hotel. Wes Anderson. 2014.
12. The searchers. John Ford. 1956.
13. The King. David Michôd. 2019.
14. Citizen Kane. Orson Welles. 1941.
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Why am I doing this ?  |  Why I think this research 
might be meaningful ?

Now that you know what I do it might be the right 
moment to talk about why I do this research. 

One of the  main things I am seeking for is to be able 
to explain with examples, visual references and my 
own work the captivating role of specific perspec-
tives. How can I talk about them and be clear about 
why I think they are meaningful. 

The use of references, movie scenes, paintings, pho-
tographs... helps me to recognise patterns by com-
paring them, but I am also looking for the theoretical 
content that explains why I use certain images. 

There is also another reason that goes beyond the 
specificity of the research, which is how we can use 
cinema frames to teach spacial sensibility. How the 
use of cinema, which is a fountain of images for the 
popular culture, can become a useful tool to learn 
architectural characteristics such as scale, atmos-
phere, proportions, composition... 

*  *  *

I am doing this research because the interest that 
triggers it makes me see beauty* in the world in 
places I wasn’t expecting to find it. And when I found 
them, this moments, this images, I can see a hidden 
misty that by being discovered opens a new way of 
contemplate the world in a wider way. 

This means that behind everything can be some-
thing to be understood, and when you know that 
this might happen, there is an awareness of deep-
ness and profundity that gives another layer to our 
existence, it becomes meaningful. It brings joy and 
enlightenment to our minds, and gives us a way of 
contemplate things that goes beyond the looking 
but its closer to the contemplation. 

When you look at one of Vermeer’s paintings you 
got trapped by something. It is something that can-
not be described with words. You could talk about 
the colours and the light, you could refer about his 
talent in building entire rooms out of light reflec-
tions, about the style or even the stories behind the 
characters… but non of these would be the reason 
of this fascination. Maybe it is the combination of 
all of them, maybe there is something you can’t un-
derstand. And for me this is amazing. It is amazing 
because it contains such a meaning that can’t be 
explained with words, it belongs to the territory of 
the emotions. To what triggers, to what makes me 
vibrate, to what thrills me.

I believe there is a way to understand how the space 
can thrill us, how it can catch our eyes and make 
us contemplate it. There is something about some 
specific spaces that make us stare at them, without 
knowing why, like if we where trapped and the eyes 
couldn’t look away from a certain perspective.

By comparing for instance two of the film shots on 
the previous page, we can get many conclusions on 
how the space is used in each scene and which is the 
role of the spectator in each one.
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But this just happens after knowing that we want to 
acknowledge this, not before, before we are only 
aware of the plot and the story. We need to know 
how to see this things, how to recognise them. 

And how do we do so?

I believe we just need to train our eyes to be able to 
recognise these frames. And for that, I need first to 
understand how, why and when it happens, analyse 
about it, write and draw about it and, if it is possible, 
answer the questions that will appear during the re-
search process. 
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FOLLOW THE TIME LINE

From now on the text will be organised in a way that you, the reader, will be able to follow 
the changes of the research question in a chronological order, from its start, until the end 

of these pages. 
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I. WORKING WITH PERSPECTIVE.

SPACE DEPTH
to research on depht I need to work with vol-
ume. Go from flat 2d perspectives into 3d 

spaces. 

II.  WORKING WITH MODELS. 

III. THE MODEL BECOMES THE MAIN PERFORMER 
CONDITIONED BY ITS CONTEXT. 

IV. LIGHTING THE MODEL. 

V. DISCOVERING THE CONCEPT OF 

Using paintings as analysis references 
I research about the depth in some 2d 

static images. 

The model as a tool to built those multi perspec-
tive spaces.

THE MODEL AS A PERFORMER

STORYBOARD OF THE PROCESS 

A kick guideline summary on 
all the steps which will follow.

Exercices to understand HOW this can 
happen.

The object itself contains a story. Some-
thing is happening inside of it. 

HOW AND WHY.

TIME. 



VI. HOW THE PERCEPTION OF TIME INSIDE AN OBJECT 
OPENS THE DOOR TO A NARRRATIVE. 

VII. THE POINT OF VIEW. 

How the observer aproaches the narrative. Which information re-
cieves and which is hidden. 

PERSPECTIVE

How the spectator sees the
 moving image.
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The question came from the interest of bringing 
together two passions. The architecture, which is 
my background, and the cinema, which is in what I 
spent most of my free time, where I find inspiration 
for the architecture projects and a tool to relate to 
specific spatial atmospheres. 

It is important to understand that the process of    
being able to use a cinematographic space as a          
reference or a reason of study, comes after taking 
away the actual plot that happens in the movie. The 
main action is secondary. The reason of my interest 
is the space that contains that action, with or without 
it. For me it is necessary, at least, to see the movie 
two and maybe three times, before being able to be 
aware of the container of the action. 

Where is this happening? Why is this happening 
here? Does the place affect the way it is filmed? 
Does the place affect the way the story develops? 
How do the characters move? How does the eye of 
the spectator moves?…

January  2018. Research Question: “How can I relate architecture and cinema?”

T h e o r e t i c a l   p r o c e s s



RELEVANT CONCEPTS

ENFILADE

The concept of enfilade, which in architecture means 
a suite of rooms formally aligned with each other, 
takes an important role in the research. 

A point of view where it is possible to see different 
spaces one behind the other, gives a richness to the 
actual perspective. If it is a flatten image such as a 
painting, it gives a 3D dimension to it and the aware-
ness of depth in the space. 

Enfilade. In the first room 
there is an open door, 
through which you can see 
a second room with another 
door or a window, and so on. 

ESPACIO PROYECTIVO

Here appears the concept: espacio proyectivo, 
which has a different meaning in sciences and in 
literature. Both of them relate to what I am seeking 
for, which is what happens out of our eye vision but 
remains in the limit of what we can see and what we 
can imagine.

In literature the use of specific words makes us im-
agine entire rooms out of vocabulary specificities, 
sometimes one single word can help us to build an 
imaginary. If I say “in the room there was dust in the 
air and the atmosphere was degraded”. I can im-
agine a old gothic castle empty and abandoned, it 
depends on our own imagination, but it is triggered 
by the use of those specific words. This also can hap-
pen with the choose of a perspective. 

The projective space is what makes our minds           
capable to understand the perspective from a             
certain point of view. Following the logic of geome-
try and mathematics, there are some things that you 
might not see due to the depth of this perspective. 
There is “space” in a flatten surface, because of this 
projection. 

15. Palace Versailles. Photo from the website nesteaglerock. 
16. Image from El espacio afín y el espacio proyectivo. 
17. Analysis of The last supper. Leonardo da Vinci. Images from the exhibition: Geometría proyectiva, una exposición. Jesús M.Ruiz. 1999. 
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PERSPECTIVE

The concept perspective, by definition is: 
the technique of depiting volumes and spatial rela-
tionships on a flat surface. 

It is a way of representing one or several objects on 
a flat surface, which gives an idea of the position, 
volume and situation they occupy in space with re-
spect to the observer’s eye. 

This definition implies always the position of the ob-
server, to exhist, this perspective needs these eye 
that sees from a specific point of view, there is no 
such perspective without the exhistance of that ob-
server. 

“The perspective supposes the contemplation of 
the world from a single point of view, from a single 
eye that covers the whole panorama”.
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LAS MENINAS. Diego Velázquez. 

In The order of things, a text by Michel Foucault, the 
painting Las Meninas is deeply analysed by the writer. 

The interest in this painting doesn’t reside in its pictorial 
quality, but in the way the space itself is build and the 
confusion that generates to the observer once is look-
ing for spatial answers in it. 

On the left site of the painting, we can see Velazquez. 
We suppose he is looking at the model he is painting in 
the canvas next to him. 

But, who is he really looking at? 
Who are the Infanta Margarita and her companions 
looking at? 
What is the man in the corridor behind the open door 
starring at? 

And the most commented mystery. Who are, and at 
what are exactly looking at, the two figures reflected in 
the mirror just in the middle of the wall at the back? 

There are so many questions that go around the paint-
ing that as an observer you just get trapped by the 
imaginary perspective lines that could explain what is 
looking who and where. 

The painting contains so many layers of spatiality that it 
becomes a maze of gazes, each of them reveals a new 
character in the room. 

We, as spectators, also are part of this gaze triangle for 
a while, until we get lost in understanding what is be-
hind the reflection of the mirrors in the room. 
Because in this case and as Foucault explains in his 
text, the mirror is placed to show something new, to re-
veal two hidden figures that we cannot see. Instead of 
representing a reality within a reality, the mirror in this 
painting works as the element the spectator can use to 
complete the missing information.

18. Las Meninas. Diego Velázquez. 1656.
19. Self portrait. Yasujiro Ozu.

18



SELF PORTRAIT. Yasujiro Ozu. 

Marta Peris analyses the self portrait of Yasujiro Ozu in 
her book, La casa de Ozu. 

She uses the picture as a canvas to draw in it all the ele-
ments that explain the spatiality of the photo. The ones 
that we can see and the ones that are on purpose hid-
den. 

In her explanation it is clear the elements that drive Ozu 
to pick up the specific point of view of the camera, just 
in the limit of the mirror to let us see it. The fact that it 
is a self portrait made through a mirror because we still 
see what is in between him and his reflection. We can 
also see what is behind him, the room and the end of it. 

All this information is given in one only shot, all the de-
cisions and intentions. 

She also makes a point in the noexistence of the lines of 
the floor and the ceiling, making the photo itself more 
difficult to position in a space with a certain perspective. 
It is only by the superposition of surfaces - the dresser 
- the mirror - the hand with the camera - the face - the 
wall at the back - the shadow of a setback of the wall -, 
that we understand the depth in the space, but not by 
understanding its perspective. 

* * * 

This conscious decisions about the way space is rep-
resented, both, in Las Meninas and in Yasujiro Ozu self 
portrait, are essential to understand the power of the 
one who explains the story, the one who paints the por-
trait, the one who takes the photo... 

There is a mind behind this compositions who has 
thought of the third element in the space, us, the spec-
tators, the ones who would complete the triangle of 
information, taking part in the space as an element of 
balance.

19
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In this painting we can see a 
living area, where the main ac-
tion is taking place - the mum 
is cleaning the hair of her 
daughter -. In this room there 
is a window on the east wall, 
and a bed inside a wall with 
some courtains in front of it, 
probably to give some priva-
cy. There is an open door with 
a window, this door opens 
to another space, we don’t 
know which space it is. And 
at the end there is another 
door which is opened to the 
courtyard, where seems to be 
green trees and a tall fence. 

October 2018. First experiment: The layers of Pieter 
de Hooch.

Goal. Analyse perspectives in paintings and framed views. 

The first meaningful exercise involves two dutch 
painters. In Johannes Vermeer and in Pieter de 
Hooch paintings there is something that catches me. 
It is the use of the colours, the way they painted the 
light… but there is something more. It’s the depth of 
the space. 
The goal of this exercise was to analyse some of their 
paintings. I wanted to research about the concept 
enfilade and projective space using these images.

I pasted on a notebook some of those paintings, and 
I cut out the different rooms. So if in one of the paint-
ings there was a living room and then a door and a 
kitchen, I cut out the door and the kitchen leaving a 
whole in the paper, and then, I pasted the door and 
the kitchen in the next page behind, so you could 
turn the page to see the different layers of the space 
in the painting.
This experiment helped me to to talk with specific-
ity about certain concepts. In a notebook it  is very 
easy, each space has a different paper sheet, but 
what happens when you don’t have that physicality? 

From now on I will refer to these spaces as layers.

For instance, imagine that you are standing in a               
kitchen, and you can see the sink with cups of tea to 
be cleaned, the wood table with 3 chairs, the light 
from the window… You can see everything almost 
at the same time. In this situation you would be in a 
layer where the action could happen. 

Now imagine that instead of being inside the kitch-
en you are outside of it, in another room. In this 
room there is a semi opened door. Through this 
semi opened door you can see the kitchen. In this 
case, you are not able to see all of it, just a glimpse 
of what it is. 

To explain what a layer is, think that the room where 
you are standing is the first layer and the kitchen is 
the second. If from your perspective you were able 
to see the garden through the window, then the gar-
den would be the third layer.
This way for me is easy to talk about where happens 
the action, if it is in the first layer, in the second, in 
the third…

I could have repeated this experiment with as many 
paintings and movie shots as I wanted. If I could find 
in them any space layering, I could cut out them and 
collect them. 

The analysis of these references helped me to be 
able to talk further about the concept of the layers 
and the position of the spectator, and recognising 
their nuance differences made me think that their 
classification would teach me a lot about ways of 
composing in space and space itself. 

But the layers in the paintings and in the movie shots 
are 2D, and they have limitations in terms of experi-
encing space. At some point it become necessary 
to jump into the 3D space to be able to include real 
depth and real perspective proportions. Because of 
that, I started building a model.

Conclusion. If there is an awareness of depth in the perspective of 
the space, it will be possible to react on it taking away the action 
and focusing only on the characteristics of the container, where 
the light comes from, how big or small a space is, how many 
rooms can you see from only one point of view... the awareness of 
what you are observing will grow and grow and become richer by 
being able to read it further than if there is something happening. 



Pieter de Hooch. 
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In this painting we can see a 
living area, where the main ac-
tion is taking place - the mum 
is cleaning the hair of her 
daughter -. In this room there 
is a window on the east wall, 
and a bed inside a wall with 
some courtains in front of it, 
probably to give some priva-
cy. There is an open door with 
a window, this door opens 
to another space, we don’t 
know which space it is. And 
at the end there is another 
door which is opened to the 
courtyard, where seems to be 
green trees and a tall fence. 



The layers of Pieter de Hooch. 
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In this painting we can see a 
living area, where the main ac-
tion is taking place - the mum 
is cleaning the hair of her 
daughter -. In this room there 
is a window on the east wall, 
and a bed inside a wall with 
some courtains in front of it, 
probably to give some priva-
cy. There is an open door with 
a window, this door opens 
to another space, we don’t 
know which space it is. And 
at the end there is another 
door which is opened to the 
courtyard, where seems to be 
green trees and a tall fence. 



The layers of Pieter de Hooch. 
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a. Drawing a movement · DRAWING TIME.

| Reference I. THE SHINING. |
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Still thinking hoe to be able 

DRAWING TIME. with com-

As Rodrigo Cortés says in the podcast Todopo-
derosos, talking about “The shining”, from Stanley 
Kubrick. “es una película que puedo disfrutar entera 
si sonido porque es un festival sensorial increíble. 
Uno puede estar detrás de ese triciclo durante mu-
chos minutos sin que suceda nada, simplemente re-
corriendo ese hotel. Tiene imágenes absolutamente 
fascinantes. Es simplemente que sucedo con tu cu-

FASCINATION.

As Rodrigo Cortés says in the podcast Todopoderosos, 
talking about “The shining”, from Stanley Kubrick. 

“I could enjoy this movie all of it without sound be-
cause it is an amazing sensorial festival. You can be 
behind that tricycle for many minutes even if nothing 
happens, just going through the hotel. It has absolutely 
astonishing images”.

20. Images from the movie The Shining. Stanley Kubrick. 1980.
21. Gregory Crewdson photographs.

|  R e f e r e n c e  I .  T h e  s h i n i n g .  |
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THE STANDSTILL IMAGE.
Gregory Crewdson pictures.

Gregory Crewdson is a photographer that tells sto-
ries with his photos. 

All of his photos are frozen moments in time, there 
is a feeling that something just happened or some-
thing is about to happen, but you missed the action. 

In the photos shown on the next page, you can see 
how he uses a specific point of view which explains 

many things. From our viewers spot we have many 
perspectives at the same time, and that gives us 
more information about the moment. 

I found in those pictures something creepy and nau-
seating, but even though, I can’t stop watching them. 
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WALKING THROUGH THE STANDSTILL IMAGE.
 Analysis of  The shining, Stanley Kubrick, 1980.

Dani Torrance, the kid form the movie, one day 
founds a door opened in one of the corridors of the 
hotel while playing. 
Something pulls him towards that door, and we, as 
spectators, follow him in that journey.
Our eyes are trapped by the perspective of what we 
can’t see. 

In this scene, and also in the same scene that hap-
pens a few minutes after, the spectator moves 

22. Images from the movie The Shining. Stanley Kubrick. 1980.

though the space trapped in Dani and Jack’s eyes, 

We see what they see and out of vision stay the 
things they don’t look at. 

We can walk among that corridor, into the room, 
through it and reach the bathroom without nothing 
moving in those spaces. The only moving thing in 
is us, trapped in their eyes, starring what they are 
starring at. 
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The Red dot is Dani Tor-
rance, who, after wondering 
around for days and weeks 
through the corridors of the 
Hotel Overlook, one day he 
finds out that the room 237 is 
opened. 

The drawing shows how Dani 
approaches the door of the 
room, and what he can see 
from his kid point of view. 

We, as spectators are placed 
in Dani’s eyes, and follow 
him in his experience, seeing 
what he sees and feeling the 
anxious he feels. 

After seeing the open door 
and the reflect in the mirror, 
Dani goes inside the room 
but we don’t go with him an-
ymore. Whatever happens 
inside the room is out of 
camera, we don’t know it be-
cause we don’t see it. 
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23. Images from the movie The Shining. Stanley Kubrick. 1980.
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The Orange dot is Jack Tor-
rance, Dani’s dad. 

After founding out his son 
has been inside the room 
237, he decides to go and 
see by himself what is inside 
of it. 

So he stands in front of the 
door as his son did before, 
and we, the spectators, are 
taken again with him, seeing 
what he sees and moving as 
he walks through the room, 
first in the living room, then 
in the bedroom and finally in 
the bathroom, where, behind 
the curtain bath seems to be 
someone hidden. 

During all this path, we are 
Jack’s eyes, we don’t see an-
ything he doesn’t see, not 
even himself. In the room 
there are some mirrors that 
give us some information 
about how is the space in the 
other direction, in the one 
Jack is not looking. 
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November 2018. Second experiment: My house. 

Goal. Analyse perspectives in 3D space.

After finding the importance of the perspective and 
the depth in space it was no longer possible to work 
only in 2D dimensional drawings, to develop further 
the research it was time to work with volume. 

I decided to build the model of a house I use to live 
in. It was a very special home because in the middle 
of it there was a wall which you could walk around 
without stopping. That means that from the kitchen, 
for instance, you could see at the same time the stu-
dio, the living area, the door entrance and a bed-
room. If someone was standing at the entrance door 
would have been able to have a conversation with 
someone on the kitchen and at the same time, be 
able to see what was happening in the bedroom. 
That created a funny dynamic in our way of living. 

I am talking only about the quality of the multi-per-
spectives we had thanks to a multiple doors sur-
rounding the wall. But I could also go further talking 
about how many layers we were able to see from 
one single spot. From the kitchen sink, and in a lon-
gitudinal direction to the exterior, you were able to 
see the corridor, the entrance door, the bedroom, 
the window of the bedroom, the neighbours facade, 
their balcony, which they use to use as a cellar and 
during the winter it was full of vegetables, the dark 
dining room, the door of the toilet, and the toilet, 
which was very inconvenient. 

That’s why I decided to built the model of this house. 
Because of its many possibilities in the study of 
points of views. 

After having built the model, I took some pictures 
of it from specific points of views, there was always 
at least two rooms in a row, or two doors through 
which you could look. In order to research about the 
richness of the multiple perspective. 

And after that I started to record small movies with 
my mobile phone. The exercise become a very fun 
experience.

What was I getting from it? 

From choosing the point of view I had to be aware of 
the space I was looking at and its many possibilities. 
That’s a very enriching exercise that trains your eye 
to recognise these same characteristics in your sur-
roundings. As much perspectives the point of view 
included, the more richer were the possibilities of 
the action. 

The films were always  done by the same pattern. 
One static point of view. Moving elements, which 
could be light changing intensity or an object mov-
ing around and sometimes some music. 
The music gave the whole film a comic and gave a 
context of fun and divertimento.

The model was playing as a real space and the ac-
tion happening in it was ridiculous and hilarious, it 
become a kind of a space tale where eggs are big-
ger than living rooms, glass balls can dance through 
corridors and party paper hunts you as if it was the 
shark from Jaws. 

Playful. 

Playful and fun.

 Playful, fun and inspiring. 

The model was containing a situation and the vid-
eo was the way to capture the moment and make it 
real to our eyes, choosing the point of view, the scale 
and the rhythm. 

The model was the space, the one that, depending 
on the point of view, was telling a story. But also it 
was an object made of cardboard, easily recognisa-
ble by the eye of the observer, so, an object after all. 

What would happen if the model stops being a tool, 
an object, and becomes a performer? As I am claim-
ing the power of space suggestion, the model could 
also be a self being object. 

Conclusion. There is indeed a richness in the view of more than 
one perspective at the same time, it makes more complex the un-
derstanding of the layers in the space depth and adds posibilities 
to the potential actions.



The model making process. 

To built a model requires a 
lot of time. 

First, you need to think very 
precisely HOW you want the 
end result to be. Why are you 
doing it, which is the pur-
pose, and that might define 
the material, the scale and 
the color. 

I work by hand cutting each 
piece one by one, because 
while working, I have time to 
think about the project itself. 
Building a model is like a 
thinking therapy. 

While you are producing 
you take important decisions 
regarding the process. Be-
cause your mind enters into 
a kind of trance.
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Model of My home.
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November 2018. Second experiment: My house.

Analyse perspectives in 3D space that contain 
movement. Record inside the model using it as a set 
where an action takes place.

Conclusion. How the multi perspective becomes the frame for 
moving images. And the standstill image evolves to the motion 
picture. Crystal balls partying in The     

Yellow room.

Morning time in The Red room.

After party in my flat - Police at 
the door.

Creepy light comming from the 
staircase. Is someone out there?

The huge cat creeping out in the 
field. 

I have an Easter Egg in my living 
room. 

Party in the coridor.
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2 of the movie. Using the 
soudtrack from Jaws, a gold-
en paper hauts you in My 
House. 
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24. Images from the movie Vertigo. Alfred Hitchcock. 1958.
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The triangle between Kim Novak, James Steward and us. 
Analysis of the movie Vertigo, Hitchcock, 1958.

The character of James Stewart follows Kim Novak through the city during an entire day, he contemplates her 
going to a flower shop, to the cemetery, to a museum... and he doesn’t interact with those activities, he just 
observe her from some distance. 

According to Eugenio Trias in his book, Lo bello y lo siniestro, in Vertigo there are two differentiate parts in 
terms of dramaturgy. 

The first part of the movie, in which James Stewart observes Kim Novak going around, its like James Stewart 
was observing a painting. Kim Novak buying flowers, Kim Novak looking at the grave, Kim Novak sitting in front 
of a painting... and so on. He stares at her as she stays standstill in these specific scenarios. 

Trias says that in the second part of the film the dynamics change, then, James Steward steps in the story and 
provokes changes on it. 

But what interests me the most is the first part, when he is a spectator. And for me that has a strong significance 
in the scene that takes place in the florist, because we also become part of that game of looking at someone 
that is looking. 

As you can see in the images on the left page, in the images 1 and 2, James Stewart approaches and opens a 
door carefully to be able to see what’s in the other side without attracting attention. In the images 3, 4 and 5 
you can see how the scene at he other side of the door is revealed while he opens it carefully. 

And what he sees is indeed a lovely scene, a woman standing in the middle of a flower paradise, very colourful, 
which has a sense of perspective thanks to the tales on the floor.

Until here it’s what we already knew, this man is spying the woman and we see what he sees through his eyes. 

But, suddenly, something changes towards us. We are confronted with this idea of the standstill image that 
Stewart is constantly looking at, and we are allowed to see him being part of this composition as observer. 

In the images 6 and 7 we can see how he looks from behind the door, we see the shadow that keeps him hid-
den and we see his eyes, looking straight. And then, thanks to a mirror, we can see what he is starring at, at the 
same time we see him and we see what he sees. 

With this images, we can point out all the elements in this triangle of observation. The mirror as a third element  
creates a triangle between Kim Novak, James Steward and us. It is a declaration of intentions that has more 
sense once we understand Tria’s theory about the movie as a painting. 

So, as Eugenio Trias says, “What James Steward sees, the object of his vision, is mainly pictorial: a static image, 
dead, without movement, an image without cinematographic life. James Steward’s eye is the cinema itself, 
walking, in motion, is the camera of projection that follows the piece. The vision tracker”. 

And all of this makes even more sense when you see and understand the whole movie, even though, the object 
of this text is not about analysing deeply Vertigo, but this specific scene.
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February 2019. Third experiment: Decontextualise 
the model. 

Goal. Taking the model around, take pictures of it like if it was a 
self-object-being. 

Filming the model and giving it another dimension 
by the source (video recording) bring in to the con-
versation “what would happen if the model is de-
contextualised”. 

So in this case I took the model around and I took 
pictures of it in unexpected places, or places where 
it doesn’t belong. As if it was a character represent-
ing a personage. 
In the beginning the exercise didn’t seem very en-
riching, out of an object flying around and changing 
the meaning depending on the context. But used as 
a comparative tool it is clue to understand how an 
object can be only an object or how it can be per-
formative with its context. 

Let’s take for example the performance Actor n.1 
from Chris Verdonk. 
He places in the middle of a stage a sort of a com-
pressor machine. Which, if we see it in its normal en-
vironment might be just that, a compressor, used for 
whatever is used in construction field. 

But, by taking it out of its natural context and placing 
it on a stage, it suddenly might be something more 
than a compressor. 
In this specific play, the machine starts jumping, acti-
vated by a supra power that we cannot see. It jumps 
until it fails, and then, that supra power pulls it again 
and makes it jump again. 

And it goes again and again, it could be like this for-
ever. 
You, as spectator, can get any conclusion, it might be 
a reflection about slavery, a performance about gen-
esis, whatever. But for sure it is not anymore JUST a 
machine.

So, its new context and the actions that it is perform-
ing now, define a new being. 

For my experiment, I placed the model in places that 
was not supposed to be. On stairs, in the middle of 
the street, floating on the air, on the edge of a win-
dow...  

The model responded to its immediate environment. 
But what happens if I create an unreal surrounding? 
A new world for this new object?

That brings me to the next experiment. Take the 
model out of any known context, create a new con-
text for the object.

Conclusion. The object creates a conversation with its context, it 
doesn’t matter which one is, but what we get is a combination of 
both, the object being in a certain condition. 

29. Actor #1. A Two dogs company. Kris Verdonck.
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“I feel like an american pie ready to be stolen from a window”.
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T H E   M O D E L
As a tool and as a performer.

If you look for the definition in the dictionary,it only says 
miniature. Which ends being a very limited description 
of the term because in one word it talks about what it is 
and its restrictive size. 
Probably this only one word definition refers directly to  a 
miniature from the real life, a copy of something bigger.

As someone who comes from an architecture back-
ground, the model is a tool we use to understand space. 
It is a try out to understand a future space, its scale, pro-
portion, structure, rhythm… 
We never built a model as an end product, it is always an 
object that represents something else. 
So a model is indeed, in a very limited way to define it, a 
miniature of reality.

But is it just this?

 What happens if the model becomes the goal and the 
end result? 

The model for the model.
If the model is understood as the main object and the 
result a whole process, it changes the first approach to 
its own definition. It is not anymore a miniature of some-
thing else, or a representation of something bigger. It 
exists because it is its own representation, it has its own 
scale, its own material and belongs to its own reality. 

Any object that we want could become a model if we 
point it as such. A sculpture, a teapot, a shoe, a public 
square, a whole in the ground... 

It can extend to any scale, the bigger and abstract it is, 
the more challenging for the human eye to understand.
 
For instance, the Plaza de los fueros, in Vitoria, Spain, de-
signed by Eduardo Chillida (Image XX), it so abstractly 
placed in a public space that confronts the way people 
look at a public square, an object and a sculpture at the 
same time. 

A model can be made of any material and can refer to 
anything depending on its context and the observer 
personal background. 
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25. Model by David Umemoto.
26. Model by David Umemoto.
27. Plaza de los Fueros, Vitoria. Eduardo Chillida and Luis Peña Ganchegui.
28. Model by Studio Osidiana. 
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March 2019. Fourth experiment: Illuminate the 
model. 

Goal. Take the model into a blackbox and illuminate it. Two dif-
ferent experiments: Illuminate the model from outside, and from 
inside. 

Taking the model around got me to the conclusion 
that depending on the context and the way we look 
at it, the model can become a performer, a character 
itself. It develops a new meaning of being. It is alive 
and it has a purpose, and those depend on the con-
text and how it is looked by the observer. 

What happens if you take this object out of context, 
put it in a blackbox, which is the most unrooted 
space you can be. Without references and without 
specific elements. Just black curtains and the possi-
bility of use any kind of light you want. This is a very 
tricky decision, going into a tabula rasa space, be-
cause what you will built there, would be completely 
out of reality, it will become a new reality itself. So 
you are not responding to the surroundings but 
your own desires. 

I developed these thoughts in the fourth experi-
ment. Taking the model into the blackbox, which, is 
a non contextualised space, the most black, less be-
longing space ever.

4.1. Illuminate the model from the outside. 

What happens if you put this object in a dark room, 
and then you illuminate it with a theatre light? 
It becomes “The object” in the room, the one which 
is placed there and the one we have to look at. It is 
the centre of our attention, its volume, size, shape, 
colour, material… all of it will be seen as if it was ex-
posed. It will become an object to stare at. 

However, it can become a very interesting exercise 
if you start taking under consideration which is the 
consequence of placing it in a certain way with a cer-
tain light. It can be more than a stylistic exercise and 
go for the understanding of all the elements which 
play a role in the set up, creating inevitably a narra-
tive, telling a story. 

In this experiment, the models became a city, a ruin 
and a landscape. It was all about composition, size 
and shadow. 

It reminds me to a scene from the movie 1917, where 
the buildings project their shadows on the ground 
when the bombs explode, creating a very beautiful 
scene, where the action wasn’t the main character 
escaping from the enemy, but the changing shapes 
and the dancing shadows projected on the floor and 
standing buildings. 

March 2019. Research Question: “Can a space become the 
trigger of spectator’s imagination?”
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b. Understanding the object as a character itself.

| Reference II. 1917 |
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30. Images from the movie 1917. Sam Mendes. 2019.
31. Screen shots from the movie documental 1917.
https://www.hurlbutacademy.com/the-look-of-1917-how-deakins-achieved-the-oner/
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THE MODEL  AS THE MAIN PERFORMER
Analysis of the set in the movie 1917, Sam 
Mendes, 2019. 

The images from the left page belong to the movie 
1917, directed by Sam Mendes in 2019 and whose 
photography director is Roger Deakins. 

The screenshots belong to a scene where the main 
character, a soldier that has to reach a specific des-
tination in a very short time, finds himself in a city 
completely destroyed by the bombs. He walks 
among the streets and squares, and we follow him 
in an only one shot. 

From the moment he starts walking, the bombing 
near the city illuminates it in an almost impossible 
way. 

As a spectator, you are completely pushed out of the 
real space that the city is supposed to be. The con-
stant moving and changing shadows, the contrasts 
between light and dark which change frantically 
makes you forget the current action. 

Even though this scene was recorded in a set, with 
enormous light cranes and dancing flares, your 

mind might process that space as a model, as a fake 
reality. And this is wonderfully poetic. The container, 
becomes a model, even though it is not, and the ac-
tion stays in the background, as an excuse to take us 
through this specific scenario. 

In the images above this text, it is shown how the 
crew worked preparing the long shot with models as  
tools to understand what they will face afterwards in 
real proportions. 

After seeing this scene, I thought that the whole 
story was built just to be able to show the amusing 
technical skills that they have. And for me it worked 
completely, the container, the city, the trenches, the 
fields, the forest... All of this plays a leading roll in the 
narrative of the story. 

The city model that was not a model was just the 
clearest proof, that the whole story was working 
because the way we, as spectators where walking 
among it, and even they feel confident enough to 
show the tricks, it is a wonderful spectacle. 
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4.2. Illuminate the model form the inside. 

Something different happens when you illuminate 
the model from the inside. If the light is inside the 
object, then it becomes something else, the model 
is not anymore just an object, now, it contains time 
in it. 

If this light is flickering, which means that it projects 
an unstable shadow, we, as observers might think 
that something could happen next.  
How is the light going to move in the next few sec-
onds? 
Is it going to go of? 
Is it going to be brighter?

As the spectator is catch by this very smooth move-
ment, the expectations towards what is looking at 
grow and change. 

Suddenly a static object is creating expectations, it 
contains a changing situation, it is building a time 
based narrative. 
When Time enters the equation, he model is alive 
and it contains a narrative, a potential action.

This is the way the object becomes a performer, a 
container of a narrative, and suddenly, it is a per-
formative element which doesn’t relate to what is 
surrounded by, but by creating its own surroundings 
it becomes the main trigger of spectator imagina-
tion.

“Thus Meyerhold defined the spectator 
as the ‘fourth creator’. The new ‘stylised’ 

theatre he developed should create 
productions ‘in which the spectator can 
creatively complete, in imagination, that 

which the stage only indicates”. 
Erika Fischer-Lichte.

This is a huge step into the research, both theoreti-
cal and practical. Now I can say that a static object 
can contain time in it, and by doing so it can contain 
a narrative. This means that the object becomes per-
formative and the container of the main action. 

If I am using the models to experiment with space, 
and the model can contain a narrative, it means that 
space can do so without any other elements but per-
ception of time in it. 

I believe then that the observer eye could look at 
a kitchen where there are no actors, no dialog, no 
soundtrack… but just the perception of time in it, 
and be triggered by the space itself.

But, could that happen out of the blackbox? In a lo-
cation with a very specific light and sound, character-
istic absolutely contrary to the ones of the blackbox?

Conclusion. Depending on how the light is used on the model the 
conclusion takes the research in different directions. If the model 
is illuminated from the outside it is an object to look at, but if the 
light comes out of its interior, then the model is not an object any-
more, is a container of a narrative. 
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T  I  M  E

When as spectators we observe a situation, whatever it might be, what keeps us watching is the “what will come 
next”, the expectations of the potential action. 

The fact that a space, empty by nature, where nothing is initially happening in it, could contain these expecta-
tions, opens a world of possibilities. It means that a space itself by being seen in a determined perspective IF  
contains the perception of time in it could start a narrative without anything else. 

This theory extends to the models I use to experiment.  If an object, in this case the model, which represents a 
space, suddenly has a real time in it, it is not anymore just a model, it is a new universe that behaves by the rules 
of its own reality and can only be recognised by our eye, if we can perceive TIME in it. 

If the model contains a universe in itself where us, as spectators are invited to look into, this means that the con-
ception of time in this space could be the element that swallows us into this new reality, making us participants 
of the action that might happen next. 
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32. Pictures of Xavier Corbero’s house.
33. Images from the documentary In Residence Ep.18” Xavier Corberó by Albert Moya. 2015.
https://www.youtube.com/watch?v=vF8pY8Om840.
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THE LIVING SCULPTURE
Xavier Corberó’s House. 

“As I always do, I wanted there to be a spot from 
which almost everything else could be seen. A space 
as continuous and connected the possible. A place 
in which the mental space - not the real one - is what 
matters”. 
Xavier Corberó.
In Residence Ep.18” Xavier Corberó by Albert Moya. 
Minute 1:59.

A living sculpture or a living model. it could be both 
actually. Its abstract character makes the observer 
feel confused at first what is looking at. 
Is it a Josef Svoboda scenography, an Escher paint-
ing? 

Its shape, the repetition of the arches and the dis-
ruption of structural rhythm, makes it a fascinating 
house that could be studied as a residence, as a 
sculpture and as an object. 
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May 2019. Fifth experiment: Position the spectator 
towards the model. 

Goal. Work on location.

This experiment was placed in an old factory in 
Culemborg. 
Culemborg is a village located close to Utrecht. The 
factory is placed next to the train station, touching 
the railway, so the sound in it is very specific. The 
ceiling is made of a glass roof, and as many facto-
ries, it has a very specific geometrical way to catch 
sunlight through the skylight. The light is also very 
specific, even and smooth. 

Being placed in a spot like that adds a lot of infor-
mation to the process and to whatever you want to 
exhibit or show. There is a strong specificity of the 
site. Before deciding to do anything there should be 
a process of recognition, a study and understanding 
of the location. 

Coming from the blackbox where the last conclu-
sion was that the model, with a small and smooth 
light in it, can contain a narrative, and now being 
placed in a space where there are no shadows, no 
complete darkness, no contrasts, where the walls 
and the floors are fulfilled with scarfs of time, col-
ours everywhere, sound everywhere, people every-
where... represented a challenge. The objective of 
the exersice wasn’t show what I had had been doing 
until now, NO, the goal was to learn something else 
with those new characteristics of the space. 

Now, i should use the specificity of the location and 
work with it.
How should I relate the models to this existing 
space? How can the models, the city, be alive, when 
this life I am referring to is only happening in a dark 
room when they are illuminated by the inside?

The key to get over the conditions of the blackbox 
was to embrace the conditions of the factory, all its 
light, its sound, its air. All of that became the main 
point of working on this specific location. 

I choose the most illuminated spot on the factory, 
which was a white wall on a side. It was the first spot 
where the sunlight entered the place through the 
skylight, and then, during the whole day, it changed 
constantly depending on the sunlight intensity, if it 
was cloudy or foggy. In that wall there are some ex-
isting elements that belong to the past life of the fac-
tory, some old pipe rests, and other volumes coming 
out of the wall. 

I decided to place the models fixed on the wall to be 
able to force them to project a moving shadow while 
the sun was passing by during the day. 

At that point I had the objects placed on the spot, on 
a specific location. But then the step further came. 
How would people approach these objects on the 
wall? How could I tell something about them through 
the way you, as spectator, walk towards them?

I placed two mirrors on the floor. Through their re-
flection you could see the models in a very different 
way as you saw them just with a frontal perspective. 
These addition to the presentation forced the spec-
tator to move around in a certain way, and then, ob-
serve the objects from a different perspective. 

This exercise was very enriching because I had to 
confront two things: how to work with the specificity 
of the location, and how the spectator approaches 
what you are showing, and how this last thing, can 
become as much important as what you are show-
ing. 

Conclusion. The approach of the observer towards the workt be-
ing shown is part of the work itself.



EMPIRE OF SUN. 
The city was placed in 
the shinniest spot on 
the factory. So it could 
catch the light during 
the day. 

The shadows would 
appear only if there 
was sun on the sky, and 
in very specific hours. 

The result was to have 
an unpredictable im-
age. 

We never knew when 
the city would be alive, 
only when the sunlight 
created movement in 
its shadows it would 
be moving  and living. 

The eye of the specta-
tor could not see this 
movement, because 
the human eye is not 
prepared to see that 
nuance in the sun 
movement. 

Only by having a re-
corded video of a 
whole day you could 
understand the Time at 
the Empire of the Sun.
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TIME. 
To represent the time in the city, a 
small golden object was moving 
very smoothly through the build-
ings. 

It was very difficult to see, but it 
worked as a glimpse of movement 
in the corner of your eye that you 
could see depending on its posi-
tion and yours. 

This small character gave also a 
real awareness of the existence of 
the city. Apart from the daylight, 
which was impossible to catch by 
the human eye, this golden figure  
helped me to talk about inserting 
time in a static composition.
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November 2019. Sixth experiment: Create a narra-
tive using the model as the main character. 

Goal. To research on how the rhythm in enlightening models can 
tell a story.

Which are the elements that contribute in the crea-
tion of a narrative? 

The first time I tried to tell a story I built a city in 
the blackbox, put some led lights in the cardboard 
buildings and played a soundtrack. 
People were seating on static chairs looking frontally 
at the set up, they could not walk or come closer to 
the city, just observe from a specific point of view. 

This decision of a static position of the spectator was 
taken consciously. The closer you get to the model 
the more the model becomes an object made by 
cardboard and it triggers less your imagination. 

This experiment become an important failure. I 
gained some technical skills and it was a challenge 
to actually build a performance, but the whole of it 
didn’t worked in the direction the research was de-
manding. 

What the experiment did, after performing it many 
times and understanding that something was wrong 
with it, was to put together all the research until now 
and gave it a sense of logic. 

September 2019. Research Question:
“How can space become the trigger of  spectator’s imagination?”.

It was a revelation to understand how the layers in 
Pieter de Hook’s paintings, the models, recording 
movies from a specific statig point of view, using 
the spectator as another element in the creation of 
a narrative, the time as a main element… all of these 
came together in a sense of a traced path, where 
all the experiments done until now where neces-
sary and these, the last one, was mend to be wrong 
and made me understand WHICH ARE THE MAIN 
POINTS OF THE RESEARCH. 

Conclusion. Look back how you started. 



February 2020.  A conversation with Joris Weijdom.

After this experiment I took some time to think 
about which was the direction the research was tak-
ing. I had a conversation with Joris Weijdom, who 
is a mixed reality researcher and senior lecturer at 
Hogeschool voor de Kunsten in Utrecht. 

He suggested me to go back to my first references, 
and compare what I found fascinating about them 
with the last performance with the models. 
What was missing from the firsts experiments in this 
last one? 

In this last term, I had focus very much in the object 
we were looking at. The models, their shape and 
their material, the way they were placed in the space. 
The size of the lights inside the models, the set up of 
the background, the soundtrack. The mixture of the 
soundtrack and the lights… but I forgot something. 
I forgot the most important thing. How are the spec-
tators going to look at this performance?

I went back to my references, and I could elaborate 
a list of things that answer the questions: why is this 
image fascinating? Why is this standstill space shot 
catching my eye? Why I am obsessed with this par-
ticular restricted point of view? 
By answering again all of this questions I could trace 
back all the experiments I have done, and under-
stand them as a sort of map of elements I need to 
work with in order to be able to explain why this re-
search is meaningful. 

December 2019. Research Question:
“How can space become the trigger of a narrative?”.

In all the things I am referring to there is always a 
very curated intention behind the position of the 
spectator’s eye. There is always something hidden, 
or something you cannot see completely, there is a 
kind of misty. You as the observer never get all the 
information, all the picture. There are always things 
in the shadow. And this, was completely missing in 
the performative city. 

I decided to continue working with the creation of 
conceptual landscapes, not necessarily cities, but 
using the same concept. Just that now, what will 
take all the attention of the analysis would be how 
the spectator looks at the object, instead of how the 
object looks like.
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c. Drawing a movement · DRAWING TIME.

| Reference III.  DROWNING BY NUMBERS. |
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43’ 35’’ 43’ 46’’ 43’ 52’’

43’ 56’’ 44’ 03’’ 44’ 07’’

44’ 15’’ 44’ 22’’ 44’ 25’’

48’ 54’’ 49’ 18’’ 49’ 30’’

49’ 37’’ 49’ 43’’ 49’ 49’’

49’ 55’’ 50’ 01’’ 50’ 12’’

34. Images from the movie Drowning by numbers. Peter Greenaway. 1988.
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Spectator’s eye.

Spectator’s eye.

The drowning man.

The man digging a 
whole.

The playful dolphin.

The long dinner table.

The man 
and the kid 
have a con-
versation by 
the bike.

Where the 
rules of the 
game are 
explained.

Where the lady 
is adored by the 
brothers.

Where they choose 
a costume.

The wed-
ding  cake 
waits to 
be eaten.

Where the 
game is 
played and 
criticized.



35. Images from the movie Drowning by numbers. Peter Greenaway. 1988.
36. Children Games. Pieter Brueghel.
37. The Hunters in the Snow. Pieter Brueghel.
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51’ 30’’ 51’ 42’’

51’ 58’’ 52’ 10’’



Why is this way of explaining the space so different 
from the scene from The Shining?

In The Shining, we were walking triggered by what 
we weren’t able to see, just as the eyes of little Dan-
ny, only seeing what his eyes could see. Nothing 
happened in front of him, just some doors semi 
opened that suggested an activity happening be-
hind, but we never get to see that activity, it is just 
the illusion of its existence that keeps us starring. 

In this case, Greenaway builds a whole world, based 
on all the aesthetics concepts I mentioned before, 
and us, are allowed to move around like a bird 
would do, very global, observing different scenes 
that happen in that universe.  All of them are spatial-
ly studied, as a painting, but in this case, a moving 
painting, a moving image. 

The flying spectator in the motion image. 
Analysis of the camera movement in Drowning by 
numbers, Peter Greenaway, 1988. 

Completely opposite to what happens in “The shin-
ning” scene we have seen a few pages ago, where 
the eye of the spectator is taken by the character 
through a standstill image, and the movement is just 
us walking among that image. Peter Greenaway has 
a completely different way of composing space and 
take us, the spectators, through it. 

In the beach scene (page 92 and 93), there is a 
scrupulous composition of elements in space. The 
action is a wedding celebration, with people mov-
ing around and extravagant elements apparently 
randomly (and just apparently, because everything 
is meticulously arranged) located through the land-
scape create a weird game dynamic which gives the 
narrator an excuse to show us around.

Everything is happening very accurately disposed, 
and the spectator, is a flying eye that goes through 
all the scenes that are happening: the conversation 
next to the wedding cake, the explanation of the 
game next to the number 5, the man drowning in the 
sea, the old man digging a hole in the sand, the dol-
phin, the dinner under the tent, the creepy brothers 
flirting with the woman in the swimsuit... everything 
is happening and us are able to fly over all of it and 
get an overview of all these actions. 

It is like a Pieter Brueghel painting, where we are in-
vited to look at, in here, we can walk in and see what 
the characters are doing. 

As we see in the images in the left page, which be-
long also to the movie Drowning by numbers, but in 
this case, what we see is Madget’s bedroom, where 
he invents and plays games with his son. Everything 
is an extraordinary work of composition, everything. 
The camera just stays there for a while and lets us 
discover all the elements that belong to this strange 
scenography.  The camera and by extension, the 
viewer’s eye, moves backwards revealing slowly all 
the elements that belong to that room, even a Pieter 
Brueghel painting is on the left corner next to the 
bed, reminding us that we are just observing a huge 
composition of elements with an own hierarchy and 
reality. 

By taking the time to draw all the elements that be-
long to the composition, it is even much more clear 
how everything is staged as if it was a extreme ex-
ercise of equilibrium, symmetry and balance. In the 
drawing on page 93, all the elements are carefully 
placed in rigorous space proportions the ones from 
the others, and this is something you can’t sense 
watching it for the first time, but that becomes clear 
when you look closer.
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February 2020. Seventh experiment: “Glass jars”. 

Goal. Work with “HOW” the observer looks.

In order to try to invest less time in the creation of a 
conceptual city, or building new models. I collect dif-
ferent glass jars I had at home. It doesn’t matter their 
sizes or shapes, or how many of them I used, because 
what I was looking for here, was which restrictions and 
rules should I build to get to control what the specta-
tor was looking at. 

I end up with a long plastic cylinder, positioned in a 
horizontal surface in front of a glass jars compositions. 
The spectator could only look at these objects using 
the cylinder, as if it was a spyglass. They could move 
it horizontally respecting the position of the surface, 
but never change its angle or in a vertical direction. 
That conditions restricted what the spectator could 
see. He would never bee able to see the whole com-
position, and, little by little, she/he has to get used to 
the shapes by making up in her/his mind what she/he 
was looking at. 

Conclusion. The way the spectators receive the information is what 
will start creating a certain narrative related to what  they are looking.

HOW AND WHEN DO YOU 
REVEAL THINGS.

The difference between the 
surprise and the suspense.

In the podcast Todopo-
derosos, it is explained how 
Hitchcock used to give exam-
ples to argument the impor-
tance of giving or not informa-
tion to the spectator and how 
that could change the way the 
spectator reacts on the action.
 
“I have explained that, just as 
we tend to believe that you 
have to supply information to 
the viewer in order to surprise 
them to make things take an 
unexpected turn that nobody 
can anticipate. He was rather 
in favor of providing informa-
tion to the viewer.
He put the example of a bomb 
under a table, and two people 
chatting. If the viewer knows 
that this bomb is going to 
explode in two minutes, sud-
denly that dialogue, banal 
though it may be, even if they 
are talking about whether they 
want to go see the cinema that 
night, or how they have done 
their midday digestion, be-
comes essential.
What would be a boring se-
quence becomes a sequence 
full of tension from the sense 
of anticipation”. Rodrigo 
Cortés.

38. Skyline. Stella Rahola Matutes. 2018.
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April 2020. Last experiment: All come together. 

Feeling like James Steward in Rear Window. 

Now, if I look back into all the process and try to an-
swer why in the very beginning some specific perspec-
tives triggered me, I can certainly give an answer. I can 
develop why the images from the Rear window where 
placed in the first page of this document, and paradox-
ically, they are also placed in the last page. 

Now I find myself looking out of my widow into the 
courtyard, into my neighbours windows, and I can 
relate to all of the process and to all the experiments 
done until now with this vision. 

The terms that have been clarified during the whole 
process are the ones which now I can relate to by look-
ing though the frame of my own window. Perspective, 
point of view, standstill image, moving image and not 
being able to see the entire picture. 

I have all of these looking through my window. 

Maybe I will find out that one of my neighbours killed 
his wife and is buried in the garden...



39. Rear Window. Alfred Hitchcock. 1954. 

39
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CONCLUSION

What I learned after all and what I still want to research on. A look into the “what’s comming 
next”. 
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What Cecilia Berghäll said about my research: 

Dear Aina, 
You research, not to answer something ‘existential’, but 
because you are fascinated. You’re fascinated by the mov-
ing image and inspired by the motion picture. Your drive 
comes from a humble curiosity to understand what you 

find interesting. 
For this reason, you also greatly value the readability of 

your work.
 At the end of the day, it’s all about sharing.



C O N C L U S I O N 
During Christmas time I went into the nature with three good friends of mine, Marta, Teresa and Georgina.  
While we were walking they asked me to explain them what I was doing and why. They were very inquisitive 
and asked questions I couldn’t answer. Because they have very different personalities, background, jobs and 
interests their approach was completely different the one from the other and their comments towards my an-
swers collided between them. 

I end up with a migraine and three different points of view of my own research. This is how they confronted me 
with my interests and how, without knowing, they already traced a path in which I would find answers about 
how the research might follow from now on. 

This is more or less what they said. 
Teresa was very insistent in knowing how would I imagine an exhibition of my own work, how. Which kind of 
work was I thinking to show to people, if there was any. 

Georgina was pushing me to say out loud that what I am looking for with this research, are tools to use as a 
teacher afterwards. To be able to teach to students what I have learned. 

Marta understood that I am doing this research for me, because I like to research about it and because I enjoy 
finding all this references and talking about them. She didn’t find the need to do anything with this afterwards, 
other than enjoy it by myself and keep researching. 

* * * 

During this two year research I have discovered different things, not just about the content of the research  itself 
but also about my working method. I have learned what I need in the process to develop theoretical conclu-
sions and I have also been able to clarify in which direction I would like to go from now on. 

I believe that my way of researching has three main approaches. The first one is the connexion between archi-
tecture and cinematography space, the second one is the methodology of learning throughout of producing, 
and finally the third one is the transmission of these knowledge in understandable terms. 

I. 
The first one has to do with what brought me here on the first place, the profitable connexion between archi-
tecture and spatial cinematography, or,  the moving image. By exercising my way of looking I have developed 
a capacity to recognise those pictures I could not describe at the very beginning, now I can point at them and 
develop an explanation of what intrigues me, not just by saying “I like it”, but by explaining why. I am not aim-
ing to show my work as an end result, my work is a process to learn more about concepts I am not able to talk 
easily about.

II. 
The second one is something I wasn’t expecting to learn. In the research process, I have the need to produce 
something with my hands, related to what I am researching but more abstract and conceptual, sometimes it’s 
just an excuse to be able to talk about a specific term that might appear in a reference, and, by extracting and 
synthesising that concept, a new thing is developed. With these exercises I get conclusions about the theory, 
by producing new material out of the experience and sharing it with other people.

III. 
The third one is the transmission of these concepts, the way I can explain them to others. Mainly I think this way 
of using plastic art and cinema is relevant for students to be able to be aware of  the characteristics of a certain 
space, to see and recognise concepts that are always in front of us but we never pay attention to. Concepts 
such as composition, shape, equilibrium , balance, scale, colour, dimension, void, full, limits, boundaries... can 
be explained easier with references which might help to create a bridge between the communicator and the 
listener. 

So, even I understand my research as a personal journey, I cannot just keep it for my own, it grows and makes 
sense when I can share it with others. But to do so, I first need to clarify my ideas and my speech, and this only 
works if there is a work that involves study of references and my own making process. 

* * * 

In the creative process, time takes on a new meaning, it is not linear anymore, it stretches and contracts as if it 
was a mass that occupies everything and you could walk backwards and identify specific moments. Probably 
that is why I tried to put all the research process in one time line based on when the decisions were made. But 
sometimes, some ideas have been there in your mind for a long time but you just weren’t ready to understand 
them. It has to be an order in the way you process all the things you get and in the decisions you make. 

This might prove that even thought I have called this chapter conclusion, it is not a conclusion at all, it is just 
another moment in this time process, which could become the introduction of my upcoming projects. 

Let’s keep the brain active. 

C
o

nc
lu

si
o

n.

109





BIBLIOGRAPHY  |  FILMOGRAPHY

111





B I B L I O G R A P H Y
Schiffter, Frédéric, and Susana Prieto Mori. La Belleza: 
Una Educación Estética. Madrid: Ediciones Siruela, 
2020.

Peris, Marta. La Casa De Ozu. Shangrila, 2019.

DeGraff, Andrew, and A. D. Jameson. Cinemaps: an 
Atlas of Great Movies. Quirk Books, 2017.

Jacobs, Steven. The Wrong House: the Architecture of 
Alfred Hitchcock. Nai010 Publishers, 2013.

Pallasmaa, Juhani. The Architecture of Image: Existen-
tial Space in Cinema. Rakennustieto, 2007.

Trías Eugenio. Lo Bello y Lo Siniestro. DeBolsillo, 2006.

Tarkovskij, Andrej. Esculpir En El Tiempo. Universidad 
Nacional Autónoma De México, 2005.

Rasmussen, Steen Eiler. La Experiencia De La Arquitec-
tura Sobre La percepción De Nuestro Entorno. Reverté, 
2004.

Truffaut François. El Cine según Hitchcock. Alianza 
Editorial, 1990.

Foucault, Michel. The Order of Things: an Archaeology 
of the Human Sciences. London: Tavistock Publ., 1977.

F I L M O G R A P H Y
The King. David Michôd. 2019.

The Grand Budapest Hotel. Wes Anderson. 2014.

Dogville. Lars Von Trier. 2003.

The Royal Tenenbaums. Wes Anderson. 2001. 

Drowning by numbers. Peter Greenaway. 1988.

The shining. Stanley Kubrick. 1980.

The searchers. John Ford. 1956. 

Vertigo. Alfred Hitchcock. 1958.

Dial M for Murder. Alfred Hitchcock. 1954.

Rear Window. Alfred Hitchcock. 1954. 

Suspicion. Alfred Hitchcock. 1941.

B
ib

lio
g

ra
o

hy
 | 

Fi
lm

o
g

ra
p

hy
. 

113





·  Aina Roca Mora  ·  
·  Final Research document . HKU Master Scenography  · 

·  Utrecth . 2020  ·


