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Fig. 1 Photo-collage generated from a Google Image search  
for “Eugène Atget empty Paris streets”
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This paper explores how we perceive, conceptualize, and ultima- 
tely construct architecture by examining the evolving definition of 
architectural space through its dialogue with cinematic space. While 
architectural space has historically shifted in meaning alongside 
changes in perceptual and theoretical frameworks, this study argues 
that these transformations become more intelligible when viewed 
through the lens of film, whose experiential and temporal nature 
closely mirrors human perception of the external world. Drawing on 
insights from film theory, the research seeks to enrich the under-
standing of contemporary architecture and refine the terminology 
used to describe spatial experience. Cinema serves not merely as an 
analytical tool but as a parallel medium in which architecture actively 
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participates in shaping narrative, atmosphere, and psychological ori-
entation; even in the absence of human figures, the camera’s move-
ment through space evokes emotion, memory, and embodied 
presence. The paper is organized into three parts: the first traces the 
historical and theoretical development of architectural and cinematic 
space as intertwined conceptual constructs; the second examines 
how film mobilizes architectural form to generate atmosphere, sym-
bolic meaning, and affective charge; and the third discusses a design 
workshop in which architectural drawing functiones as a mediating 
device for translating spatial insights between film and architecture, 
demonstrating how the interplay between these media can open new 
ways of thinking about, experiencing, and redefining space.
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Introduction:  
Existential Space  
in Architecture and Cinema

“Regardless of the essential differences 
in their ontological basis and artistic 
technique, both film and architecture 
are fundamentally engaged in one and 
the same issue: the expression of the 
human existential experience and this 
motif unavoidably projects a concept of 
lived space.“

(Pallasmaa, 2007)

 This part of the research deals with the com-
parison between architectural space and cin-
ematic space, and it is approached through 
two key concepts - architectural space and 
the cinematic image. The research is based 
on the premises of the French post-structur-
alist philosopher Gilles Deleuze, who propos-
es a radical philosophical interpretation of 
cinematic expression (Deleuze, 1986). In-
stead of understanding film as an illustration 
of narrative structures or aesthetic catego-
ries, he conceives it as a specific mode of 
thinking, that is, as the creation of images 
that enable the emergence of new philosoph-
ical concepts. Deleuze introduces the terms 
of the movement-image and the time-image, 
thereby defining two main types of cinematic 
images. The thesis presented in this paper 
posits that an analogy can be made between 
Deleuze’s concepts of the movement-image 
and the time-image and the evolving under-
standing of architectural space within archi-
tectural theory. Both domains illustrate a 
shift away from representational models 
based on functional causality towards para-
digms that prioritize experience, duration, 
and the openness of the perceptual field.

Shifting Theoretical Perspectives  
on Architectural Space

Before 1900s, architects did not speak of 
space as a technical category or as a concep-

tual whole. Architecture was primarily con-
cerned with form, structure, and function, 
while space was regarded merely as the 
“empty volume“ enclosed by walls. It was 
only at the end of the 19th century that the Ger-
man theorists Gottfried Semper and August 
Schmarsow articulated the concept of space 
(Germ. Raum) as an active and defined phe-
nomenon in architecture. In Semper’s com-
plex architectural system, which consisted of 
four fundamental elements - the hearth, roof, 
enclosure, and mound - space was a specific 
and unique entity, defined by the central ele-
ment of the hearth from within, and by the el-
ement of enclosure from without (Semper, 
1851, 1989). Building on Semper’s ideas, 
Schmarsow formally established a theory of 
architectural space: rather than just an ab-
stract volume, space was conceived as the 
movement of the observer through architec-
tural forms, giving rise to the notion of 
Raumgestaltung - spatial articulation1 (Sch
marsow, 1893, 1994). From around 1915 to 
1923, the concept of Raum developed further: 
psychologically experienced volume (Rau-
mempfindung) became the programmatic un-
derstanding of space as a three-dimensional, 
harmoniously composed continuum.

During the Modernist era, the theoretical 
framework of architecture was shaped above 
all by two principal works: Sigfried Giedion’s 
Space, Time and Architecture (from 1941; 
Giedion, 1969) and Bruno Zevi’s Architecture 
as Space: How to Look at Architecture (from 
1948; Zevi, 1957). For Zevi, space constituted 
the very essence of architecture; the funda-
mental quality of architecture is its spatiality. 
Giedion, on his part, placed space at the core 
of Modernism, regarding the history of archi-
tecture as a history of successive spatial con-
ceptions. He identified three such concep-
tions, each tied to a distinct historical epoch: 
the first was the emanative force of volume, 
in which architecture develops outward from 
mass into field (e.g., the Egyptian pyramids); 
the second was space as a hollowed interior 
volume (e.g., the Renaissance and Baroque 
interior spaces); and the third was the rela-
tionship and mutual interaction between in-
terior and exterior space (the Modern epoch). 
The key moment in his theory of space is the 
idea of the inseparability of space and time, 
forming a concept of space-time, as a contin-
uum, which he grounded in the work of the 
mathematician Hermann Minkowski. This in-
troduced the temporal dimension into archi-
tectural discourse. The static vision of space, 
inaugurated and conditioned by the Renais-
sance perspective, was replaced by a dynam-
ic, mobile, and simultaneous mode of per-
ception. Thus, perception has transformed: 
space is no longer viewed as an absolute and 
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static category, but rather as something that 
is experienced through movement and shift-
ing perspectives of the observer - commonly 
referred to as the architectural promenade.

The Movement-Image and the 
Architecture of Representation

In film, space is present through movement; 
we experience space in the continuity of the 
movement of the actors, of the camera, or 
both. Unlike in the case of architecture, space 
as emptiness does not exist in film. Move-
ment within space constitutes the physical 
reality of the world, while the image consti-
tutes the psychic reality of consciousness 
(Deleuze, 1986). The image is our internal, 
psychological representation and experience 
of space - of that which is external in relation 
to us. We do not perceive film as a series of 
still frames; instead, we view it as an optical 
illusion that creates the impression of con-
tinuous movement. We experience it directly 
as the movement-image, much like we would 
in “real” space - meaning it closely mirrors 
our mental representation and experience of 
space. Deleuze’s movement-image is there-
fore grounded in causal structures, in which 
perception leads to affect, and affect to ac-
tion, within the closed system of narrative 
economy. In architecture, an analogous mod-
el can be found in architectural tradition, all 
the way from Vitruvius to Modernism, where 
space is conceived as a rational representa-
tion, organised according to the principles of 
functionality, order, and proportion. Modern-
ists, further on, sought to create architecture 
that controlled the movement and perception 
of the user through clearly defined spatial se-
quences. In this sense, space functions as 
the architectural equivalent of the Deleuzian 
movement-image: it is directed, determined, 
and structured by the causality of function 
and representation. Considering Giedion’s 
“third spatial conception” - where space is 
no longer absolute and immobile, but experi-
enced through movement and the changing 
points of view - and his idea of the insepara-
bility of space-time, we can observe a direct 
parallel with film in the same historical peri-
od, through Deleuze’s concept of the move-
ment-image. In both cases, space is treated 
as a logical and harmonious sequence of 
events, with a linear, cause-and-effect narra-
tion. The experience of time is indirect, aris-
ing as a result of traversing a given space.

Architecture as an Event

Architectural thought and theoretical dis-
course during the late 1980s and 1990s, as a 
reaction and critique of the Modernist em-
phasis on function, and after initial Postmod-
ernist ideas and first structuralist concepts, 
turned toward post-structuralist reflections 
on the body, perception, time, and affect, 
where architecture was no longer understood 
merely as form, but as experience, as event.

Bernard Tschumi is the architect who intro-
duces the notion of event architecture, both 
in his theoretical writings and in his practice, 
conceived as the interaction between space, 
event, and movement (Tschumi, 1994, 1996). 
Tschumi employs the concept of event-space, 
in which architecture is not simply a form, but 
rather a network of relationships between 
space, event, and user. He draws inspiration 
for his theoretical discourse from the avant-
garde arts (Constructivism, the Situationists) 
and from the medium film, especially the dis-
cipline of film montage. Tschumi rejects the 
reduction of architecture to either form or 
function, since both approaches neglect the 
dynamic nature of spatial use. Instead, he 
proposes the operation of disjunction: archi-
tecture as a space that continually opens up 
possibilities for events that may ever again 
reshape it. Such “disjunctive“ architecture 
brings together space (the physical frame-
work) and event (human activity, the body, 
movement, programme). His approach to ar-
chitecture as framing, as organization of spa-
tial frameworks, and his notion of montage of 
attractions are drawn directly from film tech-
niques, the latter from the filmmaker Sergei 
Eisenstein. Tschumi develops his method 
around three key concepts: space - the phys-
ical framework; event - activity, action; and 
movement - the dynamics of the body 
through space. In this way, space becomes 
secondary, serving as a physical framework, 
a platform for the event, which now takes 
centre stage. Architecture is therefore de-
fined not in its stability - the built form - but 
in its use, its ever-changing, dynamic state. A 
new quality of space is thus recognised: per-
formability - the capacity of space to enable 
diverse, unforeseen, or unexpected events - 
which now becomes a fundamental determi-
nant of architectural space.

From the Movement-Image  
to the Time-Image

According to Deleuze, the transition from the 
movement-image to a different mode of 
creating and treating the image as the fun
damental element of film begins after the 
Second World War, when classical linear nar-

1	 Within Schmarsow’s framework, Raumgestaltung 
referred to the process of shaping the interior space of 
architecture, where space is not merely an ‘empty’ vol-
ume bounded by walls, but an active experiential phe-
nomenon arising from the relationship between hu-
man beings and architectural forms.
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ration is abandoned. Instead of a logical se-
quence of events, we now encounter “gaps” 
in time, a fragmented reality, and “indetermi-
nacy”. Deleuze calls this form of cinematic 
image the time-image. What characterises it 
is that in the film’s narrative, time becomes 
explicitly present - it is no longer merely a 
framework for the linear unfolding of the plot. 
Long takes, fixed cameras, silence, dream-
like states, memories, hallucinations are now 
dominant. There is no clear action, and often 
no goal. For Deleuze, the time-image inter-
rupts the logic of action: time appears direct-
ly through durations, voids, contingencies, 
and ruptures in the narrative, and through 
the breakdown of causal structures. As ex-
amples of this approach, Deleuze cites film-
makers such as Yasujirō Ozu, Michelangelo 
Antonioni, Andrei Tarkovsky, Alain Resnais - 
directors who explore inner duration, subjec-
tive memory, and suspensions in time. De-
leuze derives this conception from Bergson’s 
notion of “duration” (durée) - time as a con-
tinuous flow in which past and present per-
meate one another.

A related transformation can be identified in 
architectural theory at the beginning of the 
21st century, where space is no longer under-
stood as a fixed and stable representation, 
but as a field of events, perceptions, and af-
fective intensities. Architectural space thus 
becomes the equivalent of Deleuze’s time-
image: open, unfinished, and capable of ar-
ticulating the immediate experience of time 
and movement through the body of the ob-
server. Architectural counterparts can be 
found in late-20th-century architectural theo-
ry. In Architecture and Disjunction (1994), Ts-
chumi describes architecture as an “event” 
arising from the encounter between body and 
space. Likewise, Peter Eisenman, through his 
deconstructivist projects, questions the sta-
bility and representational certainty of archi-
tectural space. A comparable line of inquiry 
can also be found in the theoretical writings 
and architectural work of Rem Koolhaas.

The Crystal-Image and Atmospheres 
- the Existential Space of Architecture

A comparison between Deleuze’s typology of 
cinematic images and contemporary archi-
tectural theory reveals that both film and ar-
chitecture share a common aspiration: the 
shift from a paradigm of representation to-
ward a paradigm of event, experience, and 
duration. Whereas the movement-image cor-
responds to Modernist architecture and its 
logic of functional organisation and spatial 
representation, the time-image opens up 
space for an architecture that is less deter-
mined by form and function, and more ori-

ented toward creating conditions for direct, 
immediate bodily experience.

The theoretical foundation for such a rethink-
ing of space is offered by Gernot Böhme 
through the concept of atmosphere, under-
stood as an aesthetic and sensory field that 
links the physical, bodily, and emotional. 
Thinking in terms of atmosphere thus regards 
architecture not solely as structure, but as an 
event that incorporates both the user’s body 
and their perceptual experience (Böhme, 
2017). 

Deleuze’s notion of the crystal-image pro-
vides an additional layer of understanding; in 
the crystal-image, which is conceived as a 
distinct and intensified subtype of the time-
image - designates the moment in which the 
actual and the virtual enter into a state of mu-
tual indiscernibility. When transposed to ar-
chitectural theory, this conceptual frame-
work suggests that architectural space can-
not be reduced solely to its material or 
measurable dimension; rather, it always al-
ready incorporates layers of meaning, memo-
ry, and affective resonance that exceed its 
physical configuration (Deleuze, 1986). 

The works of Peter Zumthor, Smiljan Radić, 
Aires Mateus, and Junya Ishigami exemplify 
this approach, demonstrating how spatial ex-
perience engages not only the senses but 
also personal and collective narratives. These 
architects reveal that architecture’s signifi-
cance emerges from the interplay between 
materiality and immaterial experience, chal-
lenging reductive readings that focus exclu-
sively on structure or function.

2	 Even if reproductions do not physically alter the 
original artwork, they erode what Benjamin calls its 
“aura” - the aspect of originality, singularity, histori-
cal presence, and authenticity inherent in direct en-
counter with the original work of art. In mass culture, 
he argues, accessibility supersedes authenticity; the 
collapse of spatial distance enables instant digital ac-
cess but simultaneously dissolves the aura. In her re-
reading of Benjamin, Hito Steyerl (2012), in The Thing 
Like You and Me, contends that in an image-saturated 
digital culture, the capacity for copying, multiplying, 
and circulating images can enhance - rather than di-
minish - an artwork’s value, creating new forms of 
cultural currency and visibility. This inversion is par-
ticularly relevant for contemporary architectural expe-
rience, where mediated images - whether archival re-
productions, speculative renderings, or AI-generated 
visualizations - do not simply document space but 
actively participate in shaping how it is perceived, val-
ued, and remembered.
3	 The Architecture of Healing: Sulphurous Scapes 
(43° 30.547´ N, 16° 26.22´ E), directed by Nina Bačun, 
Kino Klub Split, 2024. Developed within the Kino Klub 
Split’s project Hidden City (Skriveni grad).
4	 Turnheim, in The Use of Space, argues that archi-
tecture is shifting “away from optics and towards 
use,” as its visual-informational dimension dissolves, 
necessitating a reorientation of practice around use 
(2025: 15).
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The Distracted and Mediated 
Experience of Architecture: 
Perception in the Age of 
Technological Saturation

“Reception today is mediated by the 
pulse of the crowd, the windshield of  
the car, by broadcast transmissions, and 
by a whole series of collective codes and 
expectations. Tourists visit cities only  
to confirm impressions already formed 
from postcards or movies”

(Allen, 1995: 50).

This section of the text revisits Walter Benja-
min’s seminal essay The Work of Art in the 
Age of Mechanical Reproduction (1936, re-
vised version), reframing its aesthetic theory 
within contemporary spatial and media cul-
ture. Central in this essay is Benjamin’s no-
tion of distraction as a mode of appropriation 
- an enduring form of engagement that reso-
nates with today’s digitally saturated envi-
ronments - and which informs and sustains 
an experimental cinematic methodology.

Benjamin’s reflections on a work of art’s 
aura2, reproducibility, and distraction offer 
more than historical insight; they provide a 
framework for understanding how architec-
ture is mediated, circulated, and experi-
enced. Benjamin’s analysis of the politics of 
reproduction anticipates the proliferation of 
digital and algorithmic images shaping archi-
tectural imaginaries across networks and 
screens. Extending Benjamin’s theory into 
spatial representation, the experimental es-
say film The Architecture of Healing: Sulphu-
rous Scapes operates not as documentation 
but as methodological experiment.3 Through 
cinematic and computational techniques - 
including AI-generated imagery and open-
source platforms - the film demonstrates 
how reproducibility generates new modes of 
engaging with architecture.

As Katja Grillner (2005) observes, the notion 
of reproduction itself “looks very different to-
day” and is no longer primarily mechanical. 
This reflects a persistent discourse that still 
upholds what Benjamin criticised as “out-
moded concepts, such as creativity and ge-
nius, eternal value and mystery - concepts 
whose uncontrolled (and at present almost 
uncontrollable) application would lead to a 
processing of data in the Fascist sense” (Ben-
jamin, 1936: 2).

Benjamin identified a new function of art, 
with photography, architecture, and film as 
transformative examples. Eugène Atget’s 
photographs of empty Parisian streets 
around 1900, resembling crime scenes, illus-
trate this perfectly: devoid of people, they 

function as visual evidence, documenting 
rather than idealising (Fig. 1). Such a docu-
mentary mode soon resonated in architec-
tural practice, where photography became a 
crucial - though often aestheticized - repre-
sentational tool. Bernard Tschumi inverted 
this legacy in Advertisements for Architecture 
(1976-1977), provocatively declaring: “To re-
ally appreciate architecture, you may even 
need to commit a murder… Architecture is 
defined by the actions it witnesses as much 
as by the enclosure of its walls” (Tschumi Ar-
chitects (1976-1977). By reframing architec-
ture as stage for action rather than object of 
contemplation, Tschumi underscored its per-
formative dimension.

In contemporary culture, both architecture 
and cinema operate within regimes where re-
ality is continuously filtered, edited, and 
staged. As Benjamin already recognised, 
“the equipment-free aspect of reality here 
has become the height of artifice; the sight of 
immediate reality has become an orchid in 
the land of technology” (Benjamin, 1936: 13). 
We long for authenticity yet distrust it - a 
paradox that highlights Benjamin’s claim that 
what appears “natural” is always mediated 
through reproduction.

This condition resonates with Claudia Gi-
annetti’s “ecology of images and media” 
(2021), which identifies our environment as 
saturated with filtered hyper-representations 
- distorted mirrors of reality that remain 
largely unquestioned. In architectural dis-
course this is evident in 3D renderings, which 
present idealised visions often diverging 
from the built reality.

Benjamin considered architecture and cine-
ma analogous media. Unlike traditional art-
works approached through contemplation, 
architecture is perceived in distraction: “Ar-
chitecture has always represented the proto-
type of a work of art the reception of which is 
consummated by a collectivity in a state of 
distraction. [...] Buildings are received in a 
twofold manner: by use and by perception - 
or rather, by touch and sight. [...] Tactile ap-
propriation is accomplished not so much by 
attention as by habit… habit determines to a 
large extent even optical reception.” (Benja-
min, 1936: 18).

The notion of habit remains a valuable refer-
ence. Max Turnheim (2025: 19) reformulates: 
“architectural constructions are appropriated 
in twofold manner - by use and by informa-
tion”.4 Giuliana Bruno (2018) similarly high-
lights the emotional dimension of space, em-
phasising how habitual interactions shape af-
fective experience and memory. Architecture 
and visual culture mediate not only physical 
but also psychological dimensions of space, 
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offering layered, sensorial modes of inhabita-
tion. As Bruno argues, “Architecture is a map 
of both dwelling and travel, and so is the cine-
ma” (2018: 71), foregrounding their shared 
negotiation of lived and imagined space.

Benjamin further argued that cinema deepens 
apperception.5 The close-up amplifies space, 
slow motion prolongs movement, and both re-
veal hidden rhythms - what he termed the 
“optical unconscious”: “By close-ups [...] by 
exploring commonplace milieus under the in-
genious guidance of the camera, the film ex-
tends our comprehension of the necessities 
which rule our lives” (Benjamin, 1936: 15-16).

In architectural terms, cinematic techniques 
expose textures, atmospheres, and temporali-
ties that escape conventional representation. 
Distraction here is not a lack of attention but 
an adaptive mode of navigating sensory com-
plexity. Stan Allen (1995: 48) emphasises dis-
traction as “a new form of subjectivity that 
could overturn exhausted models of recep-
tion”. In architecture, habitual use trains per-
ception, enabling users to interpret and some-
times subvert spatial codes. Within today’s 
media-saturated environment, digital inter-
faces and montage techniques - such as dis-
persed visual fields in social media or image-
search archives - foster non-linear, fragmen-
tary, and ephemeral engagements. Distraction 
thus becomes cognitive adaptability, a surviv-
al strategy for navigating mediated space.

From Distraction to Method:  
Cinematic Research through the 
Architecture of Healing  
- Sulphurous Scapes

These theoretical concepts are operation-
alised through a practice-based inquiry that 
employs cinematic methods to examine me-
diated architectural experience. The essay 
film The Sulphurous Scapes demonstrates 
how moving images can serve as both ana-
lytical and generative tools in architectural 
research. Focusing on the Sulphur Baths 
(Sumporno kupalište) in Split6 - historically 
associated with the healing of body and spirit 
- the film reinterprets the site’s latent spatial 
and cultural narratives through cinematic 
means. The Baths (Fig. 2) emerge as a liminal 
environment positioned between order and 
disorder, isolation and exchange. Healing is 
framed as a socio-somatic interlude, sus-
pending routine in pursuit of restoration. The 
film treats the site as both material artefact 
and conceptual threshold, where architec-
ture embodies processes of separation and 
reconnection.

The ecology of care at the centre of this envi-
ronment - linking body, space, and time - 
evokes a balance between individual and col-
lective, internal and external. It becomes an 
abstract network of connections, symbolising 

Fig. 2 Stills of Sulphur Baths (Sumporno 
kupalište), Split, from the film The 
Architecture of Healing: Sulphurous Scapes 
(43° 30.547´ N, 16° 26.22´ E), directed by Nina 
Bačun, 2024

Figs. 3 and 4 Stills from the film The 
Architecture of Healing: Sulphurous Scapes, 
directed by Nina Bačun, 2024. Corresponding 
to the thematic strands that structure the 
work.
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how healing spaces function as conduits for 
cultural and psychological renewal.

Methodologically, this essay film enabled it-
erative and multi-sensory inquiry, integrating 
text, images, sound, and montage. Three the-
matic strands structure the work (Figs. 3, 4): 
(1) historical and spatial narratives, blending 
documented and speculative accounts; (2) 
the human body, examined through cultural 
representations of health and illness; and (3) 
the materiality of sulphur, explored through 
scientific and popular imaginaries. The lack 
of archival documentation necessitated spe
culative reconstruction, prompting oscilla-
tion between factual and imagined pasts.

The creative process unfolded as a dialogue 
between theoretical inquiry and practical ex-
perimentation. The project aligns with David 
Bergé’s Architectures of Healing: Cure through 
Sleep, Touch, and Travel (2021) in consider-
ing architecture through bodily experience. 
The Sulphurous Scapes also reflects on its 
own composition, foregrounding the archi-
tecture of the film. Through montage, rhythm, 
and spatial sequencing, the medium itself 
becomes a site of design speculation, ex-
tending the physical building into imagined 
futures.

This case study demonstrates that cinematic 
methods can expand architectural design re-
search by revealing latent spatial narratives 
inaccessible through conventional documen-
tation, and by proposing modes of representa-
tion that integrate affect, materiality, and tem-
porality. This essay film activates Benjaminian 
distraction, inviting viewers to navigate frag-

mented impressions - historical traces, tex-
tures, and speculative reconstructions - rath-
er than demanding singular focus.

Architecture as Distracted  
and in Flux

Benjamin’s essay remains a critical reference 
for understanding contemporary architectur-
al experience. His notion of distraction (Zer-
streuung) - habitual, collective, often uncon-
scious engagement - anticipates what Allen 
(1995) describes as a new perceptual literacy. 
Rather than perpetuating the framing of ar-
chitecture as fixed and intentional, we might 
reconceptualise it as distracted, unstable, 
and unfocused.

Within digital culture - marked by simultane-
ity of images, montage of interfaces, and 
fragmented temporality - architecture’s rep-
resentation and perception increasingly re-
sist closure. They, therefore, necessarily be-
come provisional, adaptive, and perpetually 
in flux (Fig. 5).

From Architecture toward  
Other Arts and Vice Versa

•	 Case study: workshops DISPOSITION _ Di-
alogue Diagram / Architecture_Film_Dance / 
SC Gallery, Modulor Gallery - There is an im-
portant distinction between the two mem-
branes in which our world unfolds: the first 
membrane (the real world) and the second 
membrane (the metaworld of ideas and ab-
stract meanings). The first membrane is the 
skin of the Earth, while the second is a dia-
grammatic inscription on the first. The behav-
ior of each membrane influences the other 
and triggers certain reactions. In the metas-
pace, diagrammatic models create stability in 
time and continuity between different posi-
tions.7 It is an open space for dialogue be-
tween science and various forms of art - ar-
chitecture and film (Habjan, Lukač and Tutek, 
2025: 85).

The scientific-artistic research project DISPO-
SITION _ Dialogue Diagram / Architecture_

5	 Apperception denotes the assimilation of percep-
tion through accumulated experience (cf. Merriam-
Webster, s.v. “apperception,” accessed July 27, 2025).
6	 Public building the Sulphur Baths in Split (1903), 
designed by Kamilo Tončić in the Vienna Secession 
style, was constructed over natural sulfur springs his-
torically used for therapeutic purposes.
7	 “Space and time are collapsing. The metropolis is 
inescapable, its section is a materialized horizon. 
Ground, the skin of the earth, is a primal horizon. The 
attempt to reconfigure this horizon is an essential con-
dition of architecture.” (Bunschoten, 1991: 55-59)

Fig. 5 Composition of photographs of the 
Institute of Contemporary Art (ICA), Boston, 
USA (2003-2006), designed by Diller Scofidio + 
Renfro. Courtesy of DS+R. Through their 
treatment of windows as screen-like 
mediating surfaces, the architects realise 
what Bruno terms “architecture that reads 
like cinema”.
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ments from the medium of film (a selected or 
specified film segment) into a compositional 
diagram of architecture (a free spatial form or 
element that determines spatial relation-
ships in a unique way), presented in the form 
of a digital drawing or collage (Figs. 6, 7).

The main layout for this transposition is 
based on notations prepared by Sergei Ein-
stein for his film Aleksander Nevski. They 
serve as a revelation - a simultaneity and a 
multiplicity of information that combine 
frames, musical scores, montage or composi-
tion diagrams, movement diagrams. Its prin-
cipal elements are transposed into architec-
tural terms.

This model was used as well in a similar way 
also in the experimental project Joyce’s Gar-
den, designed by Bernard Tschumi. He gave 
excerpts of literary texts as programs to stu-

Fig. 6 Workshop DISPOSITION _ Dialogue 
Diagram / Architecture_Film_Dance, SC 
Gallery; Film: Q. Tarantino, Pulp Fiction, 1994

Film_Dance began in 2020 as part of an ex-
perimental interdisciplinary collaboration 
between the architects Ivana Tutek and Ber-
narda Lukač with the poet and multimedia 
artist Stanislav Habjan, involving various 
projects: architectural designs and realiza-
tions, student workshops, as well as exhibi-
tions, performances, and publications.8

The project explores and presents the move-
ment from architecture towards other arts 
and vice versa through abstract composition-
al diagrams. These experimental studies are 
based on the abstract conceptual assump-
tion that the processual compositional mod-
els - the suprasensible diagrams present in 
the structure and formation of any artistic 
work - allow communication between artistic 
media, but also between artistic, scientific, 
and technical disciplines as a whole, trans-
forming and upgrading the basic structure in 
the domain of a new medium.

DISPOSITION _ Dialogue Diagram / Architec-
ture_Film_Dance workshops took place at 
the SC Gallery in February and at the Modulor 
Gallery in October 2024. Undergraduate stu-
dents in architecture designed the final frame 
of the diagram - the transposition of ele-

8	 The project DISPOSITION _ Dialogue Diagram / Ar-
chitecture_Film_Dance has been conducted as part of 
the institutional research at the Faculty of Architecture 
in Zagreb since 2022. Art project DISPOSITION _ Dia-
logue Diagram is presented through authors’ lecture, 
exposition and publication at the CA2RE Conference / 
Dispositions, November 7-9, 2024, Belgrade, EAAE.
9	 The display of fireworks in 1992 became a three-
dimensional, ephemeral version of the organization of
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dents in order to suggest cross-references 
between architecture and other disciplines. 
In his Fireworks project, further on, Tschumi 
wanted to express fireworks in perspective, 
plans, and elevations, while also indicating 
things like colour, intensity, and duration. He 
developed his own mode of notation. It indi-
cates the folies, the movement vectors, and 
how they interact with one another. Each of 
the frames corresponds to a seven-second 
interval in the firework - that is the basic time 
frame.9 Bernard Tschumi, in his book The 
Manhattan Transcripts, articulates a complex 
range of architectural conditions (through 
the categories of events, movement, and 
space). By rearranging diagrammatic forms 
and concepts from film - integrating complex 
scenes and scenarios - he creates an archi-
tectural diagrammatic system that describes 
the interaction between space and move-

ment of bodies. The Parc de la Villette was 
the first project in which Tschumi successful-
ly applied the new diagrammatic tools, tech-
niques, and theories developed in Manhat-
tan Transcripts. There, the superimposition 
of points, lines, and fields is simultaneously a 
superimposition of action, movement, and 
space. For Tschumi, a diagram is a graphic 
representation of a concept, while architec-
ture is the materialization of that concept. 
Thus, the diagram is one of the initial phases 
in the architectural creation process, which 
may later become visible or only implied (dia-
grammatic visuality).10

All of these examples served as a starting 
point and primary inspiration in student 
workshops DISPOSITION _ Dialogue Diagram 
/ Architecture_Film_Dance for creating a 
parametric compositional diagram in which 
the choreography within the set film frame 
was geometric, graphic and intuitive simul
taneously (Fig. 8). The introductory part of 
the event included lectures and screenings of 
selected films by invited authors11 accom
panied by an exhibition of works displayed in 
two parts: as an introduction (workshop 
mentors’ exhibition) and a conclusion (stu-
dents’ works). The exhibitions complement 
each other and form a thematic whole.

Tschumi’s Parc de la Villette, namely, the superimposi-
tion of the three systems of points, lines, and surfaces. 
A system of notation organized and defined the events 
in space and time. (Migayrou, 2014: 114)
10	 According to: M. Garcia (ed.) (2010), The Dia-
grams of Architecture, London: John Wiley & Sons Ltd.
11	 Nina Bačun, Alan Kostrenčić and Vladislav Kne
žević

Fig. 7 Workshop DISPOSITION _ Dialogue 
Diagram / Architecture_Film_Dance, SC Gallery
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Contemporary architecture of “action” is 
defined by a desire for interaction, initiating 
events, animating space, and concepts.12 
Consequently, the compositional diagram is 
an abstract machine, where the routine of ex-
ecuting the action is not clearly defined, but 
rather the diagram creatively participates in 
its creation.13 In this way, by creating pro-
grams/workshops in order to suggest cross-
references between architecture and film, 
students are revealing the true processual 
nature of new architecture and the impor-
tance of imagination through concept-dia-
gram drawings.14

Such specific dispositions in artistic and ar-
chitectural research not only have represen-
tational and organizational significance, but 
also add, change, and create concepts of new 
realities.15

Conclusion

For architectural practice, this discussion sug-
gests that designing space extends beyond 
the configuration of physical form to the or-
chestration of conditions for multilayered ex-
perience - where material presence and the 
virtual dimension of atmosphere continuous-
ly intersect. Such an approach repositions ar-
chitecture as an experiential field in which 
perception, affect, and temporality produc-
tively converge. The application of these con-
cepts in practice can lead to architectures that 
cultivate moments of suspension, affective 
resonance, and layered reflection; spaces 
that do not seek to fully control movement, 
but instead encourage exploration, introspec-
tion, and subjective meaning. In this context, 
the convergence of Böhme’s notion of atmo-
sphere, Deleuze’s concept of the crystal-im-
age, and Benjamin’s idea of perception in 
distraction establishes a productive theoreti-
cal framework through which architecture can 
transcend its commonplace functionalist and 
formalist paradigms, evolving toward the cre-
ation of space as an active medium of thought, 
perception, and becoming.

[Translated by Tanja Vohalski]

Fig. 8 Workshop DISPOSITION _ Dialogue 
Diagram / Architecture_Film_Dance, SC 
Gallery; Film clip analysis: A. Tarkovsky, 
Stalker, 1979

Workshops with architecture students DIS-
POSITION _ Dialogue Diagram / Architecture_
Film_Dance explore movements from space 
to imagination and vice versa, when imagina-
tion constructs the space of dialogue through 
the concept of merging and superimposing 
real and imagined time, as well as abstract 
and real space within processual-composi-
tional models. A phantasm is placed at the 
center of such a diagram; it fills the central 
void and establishes an impossible relation-
ship - a suprasensible diagram that connects 
the seemingly unconnectable - architecture 
and film.

12	 According to: Gausa et al., 2003
13	 According to: Deleuze, Guattari, 1987.
14	 Imagination or nothing: I. Tutek, M. Kopić and S. 
Habjan, 2024: 180-197
15	 According to: Bogalheiro, 2022: 33-38.
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