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ACT 1 
Introduction: Thoughts on Space
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Role of the architect
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Fundamental principles:

Space should be considered heterarchical
Space is lived space 
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Material Space 	+ 		  Mental Space 		 = 			   Lived Space
  (real space) 			    	  (imagined space) 			  (final perceived space)

based on the spatial triad model of Lefebvre. 
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“To properly reclaim and improve sites, the first and, perhaps, only thing 
we need to learn is how to look at them from a different point of view: 
we need to learn how to read and write them.” 

- Sebastian Marot
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ACT 2 
Sarajevo, a city profile 
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Research Atlas
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Ottoman rule Austro-Hungarian period

Tito’s federal project Olympic redefinition
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Cablecar Mt. Trebevic, constructed in 1959
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Sarajevo Olympic Capital, 1984
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Sarajevo during the Siege, 1992 - 1995
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source: Bronwyn Kotzen, Reconstructing Sarajevo
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Urban void after the war 
the heritage of the strong bond between the city and their mountain was destroyed.
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Urban void

Urban voids are all areas in a city, whose functions and de-
signs have not yet been decided upon conclusively. These 
may be reserve areas, fallow land, distance spaces, vacant 
buildings, polluted or unused properties. All these areas 
do not fulfil any concrete function in the urban system.
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ACT 3 
The role of the architect 
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Post-war Sarajevo - Sarajevo today
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3 principles as defined by Lebbeus Woods:

The First Principle: 
Restore what has been lost to its pre-war condition. 

The Second Principle: 
Demolish the damaged and destroyed buildings and build 
something entirely new.

The Third Principle: 
The post-war city must create the new from the damaged 
old. 
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Freespace

Freespaces are difficult to occupy, and require inventiveness 
in order to become habitable. They are not predesigned, 
predetermined, predictable, or predictive. The freespaces 
are, at their inception, useless and meaningless spaces. 
They become useful and acquire meaning only as they are 
inhabited. Who inhabits freespaces? The people of crisis. 
Who owns freespaces? Those who make them their own.
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Radical Reconstruction
drawing by Lebbeus Woods
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ACT  4
Field observations
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3 Site Visits
Different Seasons
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Mapping the Mountain
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The Bobsleigh Track
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Site Plan
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Bobsleigh Track - top view
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Axonometric drawing of Bobsleigh Track today



31 / 73

Ongoing re-appropriation process
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ACT 5
Towards another interpretation of design
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Beauty of decay 
etching ancient ruin by Piranesi
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“Architecture until now: has, as a ‘closed form,’ not accepting 
changes in the mode of life, and becomes obsolete before it is 
even realized, it will be antique before it is completed, for it is 
based on the Closed Form. 

The Open Form, unlike the Closed Form, does not exclude 
the energy of the client’s initiative but on contrary treats it as 
a basic, organic, and inseparable component element. Space 
is to be shaped by the inhabitants, forms should emerge 
spontaneously as an effect of human activity. ”

- Oskar Hansen (1959). Open Form Manifesto.
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Material Space 	+ 		  Mental Space 		  = 			   Lived Space
  (real space) 			    	  (imagined space) 			  (final perceived space)
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ACT 6 
Film as a method: fundamentals
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“Experiencing a space is a dialogue, a kind of exchange – I place my-
self in the space and the space settles in me. This identification of physi-
cal and mental space is intuitively grasped by writers and film directors 
(and not so by architects).”

 – Juhani Pallasmaa 
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Fundamental Elements of 
Architectural Design 

Fundamental Elements of 
Filmmaking

Conceptual Elements
(primary elements of design) Narrative

Physical Elements
(real conditions for final appearance) Mise-en Scene

Relational Elements
(organizational elements) Montage / Editing

Limits: imaginary world

Limits: frame

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to present the shot?

Fundamental Elements
Architectural design // Filmmaking
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception

FUNDAMENTAL 
ELEMENTS 

FILMMAKING

FUNDAMENTAL 
ELEMENTS

ARCHITECTURAL DESIGN

NARRATIVECONCEPTUAL ELEMENTS
primary 

elements 
design

Point

Line

Plane

Volume

Cinematic point

The descriptive adjectives of each charac-
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Cinematic plane

The duality of character - time
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The duality of space - time

Cinematic volume

The trio of character - time - space

MISE-EN SCENEPHYSICAL ELEMENTS
real conditions 

final 
appearance

Shape

Size
Scale

Proportion

Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-
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Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 
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Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception

FUNDAMENTAL 
ELEMENTS 

FILMMAKING

FUNDAMENTAL 
ELEMENTS

ARCHITECTURAL DESIGN

NARRATIVECONCEPTUAL ELEMENTS
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ter, time and space
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Cinematic plane

The duality of character - time
The duality of character - space

The duality of space - time

Cinematic volume

The trio of character - time - space

MISE-EN SCENEPHYSICAL ELEMENTS
real conditions 

final 
appearance
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Scale
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Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Position

Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-

wing person

Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
respect to the camera (as the eyes of the spec-

tator) 
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EDITING / MONTAGERELATIONAL ELEMENTS organizational 
elements

Types of Spatial Organization

Agent: point
(centralized, radial, spiral)

Agent: line
(linear) 

Agent: co-ordinate system
(modular, cellular, grid)

Agent: composite
(clustered, free)  

Types of Continuity

Types of Continuity
(organization for continuity)

Spatial Continuity
Axis of action, eyeline match, match on action, 

show / reverse, shot, cross cutting, .. )

Temporal Continuity
(Order, frequency, duration, .. )

Principles of Film Editing
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception
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The trio of character - time - space
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Size
Scale
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Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Position

Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-

wing person

Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
respect to the camera (as the eyes of the spec-

tator) 
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EDITING / MONTAGERELATIONAL ELEMENTS organizational 
elements

Types of Spatial Organization

Agent: point
(centralized, radial, spiral)

Agent: line
(linear) 

Agent: co-ordinate system
(modular, cellular, grid)

Agent: composite
(clustered, free)  

Types of Continuity

Types of Continuity
(organization for continuity)

Spatial Continuity
Axis of action, eyeline match, match on action, 

show / reverse, shot, cross cutting, .. )

Temporal Continuity
(Order, frequency, duration, .. )

Principles of Film Editing

Graphic relations
Rhythmic relations 

Spatial relations
Temporal relations
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception
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The duality of space - time

Cinematic volume

The trio of character - time - space
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Scale
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Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Position

Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-

wing person

Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
respect to the camera (as the eyes of the spec-

tator) 
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EDITING / MONTAGERELATIONAL ELEMENTS organizational 
elements

Types of Spatial Organization

Agent: point
(centralized, radial, spiral)

Agent: line
(linear) 

Agent: co-ordinate system
(modular, cellular, grid)

Agent: composite
(clustered, free)  

Types of Continuity

Types of Continuity
(organization for continuity)

Spatial Continuity
Axis of action, eyeline match, match on action, 

show / reverse, shot, cross cutting, .. )

Temporal Continuity
(Order, frequency, duration, .. )

Principles of Film Editing

Graphic relations
Rhythmic relations 

Spatial relations
Temporal relations
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception

FUNDAMENTAL 
ELEMENTS 

FILMMAKING

FUNDAMENTAL 
ELEMENTS

ARCHITECTURAL DESIGN

NARRATIVECONCEPTUAL ELEMENTS
primary 

elements 
design

Point

Line

Plane

Volume

Cinematic point

The descriptive adjectives of each charac-
ter, time and space

Cinematic line

Character / Time / Space

Cinematic plane

The duality of character - time
The duality of character - space

The duality of space - time

Cinematic volume

The trio of character - time - space

MISE-EN SCENEPHYSICAL ELEMENTS
real conditions 

final 
appearance

Shape

Size
Scale

Proportion

Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Position

Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-

wing person

Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
respect to the camera (as the eyes of the spec-

tator) 
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EDITING / MONTAGERELATIONAL ELEMENTS organizational 
elements

Types of Spatial Organization

Agent: point
(centralized, radial, spiral)

Agent: line
(linear) 

Agent: co-ordinate system
(modular, cellular, grid)

Agent: composite
(clustered, free)  

Types of Continuity

Types of Continuity
(organization for continuity)

Spatial Continuity
Axis of action, eyeline match, match on action, 

show / reverse, shot, cross cutting, .. )

Temporal Continuity
(Order, frequency, duration, .. )

Principles of Film Editing

Graphic relations
Rhythmic relations 

Spatial relations
Temporal relations
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Contrast
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Hierarchy
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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LINK:
Both conceptual architectural elements and narrative enables us to conceive the final product in the mind before 
it takes on a physical shape.  In the case of architecture, point, line, plane and volume give basic shape to a design 
element, in the case of filmmaking, the properties of character, time and space - the place of the story - and their 

gathering in cause and effect relaion contribute to the primary formation of filmic narrative. 

Both ‘point’ and the ‘descriptive adjectives of each character, time and space’ belong to their resemblance in being 
the smallest and most basic element of their own fields. All together, the point and the adjectives form the base 

for the ‘line’, or the ‘character/time/space’. A line extended becomes a plane, or in film, a cinemetic plane, which is 
obtained as the outcome of the duality of character-time, character-space or time-space. Volume is defined as the 
extension of plane and similarly, the combination of character, time and space in cinematic medium expresses the 
dimensions of a cinematic volume, of a narrative. In other words, as all volumes can be analyzed and understood 
to consist of points, lines and planes, the overall narrative in the mens of ‘cinematic volume’ can be defines as the 

combination of all these primary elements such as character, time and space. 

Temporal: This example from 2009 sci-fi drama, Mr Nobody, uses temporal rela-
tions to emphasize a poignant moment of romance between the characters Nemo 
and Anna. Time seems to move more slowly for these two characters as the pas-
sers-by speed up and become unrecognisable.

Graphic: this scene from Hitchcock’s Psycho, 
takes place just after a woman is brutally 
stabbed to death while in the shower. As her 
blood washes away down the drain with the 
water, the camera slowly zooms in on just 
the drain itself. A graphic match cut is then 
utilized, as the center of the drain becomes 
the iris of the victim’s lifeless left eye.

Axis of action = the angle of camera in relation 
to the object remains the same from shot to 
shot.
Eyeline match = a cut in which 2 characters 
in different shots appear to look at each other 
because of the direction of their glances
Match on action = an action begun in one shot 
is continued or completed in the next shot
Shot/reverse shot = one shot shows one end of 
the central line, the other shows the other
Cross cutting = alternating shots from one line 
of action in one place with shots of other even-
ts in other places 

“I am Kino-eye. I am builder. I have placed you.. in an 
extraordinary room which did not exist until just now 
when I also created it. In this room there are twelve 
walls, shot by me in various parts of the world. In brin-
gin together shots of walls and details, I have managed 
to arrange them in an order that is pleasing.”
- Dziga Vertov

Editing/montage permits the filmmaker to re-
late any two points in space through similarity, 
difference or development with its devices of:

Temporal continuity: filmmaker controls the 
temporal succession through editing. Flash-
backs/ flashforwards, alter presumed story 
order. 

LINK 
Putting everything together into a coherent whole.

If all the parts are working together, the whole will seem to be more than the sum of its parts. But order without 
diversity can result in monotony or boredom, and diversity without order can produce chaos (Francis Ching).  Or-
dering principles can be thought as ‘Visual devieces that allow the diverse elements of an organization to perform 

perceptually and conceptually within an ordered and unified whole’. 

Graphic Relations – Creating transitions bet-
ween shots that are either graphically similar 
or dissimilar in terms of light,shape,depth or 
movement. 
Rythmic Relations – Rhythm editing descri-
bes an assembling of shots and/or sequences 
according to a rhythmic pattern of some kind, 
usually dictated by music.
Temporal Relations – The process by which 
the difference between temporal duration and 
screen duration is reconciled. 

LINK:
Both architect and director propose worlds for one to inhabit. While the architect imagines the experience of the 

space he/she is designing, the filmmaker designs the events of that world. Although, in a film, the structure of 
experiences as put forward by the director allows one to live through the real or imagined experience of inhabi-

ting from the eyes of the director; in the case of architecture, the built space could not be perceived through which 
the architect have anticipated or imagined. 3D forms are seen differently from different angles and distances and 

under different lighting conditions. Therfore, the visual elements must be considered in relation to one another for 
both domains. 

Frame = frame of sight
In architecture, this can be our actual frame of sight, when standing in front of a building, but it can also be a way 
of representation by the architect (comparable to film), chosen what the spectator will see. Axo, section, plan etc. 

Difference with way of representation architects and films is movement, of cameraman/object with respect to 
others, the stage, each other. But in real life, spectator has the same experience. 

Visual elements are comparable w/ representation architect, topological more to the real life experience. 

t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Rythmic: shots follow up each other every 12s. Use of 
splitscreen, relation between the two narratives as well as 
the sequence of the shots. 

Spatial: shots follow the line of the 
bobsleigh track, as well as the rhy-
thm of the construction beams.

Constructed cinematic volumes/narratives:
Mountain//City, Surroundings, Track//Atmosphere, Construction//Destruction, Abandoned//Used, 
Humantraces//Trash, Wartraces//Scars, Microlandscapes//Weeds.

Shooting process of the defined cinematic volumes/narratives

Storyboard inception
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Cinematic line
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The trio of character - time - space

MISE-EN SCENEPHYSICAL ELEMENTS
real conditions 

final 
appearance

Shape

Size
Scale

Proportion

Colour - Light
Texture - Light

Qualitative properties

The elements of setting and props, the arran-
gement of stage, the composition of the frame, 

actor’s appearance within the frame, figure 
expressions, perspective relations etc. 

Quantitative properties

Camera height and angle, the focal length of 
lenses, size of frame, duration of sequences, 

duration of movements by the subject within 
the scene, duration of movements by the came-

ra, speed of motion etc. 

Additive external properties

Costumes, make-up, color & tone, tonality, 
lighting etc. 
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Position

Location of an element with respect tot the 
surrounding elements and or the visual field

Orientation

Position of an element with respect to the 
ground plane, the compass points and the vie-

wing person

Visual Inertia

The degree of concentration and stability of an 
element and its orientation relative to our line 

of sight

Position / motion of a character / camera with 
respect to the others

Position / motion of a character / camera with 
respect to the stage

Position / motion of a character in frame with 
respect to the camera (as the eyes of the spec-

tator) 
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EDITING / MONTAGERELATIONAL ELEMENTS organizational 
elements

Types of Spatial Organization

Agent: point
(centralized, radial, spiral)

Agent: line
(linear) 

Agent: co-ordinate system
(modular, cellular, grid)

Agent: composite
(clustered, free)  

Types of Continuity

Types of Continuity
(organization for continuity)

Spatial Continuity
Axis of action, eyeline match, match on action, 

show / reverse, shot, cross cutting, .. )

Temporal Continuity
(Order, frequency, duration, .. )

Principles of Film Editing

Graphic relations
Rhythmic relations 

Spatial relations
Temporal relations
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Limits: imaginary world

Limits: frame (of vision)

Descriptive counterpart - what to shoot?

Spatial counterpart - how to shoot?

Consolidative counterpart - how to 
present the shot?

Cinematic point
(descriptive adjective of each 

character, time and space)

Cinematic line
(all the adjectives together form 
the character, time or space)

Cinematic plane
(together, two lines interact, 
shows the duality of two lines)

Cinematic volume
(when all three cinematic lines, 
character, time and space, 
interact, they form a narrative, a 
cinematic volume)
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ACT 7
Film Screening
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ACT 8
Reading and writing the film - the making of
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Fundamental Elements
Part 1: Narrative
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Fundamental Elements
Part 1: Narrative
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Part 1: Narrative
Construction // Destruction
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Part 1: Narrative
Construction // Destruction
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ACTOR: MAN

ACTOR: NATURE

time

1984
The bobsleigh and 
luge track are built for 
the winter olympics 
of 1984. An artificial 
environment is created. 
The track was reused 
during World Cup com-
petitions in the years 
following the winter 
games.

1992
Only 8 winters after 
the olympics, the war 
started. The turns 
were used as defensive 
positions for Bosnian 
forces, and the track 
became pocked with 
bullet holes and other 
wounds. 

1995
As the war ends, the 
bobsled is abandoned. 
Nature starts to take 
over, vegetation grows 
everywhere, materials 
are deteoriating.

2008
Both the Red Bull extre-
me sports event en the 
Balkan graffiti art fes-
tival take place. From 
now on, the track is 
cleared from mud and 
debris every spring, 
and the track is used 
for extreme sports and 
walking. This function 
is remained until today.

nature and culture in balance

now

concrete

insulation material

metal refrigeration pipes

wood

ice

This figure shows the bobsleigh and luge track over time, the decay and change of the materials. 

Part 1: Narrative
Construction // Destruction
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Fundamental Elements
Part 2: Mise-en-Scene
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Part 2: Mise-en-Scene
Framing
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t=11s t=13s
t=15s

t=3s

t=5s

t=7s

t=9s

t=1s

Part 2: Mise-en-Scene
Framing
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Fundamental Elements
Part 3: Editing/ Montage
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Part 3: Editing/ Montage
Annotation
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Part 3: Editing/ Montage
Annotation
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Part 3: Editing/ Montage
Annotation
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Part 3: Editing / Montage
Annotation
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ACT 9
Incubation: Scenario’s of re-appropriation
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“Their task is not to build, but to preserve the void, to make 
sure that the FULL doesn’t block our view.”

- Wim Wenders
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ACTOR: MAN

ACTOR: NATURE

time

1984 1992 1995 2008

nature and culture in balance

now

AGENCY: ARCHITECT 

AGENCY: OTHER ACTORS 

?

Incubation timeline
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Possible uses open space
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Possible uses open space
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Possible uses open space
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e bob and sledge track 

was built during the preparations for the Winter Olympics held in 1984. in Sarajevo. 

It was planned as part of the sports and recreational 

park on Trebević, which would also attract visitors to the mountain aer the games. 

e complex was completely built until September 1982. 

Prof. Gorazd Bučar, together with a group of architects, designed a track in the length of 1570m, 

tthat is 1900m with two recreational exit-stop ramps. 

e track consists of straight sections and 13 curves in the form of prescribed “ gures”, 

with an average longitudinal slope of 10.2% and a maximum of 15%.

e complex was completely built until September 1982. 

e complex was completely built until September 1982. 

e complex was completely built until September 1982. 

e bob and sledge track 
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that is 1900m with two recreational exit-stop ramps. 

e track consists of straight sections and 13 curves in the form of prescribed “ gures”, 

wwith an average longitudinal slope of 10.2% and a maximum of 15%.

e complex was completely built until September 1982. 
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It was planned as part of the sports and recreational 

park on Trebević, which would also attract visitors to the mountain aer the games. 

e complex was completely built until September 1982. 

Prof. Gorazd Bučar, together with a group of architects, designed a track in the length of 1570m, 

that is 1900m with two recreational exit-stop ramps. 
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Possible uses open space
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Possible uses open space
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MT TREBEVIC

MT JA
HORINA

vr
ac

a 
m

o
nu

m
en

t

w
ar

 t
un

ne
l m

us
eu

m

je
w

is
h 

ce
m

et
er

y

ru
in

 o
f 

m
o

te
l

b
o

rd
er

 s
ig

n

o
b

se
rv

at
o

ry

o
ly

m
p

ic
 b

o
b

sl
ed

 t
ra

ck

p
in

o
 n

at
ur

e 
ho

te
l

tr
ac

ks

ru
in

 b
un

ke
r

b
ru

s 
to

ur
is

t 
co

m
p

le
x

Future proposals:
other ruins
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1  : 1 0 0  0 0 0

2  k m

1  : 1 0 0  0 0 0

2  k m
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ACT 10
Conclusion: Urban void as a project
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New reading bobsleigh track
as Open Space
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City // Mountain
Mountain // City


