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ABSTRACT 

 

EXHIBITION-SCAPES FROM MISE-EN-SCÊNE TO MISE-EN-CADRE 
 
 

gneUW�Uk, Cemre 
Master of Architecture, Architecture 
Supervisor: Prof. Dr. A\úen SaYaú 

 
 

July 2020, 153 pages 

 

The aim of this study is to acknowledge the twofold condition of exhibition spaces 

regarding the measure of integration it holds with the moving visitor and reread the 

arising architectural experiences. The two distant relational dynamics  exhibitions 

imply, which transpire with reference to the absence/presence of a moving visitor, 

have been a point of discussion in the architectural discourse, but they have only 

been recognized through Whe limiWed agenda of Whe ³conWaining bo[´. Accordingly, 

understanding the experiences that exhibitions culminate in has been considered 

through the isolated characteristics of architectural space and the objects of display. 

In order to transcend this approach and enhance the twofold statement, the research 

asserts the necessity of making use of additional disciplines in a way that existing 

tools of architectural representation are not capable of. Embodying a cross 

disciplinary approach, this study aims to unfold the changing condition of 

exhibitions Yia deplo\ing Whe ³pUodXcWiYe meWaphoUV´ of mise-en-scène and 

montage. Resulting from the inherent tension between the conceptual framework of 

the adopted terms, the study introduces the term mise-en-cadre which constructs a 

decoding vocabulary and a methodology that propound an elaborate way of re-

reading exhibition-scapes and their unfolded experiences. Through the µnaUUaWiYe¶ 

structure mise-en-cadre culminates in, as a result of its ontological condition, the 

VWXd\ XnfoldV Whe e[hibiWion ³Each MomenW iV a PoUWal´ Zhich iV pUodXced b\ Whe 
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aUWiVW g]lem AlWÕn and diVpla\ed ZiWhin Whe 16Wh IVWanbXl Biennial µThe SeYenWh 

ConWinenW¶ with the aXWhoU¶V paUWicipaWion aV an aUWiVW aVViVWanW. 

 

Keywords: Exhibition, Architectural Experience, Mise-en-Vcqne, Mise-en-cadre, 

Montage 
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gZ 

 

MISE-EN-SCÊNE¶DEN MISE-EN-CADRE¶A SERGø-MANZARALARI 
 
 

gneUW�Uk, Cemre 
Y�kVek LiVanV, MimaUlÕk 

Te] Y|neWiciVi: PUof. DU. A\úen SaYaú 
 

 

Temmuz 2020, 153 sayfa 

 

BX oalÕúmanÕn amacÕ, VeUgi mekanlaUÕnÕn hareket halindeki izleyici ile iliúkilenme 

|lo�V� �]eUine olXúan iki \|nl� dXUXmXnXn yeniden faUkÕna YaUmak ve ortaya 

oÕkaUdÕklaUÕ mimaUi dene\imleUi \eniden okXmakWÕU. SeUgi mekanÕ ile haUekeWli biU 

izleyicinin \oklX÷X / YaUlÕ÷Õ\la oUWa\a oÕkan iliúkiVel dinamik, mimaUi V|\lem 

oeUoeYeVinde biU WaUWÕúma nokWaVÕ olmXúWXU, ancak WanÕmÕ VeUgi �UeWimleUinin 

³kapVa\an kXWX´ olaUak VXnXldX÷X ortamlarla VÕnÕUlÕ kalmÕúWÕU. AUaúWÕUma, beliUWilen 

iki \|nl� ifade\i g�olendiUmek Ye VeUgileUin µmimari mekan¶ ve µsergileme 

nesnelerinin¶ \alÕWÕlmÕú |]ellikleUi �]eUinden anlaúÕlan mimaUi dene\imleUini aúan 

biU okXma �UeWmek ioin faUklÕ disiplinlerden, meYcXW mimaUi WemVil aUaolaUÕnÕn 

Va÷ladÕ÷Õ imkanlaUÕn |WeVine geoecek úekilde, \aUaUlanmanÕn geUeklili÷ini 

g|VWeUmekWediU. DiViplinleU aUaVÕ biU \aklaúÕmÕ benimVe\en bX oalÕúma, mise-en-

scène Ye monWajÕ ³�UeWken meWafoUlaU´ olarak kullanarak sergilerin belirtilen ikili 

durumunu aoma\Õ amaolamakWadÕU. Benimsenen meWafoUlaUÕn geWiUdi÷i kavramsal 

oeUoeYe aUaVÕndaki gerilimden temel alarak, bu oalÕúma, mise-en-cadre kaYUamÕnÕ 

WanÕWÕU. dalÕúmanÕn biU aUa-WeUim olaUak VXndX÷X kaYUam, sergi-man]alaUÕnÕn 

�UeWWikleUi mimaUi deneyimlerin a\UÕnWÕlÕ biU \eniden okXmaVÕnÕ \apmak �]eUe 

o|]�mle\ici biU dil Ye meWodoloji WanÕmlamakWadÕU. VaUolXúXnXn biU VonXcX olaUak 

³anlaWÕ´ temelli bir \apÕya sahip olan mise-en-cadre, VanaWoÕ g]lem AlWÕn WaUafÕndan 
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�UeWilen, 16.øVWanbXl Bienali ³Yedinci KÕWa'da´ sergilenen Ye \a]aUÕn da VanaWoÕ 

aViVWanÕ olaUak V�Uece dahil oldX÷X ³HeU An BiU GeoiW´ VeUgisinin yeniden 

okumaVÕnÕ \apmak �]eUe \eni Ye a\UÕnWÕlÕ biU \ol / aUao inúa edeU. 

 

Anahtar Kelimeler: Sergi MekanÕ, Mimari Deneyim, Mise-en-Vcqne, Mise-en-

cadre, Montaj  



 
 

ix 
 

To the potential of a single (dislocated) line.



 
 
x 
 

ACKNOWLEDGMENTS 

 

First and foremost, I owe my deepest gratitude to my thesis supervisor Prof. Dr. 

A\úen SaYaú for the enlightening discussions and contributions throughout this 

study. I am grateful for the graduate experience I had under the guidance of her not 

only by means of the thesis process, but also the exhibition processes that I had the 

honor of participating in within the academic setting. I hope to share more grounds 

together in the light of her thorough knowledge and encouragement. 

I would like to thank to the examining committee members, Assist. Prof. Dr. Esin 

K|me] Da÷lÕo÷lX, PUof. DU. EVin Bo\acÕo÷lX, AVViVW. PUof. DU. SeUa\ T�Uka\ CoúkXn 

and AVViVW. PUof. DU. Veli ùafak U\Val foU WheiU inVpiUing commenWV throughout the 

process. I especially appreciate the discussions and supports made on the further 

potentialities of the study.   

I highly appreciate Whe WimeV VpenW ZiWh Whe aUWiVW g]lem AlWÕn in Whe 16Wh IVWanbXl 

Biennial, ³The SeYenWh ConWinenW´. I am WhankfXl foU Whe inVpiUing diVcXVVionV, and 

the special artist-architect connection we had throughout the installation process. 

Working with her was a mind opening experience which directly affected my thesis 

studies.    

I ZoXld like Wo Whank Ze\nep Ece ùahin foU heU compan\ along Whe Uoad, b\ Zhich I 

not only refer to the thesis process, but also to the overlapping period we have been 

going through. She has made any discussion on aesthetics possible even though the 

opinions we had were slightly too judgmental sometimes. I am sure that next chapter 

ZiWh heU Zill be in AlmodyYaU coloUV. I ZoXld alVo like Wo e[pUeVV m\ deep 

appreciation to Duygu Simser for being a full-time academic sister, a great friend 

and an aXWocoUUecW V\VWem Wo me. I oZe Vpecial WhankV Wo Gi]em YeWiú and Se]in 

SaUÕca foU WheiU beloYed fUiendVhip fUom XndeUgUadXaWe Wo gUadXaWe VWXdieV and Whe 

precious Wednesdays we had. I am also highly grateful to my long-lasting friends 



 
 

xi 
 

Seda Soydan and Karden Ant for always encouraging me and patiently listening to 

whatever I am overthinking about throughout this process. 

I am eVpeciall\ WhankfXl Wo CeYdeW Ege dakÕU foU Whe mXlWidimenVional conWUibXWions 

he made. He has been a great companion to share ideas on any context, in every place 

beyond distances. It has always been a pleasure for me to discuss and produce with 

him despite his overwhelmingly postmodern approaches. Thank you for bearing my 

condescending comments on your taste sometimes, I deeply appreciate the 

idiosyncratic love and support, endless competitions, and the everlasting joy. You 

are one of a kind, a challenging mind. 

Last but not the least, I owe a deep gratitude to my family. I am extremely grateful 

Wo m\ bUoWheU Cem gneUW�Uk foU alZa\V pXVhing m\ limiWV, VXppoUWing m\ aimV and 

being a life-time role model to me, although our viewpoints in life almost never 

coincide. Special WhankV Wo m\ paUenWV Handan and TXUga\ gneUW�Uk foU alZa\V 

being there for me, encouraging my decisions without drawing any line and 

providing me the opportunities to have a multidimensional perspective in life. It 

would not have been possible to accomplish this thesis and any other work without 

your endless support and sympathy. 

 

  



 
 

xii 
 

TABLE OF CONTENTS 

 

ABSTRACT .............................................................................................................. v 

gZ........... ................................................................................................................. vii 

ACKNOWLEDGMENTS ......................................................................................... x 

TABLE OF CONTENTS ........................................................................................ xii 

LIST OF FIGURES ................................................................................................. xv  

CHAPTERS 

1.     INTRODUCTION ............................................................................................. 1 

2.     RE-READING THE EXHIBITION-SCAPE AS A MISE-EN-SCÊNE .......... 11 

     2.1. Mise-en-scène as a Multidimentional Phenomenon .................................... 11 

     2.2. Mise-en-scène as a Meta Concept ............................................................... 17 

     2.3. Mise-en-scène as a Concept of Interpreting Exhibition-scapes ................... 24 

         2.3.1. E[hibiWion aV an µOUgani]eU¶ ................................................................. 25 

         2.3.2. E[hibiWion aV a µSepaUaWoU¶ ................................................................... 35 

              2.3.2.1. Body-scapes .................................................................................. 36 

              2.3.2.2. Built-scapes .................................................................................. 38 

              2.3.2.3. Nature-scapes ............................................................................... 41 

         2.3.3. E[hibiWion aV an µInWeUface¶ .................................................................. 43 

3.  RE-THINKING MONTAGE AS A TRANS-SCALE MECHANISM TO 

UNFOLD ARCHITECTURAL EXPERIENCE ..................................................... 47 

     3.1. Montage as a Multifaceted Concept ............................................................ 47 

         3.1.1. (From) Collage, (to) Assemblage ......................................................... 51 

     3.2. Montage as a Film Concept ......................................................................... 56 



 
 

xiii 
 

         3.2.1. Eisenstein's Montage: an Object-Concept Mechanism ......................... 59 

         3.2.2. VeUWoY¶V MonWage: a ³Kino-E\e´ ConVWUXcWion .................................... 63 

     3.3. AUchiWecWXUal Space aV a ³Kino-e\e´ ConVWUXcWion ...................................... 65 

         3.3.1. Movement ............................................................................................. 67 

              3.3.1.1. µMuybridge's Walk' in the Urban-scapes ...................................... 69 

              3.3.1.2. 'Muybridge's Walk' in the Building-scapes ................................... 74 

              3.3.1.3. µMX\bUidge¶V Walk¶ in Whe E[hibiWion-scapes .............................. 77 

         3.3.2. Space ..................................................................................................... 81 

              3.3.2.1. Exhibition-scape as White Cube ................................................... 83 

         3.3.3. Event ..................................................................................................... 85 

              3.3.3.1. Objects of the Exhibition .............................................................. 86 

         3.3.4. Elements of Montage ............................................................................ 88 

              3.3.4.1. Frame ............................................................................................ 88 

                   3.3.4.1.1. Frame from Derrida to Tschumi ........................................... 90 

                   3.3.4.1.2. Framing the Elements of Architectural Experience .............. 91 

              3.3.4.2. Sequence ....................................................................................... 92 

                   3.3.4.2.1. Interpreting the Intra-sequential: Transformation ................. 94 

                   3.3.4.2.2. Interpreting the Intra-sequential: Rhythm ............................. 98 

     3.4. MonWage aV ³SecWioning´ ........................................................................... 103 

4.  TRAVERSING THE PROMENADE: EXHIBITION AS A MISE-EN-  

CADRE.... ............................................................................................................... 107 

     4.1. Mise-en-cadre as a Narrative Construction ............................................... 107 

     4.2. Exhibition as a Narrative Construction ...................................................... 108 

     4.3. ³SecWioning´ Whe E[hibiWion-scape: Unfolding the Mise-en-cadre ............ 109 



 
 

xiv 
 

     4.4. Transcribing the Unfolded: from Narrative to Narration .......................... 126 

         4.4.1.Sequences ............................................................................................ 127 

         4.4.2. Rhythmic Structure ............................................................................. 134 

5.     CONCLUSION .............................................................................................. 137 

REFERENCES ...................................................................................................... 145 



 
 

xv 
 

LIST OF FIGURES 

FIGURES  

Figure 1. Diagrammatic expression of mise-en-Vcqne, VWillV Waken fUom Whe moYie 

Play Time, drawn by the author ................................................................................ 6 

Figure 2. Diagrammatic expression of montage, a sequence from Battle on the Ice, 

edited by the author ................................................................................................... 6 

Figure 3. Kazimir Malevich, Victory Over the Sun, 1913 ...................................... 19 

Figure 4. Alexandra Exter, Romeo and Juliet, 1921 ............................................... 19 

Figure 5. Unified coVWXme and VWage deVign of Ale[andUa E[WeU and RabinoYich¶V 

Aelita. ...................................................................................................................... 21 

Figure 6. Stills showing the mise-en-Vcqne of AeliWa. ............................................ 21 

Figure 7. Left: conceptual drawing of Aelita. Right: A still from Aelita reflecting the 

space-object dynamics. ........................................................................................... 21 

Figure 8. IllXVWUaWion of µpUe-mise-en-Vcqne¶, ediWed b\ Whe author. ....................... 22 

Figure 9. PopoYa¶V deVign foU The MagnanimoXV CXckold, IllXVWUaWion of µpoVW-mise-

en-Vcqne¶ ................................................................................................................. 22 

Figure 10. Multiple expressions of the same mise-en-Vcqne WhUoXgh cameUa in Whe 

Battleship Potemkin, 1925 ...................................................................................... 23 

Figure 11. Intervention in the staircase to the artist studio, 1971 ........................... 30 

Figure 12. The use of blue tape in Edward KrasiĔski, Interventions exhibition..... 30 

Figure 13. Edward KrasiĔski, Interventions exhibition in Foksal Gallery, 1986. .. 31 

Figure 14. Edward KrasiĔski, Interwencja 4, Zyg-Zag installation, 1970. ............. 33 

Figure 15. Edward KrasiĔski, exhibition in Foksal Gallery, 1997 ......................... 34 

Figure 16. Edward KrasiĔVki, M\ DaXghWeU¶V HoXVe and I inVWallaWion, 1994 ....... 34 

Figure 17. Edward KrasiĔski, Interwencja installation, 1968.. ............................... 37 

Figure 18. Edward KrasiĔski, Three Spaces installation, 1983.. ............................ 39 

Figure 19. KUaViĔVki¶V VWXdio apaUWmenW in WaUVaZ, ediWed b\ Whe aXWhoU. ............ 40 

Figure 20. EdZaUd KUaViĔVki, SpeaU inVWallaWion, 1963/64. .................................... 42 

 

file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257


 
 

xvi 
 

Figure 21. EdZaUd KUaViĔVki and TadeXV] KanWoU, Panoramic Sea Happening, 1967.

 ................................................................................................................................. 42 

Figure 22. Edward KrasiĔski, Exhibition in Gallery Foksal, 1990 ......................... 45 

Figure 23. Edward KrasiĔski, Exhibition in Gallery Foksal, 1990. ........................ 45 

Figure 24. Edward KrasiĔski, Das Offene Bild installation .................................... 46 

Figure 25. Edward KrasiĔski, Das Offene Bild installation, 1992.. ........................ 46 

Figure 26. Edward KrasiĔski, Atelier-Puzzle installation in Gallery Foksal, 1994. 46 

Figure 27. ApollinaiUe¶V La cUaYaWe eW la monWUe. .................................................... 50 

Figure 28. GeoUge GUoV] and John HeaUWfield¶V Life and ZoUk in UniYeUVal CiW\, 

1919 ......................................................................................................................... 50 

Figure 29. PicaVVo¶V SWill Life ZiWh ChaiU Caning, 1912, ediWed b\ Whe aXWhoU. ...... 52 

Figure 30. BUaTXe¶V FUXiW DiVh and GlaVV, 1912, ediWed b\ Whe aXWhoU. .................. 52 

Figure 31. Ma[ EUnVW¶V VolXme I: Le Lion de BelfoUW, 1934, ediWed b\ Whe aXWhoU.

 ................................................................................................................................. 53 

Figure 32. MaWiVVe¶V MemoU\ of Oceania, 1952, ediWed b\ Whe aXWhor ................... 53 

Figure 33. AlbeUWo BXUUi¶V Sacking and Red, 1954, ediWed b\ Whe aXWhoU ............... 53 

Figure 34. The Art of Assemblage eshibition in MoMA, 1961. ............................. 56 

Figure 35. The Kuleshov effect: the sum of first sequence signifying hunger, second 

one: sadness, third one: lust. .................................................................................... 58 

Figure 36. a. Graphic conflict, b. Conflict of planes, c. Conflict of volumes, d. Spatial 

conflict ..................................................................................................................... 62 

Figure 37. Dziga Vertov, The Man With The Movie Camera, film still, 1929.. ..... 65 

Figure 38. Eadward Muybridge, Animal Locomation Plate H, 1887. .................... 69 

Figure 39. The Acropolis of Athens plan, indication of the imaginary path.. ......... 70 

Figure 40. Left: a. The Propylaeum, b. Athene Promakhos, c. The Parthenon, d. The 

Erechtheion. Right: Montage Plans of a,b,c,d ......................................................... 71 

Figure 41. Suggested movement path in the Campo Marzio Plan, edited by the 

author. ...................................................................................................................... 72 

 

 

file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257


 
 

xvii 
 

Figure 42. Suggested movement path in the Campo Marzio Plan, edited by the author

 ................................................................................................................................. 73 

Figure 43. Explicatory movement frames from The Park ...................................... 74 

Figure 44. Left and right: Outside and inside views of Villa La Roche. Middle: 

Extended promenade of Villa La Roche, edited by the author. .............................. 75 

Figure 45. Carpenter Center for the Visual Arts, Le Corbusier, 1962 .................... 75 

Figure 46. SkeWch of MelnikoY¶V paYilion, AlekVandU Rodchenko, edited by the 

author ...................................................................................................................... 79 

Figure 47. Up: Perspective and plan drawings of the USSR pavilion, Konstantin 

Melnikov. Down: Interior of the pavillion, edited by the author ............................ 79 

Figure 48. Types of Paths: a. channeled path, b. suggested path, c. optional path, d. 

individual path... ..................................................................................................... 80 

Figure 49. YYeV Klein, Le Vide, MXVpe d¶AUW ModeUne, PaUiV, 26 JanXaU\ 1962. 

Photograph by Harry Shunk .................................................................................... 85 

Figure 50. Andrew Grassi, The Hanging of New Hang, 2005................................ 85 

Figure 51. a. Helena Almeida and Arthur Rosa, The Other Couple, 2016, b. Adam 

Jeppesen, Summer in the City, 2018. c. Pipilotti Rist, Pixelwald, d. Richard Serra, 

Delineator, 1974-75. e. Adam Jeppesen, Pa Papiret, 2013. .................................... 87 

Figure 52. ³pXpil cXWV oXW fUom a cheUU\-WUee´ fUom Whe Weaching of dUaZing in 

Japanese schools. .................................................................................................... 89 

Figure 53. Explicatory transcript ............................................................................ 91 

Figure 54. The tripartite structure: event, space, movement ................................... 92 

Figure 55. EadZeaUd MX\bUidge, ³NimUod´ Pacing. ............................................. 93 

Figure 56. a. Internal Relation, b. External Relation, edited by the author. ........... 94 

Figure 57. Abstracted schemes of the shots of the Acropolis of Athens ................ 97 

Figure 58. FUom a µlong VhoW¶ Wo µcloVe-Xp¶, VWillV fUom BaWWleVhip PoWemkin, ediWed 

by the author. .......................................................................................................... 97 

Figure 59. A jump cut, stills from Battleship Potemkin, edited by the author. ...... 97 

Figure 60. Representation of the elements of a rhythmic structure.. ...................... 99 

file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257


 
 

xviii 
 

Figure 61. a. Beat types b. Representation of rhythmic structures in a musical 

composition, edited by the author.. ....................................................................... 101 

Figure 62. Five rhythmic patterns ......................................................................... 102 

Figure 63. Plan drawing of the exhibition space, drawn by the author. ................ 111 

Figure 64. Promenade of the exhibition space, drawn by the author .................... 111 

Figure 65. Exhibition space deconstructed into spatial units, drawn by the author

 ............................................................................................................................... 112 

Figure 66. Sequences and shots of each spatial unit, drawn by the author. .......... 113 

Figure 67. SeTXence µa¶, dUaZn b\ Whe aXWhoU. ...................................................... 114 

Figure 68. SeTXence µb¶, dUaZn b\ Whe aXWhoU ....................................................... 115 

Figure 69. SeTXence µc¶, dUaZn b\ Whe aXWhoU. ...................................................... 117 

Figure 70. SeTXence µd¶, dUaZn b\ Whe aXWhoU. ...................................................... 120 

Figure 71. SeTXence µe¶, dUaZn b\ Whe aXWhoU ....................................................... 123 

Figure 72. SeTXence µf¶, dUaZn b\ Whe aXWhoU ....................................................... 124 

Figure 73. SeTXence µg¶, dUaZn b\ Whe aXWhoU ....................................................... 125 

Figure 74. KandinVk\¶V JXU\fUeie e[hibiWion, 1922. .............................................. 130 

Figure 75. Rhythmic structure of the exhibition, drawn by the author.. ............... 135 

 

file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257
file://///Users/ege/Downloads/ThesisTemplate-v3.0/Cemre_tez.docx%23_Toc42523257


 
 
1 

CHAPTER 1  

1 INTRODUCTION 

This study aims to unfold the double reading of exhibitions, which transpires in 

accordance with the absence/presence of a moving visitor. Reesa Greenberg, who is 

an art historian specialized on the history of exhibitions, underlines that the relation 

between the visitor and the exhibition space is a detached one, therefore, she 

reconsiders the a priori µplace¶ of Whe visitor µin¶ Whe galleU\ Vpace Zhich appeaUV 

problematic. Following this assertion, Greenberg re-formulates the correlation 

between the visitor and exhibition space, through the inquiry of an actual place 

reserved for the visitor in the gallery space, as follows:  

³The absence of a place to sit transforms the gallery experience from one in 
Zhich WheUe iV alZa\V a VXUUogaWe in ViWX foU Whe YieZeU and Whe YieZeU¶V 
relationship to what is on display to one where the viewer is absented entirely 
unless actually there. Without the invitation extended by seating to linger in 
an assignation with art, the encounter becomes pedestrian. Seating is 
conducive to the prolonged gaze, its absence encourages a passing glance.´1 

As inferred from the writings of Greenberg, the gallery space reveals a twofold 

condition depending on the involvement of a moving visitor. The initial condition 

UefeUV Wo a ³conWaining bo[´2 , which expresses the co-existence of architectural space 

and Whe objecWV of diVpla\ and leaYeV Whe YieZeU ³abVenWed´ fUom Whe bo[. Second 

 
 

1 ReeVa GUeenbeUg, ³The E[hibiWed RediVWUibXWed: A CaVe foU ReaVVeVVing Space,´ in 
Thinking about Exhibitions (London: Routledge, 2005): 247. 
2 AV defined in BUian O¶DoheUW\, ³The GalleU\ aV a GeVWXUe,´ in Thinking about 
Exhibitions: 234.  
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condiWion, on Whe conWUaU\, coUUeVpondV Wo a ³joXUne\´3  which defines the experience 

of µXnbo[ing¶ Whe µconWained¶ b\ meanV of a ³WUaYeUVing´4 body, in better terms, a 

visitor in motion. To put it differently, the former condition distances the visitor from 

the inside experience and highlights the exhibition space as an independent 

foUmaWion Yia locaWing Whe YieZing e\e oXW of Whe µconWained¶. On Whe conWUaU\, Whe 

laWWeU condiWion e[pUeVVeV Whe ³WUaYelling e\e´5  within the exhibition space which 

XnfoldV Whe e[peUience of Whe µconWained¶ fUom inVide.  

This twofold condition of exhibition spaces results in a double reading regarding the 

transpiring architectural experiences. Mieke Bal indicates this transformable 

condiWion of e[hibiWionV Yia UelaWing Whem, meWaphoUicall\, Wo ³WheaWeU oU naUUaWiYe´6. 

As Bal denotes, ³WheaWeU UecallV Whe mise-en-scène all exhibitions imply, whereas 

narrative invokes the walking tour the visitor makes, moving through the 

e[hibiWion.´7 With this assertion, she redefines the state of an exhibition detached 

from the visitor via using mise-en-scène as an effective metaphor and presents the 

narrative state of exhibitions, which transpires by the movement of a walking visitor, 

by embodying a filmic vocabulary. In this manner, Bal emphasizes the former 

condition of exhibitions through mise-en-scène, however, she limits the 

comprehensive term within the borders of theatre in spite of her indication given as 

follows: 

 
 

3 BUXno¶V deVcUipWion emphaVi]ing Whe e[peUience of Whe e[hibiWion YiViWoU in moWion in 
Giuliana Bruno, Public Intimacy: Architecture and the Visual Arts (Cambridge, MA: MIT 
Press, 2007) 
4 Ibid. 
5 Ibid. 
6 Bal draws the analogies through the re-Ueading Vhe makeV on Whe e[hibiWion µPaUWneUV¶ b\ 
YdeVVa HendeleV in Mieke Bal, ³E[hibiWion aV Film´, in Exhibition Experiments, eds. Paul 
Basu and Sharon Macdonal, (MA, Oxford and Carlton: Wiley-Blackwell, 2008): 71-93. 
7 Ibid, 73.  
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³Mise-en-scène fits nicely as a metaphor for the experience of an exhibition, 
because theatrical mise-en-scene creates an affective relationship with the 
spectators, on the basis of, among other things, spatial arrangements. It is also 
a metaphor that theater shares with film.´8 

For the latter condition, Bal makes an interpretation through the metaphor of film, 

however, she composes partial and distant filmic references without utilizing a 

certain filmic aspect as a complete decoder. In this respect, this study is constructed 

upon Bal¶V aVVeUWion, hoZeYeU, onl\ in geneUal WeUmV. The UeVeaUch aimV Wo Xnfold 

that double reading via using the analogy of the two opposing frameworks: mise-en-

scène and montage. It reconsiders the potent term mise-en-scène extensively without 

restricting its understanding to the margins of theatre, and it re-defines the narrative 

condition of exhibitions through the strong analogy of montage. The multiple 

connotations of the terms, within different fields, are elaborated in the following 

chapters accordingly. However, since the analogy is fundamentally based on the 

conceptual framework the terms introduce in relation to each other, this chapter 

presents this framework, via using the formal attributes of the terms in the scope of 

film theories as a pretext.   

Film WheoUieV ³haYe eYolYed inWo WZo majoU, bUoadl\ Vpaced bXW oppoVing 

frameworks: mise-en-scene and montage.´9  AlWhoXgh iW iV conVideUed aV ³film 

WheoUiVWV¶ endleVV debaWe´10 , Whe diVcXVVion iV alVo appUoached aV a ³non-iVVXe´11  

within the field. Leaving aside these approaches adopted regarding the position of 

Whe WZo majoU VW\leV in film WheoUieV, Whe\ baVicall\ define Whe ³polaU oppoViWeV´12  of 

creating the film form via using the constitutive elements of film in a completely 

 
 

8 Ibid, 75.  
9 William Ra\mond BXccaloY, ³MiVe-en-Scene Versus Montage: Viewer Response to Two 
SW\leV of ViVXal CommXnicaWion´ (diVVeUWaWion, 1977): 1. 
10 AdUian MaUWin, ³A TeUm ThaW MeanV EYeU\Whing, and NoWhing VeU\ Specific,´ in Mise 
En Scène and Film Style, 1st (Basingstoke, Hampshire: Palgrave Macmillan, 2014): 3.  
11 Ibid, 55. 
12 Buccalov, 6.  
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different way. The formal opposition of mise-en-scene and montage is covered 

through three main attributes of these styles.  

FiUVW aWWUibXWe iV Whe ³lengWh of the shot´ Zhich deVcUibeV Whe amoXnW of Wime each 

shot is presented to the viewer in a film structure. While the same shot proceeds for 

a quite long time in mise-en-scene, the length of each shot in montage is very short. 

TheUeb\, iW alVo indicaWeV Whe diffeUenWiaWion of WheVe VW\leV in WeUmV of ³Whe amoXnW 

of cXWWing´ made in beWZeen Whe VhoWV and ³the way time and space are 

UepUeVenWed´.13   In conceptual terms, mise-en-scene includes a long duration of a 

single, or a few, encounter(s), while montage is composed of too many brief ones. 

Since the object of encounter either does not change or changes only few times in 

the former style, it does not include (m)any cuts in between the encounters, however, 

the latter consists of many cuts that bring numerous encounters together. As a result, 

mise-en-scene presents a certain time-space condition with a single encounter that is 

e[peUienced foU a long Wime. On Whe conWUaU\, monWage UepUeVenWV an ³illXVion of Wime 

and Vpace´14  via juxtaposing distant space-time conditions together.  

Second aWWUibXWe indicaWeV Whe XVe of Whe cameUa WhaW inYolYeV boWh Whe ³diVWance of 

Whe cameUa fUom Whe acWion´ and Whe ³cameUa moYemenW´. In miVe-en-scene, the 

camera frames the action within a wide perspective, as it is seen in a long-shot, and 

mainWainV Whe Vame ³YieZpoinW´ dXUing Whe Zhole VhoW, hoZeYeU, in monWage, Whe 

action is viewed from multiple distances, by getting far and close to the action, which 

is achieved via changing the position of the camera constantly.15  Conceptually, the 

second attribute introduces the character of the viewpoint through which the viewer 

peUceiYeV Whe objecW of Whe encoXnWeU. While Whe foUmeU VW\le emphaVi]eV µdiVWance¶ 

 
 

13 Ibid, 8. 
14 Ibid, 9.  
15 Ibid, 8-10.  
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and µconVWanc\¶, Whe laWWeU iV mainl\ conVWUXcWed Xpon Whe WeUmV µcloVe¶ and 

µinconVWanc\¶. 

ThiUd aWWUibXWe iV alVo UelaWed Wo cameUa and coYeUV ³Whe depWh of focXV of Whe VhoW´16. 

Regarding the adjustment of the lens, it determines the number of elements that is 

captured sharply within a shot. Regarding that, mise-en-scene embodies every 

element, that appears in the view, clearly within the frame while montage frequently 

focuses on certain elements via leaving the remaining ones invisible in the frame. In 

conceptual terms, while mise-en-Vcene UepUeVenWV Whe ³Zhole´ aV Whe objecW of 

encoXnWeU, monWage pUiYilegeV Whe encoXnWeU of onl\ a ceUWain µfUagmenW¶ Zhich WakeV 

place within a bigger composition. 

All three attributes together reveal a further conceptual framework that unfolds the 

contrast of mise-en-scene and montage. (Figure 1,2) Via the contrastive reading they 

put forth, certain oppositional relations appear: 

� outside-inside  

� isolation- integration 

� exclusion- inclusion 

� constant-inconstant 

� whole-part 

When considering the twofold condition of exhibition spaces in relation to each 

other, the same contrastive dynamics arises. They reveal the double reading of 

exhibitions with reference to the perception of the architectural space and the objects 

of display. Thus, the unfolded conceptual framework transcends the limits of film 

theories and enables a multidimensional reading of exhibitions. Initiating the inquiry 

from a smaller scale affirms the capability of mise-en-scène and montage as 

³pUodXcWiYe meWaphoUV´17; however, understanding them as oppositional forms of 

 
 

16 Ibid, 8. 
17 Bal, 72.  
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reading requires the elucidation of the terms in all extents and their scaleless 

exposition. 

 

After the introduction, the thesis continues with the second chapter that concentrates 

on mise-en-scène from multiple directions. Since it appears as a rooted term in the 

art world, it is examined within a wide spectrum covering both theatre and film 

studies. Unfolding the term reveals that it adopts multiple definitions within both 

fields, however, the correspondences of the term, in different fields, share the same 

core ideas except having terminological differences. After rendering the theoretical 

extents of the term, mise-en-scène is reframed as a meta concept by which the 

fundamental operations of the term are encapsulated through the practical examples. 

The operations cover the physical and intellectual impacts mise-en-scène produces 

Figure 1. Diagrammatic expression of mise-en-scène, stills taken from the movie Play Time, drawn 
by the author.   

Source: Jacques Tati, Playtime, 1967. 

 

Figure 2. Diagrammatic expression of montage, a sequence from Battle On The Ice, edited by the 
author. 

Source: http://projections.org.uk 

 

http://projections.org.uk/event/josh-wilson-75000-solar-emblems
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on Whe Vpace of iWV conVWUXcWion, Zhich iV conVideUed be\ond Whe ³VWage Vpace´18  and 

µVhoW Vpace¶. TheUeb\, aV a meWa concepW, mise-en-scène is approached beyond the 

limits of the fields it was developed and the unfolded operations express the term 

UegaUding Whe µVpace¶, µobjecW¶, µYieZeU¶ d\namicV iW eVWabliVheV ZiWhin Whe µVpace of 

iWV conVWUXcWion¶. TheUeafWeU, Whe VWXd\ inWeUpUeWV e[hibiWionV Yia XVing the unfolded 

operations and reveals these dynamics constructed within the boundaries of 

µe[hibiWion VpaceV¶. In oWheU ZoUdV, iW XWili]eV mise-en-scène as a tool to make a re-

reading of exhibitions from a distant viewpoint.   

In the third chapter, the term montage is encapsulated starting from its place and 

description within the art world. Since the term is associated with architecture with 

reference to its filmic expression, its exposition in film studies is elaborated deeply. 

Sergei Eisenstein, as the pioneer of the theory of montage, appears as the prior figure 

for this study, among other theoreticians who studied montage in film studies, by 

virtue of two reasons. First, his approach underlies the term upon an extensive 

conceptual understanding. Second, via adopting a cross disciplinary approach, he 

makes a re-reading of architectural space by the theory of montage19. After him, 

writings of Bernard Tschumi20 are also put to use in co-operation with the theoretical 

productions of Eisenstein. Although embodying different levels of interpretations, 

both use the analogy of montage while studying architectural spaces by which what 

aimed to be achieved is to reach a further reading of architectural experiences. In 

other words, their works aim to enhance the understanding of architectural spaces 

via unfolding the intra experiences. As it is especially argued by Tschumi, this can 

 
 

18 PaWUice PaYiV, ³SWaging,´ in Dictionary of the Theatre: Terms, Concepts, and Analysis, 
trans. Christine Shantz (Canada: University of Toronto Press, 1998): 364.  
19 In ³AUchiWecWXUe and MonWage´, EiVenVWein XWili]eV Whe WheoU\ of monWage aV a Wool Wo 
interpret the Acropolis of Athens. 
20 Tschumi embodies the analog\ of monWage in ³The ManhaWWan TUanVcUipWV´. 
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only be possible via going beyond the existing tools of architectural representation21 

that paves the way for the use of montage on the reading of architecture. Thereby, 

based on the studies of Eisenstein and Tschumi, a collective conceptual agenda and 

a methodology is generated. After this point, the conceptual agenda is interpreted in 

detail and reframed within the context of exhibition spaces. In that sense, chapter 

three provides a basis for chapter four via describing the methodology of unfolding 

exhibitions in the form of a montage sequence.  

Chapter four reveals the operation of the manifested methodology on the exhibition 

³Each MomenW iV a PoUWal´ Zhich iV VelecWed aV a caVe foU WhiV chapWeU. The caVe ZaV 

pUodXced b\ Whe aUWiVW g]lem AlWÕn and diVpla\ed ZiWhin Whe 16Wh IVWanbXl Biennial 

µThe SeYenWh ConWinenW¶.  IW iV noW onl\ VelecWed becaXVe of iWV maWching TXaliWieV 

ZiWh Whe afoUemenWioned concepWXal agenda, bXW alVo dXe Wo Whe aXWhoU¶V acWiYe 

participation within the curatorial and installation processes of the display as an artist 

assistant. The exhibition holds a particular space-object-visitor relation which 

involves multiple operations that constantly appear between the architectural space, 

exhibition objects and the visitor. These operations reintroduce the exhibition in 

terms of the relational shifts that occur in between the three constituents 

successively. According to the methodology provided in the previous chapter, the 

exhibition is unfolded in the form of a montage sequence. Learning from the 

oppositional framework mise-en-scène and montage bring to the understanding of 

the experience of exhibitions, the study introduces the in-between term mise-en-

cadre. The term functions as a tool to expose the reader to the ³tension´22 between 

the two concepts mise-en-scène and montage via constructing a certain µnaUUaWiYe¶ 

which expresses the exhibition through the particular representation technique it 

 
 

21  BeUnaUd TVchXmi, ³InWUodXcWion,´ in The Manhattan Transcripts (London: Academy 
Editions, 1994): 7. 
22  SWaWemenW baVed on diVcXVVionV ZiWh AVViVW. PUof. DU. Veli ùafak U\Val WhUoXghoXW WhiV 
study. 
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propounds.The term is elaborated as the natural outcome of the sequential expression 

and acknowledged as the dialogue created, per se, in-between the shots. Regarding 

that, it is important to denote that the research does not aim to impose a certain 

narrative. It rather suggests a further approach, in better terms, a way of seeing in 

order to understand the twofold condition of exhibition spaces. 

The research pUopoXndV Whe WeUm ³e[hibiWion-Vcape(V)´ in oUdeU Wo indicaWe Whe degUee 

of viewing that changes according to the positional relation of the moving visitor and 

the exhibition space. Additionally, re-reading the exhibition-scapes via the adopted  

metaphors, mise-en-scène and montage, brings a performative character to the 

unfolded experiences. Thus, the exhibition visitor is transformed by the experiential 

shift and re-identified as a spectator throughout the study. 
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CHAPTER 2  

2 RE-READING THE EXHIBITION-SCAPE AS A MISE-EN-SCÊNE 

2.1. Mise-en-Vcqne as a Multidimentional Phenomenon 

The term mise-en-scène appears as a quite loaded and intricate phenomenon which 

has extended and transitivized in terms of its meaning over the years. The term has 

its origins in French language and its initial appearance dates back to the early 

nineteenth century. Since then, mise-en-scène has taken important parts in the 

literature of different fields as a multifaced concept. But the term fundamentally 

emerged from theatre. Therefore, to understand its definition, two main sources 

should be visited: Dictionnaire historique et pittoresque du théâtre et des arts qui s'y 

rattachent and Dictionnaire du Théâtre. When analyzing the former, which was 

written in 1885, it is seen that the author Arthur Pougin framed the term as 

³eYeU\Whing e[cepW declamaWion´.23 According to Pougin, mise-en-scène corresponds 

Wo eYeU\ liWWle deWail WhaW aUe oUcheVWUaWed XndeU Whe noWion µVWage¶ Zhich coYeU Whe 

organization of the movements of isolated and integrated bodies; the organization of 

all actions; and the compositional conditions of these organizations in relation with 

all set of elements.24  In other words, mise-en-scène refers to a coherent arrangement 

of Whe enWiUe YiVible daWa WhaW e[iVW ZiWhin Whe boXndaUieV of a µVWage¶. FUank KeVVleU 

 
 

23 Frank Kessler, Mise En Scène, vol. 6 (Montreal: Caboose, 2014): 4. 
24 AUWhXU PoXgin, ³MiVe en Vcqne,´ in Dictionnaire Historique Et Pittoresque Du théâtre Et 
Des Arts Qui Sy Rattachent : poétique, Musique, Danse, Pantomime, décor, Costume, 
Machinerie, Acrobatisme, Jeux Antiques, Spectacles Forains, Divertissements scéniques, 
frtes Publiques, réjouissances Populaires, Carrousels, Courses, Tournois, Etc., Etc., Etc. 
[Historical And Picturesque Dictionary Of Theater And The Arts That Are Related] (Plan-
de-la Tour : ediWionV d¶aXjoXUd¶hXi, 1985): 522. 
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interprets the definition of Pougin by explaining mise-en-scène as everything that 

UemainV in a WheaWUical pla\ Zhen e[WUacWing Whe ³oral performance of the written 

We[W´.25  Following this, it is inferred that a theatrical play, in nineteenth-century 

France, was composed of two main parts: mise-en-scène and the transference of the 

theatrical text to the audience, which Pougin describes bUiefl\ aV ³declamaWion´. The 

definition of Pougin reveals the separation between these two parts. However, it 

doeVn¶W pUeVenW an\ UelaWionV inter se. In the latter source, Dictionnaire du Théâtre, 

which was written a century after the former one in 1980, the author Patrice Pavis, 

who is one of the leading academic figures in the field of theatre, reveals the 

relational dynamics between those two entities. 

AccoUding Wo KeVVleU¶V inWeUpUeWaWion of PaYiV¶ definiWion, Whe WUanVmiVVion of a 

theatrical text to the audience cannot be considered independent from the notion 

mise-en-scène.26  In other words, mise-en-scène not only organizes the elements 

within the stage, but also functions as an interface between the text of a play and the 

transmission of the text to the audience. The application of that interface is visible at 

Whe ³VWage Vpace´27 for the audience. Therefore, from the definition of Pougin to 

Pavis, the term had transformed from being a passive element to an active one within 

a century. According to Pavis, mise-en-scène, in the light of a text of a play, provides 

Whe aVVemble of Whe bodieV and elemenWV ZiWhin Whe µVWage Vpace¶ ZiWh Ueaching a 

WoWaliW\ in Whe µVWage Wime¶.28 To put it in a different way, it is a certain time-space 

construction that is geneUaWed accoUding Wo Whe boXndaUieV of a giYen µViWe¶ in Whe 

foUm of a µVWage¶ and WhaW conVWUXcWion iV jXVW one of Whe million poVVible Za\V of 

reaching a totality. 

 
 

25 Kessler, 4.  
26 Ibid., 5. 
27 PaWUice PaYiV, ³SWaging,´ in Dictionary of the Theatre: Terms, Concepts, and Analysis, 
trans. Christine Shantz (Canada: University of Toronto Press, 1998): 364. 
28 Ibid. 
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The etymology of the term gives prominence to its French origins. The concept, 

which initially emerged in the scope of theatre, had evolved in between the notions 

µVWage¶ and µaXdience¶ WhUoXghoXW a cenWXU\ long Wime. IWV iniWial definiWion indicaWed 

the literal expression of the term as the arrangement of every visible element that 

exist in a play in the context of a stage. In the following years, it was mainly accepted 

that understanding mise-en-scène only as a physical set up of a given text was a 

reductionist approach. Rather, it was propounded that mise-en-scène was a keystone 

in the process that proceeds from the text to the stage, then inevitably, in the 

experience of Whe aXdience Zhich Whe\ obWain Yia Whe µVWage¶. AccoUding Wo KeVVleU, 

from this viewpoint mise-en-scène iV ³ZhaW WUanVfoUmV a ZUiWWen We[W inWo WheaWUe´29. 

However, the EngliVh WUanVlaWion of Whe WeUm, µVWaging¶, alVo UeYealV WhaW Whe iniWial 

definition of the concept had never become depreciated. Therefore, it is seen that the 

meaning of the term had developed between these two approaches in the scope of 

theatre.  

Taking its origins from theatre, the term has also penetrated deeply into the 

vocabulary of film studies. Although film studies are relatively new compared to the 

ancient history of theatre, both fields have had quite comprehensive and seminal 

contributions to the understanding of the term mise-en-scène. According to John 

Gibbs, who is one of the pioneer figures interpreted the term mise-en-scène in the 

scope of film studies, it is the concept that includes every element which constructs 

the visual characteristics of a film.30  Since a film is generated by the composition of 

different shots, which are the smallest units of a film structure, mise-en-scène directly 

indicates the totality of the perceptible content of a shot. This definition resembles 

the earlier predominant approach towards the meaning of mise-en-scène in the scope 

of theatre. In that sense, both in theatre and film studies, a vast majority found a 

 
 

29 Kessler, 6  
30 John GibbV, ³The ElemenWV of Mise-En-Scène,´ in Mise-En-Scene: Film Style and 
Interpretation (New York: Columbia University Press, 2002): 1.  
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common ground about understanding mise-en-scène by means of its content-based 

interpretation. In other words, in both theatre and film studies, mise-en-scène 

pUimaUil\ UefeUV Wo Whe WoWaliW\ of ZhaW iV peUceiYed on a µVWage¶ oU in a µVhoW¶, liYing 

or nonliving, static or dynamic and both individually and as a combination. To be 

more precise, these elements correspond to the conditions of the set, decors, actions 

and movements of the figures, costumes, furniture, lighting, props and so on.  

However, this study does not involve a further elaboration on these elements since 

they fall outside of its limits. The object of this study is rather understanding mise-

en-scène as a spatial entity. 

It is seen that both in theatre and film studies, the initial understanding of mise-en-

scène coincides, which defines the term as everything included in the stage or frame. 

In addition to that, the latter approach on the term, which embodies the state of mise-

en-scène beyond its initial definition, also coincides in both fields. In other words, 

the term is also approached as an alternating interface in film studies. Following 

GibbV¶ thoughts, the existence of a camera in film transforms the parameters of 

perceiving the constructed organization in a shot, therefore, not only the arrangement 

of elements but also the association of that arrangement with the camera is equally 

essential in terms of defining mise-en-scène.31  In other words, how the organization 

of elements is presented to the audience changes in regard to the way of how the shot 

is being framed. As a result, the term mise-en-scène encompasses both the 

arrangement of any perceptible element and how they are transmitted to the audience 

via camera. 

After the single-sided definition of mise-en-scène, aV ³ZhaW appeaUV in Whe film 

fUame´32, and the multi-dimensional perspective of Gibbs, AdUian MaUWin¶V e[WenViYe 

book Mise En Scène and Film Style enables a much comprehensive understanding 

 
 

31 Ibid. 
32 DaYid BoUdZell and KUiVWin ThompVon, ³The ShoW: MiVe-En-Scene,´ in Film Art: An 
Introduction, 8th ed. (New York, NY: McGraw-Hill, 2008): 112. 
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about the term by throwing together all the aspects on the subject. According to that 

collection of thoughts, in film studies, it is possible to underline the term in five 

aVpecWV: an inWUicaWe WeUm hoYeUing beWZeen ³noWhing oU eYeU\Whing´33; an 

³oUgani]aWion of Wime and Vpace´34; a tool to translocate the spectators; a film style; 

and, a representation of directorship. Due to the objectives of this study, the term 

will be covered in the scope of first three aspects. 

The fiUVW aVpecW aUiVeV b\ Whe WeUm¶V ³Xndefined´35 condition within film studies, 

which leaves the concept in an uncertain place between 50s and 70s due to the 

absence of a particular notion(s) or an element(s) that directly frames the term. On 

the other hand, being uncertain regarding the extends of the concept resulted a further 

questioning of the term by which it established a great many links within the field. 

In this respect, mise-en-scène iV conVideUed Wo be in line ZiWh a µnon¶ aV Zell aV an 

µomni¶. ThiV dichoWom\ alVo appeaUV UegaUding Whe YeU\ onWolog\ of film in Zhich 

mise-en-scène can simply present a complete darkness and also become the 

representation of a whole world.  

The second aspect covers the two fundamental approaches. As mentioned before, 

first approach defines mise-en-scène aV an ³enVemble of elemenWV´ 36 which refers to 

the static and dynamic elements that configurate the composition within the borders 

of a µVWage¶ oU a µVhoW¶. The Vecond appUoach, in addiWion Wo Whe e[iVWing definiWion of 

Whe fiUVW one, UemaUkV Whe impoUWance of an µinWeUface¶. FUom Whe peUVpecWiYe of 

theatre, the term itself is the keystone in between the text and the performance. In 

that sense, it directly accepts mise-en-scène aV an µinWeUface¶. On Whe oWheU hand, in 

 
 

33 AdUian MaUWin, ³A TeUm ThaW MeanV EYeU\Whing, and NoWhing VeU\ Specific,´ in Mise 
En Scène and Film Style, 1st (Basingstoke, Hampshire: Palgrave Macmillan, 2014): 4. 
34 Doniol-Valcroze, quoted in Adrian Martin, Mise En Scène and Film Style (Basingstoke, 
Hampshire: Palgrave Macmillan, 2014): 57. 
35 BUian HendeUVon, ³The SWUXcWXUe of Ba]in'V,´ in A Critique of Film Theory (New York, 
NY: Dutton, 1980): 49. 
36 MaUWin, ³A TeUm´, 14.  
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the case of film studies, how the shot is being framed undertakes the functions of an 

µinWeUface¶. Many important figures in the field such as David Bordwell, Kristin 

Thompson, Barrett Hodsdon, Jerzy Skolimowski and Labarte focus on the primary 

definition of the term and define mise-en-scène aV ³Whe aUW of aUUanging, 

choUeogUaphing and diVpla\ing´37. However, by the additions made on to the primary 

expressions of the term, more overarching interpretations occur. For instance, 

Mourlet asserts that mise-en-scène iV an ³XnUeal Vpace and Wime´ Zhich ³oUgani]eV a 

XniYeUVe´38. As previously mentioned, Doniol-Valcroze portrays the term as ³Whe 

oUgani]aWion of Wime and Vpace´. LeaYing aVide Whe Uather phenomenological 

approaches, it can be asserted that a mise-en-scène conVWUXcWV a paUWicXlaU µVpace¶ in 

UelaWion Wo a ceUWain µWime(Vcape)¶ b\ aUUanging boWh Whe liYing and nonliYing 

elements independent from whether they are in a static or dynamic state. Therefore, 

because of the variability of these parameters, there are always endless number of 

possible compositions to reflect a time-space construction. 

The third aspect acknowledges the term in relation to the spectators. Building on the 

understanding of perceiving mise-en-scène as a time-space construction, as Astruc 

puts forth, each construction generates a certain way of showing39. Consequently, 

Whe VpecWaWoUV aUe ³abVoUbed´40 by that particular construction. A shot, without a 

mise-en-scène, is a blank slate which does not evoke a certain context or an event 

per se. Via mise-en-Vcqne Whe µVhoW¶, Zhich iniWiall\ appeaUV aV a WabXla UaVa, obWainV 

a certain content and an expression. Thus, the space of the shot is identified, and the 

 
 

37 Ibid, 15. 
38 Jim HillieU, ed., ³CahieUV DX Cinpma,´ in the 1950s: Neo-Realism, Hollywood, New 
Wave (Cambridge, Mass: Harvard University Press, 1985): 223-224. 
39 Ale[andUe AVWUXc, ³WhaW IV MiVe En Scqne?,´ in the 1950s: Neo-Realism, Hollywood, 
New Wave, ed. Jim Hillier (Cambridge: Harvard University Press, 1985): 266-268. 
40 Ibid.  
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spectators are translocated, from a distance, with reference to that operation, which 

is repeated in conjunction with each new identification. 

2.2. Mise-en-scqne as a Meta Concept 

Looking at the asserted definitions of the term within different fields, it is seen that 

how the term is being interpreted has changed and shifted into multiple dimensions 

in time. However, the definitions can be classified in certain categories. When 

elaborating more on these categories, mise-en-scène is revealed not only as a 

multidimensional phenomenon but also as a meta concept which constructs a certain 

conceptual agenda. Focusing on the practical reflections of the concept is also 

important since it enables to unveil particular aspects of the term.41 Although the 

practical perspective might not bring out the uncharted, it absolutely enhances the 

expression of the term as a meta concept.  

First category addresses mise-en-scène aV an µoUgani]eU¶. IndependenW of Whe µVWage¶, 

µVhoW¶ oU ZheUeYeU iW iV being conVWUXcWed, iW configXUeV Whe e[iVWence of each elemenW 

within the given space. Considering the characteristics of the space of construction, 

it arranges the position and relation of each element. Instead of mere individual 

operations, it also organizes each element in relation to another. Also, it applies these 

processes onto each element without differentiating between their living and 

nonliving or movement characteristics. In other words, mise-en-scène embodies all 

these elements as its objects and arranges the transpiration of each one within the 

boXndaUieV of iWV conVWUXcWion, in beWWeU WeUmV, ZiWhin Whe µWoWal Vpace¶. ThiV d\namic 

also shows the indissociable relationship between the space of construction and the 

objects of mise-en-scène. Although the space of mise-en-scène and its objects might 

 
 

41 Kessler, 3. 
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initially involve as separate entities, like the theatrical stage and its objects, they start 

to intermesh in the process of construction.  

This unification can be exemplified from a critical perspective via looking at the 

examples of Twentieth century Constructivist stage design. Followed by the figures 

such as Meierkhold, Popova, Rodchenko and Stepanova, the stage was understood 

as a space where the bodies in motion and the remaining objects are interlocked but 

also exist as separate entities.42 In other words, they accepted stage as a correlation 

of dissociated objects , and hereby, mise-en-scène as the extension of these relations. 

However, before 1920s, the stage was the place where only two-dimensional 

representations of the narrative were possible. Consequently, mise-en-scène was all 

about the objects in front of a two-dimenVionall\ ³depicWed episodes and illustrated 

ploWV.´43 Therefore, the significance of Constructivism here is the transition it 

produced in terms of the dimensionality of mise-en-scène in ³Whe WoWal Vpace of Whe 

VWage´44.  These changes not only effected the formal organizational typology, but 

also the perception of the stage as a totality. In other words, the understanding of 

mise-en-scène aV Whe µoUgani]eU¶ of WhaW concepWXal XniW\. 

The opeUa ³VicWoU\ OYeU Whe SXn´, Zhich ZaV VWaged in 1913, iV accepWed aV Whe 

transition point between these two approaches. It is possible to observe the 

conceptual unity within the stage from the design of the backdrop and the frontal 

bodies as objects, however, mise-en-scène iV lacking aV a µWoWal oUgani]aWion¶ becaXVe 

of the mere two-dimensional approach. (Figure 3) 

 
 

42 John E. BoZlW, ³ConVWUXcWiYiVm and RXVVian SWage DeVign,´ Performing Arts Journal 1, 
no. 3 (1977): pp. 63-64, https://doi.org/10.2307/3245250.  
43 BoZlW, ³ConVWUXcWiYiVm´, 62.  
44 Ibid, 70. 
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Exter, who is one of the pioneers of Constructivist stage design, is a very important 

figure due to her influential productions both for theatre and silent film. In case of 

theatre, although it was criticized in terms of other features, the stage design of 

³Romeo and JXlieW´ (1921) iV a cleaU e[emplificaWion of Whe conVWiWXWed impacWV of 

Constructivism. In other words, it evinces the strong shift in the understanding of 

mise-en-scène ³fUom VXUface Wo Vpace´45. (Figure 4) 

 
 

45 Ibid, 63.  

Figure 3. Kazimir Malevich, Victory Over the Sun, 1913 

Source: https://commons.wikimedia.org/ 

 

Figure 4. Alexandra Exter, Romeo and Juliet, 1921 

Source: Constructivism and Russian Stage Design, John E. Bowlt. 

https://commons.wikimedia.org/wiki/File:Victory_over_the_Sun_-_photo_01.jpg
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Ale[andUa E[WeU¶V co-ZoUk ZiWh RabinoYich in ³AeliWa´ can be UeYieZed aV a gUeaW 

example for rereading mise-en-scène aV an µoUgani]eU¶. ³AeliWa´ iV a VilenW Vci-fi 

movie shot in 1924 which has an interplanetary context based on a Tolstoy novel. 

According to its textual references, the spatial construction made by Rabinovich is 

composed of three-dimensional solids which interchange occasionally according to 

a psychological or emotional stimulus.46 To put it more clearly, the change of 

emotional states written in the text are abstracted by the use of transition between 

different geometries or elements such as walls, columns and cubes. Therefore, rather 

than a decorative organization, mise-en-scène here is emphasized as an architectural 

conception.47 In E[WeU¶V costume design for the mobile and immobile bodies, the use 

of conWUaVWed indXVWUial maWeUialV gUeeWV Whe e\e. HoZeYeU, VimilaU Wo RabinoYich¶V 

conception, Exter also has a conceptual approach. Since there was the absence of 

color in early silent film, the use of industrial materials put an emphasis on the 

condition of forms and their dynamic coexistence and flow with the spatial 

elements.48 Both the costumes as one of the most prominent objects in this mise-en-

scène and the spatial construction reveal distinct characteristics. However, they also 

represent a unified structure of being. In that sense, the mise-en-scène of ³AeliWa´ 

accentuates the organization of the space of construction and objects both as separate 

and interrelated entities. (Figure 5-7) 

  

 
 

46 Ibid, 71.  
47 Ibid. 
48 Ibid.   
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Figure 5. Unified costume and stage design of Alexandra 
Exter and Rabinovich¶s Aelita. 

Source: Yakov Protazanov, Aelita, 1924 

Figure 6. Stills showing the mise-en-scène of Aelita. 

Source: Yakov Protazanov, Aelita,1924 

Figure 7. Left: conceptual drawing of Aelita. Right: A still 
from Aelita reflecting the space-object dynamics. 

Source:Left: https://www.worthpoint.com/ Right: Yakov 

Protazanov, Aelita,1924 

https://www.worthpoint.com/worthopedia/vintage-1924-aelita-queen-mars-1898564968
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Second category assesses mise-en-scène aV a µVepaUaWoU¶. ThiV acW of VepaUaWion 

focXVeV on Whe µVXUface¶ mise-en-scène applieV. The ZoUd µVXUface¶ heUe doeV noW 

imply the two-dimenVional geomeWU\, inVWead, iW UefeUV Wo Whe µpUe-¶ and µpoVW-¶ 

condiWionV of Whe ViWe of conVWUXcWion, like Whe µVWage¶ ZiWhoXW and ZiWh a conVWUXcWed 

mise-en-scène. To pXW in a diffeUenW Za\, iW embodieV Whe diffeUenWiaWion beWZeen µWhe 

conWe[W in Zhich iW iV conVWUXcWing¶ and µWhe conWe[W iW iV conVWUXcWing Xpon¶. 

Following that, the differentiations between these bipartite constructions can be 

observed through various relations such as space-space, space-object, space-time, 

object-object relations. In other words, the constructions can be read through the 

binary relations between the two disparate contexts. It is posVible Wo define µpUe-mise-

en-scène¶ aV Whe condiWion Zhich coUUeVpondV Wo Whe µVWage¶, µVhoW¶ oU an\ place of 

construction before the occurrence of mise-en-scène. (Figure 8) From this point of 

YieZ, each µpUe-mise-en-scène¶ is a tabula rasa that can only be identified by the 

creation of a mise-en-scène. Furthermore, each different construction on the same 

µpUe-mise-en-scène¶ geneUaWeV a neZ µpoVW-mise-en-scène¶. (Figure 9) 

 

ThiUd caWegoU\ emphaVi]eV Whe WeUm aV an µinWeUface¶. The acW of oUgani]ing, in Whe 

case for mise-en-scène, can go beyond making an arrangement of the given elements. 

In case of theatre, the transitory position of mise-en-scène between the text and the 

audience can be e[pUeVVed aV an opeUaWion of an µinWeUface¶. In oWheU ZoUdV, Whe WeUm 

Figure 8.  Illustration of µpre-mise-en-scène¶, 
edited by the author. 

 

Figure 9.  Popova¶s design for The Magnanimous 
Cuckold, Illustration of µpost-mise-en-scène¶. 

 
Source: The Russian Theatre, Joseph Gregor, René F�l|p-Miller, 1930. 
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operates as a mechanism that transmits the text to the audience with a certain 

organization made within the space of the stage, which is an interpretive act per se. 

As Gibbs emphasizes the active role of the composition that is reflected from the 

µVhoW¶ aV a diVWincW enWiW\,49 the same mechanism operates in a similar vein from the 

VcUipW Wo Whe YieZeU in Whe caVe of film. MoUeoYeU, Whe e[iVWence of an µinWeUface¶ iV 

also visible in film by the use of the camera, which directly impacts the whole 

character of what is reflected to the viewer. (Figure 10) 

 

 

When conVideUing Whe WeUm eiWheU aV an µoUgani]eU¶, µVepaUaWoU¶ oU an µinWeUface¶, iW 

not only identifies the context, arranges the configuration of the objects, but also 

oUgani]eV Whe poViWion of Whe VpecWaWoUV b\ WUanVlocaWing Whem fUom Whe µplace of 

conVWUXcWion¶ Wo Whe µplace Wo be conVWUXcWed¶ ZiWhoXW miVVing oXW WheiU acWXal 

superimposition. In other words, the audience is being introduced to the theatrical or 

filmic entity by means of mise-en-Vcqne. FXUWheU, in Whe caVe of WheaWUe, iW alVo 

arranges the level of integration between the play and the audience. In other words, 

how the audience is being approached changes depending on the objective of each 

 
 

49 GibbV, ³The ElemenWV´, 1.  

Figure 10. Multiple expressions of the same mise-en-scène through camera in the Battleship 
Potemkin, 1925. 

Source: Eisenstein, Battleship Potemkin, 1925 
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play and it is achieved via the configuration of mise-en-Vcqne. FoU inVWance, in ³The 

EmpeUoU´, Zhich is a theatrical play staged in 1913, there is no footlight included 

within the configuration of mise-en-scène. Hence, the moving bodies can hover 

between the stage and the audience without attracting so much attention.50 In this 

example, the integration between mise-en-scène and the audience is high in virtue of 

the organization of objects, scilicet, the moving bodies. In a similar vein, the 

integration can be adjusted not only via the moving bodies, but also with the 

arrangements of other objects of mise-en-scène. 

2.3. Mise-en-Vcqne as a Concept of Interpreting Exhibition-scapes 

Approaching mise-en-scène in terms of certain categorizations has recapped the 

definitions of the term by means of a meta concept. The term is entitled, regarding 

WheVe caWegoUi]aWionV, aV an µoUgani]eU¶, a µVepaUaWoU¶ and an µinWeUface¶. AV a meWa 

concept, the term not only gives prominence to the space-object dynamics 

interrelated to the condition of time and the viewer, but also manifests itself as an 

µappaUaWXV¶ of ceUWain VpaWial opeUaWionV. TheUeb\, iW appeaUV, a fortiori, as an 

architectural concept which especially operates in the context of exhibitions since 

each exhibition is a sui generis time-space and space-object construction holding a 

certain relation with the visitors. That construction is achieved by virtue of the 

interplay between the exhibition space and objects of display. In addition to that 

analogy, Bal proclaims that mise-en-scène iV Whe eVVenWial µappaUaWXV¶ WhaW 

foUmV/becomeV an e[hibiWion Yia aVVeUWing WhaW ³an e[hibiWion iV neceVVaUil\ Whe UeVXlW 

of a mise-en-scène´51. Thus, learning from Bal strengthens the analogy between 

mise-en-scène and exhibitions and enables the re-reading of exhibitions through the 

spatial/conceptual agenda of mise-en-scène. 

 
 

50 Bowlt, 67.  
51 Bal, 74.  
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Although the metaphor of mise-en-scène operates for all exhibitions, the study will 

base its decoding through Whe pUodXcWionV of EdZaUd KUaViĔVki Zho iV accepWed aV 

one of the most important figures of Constructivism in Poland. He was active 

between 1960 and 2000; however, his prominent works were mainly produced in the 

60s and 70s. Beyond his stylistic orientation as an artist, his retrospective, which 

covers not only practical but also theoretical productions, reconsiders space-object-

viewer dynamics within the scope of exhibitions and clearly reflects the conceptual 

agenda of mise-en-scène on a wide spectrum of contexts. Moreover, his productions 

were gathered together in the book Les mise en scène52, meaning Whe µmiVe en Vcene¶, 

from which the direct analogy can already be asserted between the works of 

KUaViĔVki and Whe WeUm mise-en-scène. Accordingly, the exhibition practices of 

KUaViĔVki Zill be e[amined in deWail ZiWh UefeUence Wo Whe VpaWial/concepWXal agenda 

of mise-en-scène. 

2.3.1. E[hibiWion aV an µOUgani]eU¶ 

An exhibition, by definition, directly matches with the first categorization since it 

fundamentally functionV aV Whe µoUgani]eU¶ of iWV Vpace and objecWV. HoZeYeU, Whe 

point where an exhibition coincides with mise-en-scène aV an µoUgani]eU¶ ma\ e[Wend 

oYeU Whe peUcepWion of an e[hibiWion aV a µWoWaliW\¶ Zhich iV Veen in Whe pUodXcWionV 

of KUaViĔVki. HiV appUoach towards exhibitions has conceptual resemblances to an 

Einheitskunstwerk Zhich in WeUmV of iWV le[ical meaning VimilaU Wo AdoUno¶V 

 
 

52 KrasiĔski Edward and Sabine Breitwieser, Edward KrasiĔski, Les Mises En Scène 
(Wien: Generali Foundation, 2006). 
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Gesamtkunstwerk UefeUUing Wo a ³Xnified ZoUk of aUW´53 oU a ³WoWal ZoUk of aUW´54 that 

manifests the combination of diverse arts in a single artwork. However, the 

VimiliWXde of KUaViĔVki¶V YieZpoinW ZiWh an Einheitskunstwerk is valid when 

conVideUing Whe concepWXal XndeUVWanding of WalWeU GUopiXV¶ XVe of Whe WeUm. He 

utilizes the term via referring it as the unification of arts, crafts and architecture as a 

collaborative approach on a practical and educational level.55 Therefore, the idea of 

a constant collaboration of these disciplines, not in its literal sense, but conceptually 

overlapV ZiWh Whe appUoach of KUaViĔVki. He noW onl\ conVideUV Whe pUodXcWion and 

installation processes of the objects interconnected to the spatial conditions, but also 

contemplates the architecture of the exhibition simultaneously.56 For that reason, his 

viewpoint goes beyond a mere site-specific approach and positions along the same 

line with mise-en-scène aV a µWoWal oUgani]aWion¶. 

³If it is an exhibition instead of the work of art that becomes a fact that is then 
subject to the independent actuality of the exhibition, then the place as the 
most genuine feature of the event becomes the real issue.´57 

KUaViĔVki¶V appUoach of ³e[hibiWion aV a Vpecific place´ iV fXndamenWall\ compoVed 

of ³deVigning Vpecific aUchiWecWXUeV foU e[hibiWionV´ and ³inWegUaWing Whe ZoUkV´ 

according to the space references.58 However, this approach extends over a broader 

manifesto, which was proclaimed by the founders of Galerii Foksal (Foksal Gallery) 

 
 

53 Hanno-Walter Kruft, ³GeUman\ and IWV NeighboXUV: 1890V-1945,´ in A History of 
Architectural Theory (New York: Princeton Architectural Press, 1994): 384. 
54 WalWeU L. AdamVon, ³The RiVe and Fall of DeVign ModeUniVm: BahaXV, De SWijl and 
PXUiVm,´ in EmbaWWled Avant-Gardes: Modernism¶s Resistance to Commodity Culture in 
Europe (Los Angeles, California: University of California Press, 2007): 194.  
55 ChaUleV W. Ha[WhaXVen, ³Walter Gropius and Lyonel Feininger Bahaus 
Manifesto,1919,´ in BaXhaXV 1919-1933: Workshops for Modernity, (New York: Museum 
of Modern Art, 2009): 64.  
56 KrasiĔski and Breitwieser, 18. 
57 Ibid, 15.  
58 Ibid, 18.  
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in WaUVaZ, one of Zhom ZaV EdZaUd KUaViĔVki himVelf.  The manifeVWo, Zhich ZaV 

written in 1966, was about the general theory of place and resounded by the 

numerous expositions made in national and international platforms. To understand 

an e[hibiWion aV a µWoWal oUgani]aWion¶, Whe manifeVWo VhoXld be YiViWed. 

The manifesto, inWUodXced aV ³An InWUodXcWion Wo a GeneUal TheoU\ of PLACE´, 

starts with reformulating the measure of relation between the spectator and 

exhibition as distant. It redraws the way of connection with the exhibition by 

pUopoVing Wo ³VWa\ aW Whe WhUeVhold´ of being able Wo perceive not just the objects but 

alVo Whe ³WeUUiWoU\ WhaW occXpieV Whem´. ThXV, iW afoUehand highlighWV Whe Vpace-object 

dependence as an inseparable whole detached from the spectator. According to the 

manifeVWo, e[hibiWion iV an ³independenW acWXaliW\´. The artworks correspond to the 

elements of an exhibition, but the total work does not directly refer to their individual 

beingV. IW UedefineV Whe e[hibiWion aV a ³poVW facWXm opeUaWion´ Zhich cUeaWeV Whe 

dichoWom\ of ³pUe-´ and ³poVW-´ condiWionV of an e[hibition process. This means 

that, an exhibition is composed of its processes of construction which involve all 

space-object relations. However, although the final work is generated as a result of 

these processes, it possesses a completely new existence.59  

TheUe aUe VeYeUal pUominenW VeUieV ZiWhin KUaViĔVki¶V mise-en-scène one of which is 

called ³InWeUYenWionV´. In WhaW e[hibiWion VeUieV, he XVeV a blXe Wape and laWeU on addV 

the drawings of two-dimensional axonometric drawings of quasi architectural 

forms.(Figure 11,12) PXWWing aVide Whe conWenW of Whe objecWV, aV KUaViĔVki aVVeUWed, 

the objects supplement the places where they are situated.60 On top of that 

complementary relation between each object and its place, the function of the tape 

stands in an exclusive position. The tape fundamentally exists as one of the 

 
 

59 WieVlaZ BoUoZVki eW al., ³FokVal GalleU\ DocXmenWV,´ OcWobeU 38 (1986): 52-62, 
https://doi.org/10.2307/778427. 
60 Edward KrasiĔski in conversation with Eulalia Domanowska, Stanbislaw Cichowicz, 
and AndU]ej MiWan. ³DUole d¶inWeUYieZ´ in Edward KrasiĔski: Les Mise En Scène, 32. 
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exhibition objects. Furthermore, while it functions as the unifying element between 

the remaining objects, it also outlines the spatial attributes of the exhibition space. 

KUaViĔVki VWaUWed InWeUYenWionV b\ ³fUaming UealiW\´ Zhich coYeUV ³Whe dooU, Whe WoileW 

and Vo on´ WhaW UeVXlWed in ³delineaWing Whe peUimeWeUV of Whe e[hibiWion Vpace´61. In 

other words, the tape linearly accompanies the architectural elements such as walls, 

doors, columns, windows in the simplest way via always keeping the same level of 

heighW. AccoUding Wo KUaViĔVki ³Whe Wape iV appUopUiaWing Whe Vpace and objecWV, and 

aW ceUWain poinWV iW bUeakV.´ 62 Both by the appropriations and the cuts, the tape stands 

as the abstraction of the plan geometry of the exhibition space, its borderlines and 

solid-Yoid condiWionV. FUom KUaViĔVki¶V inWeUpUeWaWion Whe Wape makeV ³placeV 

YiVible´63. IW VeUYeV Wo connecW oWheU e[hibiWion objecWV, aV an objecW iWVelf, fiUVW ³Wo 

the wall, then to the place´64 via combining the exhibition objects in between. In 

other words, it carries the mise-en-scène from a line to a surface, then, from a surface 

to a space, and becomes a demonstration of mise-en-scène aV a WoWal µoUgani]eU¶. 

(Figure 13) 

KUaViĔVki¶V e[hibiWion objecWV aUe deVigned ³in UelaWion Wo Whe diUecW aUchiWecWXUal 

VeWWing.´65 Not only in interventions, but in many of his series of works, the 

coexistence of object-Vpace d\namicV iV TXiWe YiVible. FoU inVWance, in ³InWeUZencja 

4, Zyg-Zag´ Zhich ZaV e[poViWed in Whe AUWiVW¶V VWXdio in 1970, Whe ]ig ]ag Vhaped 

folded object directly matches with the floor pattern and its continuity within the 

total space. (Figure 14) Another similar example is from an exhibition in the Foksal 

Gallery in 1997, which is composed of the expanded versions of particular fragments 

 
 

61 PaZel PoliW, ³UnbeaUable PoUoViW\ of Being´ in Edward KrasiĔski: Les Mise En 
Scène,73. 
62 ³DUole D¶InWeUYieZ´ in Edward KrasiĔski: Les Mise En Scène, 31. 
63 Ibid, 34. 
64 Jean-FranooiV CheYUieU, ³The SpheUe of SXUYiYal,´ in Edward KrasiĔski (Tate 
Publishing, 2017): 19.  
65 PoliW, ³UnbeaUable´, 74. 
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of the floor finishing. The geometries which aUe ³XndeUgoing Vimple 

manipXlaWion´66, more clearly an expansion, take their references from the existing 

floor pattern and applied on some of its identical elements. Then, the expansions 

themselves become differentiated parts of the floorboards by the application of the 

finishing on top of them. (Figure 15) These examples show the constant interplay 

beWZeen aUchiWecWXUe and Whe e[hibiWion objecWV in KUaViĔVki¶V mise-en-scène. 

 
 

66 Adam S]\mc]\k, ³DeX[ oX WUoiV choVeV TXe je VaiV de lXi´ in Edward KrasiĔski: Les 
Mise En Scène, 90.  
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Figure 11. Intervention in the staircase to the 
artist studio, 1971. 

Source: Edward KrasiĔski, Les Mises En 
scène, Edward KrasiĔski and Sabine 
Breitwieser 

 

Figure 12. The use of blue tape in Edward 
KrasiĔski, Interventions exhibition. 

Source: Edward KrasiĔski, Les Mises En 
scène. 
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Figure 13. Edward KrasiĔski, Interventions 
exhibition in Foksal Gallery, 1986. 

Source: Edward KrasiĔski, Les Mises En scène. 
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 E[hibiWion aV an µoUgani]eU¶ UefeUV Wo Whe configXUaWion of Whe e[hibiWion objecWV 

individually in respect to the current spatial inputs and also in relation to each other. 

HoZeYeU, aV Veen in KUaViĔVki¶V mise-en-scène, the interventions made upon the 

spatial conditions, when necessary, reveal the analogous relation between the 

exhibition space and the theatrical stage as a tabula rasa. Thus, an exhibition 

functions as a mise-en-scène Zhich iV an µoUgani]eU¶ of Whe Vpace and objecWV Zhich 

geneUaWeV a µcompleWel\ neZ e[iVWence¶. The VpaWial opeUaWionV can be e[amined fUom 

Whe e[hibiWion ³M\ DaXghWeU¶V HoXVe and I´ e[poViWed in LXblin in 1994. (Figure 

16) In its initial condition, the exhibition space is composed of two large rooms 

which are connected by an opening. Afterwards, an extra room is created by an 

intentional delimitation of one of the rooms by the use of additional walls. This 

intervention creates a corridor-like linear space that connects the two main parts of 

the exhibition. The add-on walls of the linear space frame the openings which open 

up to the adjacent rooms that are comparatively larger. Alongside of the volumetric 

continuation, the mise-en-scène remains as a whole also via the use of the tape, or 

the stripe, without a cut. To put it in anoWheU Za\, Whe finiVhed ZoUk UepUeVenWV ³a 

YiVXal gUammaU of aggUegaWing VXUfaceV´ linked ³ZiWh Whe XVe of blXe VWUipe´ Zhich 

³VeUYeV Wo e[poVe´.67 

  

 
 

67 Ibid.  
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Figure 14. Edward KrasiĔski, Interwencja 4, Zyg-Zag installation, 1970. 
 

Source: Edward KrasiĔski, Les Mises En scène. 
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Figure 16. Edward KrasiĔski, My Daughter¶s House and I installation, 1994. 

Source: Edward KrasiĔski, Les Mises En scène. 
 

 

  

Figure 15. Edward KrasiĔski, exhibition in Foksal Gallery, 1997. 
 

Source: Edward KrasiĔski. 
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2.3.2. E[hibiWion aV a µSeparator¶ 

An exhibition can make current space-time relations transcend their boundaries by 

the alteration of the context, more specifically here, the place of installation. In this 

UeVpecW, an e[hibiWion can be idenWified aV a µVepaUaWoU¶ beWZeen a cXUUenWl\ defined 

space and its re-definiWion aV a diVpaUaWe place. To elaboUaWe moUe on WhaW, BoUoZVki¶V 

manifeVWo on Whe ³WheoU\ of place´ VhoXld be UeYiViWed.  

³Composition, at last a perfect realization of the enclosure, has remained shut 
on its own side, while it has left us on the side of the world. The most we can 
do is to conceive composition as the place, but we always remain at the 
outside. Since it is finished and closed, since it is indestructible though 
defenseless, since nothing more can ever happen to it, composition has been 
sentenced to be manipulated from without. It has been hung up in 
architectural space. It used to be adopted and readjusted. It used to be thought 
of as a necessary element of human environment, it has been sunken in the 
world. In its initial and relatively purest form it has appeared on the 
exhibition.´68 

Similar to the operation of mise-en-scène, an e[hibiWion applieV on a µpUe-¶ condiWion 

and aV a conVeTXence of iWV opeUaWion, a µpoVW-¶ condiWion iV geneUaWed Zhich 

corresponds to a completely new existence. Although it is, ad hoc, valid for the 

galleU\ Vpace, WhaW VhifW iV a UaWheU pUonoXnced one. FoU KUaViĔVki, ³WheUe iV alZa\V 

VomeWhing befoUe and VomeWhing afWeUZaUdV´69 and that alteration not only occurs 

over a gallery space, but also happenV ³in VpaceV VXch aV a WoileW, a bedUoom, a 

hoVpiWal, a pigVW\ oU a bXWcheU¶V Vhop´70. For that reason, the examples to be visited 

Zill e[clXde Whe galleU\ conWe[W. AW WhaW poinW, Whe anal\ViV of KUaViĔVki¶V mise-en-

 
 

68 BoUoZVki eW al., ³FokVal´, 55-56. 
69 Anka PWaV]koZVka, Joanna M\WkoZVka, AndUej PU]\ZaUa, ³FaUeZell Wo SpUing´ in 
Edward Krasinski: Les Mise En Scène, 102. 
70 Polit,75.  
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scène can be made over a tripartite structure including body-scapes, built-scapes and 

nature-scapes. 

2.3.2.1. Body-scapes 

KUaViĔVki¶V bod\-scapes aUe compoVed of hXman figXUeV Zhich aUe ³inVcUibed´ b\ 

the operation of the blue strip in front of a natural or an architectural setting.71 By 

the operation of the tape, which either runs across the bodies or held by the bodies, 

the human figures function aV Whe µconWe[W Wo conVWUXcW Xpon¶ and Whe µWUanVfoUmed¶ 

bodies turn into a mise-en-scène. To put it more clearly, the bodies together with the 

remaining setting initially refer to the context on which mise-en-scène is 

constructing. In other words, in their initial condition, the intact bodies act as a part 

of Whe µpUe-mise-en-scène¶. Via Whe XVe of Whe Wape, afWeUZaUdV, Whe Zhole 

compoViWion, Zhich iV conVWUXcWed Xpon Whe bodieV, pUeVenWV Whe µpoVW-mise-en-

Vcqne¶. In WhaW VenVe, WheVe bod\-VcapeV aV µpoVW-mise-en-scène¶, not only utilize the 

body as a space of construction but also turn it into an object of the exhibition.  

(Figure 17) The human figures which are redefined by the operation of the tape in 

these body-VcapeV eYoke KanWoU¶V µbio-objecWV¶. AV Kantor asserted in the context of 

theatre, bio-objects refer to the objects that become a whole with the human body in 

which it is not possible to differentiate between the objects and human figures.72 

Since the human figures in the body-scapes change their position from being a 

VXbjecW of Whe VeWWing Wo an objecW Yia Whe opeUaWion of Whe Wape, fUom µpUe-mise-en-

scène¶ Wo µpoVW-mise-en-scène¶, Whe Wape and Whe bodieV WogeWheU define an 

inWeUconnecWed µWoWaliW\¶ Zhich makeV iW impoVVible Wo conVideU Whem independently.  

 
 

71 Ibid, 71. 
72 Michal Kobialka,´ TheaWUical Place (1970V±1980V) ³, in Further on, Nothing: Tadeusz 
Kantors Theatre (Minneapolis: University of Minnesota Press, 2009): 358-359.  
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Figure 17. Edward KrasiĔski, Interwencja installation, 1968. 

Source: Edward KrasiĔski, Les Mises En scène. 
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2.3.2.2. Built-scapes 

KUaViĔVki¶V bXilW-scapes embody both indoor and outdoor settings which utilize 

buildings as the spaces where the mise-en-scène is constructed upon. Starting with 

an oXWdooU ZoUk, ³ThUee SpaceV´ pUeVenWV diffeUenW bXilding facadeV aV Whe µpUe-

mise-en-VcqneV¶. KUaViĔVki aWWacheV a[onometric drawings and the blue tape, as the 

objecWV of conVWUXcWion, on Wo Whe facadeV. TheiU opeUaWion ³UeflecW on Whe poUoXV 

chaUacWeU of Vpace´73, which expresses the facades as open to articulation, and reveal 

how easily the facades incorporate with the inserted objects. Therefore, the resulting 

mise-en-scène, in beWWeU WeUmV Whe µpoVW-mise-en-scène¶, Uemain aV coheUenW XniWieV 

in which the facades and objects interoperate. (Figure 18) His indoor built-scapes are 

mainly composed of the mise-en-scène Zhich aUe conVWUXcWed on KUaViĔVki¶V VWXdio 

apaUWmenW in WaUVaZ. AV KUaViĔVki inWeUpUeWed, UeconfigXUing Whe VWXdio inWo a place 

of exhibit, or a complete mise-en-scène, iV ³pUodXcing an effect of both spatial and 

WempoUal diVlocaWion.´74 He reconfigures each room, separately from the toilet to the 

living room, via constructing both on the spatial elements and the objects included 

within the rooms by the operation of the tape. (Figure 19) The complete construction, 

which proceeds along the rooms by the continuation of the tape, represents the built-

scape as a total mise-en-scène. 

  

 
 

73 Polit,61.  
74 Ibid, 76.  
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Figure 18. Edward KrasiĔski, Three Spaces installation, 1983. 

Source: Edward KrasiĔski, Les Mises En scène. 
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Figure 19. KrasiĔski¶s studio apartment in Warsaw, edited by 
the author. 
 

Source: Edward KrasiĔski, Les Mises En scène. 
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2.3.2.3.     Nature-scapes 

KUaViĔVki¶V naWXUe-scapes are constructed upon the nature itself by the use of 

e[hibiWion objecWV. HiV µpUe-mise-en-scène¶ YaU\ fUom an empW\ land Wo a VeaVide and 

the nature-VcapeV do noW inclXde Whe opeUaWion of Whe blXe Wape. In Whe ZoUk ³SpeaU´, 

the vast land corresponds to the Vpace of conVWUXcWion, and iW iV ³condenVed´ and 

facing ceUWain limiWaWionV b\ Whe opeUaWion of Whe hanged objecWV. In Whe µpoVW-mise-

en-scène¶, Whe land iV Uedefined and delimiWed, and Whe immenViW\ of Whe Vk\ giYeV 

way to the presence of the inserted object. With reference to that, the nature-scape is 

re-defined as a land-scape which describes the mise en scene in better terms. (Figure 

20) In Whe ZoUk ³PanoUamic Sea Happening´ Zhich KUaViĔVki pUodXced in 

collaboration with Tadeusz Kantor, the sea is utilized as the space of construction. 

The mise-en-scène, which can be redefined as a water-scape, is created by the 

opeUaWion of boWh liYing and nonliYing objecWV Zhich fXncWion aV ³pUopV´75. As a 

liYing objecW, KUaViĔVki ³condXcWV Whe ZaYeV of Whe Vea´ and other human figures 

locaWe WhemVelYeV ZiWhin Whe boXndaUieV of Whe ZaWeU aV if Whe\ ³pla\ a Uole in a 

WheaWUical VcenaUio´76. Via expressing different measures of relations with the water, 

depending on YaU\ing depWhV and acWV of inWeUacWionV, Whe µpoVW-mise-en-scène¶ 

reveals a human-nature conjunction. (Figure 21) 

  

 
 

75 Kasia Red]iV], ³ScXlpWXUe foU PeUfoUmance,´ in Edward KrasiĔski, 45.  
76 Ibid, 44.  
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Figure 20. Edward KrasiĔski, Spear installation, 1963/64. 
 

Source: Edward KrasiĔski, Les Mises En scène. 

 

 

Figure 21. Edward KrasiĔski and Tadeusz Kantor, Panoramic Sea Happening, 1967. 

Source: Edward KrasiĔski, Les Mises En scène. 
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2.3.3. E[hibiWion aV an µInterface¶ 

An exhibition functions as an apparatus for transmitting preliminary processes to 

visitorV ZiWhin iWV Vpace of conVWUXcWion. In oWheU ZoUdV, ³all e[hibiWionV enWail Whe 

bringing together of unlikely assemblages of people, things, ideas, texts, spaces, and 

diffeUenW media´,77 and these assemblies, which culminate in certain expressions, are 

based on certain intellectual or informative sources. Regarding the position of mise-

en-scène, which operates within the boundaries of a stage or a shot, between the 

text/script and the audience, a direct analogy is drawn between the term and 

exhibitions with reference to their ontological state as a spatial translation, in 

alWeUnaWiYe WeUmV, an µinWeUface¶. ApaUW fUom WhaW, an e[hibiWion can alVo geneUaWe an 

interface, by creating different aspects of perception within the constructed mise-en-

scène. It can be achieved either by the use of a spatial element or via the direct use 

of an e[hibiWion objecW. FoU inVWance, in one of KUaViĔVki¶V e[hibiWionV in Whe FokVal 

Gallery in 1990, the architectural setting is designed to produce an interface within 

itself. The slit, created in one of the walls, transforms into a cadre that re-frames the 

mise-en-scène within itself and generates a duality of perception. In better terms, the 

slit produces a mise-en-scène within a mise-en-scène and it becomes the place of 

translation, or the interface, in between these mise-en-scène. (Figure 22,23) In 

another exhibition, mise-en-scène is composed of vertical elements and an 

architectural element, a door, which are covered with the fragments of a complete 

human-scale photograph and placed separately according to a certain layout. The 

door is placed in a semi-open way that creates a simultaneous inside-outside view. 

Thereby, the perception of mise-en-scène changes according to the open/close 

portions of the door, which functions as the surface/interface in between the 

photographs appearing with and without the door.  Thus, mise-en-scène itself 

 
 

77 PaXl BaVX and ShaUon Macdonald, ³InWUodXcWion: E[peUimenWV in E[hibiWion´, in 
Exhibition Experiments, eds. Paul Basu and Sharon Macdonal, (MA, Oxford and Carlton: 
Wiley-Blackwell, 2008): 9.  
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provides a duality in the perception of the display at a certain distance from the 

spectators. (Figure 24,25) A similar version of that exhibition was constructed in the 

Foksal Gallery in 1994 in which the mise-en-scène includes a separate wall with a 

slit on it in the middle of the exhibition space. (Figure 26) In all the examples, mise-

en-scène, b\ Whe XVe of iWV objecWV of conVWUXcWion, manifeVWV iWVelf aV an µinWeUface¶. 

To pXW iW in anoWheU Za\, iW UeYealV iWV ³capaciW\´ b\ meanV of ³WUanVlaWing Whe Vpace 

inWo Whe oWheU´ Yia ³Whe inVWallaWion conVWUXcWed´78 

  

 
 

78 Ibid, 77.  
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Figure 23. Edward KrasiĔski, Exhibition in Gallery Foksal, 1990. 

Source: Edward KrasiĔski, Les Mises En scène. 

Figure 22. Edward KrasiĔski, Exhibition in Gallery Foksal, 1990. 

Source: Edward KrasiĔski, Les Mises En scène. 
 



 
 

46 

Figure 24. Edward KrasiĔski, Das Offene 
Bild installation, 

Source: Edward KrasiĔski, Les Mises En 
scène. 

 

 

Figure 25. Edward KrasiĔski, Das Offene 
Bild installation, 1992. 

Source: Edward KrasiĔski, Les Mises En 
scène. 

 

Figure 26. Edward KrasiĔski, Atelier-
Puzzle installation in Gallery Foksal, 1994. 

Source: Edward KrasiĔski, Les Mises En 
scène. 
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CHAPTER 3  

RE-THINKING MONTAGE AS A TRANS-SCALE MECHANISM TO 

UNFOLD ARCHITECTURAL EXPERIENCE 

3.1. Montage as a Multifaceted Concept 

³In nature we never see anything isolated, but everything in connection with 
something else which is before it, beside it, under it, and over it.´79 

 
The term montage has its origins in French language with the meaning of µmoXnWing¶. 

In the context of art, the term is highlighted as the form or technique of producing a 

composite whole out of fragments such as ready-made images, photographs, or cut-

out illustrations.80 Montage fundamentally functions as the apparatus of bringing 

WogeWheU and jX[WapoVing ³maWeUialV WhaW VWUaddle Whe boXndV of old and neZ media´81 

and its direct areas of application cover almost all forms of art such as painting, 

sculpture, photography, theatre, film and literature. 

As stated by Patrizia C. McBride, having been effective in many artforms, montage 

manifested itself in the artworld through certain interactions. First one covers the 

interaction of montage with two art movements: Cubism and Italian Futurism. Its 

 
 

79 Goethe, quoted in Sergei Eisenstein, ³A DialecWic AppUoach Wo Film FoUm,´ in Film 
Form: Essays in Film Theory, ed. Jay Leyda (New York and London: Harcourt, 1949): 45. 
80 Oxford Dictionary of Art (3 ed.), s.v. ³monWage,´ acceVVed ApUil 11, 2020, 
https://www.oxfordreference.com/view/10.1093/acref/9780198604761.001.0001/acref-
9780198604761-e-2402 
81 PaWUi]ia C. McBUide, ³WeimaU-Era Montage: Perception, Expression, Storytelling,´ in 
The Chatter of the Visible: Montage and Narrative in Weimar Germany (University of 
Michigan Press, 2016): 14.  
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emergence within Cubism tranVpiUed b\ Whe ³WXUn Wo collage´ aUoXnd 1910V and 

montage in Cubism is mostly highlighted by the poetry of Guillaume Apollinaire. 

(Figure 27) IW came in VighW in IWalian FXWXUiVm b\ Whe neVWed XVe of ³YeUbal and YiVXal 

e[pUeVVion´ and manifeVWed iWVelf eVpecially by musique concrète, in 1940s, which 

refers to the manipulation of distinct recorded sounds and making an assemble out 

of them in the form of a montage. The appearance of montage in Dadaism and 

Constructivism draws attention to the term itself since it is directly associated with 

Whe machine age, b\ e[WenVion, Whe emphaViV on Whe noWionV µconVWUXcWed¶ and µUead\-

made¶, Zhich ZeUe bUoXghW b\ indXVWUial pUodXcWion.82 To illustrate, the works of 

George Grosz and John Heartfield are given which also, via combining fragments of 

printed photographs and graphics and re-photographing them to make a completely 

new image, represent the pioneer examples of photo-montage. (Figure 28) With 

reference to their productions, Grosz indicates the power of montage as follows: 

 
³In 1916, Zhen Johnn\ Heartfield and I invented photomontage... we had no 
idea of the immense possibilities or of the thorny but successful career that 
awaited the new invention. On a piece of cardboard, we pasted a mishmash 
of advertisements for hernia belts, student songbooks, and dogfood, labels 
from Schnaps and wine bottles and photographs from picture papers, cut up 
at will, in such a way as to say in pictures, what would have been banned by 
the censors if we had said it in words."83   

Benjamin Buchloh recaps  GUoV] Yia UefUaming ³montage aesthetics´ ZiWhin a range 

³from a meditative contemplation of reification to a powerful propaganda tool for 

mass agitation´ and emphasizes Whe ³inheUenW\ allegoUical naWXUe of monWage.´84 

Maintaining this nature, the essential domination of the term upon the artworld, 

 
 

82 Ibid, 14-15. 
83 George Grosz, quoted in Hans Richter, Dada: Kunst und Antikunst, (Cologne: Dumont, 
1963). English translation from Dawn Ades, Photomontage, (N.Y.: Phaidon, 1976): 10. 
84 Benjamin H. D. BXchloh, ³AllegoUical PUocedXUeV: AppUopUiaWion and MonWage in 
ConWempoUaU\ AUW,´ Artforum XXI (September 1982): 43-57. 
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regarding both theoretical and practical productions, occurred during the 1920s in 

Soviet art, more clearly, in Soviet film which will be examined separately. What 

montage did fundamentally, independent from the artforms and stylistic approaches, 

was re-considering the requirements imposed by the aesthetic discourse of the 

nineWeenWh cenWXU\. TheUefoUe, b\ objecWif\ing Whe ³XniW\´ and ³oUganiciW\´ of Whe 

aUWZoUkV, monWage gaYe pUominence Wo a ³mode of Veeing´85 that encompasses 

fragments and the total work separately in an artwork.86 Apart from the materials and 

their individual expressions, it discerns the distinct expression of the complete 

production. As a result, it enabled the use of any fragment out of its context and the 

creation of a meaning by the combination of distinct fragments. However, because 

of sharing a similar vocabulary and being based on similar concepts, there is an 

inWUicaWe UelaWionVhip beWZeen Whe definiWionV of Whe noWionV µcollage¶, µaVVemblage¶ 

and µmonWage¶. FoU inVWance, Whe aUW hiVWoUian BaUbaUa SWaffoUd menWionV collage and 

aVVemblage aV Whe ³YaUioXV foUmV of monWage aUW´ ZheUe Vhe UeVembleV Whem b\ 

drawing an analogy about their quite similar processes87. Therefore, in order to 

understand the extents of the term clearly, the notions collage and assemblage should 

also be unfolded. 

 
 

85 Jonathan Crary, Techniques of the Observer: on Vision and Modernity in the Nineteenth 
Century (MA: MIT Press, 1992), 2. 
86 Ibid, 15. 
87 Ibid, 34. 
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Figure 27. Apollinaire¶s La cravate et la 
montre 

Source: Apollinaire's Visual Poetry: The 
Case of "La cravate et la montre", 

Hartmut Heep. 

 

Figure 28. George Grosz and John Heartfield¶s Life 
and work in Universal City, 1919 

Source: https://www.theartstory.org 

 

https://www.theartstory.org/
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3.1.1. (From) Collage, (to) Assemblage 

The term collage, regarding its dictionary meaning, is defined as the technique and 

resulting product of pasting two dimensional objects such as printed papers, 

photographs, painted papers, news cuttings on to a flat surface in combination with 

each other88. With a broader perspective, it refers to using pre-existing sources and 

images in order to obtain a combined piece of production. Collage manifested itself 

in most of the art movements such as Dadaism, Surrealism and Pop Art. However, 

iWV iniWial ³V\VWemaWic´ appeaUance in WheVe moYemenWV iV Veen in CXbiVm. In 

PicaVVo¶V ³SWill Life ZiWh ChaiU Caning´(1912), Zhich iV conVideUed aV one of Whe 

earliest examples of the technique, in which multiple materials pasted on the 

painting: an actual chair caning, a printed oilcloth and a rope which functions as the 

frame of the artwork. (Figure 29) Similarly, other early examples of the technique, 

following Picasso, belongs to Braque. However, his works reveal a certain type of 

collage and named as papier collé which corresponds to the limitation of the use of 

maWeUialV onl\ Wo papeU in a collage ZoUk. To illXVWUaWe, in hiV ZoUk ³FUXiW DiVh and 

GlaVV´ (1912), he bUingV WogeWheU diffeUenW fUagmenWV of papeU in which some are 

used for depicting other materials such as wood.89(Figure 30) 

Although the choices of materials vary, deploying different two-dimensional 

fragments on to the paintings remain the same for the rest of the Cubist artists. 

However, some of them, similar to Picasso, transcended the two-dimensionality of 

collage by making sculptures from varying materials. This goes in a parallel direction 

with the shift of the understanding of the term collage in Dadaism and Surrealism. 

 
 

88 Oxford A Dictionary of Modern and Contemporary Art (3 ed.), s.v. ³collage,´ acceVVed 
April 11, 2020, https://www.oxfordreference.com/view/10.1093/acref/9780191792229. 
001.0001/acref-9780191792229-e-561?rskey=Vt0OcY&result=9 
89 Be BeWh HaUUiV and SWeYen ZXckeU, ³PicaVVo, SWill Life ZiWh ChaiU Caning (AUWicle),´ 
Khan Academy (Khan Academy), accessed June 8, 2020, https://www.khanacademy.org/ 
humanities/art-1010/cubism-early-abstraction/cubism/a/picasso-still-life-with-chair-caning. 
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The literal definition of collage as bringing together the cuttings of two-dimensional 

extraneous objects was transformed into a rather figurative one, which is explained 

well by the quotation, from Isidore Ducasse who is a French poet with a pseudonym 

of Comte de Lautréamont. In one of hiV ZoUkV, he depicWV a \oXng bo\ ³aV beaXWifXl 

aV Whe chance meeWing of an XmbUella and a VeZing machine Xpon a diVVecWing Wable´, 

which became the prominent manifest of Surrealist collage.90  In that sense, rather 

than being limited to two-dimensional objects, many Surrealist figures produced 

collage works which involve the use of montage and assemblage.91 It can be inferred 

WhaW, Whe ³Vimple chUonicle of cXW-and-paVWed papeU´92, as seen in the early 

productions of Cubism, first evolved by changing the use of materials, than turned 

 
 

90 AndUp BUeWon, ³M50. AndUp BUeWon, µManifeVWo of SXUUealiVm' (1924),´ in 100 Artists' 
Manifestos, ed. Alex Danchev (London: Penguin, 2011). 
91 UlUich WeiVVWein, ³Collage, MonWage, and RelaWed TeUms: Their Literal and Figurative 
UVe in and ApplicaWion Wo TechniTXeV and FoUmV in VaUioXV AUWV,´ Comparative Literature 
Studies 15, no. Special Issue in Honor of Calvin S. Brown (March 1978): 126. 
92 Janis H. Grossman and Rudi Blesh, Collage: Personalities, Concepts [and] Techniques. 
[Rev. ed.] (Philadelphia: Chilton Book Co, 1962), quoted in Weisstein, 126. 

Figure 29. Picasso¶s Still Life with Chair Caning, 1912, 
edited by the author. 

Source: https://www.artsy.net 

Figure 30. Braque¶s Fruit Dish and 
Glass, 1912, edited by the author. 

Source: https://www.metmuseum.org 

https://www.artsy.net/artwork/pablo-picasso-still-life-with-chair-caning
https://www.metmuseum.org/art/collection/search/490612
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into relief-like three-dimensional constructions. Throughout these transformations 

collage alVo goW inYolYed in man\ aUWfoUmV VXch aV Ma[ EUnVW¶V ³collage noYelV´ 

which are composed of re-constructions of images from Victorian novels and 

enc\clopediaV WhaW aUe gaWheUed in Whe foUm of bookV; MaWiVVe¶V laWe papeU cXW-outs 

(gouaches découpés) that were placed on  paper and architectural elements such as 

ZallV and ZindoZV; and AlbeUWo BXUUi¶V Uelief like Vacking picWXUeV. (Figure 31-33) 

 

         Figure 31. Max Ernst¶s Volume I: Le Lion de Belfort, 1934, edited by the author. 
 

Source: https://www.moma.org 

 

Figure 32. Matisse¶s Memory of 
Oceania, 1952, edited by the 
author. 
 
Source: https://www.moma.org 

 

 

Figure 33. Alberto Burri¶s Sacking and 
Red, 1954, edited by the author. 
 
 

Source: https://www.tate.org 

 

 

https://www.moma.org/collection/works/163934
https://www.moma.org/audio/playlist/6/313
https://www.tate.org.uk/art/artworks/burri-sacking-and-red-t00787
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The origins of the term assemblage, coming from French, refers to "a collection of 

indiYidXalV", ³a gaWheUing´93 oU ³Whe fiWWing WogeWheU of paUWV and pieceV´94. Following 

its dictionary meanings, the generic understanding of the term assemblage in the 

aUWZoUld iV conVideUed aV an ³e[WenVion of Whe CXbiVW collage´95. However, there is a 

dichotomous situation in terms of the definition of assemblage in the artworld. First 

one includes the ideas suggesting that rather than applying to collage, the term should 

only be valid for the juxtaposition of three-dimensional and found objects. However, 

this approach is ontologically defective because of considering collage as a mere 

two-dimensional concept. Nonetheless, accepting assemblage as a continuation of 

collage, it was suggested that the initial appearances of assemblage are based on the 

sculptural experiments of Dadaists and Surrealists.96 The VhifW fUom µVXUface¶ Wo 

µVpace¶ UegaUding Whe jX[WapoViWion of Uead\-made materials started by the 

experiments made in Cubism. Following this approach, it can be inferred that collage 

aV a ³paVWed image made pUedominanWl\ of papeU´ and aVVemblage aV ³Whe plaVWic 

relief in space to Whe monWaged objecW´ VhoXld be conVideUed aV WoWall\ VepaUaWe 

entities.97 

The second approach, initiated by Jean Dubuffet in 1953, advances the 

understanding of assemblage as a rather overarching term which can be associated 

 
 

93 Online Etymology Dictionary, s.v. ³aVVemblage,´ acceVVed April 11, 2020, 
https://www.etymonline.com/search?q=assemblage 
94 Robert Escarpit, Dictionnaire International Des Termes Littéraires (Berne: Editions 
Francke, 1979), quoted in Ulrich Weisstein,127. 
95 Oxford A Dictionary of Modern and Contemporary Art (3 ed.), s.v. ³aVVemblage,´ 
accessed April 11, 2020, https://www.oxfordreference.com/view/10.1093/acref/ 
9780191792229.001.0001/acref-9780191792229-e-172?rskey=Iz9d9c&result=5 
96 Allan Kaprow, Assemblage, Environments & Happenings (New York: H.N. Abrams, 
1966) 
97 Roland MlU] and Debbie LeZeU, ³InWUodXcWion Wo FUom Collage Wo AVVemblage: AVpecWV 
of MaWeUial AUW in Whe GDR,´ Art in Translation 5, no. 1 (2013): 147. 
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ZiWh ³all foUmV of compoViWe aUW and modeV of jX[WapoViWion´.98 This approach was 

empoZeUed b\ an e[hibiWion called µThe AUW of AVVemblage¶ made aW Whe MXVeXm 

of Modern Art in 1961. The reason why this exhibition played an important role is 

that it included a great variety of artworks, regarding their forms and the techniques 

XVed, XndeU Whe concepW µaVVemblage¶. The VelecWed ZoUkV aUe compoVed of Whe 

ready-mades of Marcel Duchamp,  wall cabinet of George Brecht, sacking pictures 

of AlbeUWo BXUUi, compUeVVed aXWomobile bodieV b\ CpVaU Baldaccini, cut-up oil 

paintings of Jean Dubuffet, collages of Max Ernst, sculptures of Jean Tinguely and 

many more. (Figure 34) According to the curator William Seitz, by including 

³collageV and man\ oWheU YaUieWieV of aUW aVVembled fUom papeU, cloWh, Zood, metal, 

manXfacWXUed objecWV and oWheU XnoUWhodo[ maWeUialV´, Whe e[hibiWion aimed Wo ³face 

Whe conWUoYeUVial iVVXeV UaiVed b\ UecenW aVVembled aUW´.99 In other words, Seitz 

inWended Wo e[pand Whe Uigid boXndaUieV dUaZn foU Whe WeUm µaVVemblage¶, and 

proposed a ³broader perspective´100 regarding the perception of it in the art world.   

 

 

 
 

98 UlUich, ³Collage, MonWage, and RelaWed TeUmV,´ 127. 
99 ³The AUW of AVVemblage PUeVV ReleaVe,´ MoMA, acceVVed JXne 8, 2020, 
https://www.moma.org/. 
100 An impoUWanW aVpecW of aVVemblage iV pXW foUWh in DeleX]e and GXaWWaUi¶V philoVophical 
work. Although their discussions stand out of the scope of this study, more explicitly they 
stand out of the artworld, it is important to mention them since they reconsider the term via 
trying to expand its generic expression and understand the extents of it. Accepting the 
concept through its generic understanding aV µpXWWing WogeWheU¶ and µmaking an 
aUUangemenW¶, Whe\ pUe-condition the reader to the existence and organization of fragments. 
HoZeYeU, Whe\ dUaZ aWWenWion Wo Whe idea WhaW WheVe fUagmenWV VhoXld noW be ³a VeW of pUe-
deWeUmined paUWV´ of an ³alUead\ conceiYed VWUXcWXUe´. FolloZing WhaW, Whe\ claim WhaW WhiV 
pUoceVV of bUinging Whe pieceV WogeWheU alVo VhoXld noW be a ³Uandom collecWion´ becaXVe 
Whe Zhole VhoXld ³e[pUeVV Vome idenWiW\ and claim a WeUUiWoU\´.   TheUefoUe, iW can be 
inferred that the assemble of the fragments should not result in an already existing entity. 
Instead, they should generate a distinct composition which has a certain unity. 
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3.2.     Montage as a Film Concept 

³The existence of two facts in juxtaposition prompts their correlation; no 
sooner do we begin to recognize this correlation than a composition is born, 
and its ideas begin to assert themselves.´101 

Montage, in general terms, is understood as the juxtaposition of heterogeneous 

fragments and, consequently, the transformation of these fragments into a new whole 

which represents a completely discrete formation without any direct relation to its 

constitutive parts. Via following that approach, it is seen that montage can easily 

transfer between different art forms and movements. However, as stated by Wise, 

the essential integration of the term with the art world comes into being during 1920s 

in the Soviet Union. Although montage was widely used in the magazines, posters 

and books during these years, it reached a well-settled place by its integration with 

film. 

 
 

101 DaYid BoUdZell, ³The Idea of MonWage in SoYieW AUW and Film,´ Cinema Journal 11 
(1972):10 

Figure 34. The Art of Assemblage eshibition in MoMA, 1961 

Source: https://www.moma.org 

 

 

https://www.moma.org/calendar/exhibitions/1880
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In the dictionary of film studieV, monWage iV defined aV µfilm ediWing¶. In WhaW VenVe, 

the term is mostly understood as the post-production process which controls the final 

structure of the film as a total product.102  However, considering montage as a mere 

isolated procedure in order to complete a filmic formation is quite defective. The 

theories and productions of Soviet filmmakers reveal its impacts on a film structure, 

and they manifest that rather than a sole technique or form, montage should be 

considered as a significant device which is able to control the overall expression. 

As stated by Bordwell, there are two approaches regarding the main tendencies of 

Soviet film which are composed of the productions of Lev Kuleshov and Vsevolod 

Pudovkin, and the theories of Sergei Eisenstein and Dziga Vertov. While some critics 

inWeUpUeW Whem aV ³faiUl\ diVWincW WendencieV´103, some consider the latter as the 

³peUfecWed´ YeUVion of Whe foUmeU appUoach104. Starting with the former one, 

Kuleshov founded the analogous relation between a film sequence and a sentence 

which, from a linguistic perspective, presents that via bringing together separate 

elements, a summed product is generated105. Similar to that, he also uses the analogy 

of µbUickV¶ Zhich UeYealV Whe conVWUXcWion of an aVVembl\ b\ Whe µcemenWed¶ XniWV. In 

other words, rather than approaching the shots as isolated units, he attempts to bring 

them together side by side in the form of a sequential juxtaposition. In addition to 

that, Kuleshov and Pudovkin also emphasize the distinctness of the shots, which is 

Zell e[plained Yia Whe µKXleVhoY effecW¶ in Zhich mXlWiple XVe of Whe Vame VhoW iV 

intercut with different shots having varying contents106. The Kuleshov effect not only 

 
 

102 Oxford A Dictionary of Film Studies, s.v. ³monWage,´ acceVVed ApUil 12, 2020, 
https://www.oxfordreference.com/view/10.1093/acref/9780199587261.001.0001/acref-
9780199587261-e-0451?rskey=6MC5vz&result=3 
103 BoUdZell, ³The Idea of MonWage in SoYieW AUW and Film,´ 10. 
104 UlUich, ³Collage, MonWage, and RelaWed TeUmV,´ 127. 
105 Ronald LeYaco, ³InWUodXcWion,´ in Kuleshov on Film: Writings, ed. Ronald Levaco 
(Berkeley, Los Angeles, London: University of California Press, 1974): 7. 
106 Ibid, 8. 
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highlights the unnecessity of the relevancy of contents between different shots, but 

also propounds the distinct expressions created by the sum of these shots. Thus, the 

juxtaposition of shots, according to Kuleshov effect, creates a certain rhythmic 

narrative107. (Figure 35) In other words, the spectator is exposed to the combination 

of certain shots within a systematic structure and obtains a particular narrative out of 

WhaW VeTXence. Since Whe Za\ of aVVembling Whe VhoWV pUodXceV Whe µUeceiYed¶ 

e[pUeVVion, monWage heUe diUecWl\ fXncWionV aV an ³inVWUXmenW of impUeVVion´108. 

 

 

 
 

107 Bordwell, 10 
108 Vsevolod PudoYkin, ³On EdiWing,´ in Film Theory and Criticism: Introductory 
Readings, ed. Gerald Mast and Marshall Cohen (Oxford: Oxford University Press, 1985): 
125. 

Figure 35. The Kuleshov effect: the sum of first sequence signifying hunger, second one: sadness, 
third one: lust. 

Source: http://eszteresafilmek.hu 

 

http://eszteresafilmek.hu/mi-az-a-kulesov-kiserlet/
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The filmic and theoretical productions of Eisenstein and Vertov are considered more 

comprehensive and experimental than the former filmmakers. This is associated with 

WheiU mXlWidimenVional aUWiVWic pUodXcWionV. While EiVenVWein¶V UeleYanc\ ZiWhin Whe 

field was primarily based on theatre and poetry, Vertov was writing novels, poetry 

and composing musique concrète.109 Their lifestyles which blended in art in multiple 

directions not only resulted in the creation of comprehensive montage theories within 

film studies, but also made it possible to re-interpret both art and the built 

environment through a certain way of seeing brought by their montage theories. 

3.2.1. EiVenVWein¶V MonWage: an ObjecW-Concept Mechanism 

³ElemenWV oU ³WhingV´ aUe conVWiWXWed oXW of floZV, pUoceVVeV, and UelaWionV 
operating within bounded fields which constitute structured systems or 
ZholeV«boWh Whe indiYidXal ³Whing´ and Whe VWUXcWXUed V\VWem of Zhich iW iV 
a part rests entirely on an understanding of the processes and relations by 
which thing and structured system are constituted.´110 

By suggesting that film fundamentally corresponds to montage, Eisenstein denotes 

the precedence of the place of montage in film on every scale.111 He discusses the 

term rather as a conceptual aspect. This is why he approaches to the subject by 

drawing an analogy between montage and ideogram and uses the examples from 

different representational cultures. His first example is the hieroglyph. Rather than 

the formation of each hieroglyph, the analogous relation is observed at the state when 

WZo hieUogl\phV come WogeWheU Zhich iV indicaWed aV ³copXlaWion´. KnoZing WhaW 

each hierogl\ph UefeUV Wo eiWheU an ³objecW´ oU a facW, WheiU jX[WapoViWion foUmV a 

³concepW´. In oWheU ZoUdV, Zhen WZo hieUogl\phV aUe combined, ZhaW iV achieYed iV 

 
 

109 Bordwell, 11. 
110 DaYid HaUYe\, ³OUienWaWionV,´ in Justice, Nature & the Geography of Difference 
(Blackwell Publishers, 1996): 50. 
111 SeUgei EiVenVWein, ³The CinemaWogUaphic PUinciple and Whe IdeogUam,´ in Film Form: 
Essays in Film Theory, ed. Jay Leyda (New York and London: Harcourt, 1949): 28 
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not their sum, instead, it is an entirely distinct formation which is not possible to 

depict by using a single representation. The transformation of separate hieroglyphs 

into the ideogram is exemplified by Eisenstein through few examples such as the 

combinaWion of ³a moXWh´ and  ³a child" Zhich becomeV ³Wo VcUeam" oU Whe 

jX[WapoViWion of ³a moXWh´ and ³a biUd´ WhaW deVcUibeV "Wo Ving".112 

The second example Eisenstein gives from the Japanese representational culture is 

the haikai or haiku which refers to a form of poetry that can be traced back to 9th 

century. Traditional haikai is composed of three short lines which do not rhyme. Its 

essence is that there is always an overall abstract concept that the poem is 

transformed into, beyond the three lines it embodies. In other words, it turns the 

given imagery into an abstract concept. Thus, rather than a type of poem, it can be 

inferred that it is a way of looking into the physical world.  

³I ZondeU ZheWheU.  

Seabirds too are asleep. 

On Lake Yogo WonighW.´ 

In the given haiku of Mukai Kyorai, beyond the three-lined imagery of the poem 

there is a certain emphasized concept: hasomi which in its lexical meaning 

coUUeVpondV Wo WhinneVV oU VlendeUneVV. The haikX heUe deVcUibeV ³Whe VmalleVW 

VWimXlXV in naWXUe´ oU ³Whe VmalleVW naWXUal phenomenon´.113  Similar to the transition 

of two hieroglyphs into a phrase, with more abstract terms, the transition of two 

objects into a concept, the lines of the haiku, which are the imagery objects, turn into 

a concept that is not possible to represent by itself unlike the basic emotions and 

concepWV VXch aV µangeU¶ oU µhappineVV¶.  

 
 

112 Ibid, 30. 
113 MakoWo Ueda, ³BaVhǀ and Whe PoeWicV of µHaikX,¶´ The Journal of Aesthetics and Art 
Criticism 21, no. 4 (1963): 426. 
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Looking aW WheVe WZo e[ampleV, EiVenVWein¶V appUoach WoZaUdV monWage appeaUV aV 

an abstract system of formations. A system in which each word, sentence, image or 

VoXnd define an ³objecW´, and Whe combinaWionV Whe\ make ZiWh oWheU objecWV 

eYenWXaWe in diVWincW ³concepWV´. ThiV objecW-concept mechanism constructs a way of 

Veeing Zhich WUanVcendV Whe acW of Whinking fUom ³imagiVW´ Wo ³concepWXal´ and iW 

can operate on every scale from the interaction of words to the composition of pages. 

EiVenVWein¶V WheoUieV on monWage in film goeV along Whe Vame line ZiWh Whe objecW-

concept mechanism; however, in a slightly different direction than Kuleshov and 

Pudovkin. Since a shot is the smallest unit of a film, Eisenstein resembles each shot 

with a montage cell. In other words, he finds an analogous relation between these 

WZo aUWicXlaWed V\VWemV: µcell-oUganiVm¶ and µVhoW-monWage¶ Zhich, in abVWUacW 

terms, corresponds to an µobjecW-concepW¶ mechaniVm. KXleVhoY, on Whe oWheU hand, 

aVVeUWV WhaW ³a VhoW iV an elemenW of monWage´ and ³monWage iV an aVVembl\ of WheVe 

elemenWV´114. To put it another way, Kuleshov uses the analogy of bricks by asserting 

that just as building series of bricks, montage is achieved by the linkage of shots. 

However, Eisenstein claims that a montage sequence can only be obtained by 

³colliVion´, noW linkage. He pUopoXndV WhaW Whe colliVion beWZeen diffeUenW VhoWV, in 

a montage sequence, occurs through the conflict of both physical and intellectual 

characteristics. Regarding the physical ones, the conflict arises as a result of the 

change between the elements within the composition of successive shots. Eisenstein 

categorizes the physical conflicts as graphic conflict, conflict of planes, conflict of 

volumes, spatial conflict, light conflict and tempo conflict115. (Figure 36) He asserts 

that these conflicts not only appear in-between the shots, but also within the 

individual ones because since a shot is a montage cell, what characterizes it is also 

the conflict between two juxtaposing fragments. Leaving aside the details of 

generating a conflict both within and in-between shots, what should be discerned 

 
 

114 EiVenVWein, ³The CinemaWogUaphic PUinciple and Whe IdeogUam,´ 29. 
115 EiVenVWein, ³A DialecWic AppUoach Wo Film FoUm,´ 54. 
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clearly is the distinction Eisenstein creates, in opposition to Kuleshov and Pudovkin. 

AccoUding Wo him, onl\ fUom ³Whe colliVion of WZo giYen facWoUV aUiVeV a concepW´116 

WhaW diUecWl\ indicaWeV Whe µobjecW-concepW¶ mechaniVm in Zhich ZhaW opeUaWeV iV a 

compleWe µconYeUVion¶ UaWheU Whan a VXm¶. 

 
 

116 EiVenVWein, ³The CinemaWogUaphic PUinciple and Whe IdeogUamV,´ 37. 

Figure 36. a. Graphic conflict, b. Conflict of planes, c. 
Conflict of volumes, d. Spatial conflict 

Source: Film Form, Sergei Eisenstein. 
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3.2.2. VeUWoY¶V MonWage: a ³Kino-E\e´ ConVWUXcWion 

³I am Kino-eye, I am a mechanical eye. I, a machine, show you the world as 
only I can see it. Now and forever, I free myself from human immobility, I 
am in constant motion, I draw near, then away from objects, I crawl under, I 
climb onto them... Now I, a camera, fling myself along their resultant, 
maneuvering in the chaos of movement, recording movement, starting with 
movements composed of the most complex combinations... My path leads to 
the creation of a fresh perception of the world. I decipher in a new way a 
world unknown to you.´117 

VeUWoY¶V WheoUieV on montage reflected themselves, in practical terms, via his film 

³The Man ZiWh a MoYie CameUa´ (1929) Zhich aimV Wo UepUeVenW Whe XUban 

dynamics, fictionalized over modernization and machinery at the time, within the 

prominent Soviet cities. Through covering these themes, the film deploys new 

techniques Vertov initiated related to camera and shooting. Although the film mainly 

stands out for the political and technical discourses it creates, it not only manifests 

the use of montage, but also gives rise to the teUm ³Kino-e\e´. IW iV poVVible Wo decode 

VeUWoY¶V idea of monWage in feZ VWageV. FiUVW, WheUe iV a Vpecified VXbjecW befoUe 

shooting and a certain time period for shooting it. Second, the movement of the 

spectator is privileged. During that movement, which continues through the entire 

time period, the camera collects momentary shots that correspond to constitutive 

units. These units, which are constructed between the beginning and end points of 

this process, form a montage sequence via the interplay created between them. 

Vertov also interprets this accumulative process from a linguistic perspective. He 

UeVembleV Whe WUanVfoUmaWion µfUom VhoW XniWV Wo monWage VeTXence¶ ZiWh Whe acW of 

³ZUiWing´118 because of the insignificancy of shots as separate units without the 

complete production. A montage sequence, as a combined product not only generates 

 
 

117 D]iga VeUWoY, ³KinokV: A ReYolXWion,´ in Kino-Eye: The Writings of Dziga Vertov, ed. 
Annette Michelson (Berkeley: University of California Press, 1984): 17 
118 VeUWoY, ³InWUodXcWion,´ [[i[. 
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a diVWincW foUmaWion UegaUding iWV foUmal TXaliWieV, bXW alVo ³geneUaWeV a neZ Vpace 

and Wime´119  which is not connected to the space-time conditions of the individual 

shots. 

VeUWoY inYenWed Whe WeUm ³Kino-e\e´, oUiginall\ Kinoglaz, (1924) describing an 

appaUaWXV Zhich haV a conWUol oYeU ceUWain noWionV WhaW Whe µhXman e\e¶ iV noW capable 

of acquiring. The teUm, b\ WXUning Whe e\e inWo a ³mechanical e\e´ makeV Whe hXman 

eye possess the abilities of a camera. (Figure 37) In other words, a conceptual shift 

fUom Whe µhXman e\e¶ Wo ³Kino-e\e´ opeUaWeV b\ Whe poVVeVVion of ceUWain noWionV 

which are time and space. The Greek prefix kino- is coming from the verb kinein 

Zhich meanV ³Wo moYe´, and fUom Whe UooW keie- Zhich UefeUV ³Wo VeW in moWion´.120 

TheUefoUe, Whe WeUm ³Kino-e\e´ inWUodXceV an appaUaWXV WhaW µVeeV in moWion¶, Zhich 

haV a conWUol oYeU Wime b\ ³Veeing life in any temporal order or at any speed 

inacceVVible Wo hXman e\e´121 and a conWUol oYeU Vpace b\ ³Whe conWinXoXV e[change 

of YiVible facW´122. In that sense, the Kino-eye re-reads a selected portion or multiple 

portions from the physical world, especially from the built environment, through a 

determined order in which the fragments are linked in a particular way.   

 
 

119 AmUa LaWifiü, ³The Kino-E\e MonWage PUocedXUe aV a FoUmal E[peUimenW,´ AM 
Journal of Art and Media Studies, no. 15 (2018): 25. 
120 Online Etymology Dictionary, s.v. ³kino,´ acceVVed ApUil 12, 2020, 
https://www.etymonline.com/search?q=kino 
121 Vertov, xxv. 
122 Ibid. 
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3.3. AUchiWecWXUal SSace aV a ³Kino-e\e´ ConVWUXcWion 

³She who wanders through a building or a site acts precisely like a film 
spectator absorbing and connecting visual spaces. The changing position of 
the body in space creates architectural and cinematic grounds. The consumer 
of architectural space is the prototype of the film spectator.´123 

When YieZed fUom a ³Kino-e\e´, an architectural space is approached as an 

arrangement of distinct fragments which come together and turn into an expressive 

whole and re-defined ZiWh UefeUence Wo WhaW appUoach aV an ³aUchiWecWXUal 

enVemble´124. By this way, the fragments of an architectural space gradually 

construct a montage sequence, between the starting and ending points of the process, 

 
 

123 GiXliana BUXno, ³SiWe-Seeing: AUchiWecWXUe and Whe MoYing Image,´ Wide Angle 19, no. 
4 (1997): 15. 
124 Sergei M. Eisenstein, Yve-Alain BoiV, and Michael Glenn\, ³MonWage and 
AUchiWecWXUe,´ Assemblage 10 (1989): 111. 

Figure 37. Dziga Vertov, The Man With The Movie Camera, film still, 1929. 

Source: https://www.cinema.ucla.edu 

 

https://www.cinema.ucla.edu/events/2012-02-11/kino-eye-revolutionary-cinema-dziga-vertov
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which unfolds a particular architectural experience. This approach was pioneered by 

Whe VWXdieV of BeUnaUd TVchXmi and SeUgei EiVenVWein WhUoXgh ³The Manhattan 

TUanVcUipWV´ and ³MonWage and AUchiWecWXUe´. The pUominence of WheVe UeadingV iV 

not only based on their appearances as fundamental sources, but also because they 

share a common approach towards analyzing architectural experience: both aim to 

expand the limits of perception of architectural space; both use the analogy of 

montage; and both deploy joint concepts. Hence, together these studies suggest a 

conceptual agenda for re-reading architectural spaces in the form of montage 

sequences. More precisely, they provide a way of looking at an architectural space 

ZiWh a ³Kino-e\e´ WhaW UeYealV ³ZhaW Whe e\e doeVn¶W Vee, and Zhich bUingV Whe 

poVVibiliW\ of Veeing ZiWhoXW limiWV and diVWanceV.´125  

Human vision functions as a mechanism that perceives its surroundings as a 

combination of different physical and spatial entities, independent from their 

(im)mobile and (non)living characteristics. Therefore, seeing is an act divorced from 

any categorization to be made within the existing visual stimuli. In other words, 

human eye receives the parameters of the living environment, en masse, without 

detaching a point from a line; a line from a surface; a wall from a room; an individual 

from the act; and, an act from the space it occurs. Due to that characteristics of human 

vision, it is not possible to perceive all these singular elements independently, within 

their internal dynamics. With reference to that, Tschumi puts forward in The 

Manhattan Transcripts that perception is the interconnection between space, event, 

and movement, whilst each can exist independently and be read within their internal 

system of being126. He manifests that architectural experience can be understood 

moUe efficienWl\ b\ Whe ³diVjXncWion´ of WheVe WhUee caWegoUieV in a Za\ WhaW neiWheU 

the tools of human vision nor the tools of architecture such as plans, sections, 

 
 

125 VeUWoY, ³The BiUWh of Kino-E\e,´ 41. 
126 TVchXmi, ³InWUodXcWion,´ 7. 
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axonometries do on their own127. Thus, he insists that unfolding the experience of 

any architectural space requires to go beyond the limits of the existing architectural 

representations. In this manner, he utilizes the operation of the Kino-eye and also 

VWaWeV Whe meWhodological UeVemblance of WhiV appUoach ZiWh EiVenVWein¶V 

montage128. AlWhoXgh being UelaWiYel\ nonV\VWemaWic compaUing Wo TVchXmi¶V ZoUk, 

Eisenstein also follows a similar appUoach, in ³MonWage and AUchiWecWXUe´, b\ 

considering general spatial dynamics, architectural elements, and movement 

separately, as independent substances. In order to unfold their methodology of re-

reading architectural spaces, their fundamental concepts should be elaborated in 

detail which are composed of two categories. First one includes the elements of 

architectural experience covering movement, space and event; and the second 

category is composed of the elements of montage, consisting of frame and sequence 

which are the creator of the filmic experience. 

3.3.1. Movement 

³Walking is never abstract. To be on foot is always to be in place, localized, 
particularized and wedded to the experience of the site´129 

Movement, in terms of its essence for the operation of a montage sequence, has a 

prominent position within the tripartite of event, space and movement. A montage 

sequence is constructed via the succession of images in a certain pace and it is 

perceived as a moving phenomenon, regarding the human perception, which is 

conVideUed aV a filmic foUm. The UeVXlWing foUm can alVo be deVcUibed aV a µmoYing 

 
 

127 Ibid, 9. 
128 Ibid, 7. 
129 ChUiVW\ AndeUVon and DaYid KaUmon, ³On FooW: AUchiWecWXUe and MoYemenW,´ 
Architectural Review, October 12, 2015, https://www.architectural-
review.com/essays/what-does-the-extraordinary-activity-of-walking-upright-bring-to-the-
study-of-architecture/8689972.article. 
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image¶ Zhich diUecWl\ UeYealV Whe onWological UelaWion iW haV ZiWh moYemenW. 

Following these, creation of a montage sequence in the scope of an architectural 

space operates only in the presence of an actual movement, which is pinpointed by 

Bruno as follows: 

³An aUchiWecWXUal enVemble iV Uead aV iW iV WUaYeUVed. ThiV iV alVo Whe caVe foU 
the cinematic spectacle, for film is read as it is traversed, and is readable 
inVofaU aV iW iV WUaYeUVable. AV Ze go WhUoXgh iW, iW goeV WhUoXgh XV.´130 

This mobile viewpoint which enables the re-reading of architectural spaces, on every 

Vcale, opeUaWeV WhUoXgh Whe acW of ³Zalking´131. Although the pace varies, the 

traversing bodies remain the act of walking which is elaborated by Eadweard 

MX\bUidge. In hiV phoWogUaphic VWXdieV made in 1870¶V, he XnfoldV Whe acW of Zalking 

into momentary fragments of movement. (Figure 38) It can be inferred from 

MX\bUidge¶V ZoUk WhaW diVVecWing Zalking inWo fUagmenWV iV neceVVaU\ in WeUmV of 

making an analysis of the whole experience because walking immediately disappears 

afWeU Whe acW. In WhiV manneU, µMX\bUidge¶V Zalk¶ obWainV Whe fUagmenWV of Zalking 

separately in a successive order which not only reveals the constitutive elements of 

movement, but also makes it possible to observe the act of movement through the 

physical environment in which it operates. Thus, the dissection provides the viewer 

with discerning other notions changing in motion which are not visible through an 

ordinary walking process. Similarly, unfolding an architectural experience in the 

form of montage also requires the dissection of walking in which each fragment of 

movement reveals a certain space-event dynamic. In Foucauldian terms, the 

 
 

130 BUXno, ³SiWe-Seeing´, 15. 
131 Eisenstein, Bois, and Glenny, 117. 
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momenWaU\ diVVecWionV of Whe aUchiWecWXUal joXUne\ opeUaWeV aV an  ³e[caYaWion´ 

ZiWhin Whe ³aUcheolog\ of Whe moYing image´132.  

3.3.1.1. µMX\bUidge¶V Walk¶ in Whe UUban-scapes 

³The streetscape is as much a filmic construction as it is an 
architectural one.´133 

EiVenVWein appUoacheV moYemenW WhUoXgh Whe WeUm ³paWh´ Zhich embodieV boWh 

filmic and actual definitions. He describes an actual path as the route where visual 

sequences are generated when walking from one point to another.  On the other hand, 

he pXWV foUZaUd Whe WeUm ³imaginaU\ paWh´ WhaW combineV YaU\ing peUcepWionV of an 

objecW WhaW aUe YiVible Wo Whe e\e, Zhich can alVo WXUn inWo ³a paWh folloZed b\ Whe 

mind´ b\ an ³immobile VpecWaWoU´ Zho bUings in mind distant moments with 

 
 

132 GiXliana BUXno, ³CollecWion and RecollecWion on Film IWineUaUieV and MXVeXm WalkV,´ 
in Camera Obscura, Camera Lucida (Amsterdam University Press, 2003): 231-260. 
133 BUXno, ³SiWe-Seeing´, 12. 

Figure 38. Eadward Muybridge, Animal Locomation Plate H, 1887 

Source: https://modernismmodernity.org 

 

https://modernismmodernity.org/media/image/eadweard-muybridge-woman-walking-right-hand-chin
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different time and space conditions together.134  Therefore, it can be inferred that 

both in an actual path and an imaginary path there is the operation of a sequence 

visible to the eye, but they have a difference: the position of the spectator. While in 

the former there must be a µmobile spectator¶, the latter one can involve both a mobile 

and an immobile one.  

Via superimposing a filmic and an actual path, within the term imaginary path, 

Eisenstein makes a re-reading of the Acropolis. In other words, he unfolds the 

montage sequence, which is created while walking among the structures of 

Acropolis, by dissecting the walking into fragments, more explicitly into successive 

shots. As stated by Kleine, the Acropolis is initially interpreted by Auguste Choisy 

in the History of Architecture as four main perspectives, but Choisy does not focus 

on how these perspectives are combined in a certain path and turns into a sequential 

whole while walking135. In other words, his reading excludes the operation of 

movement. On the contrary, Eisenstein reframes these perspectives as different shots 

which are encountered while walking through the structures of Acropolis and linked 

in a certain montage sequence created within that imaginary path. (Figure 39,40)  

 
 

134 Eisenstein, Bois, and Glenny, 116. 
135 HolgeU Kleine, ³PaUW 2,´ in The Drama Of Space: Spatial Sequences and Compositions 
in Architecture (BaVel: BiUkhlXVeU, 2017): 91. 

Figure 39. The Acropolis of Athens plan, indication of the imaginary path. 

Source: The Drama of Space: Spatial Sequences and Compositions in Architecture, Holger Kleine. 

 

Source: 
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a 

b 

c 

d 

Figure 40. Left: a. The Propylaeum, b. Athene Promakhos, c. The Parthenon, d. 
The Erechtheion. Right: Montage Plans of a,b,c,d. 

Source: Montage and Architecture, Sergei Eisenstein, M. Yve-Alain Bois and 
Michael Glenny 
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Piranesi, in the Campo Marzio Plan (1762), generates an ichnographic reconstruction 

of the Campo Mania area of Ancient Rome without exactly using Roman structures. 

Rather, he combines historical and existing buildings, archeological findings, 

fragments and variations of different typologies belonging to different time periods. 

(Figure 41) Beyond the timeless characteristics of this reconstruction, he gives an 

emphasis on the experience of movement in an architectural setting by proposing a 

particular movement pattern within the plan. In such a reconstruction, which rather 

steps forward as a work of montage, the movement pattern that passes through and 

nearby significant buildings brings the experiences of past and present together. In 

other words, it suggests a certain way of experiencing a fictional architectural setting 

via constantly repositioning the spectator on the map. By this way, Piranesi controls 

to which direction and scene the spectator should be focused on and arranges a 

montage sequence that juxtaposes these scenes.136 (Figure 42)  

 
 

136 KeUVWin Roeck, ³Campo MaU]io and Whe EYenW,´ iVVXX, acceVVed 2018, 
https://issuu.com/kerstin_roeck/docs/campo_marzio_and_the_event 

Figure 41. Suggested movement path in 
the Campo Marzio Plan, edited by the 
author. 

Source: http://www.museumpeace.com 

http://www.museumpeace.com/09/0984.htm
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Both Eisenstein and Piranesi interpret the urban setting by means of a mobile 

spectator. In this way, they underline the necessity of a certain path which collects 

each encounter, combine them in its given order and reflect the total architectural 

experience in the form of a montage sequence. Similarly, Tschumi, through his study 

in the city scapes of Manhattan, also follows an urban approach; however, he has a 

rather multi-dimensional perspective that includes scale shifts. Therefore, the context 

of Zalking iV changing beWZeen Whe aUchiWecWXUal VpaceV of µThe PaUk¶, µThe SWUeeW¶, 

µThe ToZeU¶ and µThe Block¶. (Figure 43) He approaches movement as the 

³inWUXVion of bodieV inWo Whe conWUolled oUdeU of aUchiWecWXUe´137. This definition 

eVWabliVheV an analogoXV UelaWion beWZeen Whe acWV of µcaUYing¶ and µZalking¶. IW 

suggests that a body carves the architectural space while it is in motion138. Hence, 

the bodies in motion behave as active elements while architecture is posited as a 

passive one. According to this unidirectional relation, each fragment of carving 

refers to an encounter and by nature they occur successively; and the carved portion 

corresponds to the experience of the collected architectural ensemble. Each carved 

fragment has a certain space-event dynamic and rendered by various forms of 

representations. Being considered from a conceptual perspective, the carved 

fUagmenWV TXiWe UeVemble ZiWh EiVenVWein¶V VXcceVViYe VhoWV, and Whe\ boWh opeUaWe 

along the same line with the dissections of Muybridge. 

 
 

137 TVchXmi, ³PoVWVcUipW, 1994 EdiWion´, XXI 
138 Ibid. 

Figure 42. Suggested movement path in the Campo Marzio Plan, edited by the author. 

Source: http://www.museumpeace.com 

 

http://www.museumpeace.com/09/0984.htm
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3.3.1.2. µMX\bUidge¶V Walk¶ in Whe BXilding-scapes 

³Architecture is appreciated while on the move, with one's feet... while 
Zalking, moYing fUom one place Wo anoWheU...´139 

Le CoUbXVieU inWUodXceV Whe WeUm µpaWh¶ in bXilding Vcale and re-defineV iW aV ³VeWWing 

a pUoceVV of conVcioXVneVV in moWion´140. In this way, he highlights the place of 

movement in a building regarding the experience of the architectural space. The 

prominence of movement was put forward by Le Corbusier under the term 

Promenade Architecturale, oU Whe ³AUchiWecWXUal PUomenade´ in 1929 Zhile 

describing one of his building Villa La Roche141. In its simplest terms, architectural 

pUomenade UefeUV Wo Whe µpaWh¶ WhUoXgh Zhich   Whe bXilding iV e[peUienced Yia 

walking. To put it more explicitly, since there are different characteristics at every 

stage of the promenade, both spatially and programmatically, it functions as the 

process of encountering these variable space-event dynamics of the building. 

Therefore, it transforms the XndeUVWanding of a bXilding fUom a µmonoliWhic¶ Zhole 

to the combination of interrelated elements placed in an order. Instead of 

approaching the promenade as a framing device of the architectural experience 

 
 

139 Le CoUbXVieU TXoWed in BUXno, ³ViWe-Veeing´, 15. 
140 Kleine, ³PaUW 2´, 97. 
141 Ibid, 94. 

Figure 43. Explicatory movement frames from The Park. 

Source: The Manhattan Transcripts, Bernard Tschumi. 
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between the ground floor and the roof garden which is the usual characteristic of his 

buildings that also enact a distant relation with their sites, at Villa La Roche this 

oUdeU of inWeUUelaWed elemenWV VWa\V in a diffeUenW place compaUing Wo Le CoUbXVieU¶V 

other houses142. Since it extends in a way to cover the street, the promenade functions 

as the path that generates an articulated experience of the building and the site as a 

whole143. (Figure 44) Except his house designs, a similar path appears in the 

Carpenter Center which not only presents the same function of combining successive 

spaces, but also highlights the promenade visually as an architectural element that 

extends from the building to its site. (Figure 45)  

 
 

142 LXiV M Dia], ³A PUomenade ThUoXgh OWheU SpaceV,´ in academia.edX, 132. 
143 Ibid. 

Figure 44. Left and right: Outside and inside views of Villa La Roche. Middle: Extended 
promenade of Villa La Roche, edited by the author. 

Source: Left and right: Photography by Charles Gérard, Cemal Emden, 1925. Middle: 
https://www.wikiwand.com 

 

Figure 45. Carpenter Center for the Visual Arts, Le 
Corbusier, 1962 

Source: https://www.archdaily.com 

 

 

https://www.wikiwand.com/
https://www.archdaily.com/129498/5-projects-interview-4-brian-spring/corbu_carpenter
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When moving through a path, a series of encounters are made successively, and they 

aUe combined in mind aV a ³compleWe image´144. SimilaU Wo CoUbXVieU¶V inWeUpUeWaWion 

of the architectural promenade, the sculptor Adolf von Hildebrand also re-

approaches buildings through this idea145. He claims that when a building is seen as 

a combinaWion of foUmV b\ UeleaVing Whe VW\liVWic diVWincWionV iW haV, iW adopWV ³an 

effecW of Uelief´ and can be Veen aV a ³XniW\´ of fUagmenWV146. It denotes, in conceptual 

terms, that a building is composed of many three-dimensional pieces having variable 

foUmV and Whe\ come WogeWheU in a ceUWain oUdeU. ThXV, WhiV µabVWUacWed jX[WapoViWion¶ 

enables a way of interrelating different pieces and proposes a way of reading a 

building through its constitutive fragments. Following these, it can be inferred that 

Hildebrand also re-reads a building in the form of a montage but instead of 

juxtaposing successive shots, it brings three-dimensional fragments together. For 

instance, the basic volumetric juxtaposition appears when traversing the stairs of a 

bXilding Zhich coYeUV a ceUWain poUWion of Whe pUomenade and ³fXncWionV aV a meanV 

foU joining Whe hoXVe¶V VpaceV´147 as distinct three-dimensional units. Although the 

dimensional approach taken towards the constitutive pieces are different, the 

emphasis on movement remains the same which inherently assigns a promenade to: 

³claVVif\ cleaUl\ and Vimpl\ Whe µaUchiWecWXUal eYenWV¶ Zhich occXU aW eYeU\ VWage of 

Whe pUomenade, Wo enYelop Whe comple[iW\ of iW in a µXniW\¶ Zhich ZoXld WUansform 

 
 

144 ChUiVWopheU Long, ³The EVVence of AUchiWecWXUal CUeaWion,´ in The New Space: 
Movement and Experience in Viennese Modern Architecture (New Haven and London: 
Yale University Press, 2016): 17. 
145 Adolf von Hildebrand, Das Problem der Form in der bildenden Kunst (Strasbourg: 
HeiW] & M�ndel, 1893), WUanV. in MallgUaYe and IkonomoX, EmpaWh\, FoUm, and Space, 
239. 
146 Ibid. 
147 Long, ³The HoXVe aV a PaWh and Place,´ 138. 
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the house - itself a simple architectural event situated in an always infinitely complex 

site - inWo an elemenW of oUdeU´148. 

The VpecWaWoU¶V paWh iV Whe fXndamenWal facWoU foU Whe e[peUience of Whe bXilW Vpace 

in eYeU\ Vcale. ThiV iV Zh\ Whe µpaWh¶ never loses its prominence in its interplay with 

the space-eYenW condiWionV. Since a bXilding iV alVo ³laid oXW like a ciW\, ZiWh VWUeeWV 

and alle\V´149, a µpaWh¶ iV alZa\V boWh Whe oUgani]eU of Whe Vpace-event dynamics and 

the apparatus to unfold them succeVViYel\ aV a µpUomenade of Whe moYing image¶. 

3.3.1.3. µMX\bUidge¶V Walk¶ in Whe E[hibiWion-scapes 

³What has occurred in the exhibition space is something resembling a drive 
to access the work of the film apparatus itself in relation to modes of 
picturing.´150 

From a ³VWUeeW-Zalk´151 Wo a µbXilding-Zalk¶, iW iV Veen WhaW Whe e[peUience of Whe 

mobile spectator through an architectural promenade resembles the filmic experience 

of an immobile spectator passing through an imaginary path. For this reason, it is 

possible to unfold the space-event conditions of any promenade in the form of a 

montage sequence independent from the program and scale of the architectural 

ensemble. However, in order to re-read an exhibition space through its promenade, 

Whe WeUm µpaWh¶ VhoXld be revisited. Regarding that, Giuliana Bruno reconsiders the 

term in the exhibition context as follows: 

³She Zho ZandeUV WhUoXgh an aUW inVWallaWion acWV pUeciVel\ like a film 
spectator absorbing and connecting visual spaces. The installation makes 

 
 

148 Maurice Besset, Le Corbusier, To Live with Light, (London: Skira, Geneva and 
Architectural Press, 1987): 151. 
149 Long, 139. 
150 GiXliana BUXno, ³CollecWion´, 236. 
151 BUXno, ³SiWe-Seeing´, 16. 
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manifest the imaginative paths comprising the language of filmic montage 
and Whe coXUVe of Whe VpecWaWoUial joXUne\.´152 

BUXno¶V interpretation generates a general understanding towards the experience of 

a filmic promenade in the context of an exhibition space. Following Bruno, an 

imaginaU\ paWh, Zhich fXndamenWall\ deVcUibeV Whe combinaWion of Whe ³paWh 

folloZed b\ Whe e\e´ and Whe ³paWh folloZed b\ Whe mind´, UefeUV Wo Whe ³filmic-

aUchiWecWXUal pUomenade´ and iW becomeV an ³e[hibiWionaU\ iWineUaU\´ in Whe 

exhibition space via re-defining Whe pUomenade aV a planned ³VpecWaWoUial joXUne\´. 

That is constructed by collecting the successive encounters while traversing the 

exhibition. Operating like an imaginary path, this collection occurs in terms of two 

aVpecWV. FiUVW one iV Whe joXUne\ WhaW iV conVWUXcWed aW ³Whe place of collecWion´ Zhich 

is basically refers to the momentary production of the mobile spectator and the 

Vecond one coUUeVpondV Wo Whe ³joXUne\ of UecollecWion´ Zhich iV cUeaWed ZiWhin Whe 

field of memory as the production of an immobile spectator. In other words, the 

interpretation suggests that the filmic reading of an exhibition brings a twofold 

e[peUience Zhich can Xnfold boWh Whe µmomenWaU\ landVcape¶ and Whe ³mnemonic 

landVcape´153 of the spectator. 

At this point, KonVWanWin MelnikoY¶V SoYieW Pavilion in Paris(1925) stands as a 

particular example in terms of XndeUVWanding Whe WeUm µpaWh¶ in-between building-

scapes and exhibition-scapes. Looking aW Rodchenko¶V VkeWcheV on Whe pavilion, the 

building is understood as the juxtaposition of the main circulation path, surrounding 

landscape elements and the spatial units of the building as separate fragments 

brought together as a successive whole. (Figure 46) Moreover, the structure which 

is divided diagonally from its center presents its promenade as a passage which not 

only exposes the interior display areas in both directions, connects the experience of 

Whe moYing YiViWoU fUom Whe bXilding¶V ViWe in mXlWiple diUecWionV Wo Whe e[hibiWion 

 
 

152 Ibid, 28. 
153 Ibid, 3-27. 
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halls, bXW alVo VpUeadV Whe ³joXUne\´ fUom WhaW ]one VXcceVViYel\ Yia keeping Whe 

multiplicity of visual interactions. (Figure 47) As a result, ³the best way to 

understand the building appears as the deployment of filmic strategies´154, therefore, 

understand the term path as ³Whe promenade of Whe VpecWaWoUial joXUne\´.  

 

 

The WeUm µpaWh¶ noW onl\ adopWV different expressions in different promenades, but 

also influences the reading of a promenade in terms of its varying typologies. 

AccoUding Wo Kleine, a paWh can be diYided inWo foXU caWegoUieV: ³channeled paWh´, 

³VXggeVWed paWh´, ³opWional paWh´ and ³indiYidXal paWh. (Figure 48) Channeled paths 

are linear and by creating a strict orientation they prevent a stray from happening. 

Although they are quite similar to channeled paths, the difference of suggested paths 

 
 

154 Statement based on the discussions with Assist. Prof. Dr. SeUa\ T�Uka\ CoúkXn 
throughout this study. 

Figure 46. Sketch of Melnikov¶s 
pavilion, Aleksandr Rodchenko, edited 
by the author. 

 

Figure 47. Up: Perspective and plan drawings of the 
USSR pavilion, Konstantin Melnikov. Down: Interior of 
the pavilion, edited by the author. 

 Source: thecharnelhouse.org 

 

https://www.archdaily.com/129498/5-projects-interview-4-brian-spring/corbu_carpenter
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is that they are less strongly proposed. Individual paths appear when there are too 

many attractors in the space and there is no certain direction of following them. 

Unlike others, optional paths have more than one possible destination.155 As 

understood from the writings of Eisenstein, in order to unfold an architectural 

ensemble in the form of a montage sequence, independent from the scale, there needs 

Wo be a deVignaWed moYemenW paWh WhUoXgh Zhich Whe µmoYing image¶ iV geneUaWed. 

When Ueading an e[hibiWion WhUoXgh Whe ³monWage of VpecWaWoUial moYemenWV´156, 

there should be a given promenade which controls the way of traversing the 

exhibition space so that the analysis can express the general experience of the 

exhibition to a certain degree. In alternative terms, each new promenade constructs 

a new sequence for the same exhibition and can be read in the form of montage; 

however, inclusion of personal promenades prevents the reading of an exhibition 

through a prevailing expression. Thus, in order to make a reading through the 

promenade that exhibition space pre-suggests, via excluding the personal routes, the 

exhibition should include channeled and suggested paths. 

 

 
 

155 Kleine, ³PaUW 4,´ 239. 
156 BUXno, ³CollecWion´, 234-235. 

a b c d 

Figure 48. Types of Paths: a. channeled path, b. suggested path, c. optional 
path, d. individual path. 

Source: The Drama of Space: Spatial Sequences and Compositions in 
Architecture, Kleine Holger. 

 



 
 

81 

3.3.2. Space 

³Architecture is not a synchronic phenomenon but a successive one, made up 
of pictures adding themselves one to the other, following each other in time 
and space, like music.´157 

Unfolding an architectural experience through movement, more explicitly through a 

filmic promenade, brings into view a series of shots which are equal to the 

constitutive fragments of a complete experience. Within the whole ensemble, which 

is re-read in the form of a montage sequence, each shot includes particular space-

eYenW condiWionV WhaW aUe anal\]ed VepaUaWel\ in EiVenVWein and TVchXmi¶V VWXdieV. 

Bruno Zevi, in Architecture as Space, divides the spatial interpretation types into 

three categories: interpretations of content, physiological and psychological 

interpretations and formalistic interpretations158. Considering these categories, the 

analysis of architectural spaces, by Eisenstein and Tschumi, are made through a 

formalist approach. According to Zevi, a formalist interpretation requires the 

evaluation of spaces in terms of their architectural composition which embodies the 

properties of certain concepts: unity, symmetry, balance, emphasis or accentuation, 

contrast, proportion, scale and expression159. Therefore, a formalist interpretation 

decodes the physical conditions of an architectural space via interpreting it through 

Whe menWioned concepWV. ThiV opeUaWeV in TVchXmi¶V WUanVcUipWV mainl\ b\ focXVing 

on Whe ³diVWoUWionV, UXpWXUeV, compUeVVionV, fUagmenWaWionV and jX[WapoViWionV´ 

within the existing and manipulated architectural spaces160. 

 
 

157 Le CoUbXVieU, PeWeU De FUancia, and Anna BoVWock, ³MaWhemaWicV,´ in The Modulor 
and Modulor 2 (Birkhluser, 2004): 73. 
158 BUXno ZeYi, ³InWeUpUeWaWionV of AUchiWecWXUe,´ in Architecture as Space: How to Look at 
Architecture (New York: Da Capo Press, 1957): 163. 
159 Ibid, 193-200. 
160 TVchXmi, ³PoVWVcUipW, 1994 EdiWion´, XXI 
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In a different manner, in the montage sequence of the Acropolis, Eisenstein detailly 

elaborates on four shots with reference to their formal characteristics. The first one 

iV Whe ³YieZ of Whe PUop\laeXm´. (Figure 41A) The shot reveals three structures being 

viewed en face: a symmetrical one which is located at the central point, a small 

structure at the left side and a larger one at the right side of the central block. In spite 

of Whe aV\mmeWU\ of Whe adjoining VWUXcWXUeV, Whe VhoW haV a ceUWain ³opWical´ balance 

in terms of the symmetry of depths. Second shot, which appears after passing through 

Whe PUop\laeXm, iV Whe ³fiUVW YieZ of Whe VTXaUe; AWhene PUomakhoV´. In WhiV VhoW Whe 

Parthenon, the Erechtheion, and Athene Promakhos appear in the field of vision; 

however, their level of dominancy varies. (Figure 41B) Since the Statue of Athena 

is located at the center and foreground, the whole composition is subordinated 

according to the statue. In that sense, while it has a dominance over other structures, 

it also creates a unity within the whole composition. The third shot appears after 

passing the Statue of Athena, which is entitled as ³The PaUWhenon and iWV obliTXe 

peUVpecWiYeV.´ (Figure 41C) Similar to many of the structures which present 

themselves at an angle through the path, the Parthenon, which is located at the 

highest point, first faces the spectator from an oblique view. After being the only 

VWUXcWXUe in Whe field of YiVion foU a long Wime, WheUe appeaUV Whe foXUWh VhoW ³Whe 

EUechWheion´ in Zhich Whe EUecWhion iV YieZed aV Whe cenWUal figXUe. (Figure 41D) 

Through the filmic promenade of the Acropolis, Eisenstein denotes numerous points 

on Whe paUWial ³monWage planV´161 presenting the viewpoints of the constitutive shots; 

however, the four indicated shots are highlighted because all of them include a single 

dominant architectural monument within the composition and they correspond to 

³Whe fiUVW impUeVVion fUom each neZ, emeUging VhoW´.162 Juxtaposition of these 

paUWicXlaU VhoWV eYoke EiVenVWein¶V appUoach WoZaUdV ³dominanW VignV´ beWZeen WZo 

 
 

161 Eisenstein, Bois, and Glenny, 121. 
162 Ibid, 118-120. 
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successive filmic shots. As result of the differentiation of dominant elements 

between adjacent shots, a conflict, therewith, montage is generated163. 

3.3.2.1. Exhibition-scape as White Cube 

The spatial characteristics of an exhibition space, which ultimately refers to an 

architectural space, is also analyzed through the same concepts of the formalist 

interpretation. However, there are some ad hoc distinctions in terms of spatial 

inWeUpUeWaWion WhaW emeUge ZiWh Whe WeUm ³ZhiWe cXbe´ Zhich appeaUV aV a dominaWing 

concept in the context of exhibition spaces. The term was advanced by the rise of 

abstraction in modern art, in the early years of twentieth century, since it enables a 

more neutralized background for the artworks by the use of white plain walls. (Figure 

49) In other words, white cube was described as the architectural qualities which 

disturb the objects of display at the very least level and it is indicated by Brain 

O¶DoheUW\ aV folloZV: 

³The ideal gallery subtracts from the artwork all clues that interfere with the 
facW WhaW iW iV aUW«. The oXWVide ZoUld mXVW noW come in, Vo ZindoZV aUe 
usually sealed off. Walls are painted white. The ceiling becomes the source 
of light. The wooden floor is polished so that you click along clinically, or 
carpeted so that you pad soundlessly, resting the feet while the eyes have [sic] 
aW Whe Zall. The aUW iV fUee, aV Whe Va\ing XVed Wo go, ³Wo Wake on iWV oZn life.´164 

AV a conVeTXence, ³Whe VpaceV of e[hibiWion XVXall\ conVideUed Wo be mXWe oU 

ineUW´165 and every opening within the exhibition space create an interruption in the 

total composition. Regarding that, openings and holes within the spatial composition 

 
 

163 Sergei Eisenstein, in The Fourth Dimension in Cinema, n.d., 111. 
164 BUian O'DoheUW\, ³NoWeV on Whe GalleU\ Space,´ in Inside the White Cube: The Ideology 
of the Gallery Space (University of California Press, 2000): 14-15. 
165 Sophia Psarra, Architecture and Narrative: The formation of space and cultural meaning 
(London, New York: Routledge 2009): 15. 
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aUe conVideUed aV a ³caXVe of diVWXUbance´ ZiWhin Whe neXWUal Vpace166 and acquire 

dominancy over other spatial elements when decoding the characteristics of a spatial 

composition in an exhibition. As Buren asserts: 

³To know the architecture without having seen it is to accept working a priori 
in the context of an aseptic and (so-called) neutral place, cubic, vertical walls, 
horizontal, white floors and ceiling. This architecture is the well-known kind, 
since it is more or less what is found in all the museums and galleries of the 
Western World.´ 

BXUen¶V indicaWion UeYealV WhaW Whe ZhiWe cXbe chaUacWeUiVWicV e[pUeVV Whe 

architectural conditions of most of the exhibition spaces in advance. Acknowledging 

Whe impacW aUea of Whe WeUm, O¶DoheUW\ cUiWicall\ XndeUlineV ZhiWe cXbe in UelaWion Wo 

modernism. Declaring the significant position of the gallery space during 20th 

century, he highlighWV Whe ZhiWe cXbe aV a ³VacUed Vpace´ and e[pUeVVeV iWV poZeU 

oYeU Whe objecWV of diVpla\. HoZeYeU, O¶DoheUW\ alVo denoWeV WhaW WhiV conWe[WXal 

dominance diUecWl\ makeV Whe e[hibiWion objecWV ³VacUed´ Woo. TheUeb\, he claimV 

that what becomes essential is the context or the white cube, which transforms into 

an object of display iWVelf. In alWeUnaWiYe WeUmV, O¶DoheUW\ diVcXVVeV Whe Vpace-object 

relations white cube brings with reference to modernism, and states the potency of 

the space, more explicitly the ³white walls´167, aV an ³aeVWheWic foUce´ on Whe objecWV 

of diVpla\ Yia indicaWing WhaW ³Whe Zall, Whe conWe[W of Whe aUW, had become Uich in a 

conWenW iW VXbWl\ donaWed Wo Whe aUW.´168 (Figure 50) 

 
 

166 Daniel BXUen, ³FXncWion of AUchiWecWXUe,´ in Thinking About Exhibitions (London: 
Routledge, 1996): 226-227. 
167 A\úen SaYaú, ed., ³ReconVWUXcWing Whe WhiWe Wall,´ in METU PlaVWic AUWV E[biWion 
Catalogue, 2007, 11-23. 
168 O¶DoheUW\, 13-35. 
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3.3.3. Event 

Regarding its lexical meaning, eYenW iV deVcUibed aV ³a Whing WhaW happenV oU WakeV 

place´169. Being akin to its lexical definition, for Tschumi, the term corresponds to 

³an incidenW, an occXUUence; a paUWicXlaU iWem in a pUogUam´170 when approached in 

the context of architectural space.  With reference to that approach, it is considered 

WhaW an µeYenW¶ iV a conWained concepW XndeU Whe noWion µVpace¶. In oWheU ZoUdV, Vpace 

iV Whe noWion WhaW geneUaWeV Whe WeUm µeYenW¶. TheUefoUe, Whe meaning of eYenW can be 

directly understood as function171. HoZeYeU, aV declaUed b\ TVchXmi, ³eYenWV haYe 

an independenW e[iVWence of WheiU oZn« WheiU oZn logic, WheiU oZn momenWXm´172. 

Thus, without disclaiming its inevitable relation with space, event embodies all 

 
 

169 Oxford Dictionaries, s.v. ³eYenW,´ acceVVed April 13, 2020, 
https://www.oxfordreference.com/search?q=event&searchBtn=Search&isQuickSearch 
170 Tschumi, XXI. 
171 TVchXmi, ³InUodXcWion´, 7. 
172 TVchXmi, ³PoVWVcUipW, 1994 EdiWion´, XXI 

Figure 49. Yves Klein, Le Vide, Musée d¶Art 
Moderne, Paris, 26 January 1962. 
Photograph by Harry Shunk. 

Source: Thinking About Exhibitions, 
Greenberg, Reesa, Bruce W. Ferguson, and 

Sandy Nairne 

 

Figure 50. Andrew Grassi, The Hanging of New 
Hang, 2005. 

Source: https://www.tate.org.uk 

https://www.tate.org.uk/art/artworks/grassie-the-hanging-of-new-hang-t12171
https://www.tate.org.uk/art/artworks/grassie-the-hanging-of-new-hang-t12171
https://www.tate.org.uk/art/art-terms/w/white-cube
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particular functions and isolated act(ivity)s. Following these, it can be better 

encapVXlaWed b\ defining Whe WeUm aV µall Whe happeningV in an aUchiWecWXUal Vpace¶.  

3.3.3.1. Objects of the Exhibition 

Considering the term in the context of an exhibition, event, as a generator of space, 

indicates all the encounters emerging as a result of both the passive and active objects 

of the exhibition. More explicitly, the objects of display, including the possible 

interplays they create, cover all the exhibited works of art including an (im)mobile 

µhXman bod\¶ doing a peUfoUmance, a µVpaWial e[WenVion¶ oU an µinWeUacWiYe 

componenW¶. Each of Whem, eiWheU VWaWic oU d\namic, UendeUV an eYenW Zhich iV 

defined within the borders of the exhibition space. (Figure 51) This assertion creates 

the question of the place of exhibition space when describing an event in a display. 

Regarding that, Daniel Buren explains the relationship of exhibition space and the 

objects of display as indicated: 

³It is much more a matter of showing what a work will imply immediately in 
a given place, and perhaps, thanks finally to the work, what the place will 
imply. The crisis between the function of the museum (architecture) and that 
of art (visual object) will appear dialectically from the tension thus 
created.´173 

 

 
 

173 Buren, 223. 
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Buren puts forth the co-existence of space and the object in exhibitions. Following a 

TVchXmian appUoach acknoZledgeV Whe ³WenVion´ beWZeen Whem, hoZeYeU, conVideUV 

the two separately within their own dynamism. In other words, it interprets all the 

objects that (re)produce the encounters in a display detached from the spatial 

conditions regardless of their site-specificity. Via both the isolation of the outer 

notions and the inclusion of them in case of an interplay, the definition of event in 

the exhibition evokes Alfred North Whitehead, who is the defining figure of process 

philosophy and expresses the dynamic state of the term as follows: 

³The eYenW iV ZhaW iW iV, b\ UeaVon of Whe XnificaWion in iWVelf of a mXlWipliciW\ 
of UelaWionVhipV.´174 

 
 

174 Harvey, 52. 

Figure 51. a. Helena Almeida and Arthur Rosa, The Other Couple, 2016, b. Adam 
Jeppesen, Summer in the City, 2018. c. Pipilotti Rist, Pixelwald, d. Richard Serra, 
Delineator, 1974-75. e. Adam Jeppesen, Pa Papiret, 2013.  

Source: a. http://www.jeudepaume.org, b. http://www.adamjeppesen.com, c. 
https://necsus-ejms.org, d. https://brooklynrail.org, e. http://www.adamjeppesen.com 

 

a b c 

d 
e 

http://www.jeudepaume.org/index2014.php?page=article&idArt=2538
http://www.adamjeppesen.com/summer-in-the-city-2018
https://necsus-ejms.org/
https://brooklynrail.org/2007/09/art/serra-article
http://www.adamjeppesen.com/install-p-papiret-peter-lav-gallery-copenhagen-2013
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3.3.4. Elements of Montage 

3.3.4.1. Frame 

Without conVideUing iW in a ceUWain conWe[W, a fUame pUimaUil\ defineV ³a Uigid 

VWUXcWXUe WhaW VXUUoXndV VomeWhing´175 and it can be approached by means of both 

intellectual and physical aspects. From an intellectual perspective, the operation of a 

frame can be undeUVWood b\ decoding FoXcaXlW¶V diVcoXUVe WheoU\ in a concepWXal 

manner. A discourse primarily operates a mechanism that sets certain boundaries on 

perception and thinking. By this way, it creates an abstract construct out of it which 

embodies a certain perspective and system of statements within a specific field. 

These systems of statements basically correspond to semiotic units and via the 

(re)interpretations of these units, knowledge production(s) occurs.176 In a similar 

vein, a frame draws the borderlines when looking into the intellectual world via 

Vpecif\ing a ceUWain Vcope; WheUefoUe, iW deWeUmineV Whe µYieZpoinW¶ of peUcepWion. 

(Figure 52) 

 
 

175 Oxford Dictionaries, s.v. ³fUame,´ accessed April 13, 2020, https://www.oxford 
reference.com/search?q=frame&searchBtn=Search&isQuickSearch=true 
176 Michel Foucault and Sheridan Smith, The Archeology of Knowledge (London: 
Routledge, 1994) 
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From a physical manner, the term should be unfolded in the context of art in which 

iW iV highlighWed Whe moVW. In painWing, a fUame iV defined aV ³an imaginaU\ ZindoZ´ 

Zhich ³openV on Wo Whe ZoUld´177. This description introduces frame as a point of 

departure and denotes that a perceptional shift occurs into a specific direction via 

crossing the borders of a frame. In a similar manner, frame is considered as an 

appaUaWXV ³Wo e[clXde´ in phoWogUaph\178. Following these definitions, it can be 

inferred that frame generates a certain opposition between the inner and outer parts 

of its outlines. In other words, while the portion that the frame includes is considered 

aV µinVide¶, Whe e[clXded poUWion iV enWiWled aV µoXWVide¶. ThiV denoWaWion of µinneU¶ 

and µoXWeU¶ placeV accoUding Wo Whe WeUUiWoUieV of a fUame UemainV UelaWiYel\ YagXe 

ZiWh UegaUdV Wo VcXlpWXUe Vince ³iW eVVenWiall\ iV iWV oZn fUame´179. This condition in 

VcXlpWXUe eYokeV DeUUida¶V WhoXghWV on Whe WeUm.  

 
 

177 John Berger, Ways of Seeing: Based on the BBC Television Series with John Berger 
(London: British Broadcasting Corp., 2012): 109. 
178 Susan Sontag, On Photography (London, Great Britain: Allen Lane, 1977) 
179 KaWie PickeWW, ³FUame,´ The Chicago School of Media TheoU\ RSS, 2003, 
https://lucian.uchicago.edu/blogs/mediatheory/keywords/frame/. 

Figure 52. ³pupil cuts out from a cherry-tree´ from the 
teaching of drawing in Japanese schools. 

Source: Film form, Sergei Eisenstein 
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3.3.4.1.1. Frame from Derrida to Tschumi 

Derrida approaches to the characteristics of the frame as µWhe fUame, Whe fUamed 

objecW and Whe place ZheUe Whe\ VWand¶ aV VepaUaWe enWiWieV Zhich aUe coUUelaWed. In 

WhaW VenVe, he iV againVW Whe oppoViWion of µinVide-oXWVide¶ because according to him, 

the frame has a bilateral existence both via what it is framing and where it is placed. 

This is why he uses the in-beWZeen WeUm ³paUeUgon´ Zhich iV deVcUibed aV folloZV: 

³NeiWheU ZoUk(eUgon) noU oXWVide Whe ZoUk (hoUV d¶oeXYUe), neither inside nor 
outside, neither above nor below, it disconcerts any opposition but does not 
Uemain indeWeUminaWe and iW giYeV UiVe Wo Whe ZoUk.´180 

The use of the term, in film studies, also highlights a certain relation. Although the 

two terms might be used in the same meaning occasionally, frame is fundamentally 

defined as the selected portion within a shot. (Figure 50) Therefore, frame is 

considered as a dependent term upon the notion shot. According to the theory of 

montage, each frame expresses itself via being a part of a sequence. This in-between 

VWaWe of Whe fUame iV aVVeUWed b\ EiVenVWein WhUoXgh ³Whe mXWXal ZoUk of fUame and 

monWage´ Yia VWaWing WheiU co-e[iVWence aV ³an enlaUgemenW in Vcale of a pUoceVV 

micUoVcopicall\ inheUenW in all aUWV´181. Thus, it can be inferred that the existence of 

µfUame¶ in monWage iV analogoXV Wo DeUUida¶V ³paUeUgon´ Zhich iV alVo e[plained b\ 

Tschumi as indicated: 

³Each frame of a sequence qualifies, reinforces or alters the parts that precede 
and follow it. The associations so formed allow for a plurality of 
interpretations rather than a singular fact. Each part is thus both complete and 
incompleWe.´182 

 
 

180 JacTXeV DeUUida, ³PaVVe-PaUWoXW,´ in The Truth in Painting (University of Chicago 
Press, 1987): 9 
181 EiVenVWein, ³ThUoXgh TheaWeU Wo Cinema,´ 5. 
182 TVchXmi, ³PoVWVcUipW,´ XXIV. 
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Tschumi approaches µfUame¶ aV a doXble-Vided noWion inclXding a ³fUaming deYice´ 

and a ³fUamed maWeUial´183. Regarding this description, it can be inferred that 

although he manifests a Derridean approach, Tschumi prefers to follow a vocabulary 

of sharp oppositions similar to the ones embodied in painting and photography; 

however, with a distinct interpretation. While he defines the former one as the regular 

and solid part, the latter one is described as rather instable. Although the framing 

device mostly preserves its conditions, according to Tschumi, it can also appear as 

Whe ³objecW of diVWoUWionV´.184 In oWheU ZoUdV, he doeVn¶W accepW Whe ph\Vical foUm of 

the frame as an inherent substance and encourages its flexibility. (Figure 53) 

3.3.4.1.2. Framing the Elements of Architectural Experience 

Tschumi expresses momentary experiences through a tripartite structure composed 

of an event, space and movement. The three frames, including a particular event-

space-movement dynamic, only presents a unity when they come together185. (Figure 

54) In this respect, the relational dynamics of the tripartite structure manifests a 

Derridean approach similar to the one frame-shot and frame-sequence embody, 

 
 

183 Ibid. 
184 Ibid. 
185 TVchXmi, ³InUodXcWion´, 9. 

Figure 53. Explicatory transcript 

Source: The Manhattan Transcripts, Bernard Tschumi 
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hence the tripartite structure together operates akin to a single shot. Within the 

framed material, independent from the categorical change, Tschumi uses different 

tools of architectural representation such as plans, sections, perspectives and also 

utilizes photographs. He uses frames as the smallest units to build a systematic 

structure and a method for understanding architectural experience. Although 

utilizing only perspective drawings within the unfolded shots, by extension the 

frames, when analyzing the Acropolis of Athens, Eisenstein actually presents each 

shot with a perspective drawing and an architectural plan that he entitles as a 

³monWage plan´ made foU Whe UepUeVentation of movement dynamics. With reference 

Wo TVchXmi¶V WUipaUWiWe VWUXcWXUe, iW can be infeUUed WhaW alWhoXgh he doeV noW 

propound a system as such, Eisenstein also utilizes two frames when expressing a 

momentary shot: one presenting the movement conditions, and second revealing the 

spatial conditions of that instant. (Figure 40) 

3.3.4.2. Sequence 

The theory of montage, in film studies, propounds the insignificancy of each shot as 

a single unit and manifests the term sequence which defines the successive 

juxtaposition of the shots. (Figure 55) In other words, it suggests that there can only 

be a complete image which is constituted by the combination of the independent 

shots in the form of a montage sequence. Eisenstein uses this non-autonomous 

characteristic of the shots by approaching them together as a series of distinct units 

Figure 54. The tripartite structure: event, space, movement 

Source: The Manhattan Transcripts, Bernard Tschumi 
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when re-reading the Acropolis of Athens. While he does that via a single sequence 

bringing together successive shots, the adaptation of the term sequence for Tschumi 

UeYealV iWVelf in mXlWiple UelaWionV: ³inWeUnal UelaWion´ and ³e[WeUnal UelaWion´186. 

(Figure 56) Tschumi defines the juxtaposition of the tripartite structure, in a 

horizontal order, as an internal relation. Following that, the vertical juxtapositions 

between the frames belonging to different instants of either space, event or 

movement is defined as an external relation. In both relations, the sequential 

expression is dependent on the transformations between different frames and shots 

and ³onl\ aW Whe end aUe Whe\ all VXpeUpoVed´ and WXUn inWo ³VomeWhing alWogeWheU 

diffeUenW´187. In alternative terms, they culminate in a certain ³naUUaWiYe´188 which 

will be elaborated in detail in the next chapter. In order to observe and interpret these 

changes in a montage sequence, two concepts should be visited: rules of 

transformation and rhythm.  

 
 

186 TVchXmi, ³PoVWVcUipW,´ XXI. 
187 TVchXmi, ³InUodXcWion´, 9. 
188  TVchXmi, ³PoVWVcUipW,´, XXVI. 

Figure 55. Eadweard Muybridge, ³Nimrod´ 
Pacing. 

Source: Time Stands Still: Muybridge and the 
Instantaneous Photography Movement, Philip 

Prodger. 
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3.3.4.2.1. Interpreting the Intra-sequential: Transformation 

A montage sequence is obtained by the juxtaposition of successive shots; however, 

the complete expression is generated by the selection and the order of the juxtaposed 

content. Since each shot stands in a certain relation with the preceding and following 

ones, their content carries a comparable status in relation to the order of the shots. 

After unfolding the shots, the changes in between the contents reveal certain types 

of WUanVfoUmaWionV Zhich aUe enWiWled aV Whe ³UXleV of WUanVfoUmaWion´ oU ³Whe XVe of 

deYiceV´ b\ TVchXmi189. He exemplifies possible rules of transformations as 

 
 

189 TVchXmi, ³PoVWVcUipW,´ XXV. 

Figure 56. a. Internal Relation, b. External 
Relation, edited by the author. 

Source: The Manhattan Transcripts, Bernard 
Tschumi 

a  

b  
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repetition, superposition, distortion, dissolve, fade-in, cut-up, jump, transference, 

insertion and such. The operation of these devices, between the articulated frames of 

external relations, might entitle the sequences via the character of the transformation 

such as a repetitive sequence, a fade-in VeTXence oU an inVeUWiYe VeTXence´ 190. The 

terminology and operations of these devices follows a filmic vocabulary both in 

terms of how they are entitled and governed in a filmic structure. Regarding 

TVchXmi¶V WUipaUWiWe noWaWion, WheVe WUanVfoUmaWionV mighW appeaU ZiWhin Whe e[WeUnal 

sequences of space, event and movement, but it is significant to denote that the 

fUameV mighW alVo ³Uemain conVWanW and paVViYe´191. In a similar vein, for the 

montage sequence of the Acropolis of Athens, Eisenstein also refers to the merely 

steady shots. Although he affirms their effect on duration, more explicitly, on the 

expression of the whole sequence, he decodes the rules of transformation through 

the abstracted compositional schemes of the four prominent shots which are entitled 

aV µa¶, µb¶, µc¶ and µd¶. (Figure 57)  

FUom µa¶ Wo µb¶, iW iV obVeUYed WhaW Whe VhoWV proceed with a similar symmetrical 

composition in spite of the complete change within the content. Although both have 

a cenWUal elemenW, Whe ³VcXlpWXUal moWif´ of µb¶ VWandV oXW ZiWhin Whe VhoW, folloZing 

Whe VpaWiall\ balanced compoViWion of µa¶. SimilaU Wo µb¶, Whe VWUXcWXUe in µc¶ alVo 

UepUeVenWV iWVelf aV a ³VcXlpWXUal moWif´ Zhile in µd¶, mXlWiple acWXal ³VcXlpWXUal 

moWifV´ aUe UeYealed, WheUefoUe, a floZ of ³VcXlpWXUal moWifV´ iV YieZed fUom µb¶ Wo 

µd¶. Since µc¶ coUUeVpondV Wo an enlaUged YeUVion of a poUWion in µb¶, iW baVicall\ 

zooms-in Wo Whe pUeYioXV VhoW. A VimilaU pUoceVV opeUaWeV fUom µc¶ Wo µd¶, bXW in an 

oppoViWe diUecWion: µd¶ ]oomV-out to the sculptural motifs within the composition 

afWeU µc¶. Finall\, µd¶ alVo appeaUV aV a miUUoU YeUVion of µc¶ in WeUmV of WheiU 

symmetry.192  

 
 

190 TVchXmi, ³InUodXcWion,´ 11. 
191 Ibid. 
192 Eisenstein, Bois, and Glenny, 120-121. 
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Re-Ueading Whe decoded monWage VeTXence of EiVenVWein, Yia TVchXmi¶V UXleV of 

transformations, results in a complete filmic expression which enhances the 

understanding of the unfolded architectural experience. To begin with, it is seen that 

repetition operates multiple times between the shots both through symmetry and the 

use of sculptural motifs. In contrast with the continuation created by the repetitions, 

all the cuts between the shots are considered as jump cuts, because they combine 

compleWel\ diffeUenW conWenWV, e[cepW foU Whe cXW beWZeen µb¶ and µc¶. (Figure 59) The 

VhoWV µa¶ and µb¶ aV Whe fiUVW, and, µc¶ and µd¶ WogeWheU aV Whe Vecond W\pe, aUe 

conVideUed aV WZo diffeUenW VhoW W\peV enWiWled aV µlong VhoW¶ and µclose-Xp¶. (Figure 

56) TheUefoUe, fUom µb¶ Wo µc¶, oU fUom long-shot to close-up, basically the amount of 

YiVible objecWV in Whe fUame changeV. HoZeYeU, Whe XVe of a µcloVe-Xp¶ geneUall\ 

indicates a further dimension. A close-up is able to change perception by directing 

the eye to the hidden, to what is really happening under the surface of appearances. 

Via focusing on the isolated, a close-up is able to shift the spectator to a different 

dimenVion. WiWh a Vemiologic inWeUpUeWaWion, iW ³VpeakV inVWincWiYel\ and 

VXbconVcioXVl\´ aV an XnconWUolled e[pUeVVion UeYealing ZhaW iV hidden Yia diUecWing 

the emphasis to a gesture, a speechless face, or an object193. Regarding that, by the 

use of a close-Xp in µc¶, Whe emphaViV iV pXW on Whe PaUWhenon Zhich VWandV oXW aV a 

prominent element within the whole montage sequence. 

  

 
 

193 Angela Dalle Vacche, ed., "The CloseUp and The Face of Man," in The Visual Turn: 
Classical Film Theory and Art History, (New Brunswick, New Jersey, and London: 
Rutgers University 
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Figure 57. Abstracted schemes 
of the shots of the Acropolis of 
Athens 

Sorce: Montage and 
Architecture, Sergei Eisentein. 

Figure 58. From a µlong shot¶ 
to µclose-up¶, stills from 
Battleship Potemkin, edited 
by the author. 

Source: Eisenstein, Battleship 
Potemkin, 1925 

 

Figure 59. A jump cut, stills 
from Battleship Potemkin, 
edited by the author. 

Source: Eisenstein, 
Battleship Potemkin, 1925 
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3.3.4.2.2. Interpreting the Intra-sequential: Rhythm 

A shot length describes the length of time which embodies the encounter between 

the spectator and a particular shot; and an interval refers to the time spend between 

two shots. Approaching these terms in an architectural space, which is re-read 

through a filmic promenade, a shot length is redefined via the duration of encounter 

between a mobile spectator and the frame dissected from the architectural ensemble. 

In the same manner, an interval is reidentified as the distance between two dissected 

frames. Following these, rhythm is introduced as a concept that evolves with 

reference to the shot lengths194, moUe e[pliciWl\, iW iV geneUaWed accoUding Wo ³Whe 

lengWh of Whe componenW pieceV´195 which appear repetitively in different shots. 

Therefore, in order to make a rhythm analysis in a montage sequence, the 

components appearing in the shots, or the frames, should be unfolded. 

Rasmussen interprets rhythm through a photograph, which is composed of parallel 

lines and numerous birds standing on these lines that are captured in front of a white 

background. (Figure 60) According to him, a variety of positions presented by the 

moYing biUdV ZiWhin ³Whe Uigid UecWilineaU paWWeUn´ UepUeVenW a Vampling oYeU a 

µWheme¶ Zhich UeVXlWV in a filmic chaUacWer. But beyond that, what Rasmussen 

highlighWV iV Whe ³VXbWle YaUiaWion´ Zhich iV foXnd ³ZiWhin VWUicW UegXlaUiW\´.196 This 

definition briefly introduces the term rhythm which can be found in nature, 

architecture, music, film and such. Although the parameters of rhythm vary from the 

µopWic¶ Wo Whe µoWic¶, iW geneUall\ occXUV b\ ceUWain opeUaWionV, ZiWhin Whe componenWV 

of a µUegXlaUi]ed¶ compoViWion, VXch aV ³UepeWiWion, gUadaWion and WUanViWion´197.  

 
 

194 Eisenstein, Bois, and Glenny, 121. 
195 EiVenVWein, ³A DialecWic AppUoach,´ 48. 
196 SWeen EileU RaVmXVVen, ³Rh\Whm in AUchiWecWXUe,´ in Experiencing Architecture 
(Cambridge: The MIT Press, 1962): 127. 
197 Rena Thapa, ³Rh\Whm in AUchiWecWXUe: an AeVWheWic Appeal,´ Journal of the Institute of 
Engineering 13, no. 1 (2017): 208-209. 
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These operations, independent from the context, can be analyzed through five basic 

patterns which are adopted from the terminology of music: uniform, alternating, 

(agogic), syncopated, oscillating and polyrhythmic198.  

Rhythm, in musical terminology, is defined as the grouping of accented and 

unaccented beats along with a variety of relations. Since an accent corresponds to 

the stress applied on a beat, an accented beat corresponds to a strong beat while an 

unaccented one presents a weaker character.199 (Figure 61) In that sense, it can be 

inferred that the contrasted and repetitive interrelation of the beats is what generates 

the notion of rhythm. The simplest rhythmic pattern, uniform, is generated by 

constant repetitions of a basic beat without any change. It is basically composed by 

numerous multiplications of the same accented and unaccented beats. An alternating 

rhythm, on the other hand, describes the use of various unaccented beats with the 

same accented ones. Agogic in that sense resembles to alternating rhythm, because 

 
 

198 Kleine, ³PaUW 4,´ 232-233. 
199 Grosvenor W. CoopeU and LeonaUd B. Me\eU, ³DefniWionV and PUincipleV,´ in The 
Rhythmic Structure of Music (Chicago: University of Chicago Press, 1960): 6 

Figure 60. Representation of the elements of a rhythmic 
structure 

Source: Experiencing Architecture, Steen Eiler 
Rasmussen. 
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it also embodies fluctuation but, not for the rhythm. It represents a uniform rhythmic 

structure, however, the frequency, or tempo of the beats vary. Therefore, agogic is 

found significant to mention but not included in the five basic pattern types. 

Syncopated rhythm includes the temporary displacement of regular metric accent. 

Thus, in a syncopation the placement of the accent changes its usual place. The 

structure of oscillating rhythm, unlike the previous ones, consists of multiple 

elements similar to different instruments laying the same beat. Therefore, it involves 

a single beat followed by multiple elements via presenting different rhythmic 

structures. Finally, a polyrhythmic structure combines different elements, rhythms 

and frequencies in a single composition. Like a musical structure, reading an 

architectural space regarding its rhythmic characteristics also requires the indication 

of repetitive units which cover architectural, structural and spatial elements. By this 

way, an analogy is drawn between the beats and repetitive units. (Figure 62) 

Although there are certain types of rhythmic structures, when a music or an 

architectural space is unfolded, what is encountered is neither a single formation per 

se, nor some random independent units. Rather, there are small rhythmic groups 

which are combined and turn into larger rhythmic structures which is explained, from 

a linguistic approach, as indicated: 

³MoVW of Whe mXVic ZiWh Zhich Ze Vhall be conceUned iV aUchiWecWonic in iWV 
organization, That is, just as letters are combined into words, words into 
sentences, sentences into paragraphs, and so on, so in music individual tones 
become grouped into motives, motives into phrases, phrases into periods, 
eWc«It is eTXall\ impoUWanW in Whe anal\ViV of Uh\Whm.´200  

Learning fundamentally from music, the understanding of rhythm appears quite 

abstract, hence operates similarly in distant contexts. Following its interpretations 

not only in music but also in film, architecture and language, the term is 

acknowledged as a way of understanding complex structures from various scales, at 

Whe Vame Wime in a VcaleleVV Za\.  In a VimilaU Yein, TVchXmi¶V VeTXenWial e[pUeVVion 

 
 

200 Cooper and Meyer, 2. 
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can also be interpreted with rhythm. Unfolding rhythmic patterns in a montage 

sequence, expressing a certain architectural experience, requires the indication of 

UepeWiWiYe TXaliWieV appeaUing ZiWhin Whe VXcceVViYe fUameV. RegaUding TVchXmi¶V 

notation, it can be inferred that the rhythmic structure initially depends on the smaller 

groups constructed within event, space and movement. These groups are formed 

according to the character of multiple notions in-between successive frames: 

repetitive/dominant elements within the compositions; repetitive/dominant 

compositional schemas; repetitive/dominant devices and transformations that 

operate. These represent the rhythmic groups formed in accordance with the 

³e[WeUnal UelaWionV´. ConWinXing ZiWh ³inWeUnal UelaWionV´, a biggeU Uh\Whmic VWUXcWXUe 

is constructed. This one is generated according to the accenting character of each 

shot, which is composed of the tripartite structure. The formation of other rhythmic 

structures continues until obtaining the largest rhythmic structure and it proceeds via 

following the same principles. Both the smaller and bigger groups might correspond 

to one of the five rhythmic patterns, which conceptually expresses the experiential 

variations of different scales.    

  

Figure 61. a. Beat types b. Representation of rhythmic structures in a musical composition, edited 
by the author.  

Source: The Rhythmic Structure of Music, Grosvenor W. Cooper 

 

a 

b 
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Figure 62. Five rhythmic patterns  

Source: The Drama of Space: Spatial 
Sequences and Compositions in Architecture, 

Holger Kleine. 
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3.4. MonWage aV ³SecWioning´ 

³The section is in front of the eye, in the eye, at the back of the eye. Behind 
the eye, it can remain intact-an object seen; it can become a center-an object 
analyzed; or it can become disseminated-an object, a thrown-in-the-way, cut 
apart into bits which drift and explore-inquire, seek, ramify, connecting to 
other bits, forming a new text in which shards of the old object are 
imbedded.´201 

A VecWion plane, in VXbVWance, UefeUV Wo a ³cXWWing VXUface´202 that initially appeared 

fUom Leon BaWWiVWa AlbeUWi¶V diVWincWiYe appUoach on perspective which draws apart 

from the preceding understanding of Filippo Brunelleschi. Brunelleschi approaches 

perspective as a three-dimensional phenomenon that fundamentally arose from 

EXclid¶V perpectiva naturalis, Zhich UefeUV Wo a ³dUaZing in´ b\ ³XVing peUVpecWiYe 

pUincipleV Wo UecoUd an e[iVWing VpaWial aUUangemenW´203, but also includes perspectiva 

artificialis, which is proposed by AlbeUWi VXggeVWing a ³dUaZing oXWZaUd´204 via 

using geometric perspective to represent space. What Alberti posited differently is 

baVicall\ cUeaWing a µcXW¶ ZiWhin Whe YiVXal WhUee-dimensional environment by the 

VXUface of Whe page, Zhich can alVo be defined aV Whe ³inWeUVecWing plane´205. 

TheUefoUe, Whe pUoceVV of ³dUaZing oXWZaUd´ embodieV Whe conYeUVion of Whe three-

dimensional world into an intersecting plane and Alberti describes it as indicated: 

³BXW aV iW iV onl\ a Vingle VXUface of a panel oU a Zall, on Zhich Whe painWeU 
strives to represent many surfaces contained within a single pyramid, it will 
be necessary for his visual pyramid to be cut at some point, so that the painter 

 
 

201 JennifeU BloomeU, ³VeUWe[ and VoUWe[: A TecWonicV of SecWion,´ PeUVpecWa 23 (1987): 
44. 
202 GoUdana KoUolija FonWana GiXVWi, ³The CXWWing SXUface: On PeUVpecWiYe aV a SecWion, 
IWV RelaWionVhip Wo WUiWing, and IWV Role in UndeUVWanding Space,´ AA Files, (1999): 62. 
203 ChUiVWopheU BaUdW, ³PUojecWion,´ in Material and Mind (Cambridge: The MIT Press, 
2019): 143. 
204 Ibid. 
205 Giusti, 58. 
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by drawing and coloring can express whatever outlines and colors that 
intersection presents. Consequently, the viewers of a painted surface appear 
to be looking at a particular intersecWion of Whe p\Uamid.´206 

In Whe Vi[WeenWh cenWXU\, AlbUechW DXUeU cleaUl\ depicWed WhiV ³dUaZing oXWZaUd´, 

Zhich ³pUojecWV Whe WhUee-dimenVional ZoUld Ze Vee on Wo a flaW VXUface´207. 

HoZeYeU, UaWheU Whan WhaW conYeUVion, Whe µcXWWing¶ mechaniVm VhoXld be Xnfolded 

ZiWhin Whe Vcope of WhiV VWXd\. The inWeUVecWing plane aV Whe µcXWWing VXUface¶ opeUaWeV 

on to the three-dimensional world and divides it into two volumetric parts that stand 

perpendicular to the cutting plane. The direction of looking from the cutting plane 

and Whe µcXWWing¶ opeUaWion WogeWheU UeVXlWV in mXlWiple oppoViWional UelaWionV beWZeen 

Whe WZo VideV of Whe cXWWing plane: ³inVide-outside, back-forth and solid-Yoid´208. 

Therefore, a cutting plane defines two volumes: one located in front of the cutting 

plane and one behind it. While the one left behind is considered invisible and outside, 

Whe one in Whe fUonW ZiWh Whe cXWWing plane WogeWheU inWUodXce Whe µinVide¶. FolloZing 

WheVe, a ³VecWioning´ boWh coUUeVpondV Wo Whe opeUaWion of Whe cXWWing plane, or the 

µVecWion plane¶, and Whe ³WZo-dimenVional inciVion´, oU Whe pUojecWion, of Whe µinVide¶ 

on Wo Whe VecWion plane. The VignificanW poinW heUe iV WhaW Whe µcXW¶ oU Whe µVecWion¶ noW 

onl\ diYideV and conVeTXenWl\ e[clXdeV a poUWion, bXW alVo ³delineaWeV Whe heUe´209 

b\ Whe YeU\ poViWion of Whe VecWion plane and ³VeUYeV aV an inWeUface beWZeen 

WheUeV´210 since the section plane also corresponds to the place of junction between 

two sides. 

Approaching an architectural space in the form of a montage has an analogous 

UelaWion Wo peUceiYing iW WhUoXgh Whe opeUaWion of ³VecWioning´. Each µVecWion¶ iV a 

 
 

206 Cecil Grayson, Leon Battista Alberti: on Painting and on Sculpture (London: Phaidon 
Press, 1972): 49. 
207 Giusti, 60. 
208 Alper Semih Alkan (2004): 36. 
209 Bloomer, 40. 
210 Ibid. 
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filmic µcXW¶ WhaW UeVXlWV in a VhoW Zhich WUanVfeUV Whe YiVible µinVide¶ inWo a WZo-

dimenVional VXUface. The VecWion cXWV, Zhich aUe ³dUaZing oXWZaUd´ Whe aUchitectural 

space, divide the whole volumetric ensemble into two dimensional surfaces, more 

e[pliciWl\ inWo VXcceVViYe VhoWV. B\ Whe opeUaWion of a conVWanW ³VecWioning´, an 

architectural space is re-read by the composition of the successive shots. In this way, 

Whe opeUaWion of ³VecWioning´ VhaUeV a common gUoXnd ZiWh TVchXmi¶V ³caUYing´ 

Zhich alVo conVWanWl\ geneUaWeV neZ µheUeV¶ and µWheUeV¶. HoZeYeU, Zhile 

³VecWioning´ iV an inWeUmiWWenW and momenWaU\ acW, µcaUYing¶ iV UaWheU a conWinXoXV 

one. Although the inWeUYal of Whe ³VecWioning´ opeUaWion ma\ YaU\, iW alZa\V 

privileges the character of being intermittent based upon its ontology. For this reason, 

iW alVo goeV along Whe Vame line ZiWh MX\bUidge¶V diVVecWionV.  
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CHAPTER 4  

TRAVERSING THE PROMENADE: EXHIBITION AS A MISE-EN-CADRE 

4.1. Mise-en-cadre as a Narrative Construction 

Montage, as a well-worn term in the artworld, manifests its link with architecture by 

means of its filmic definitions. As explained in the third chapter, Eisenstein and 

Tschumi, use montage in order to unfold architectural experience in a way that the 

existing tools of architecture are not capable of doing by themselves. Although they 

make use of the term in different ways, the writings of Eisenstein and Tschumi 

together suggest a methodology, to re-read an architectural experience which 

embodies both a system of notation and a system of analysis. Re-reading an 

architectural space in the form of a montage sequence fundamentally dissects 

momenWaU\ cXWV fUom an ³aUchiWecWXUal pUomenade´211 and each cut carries a 

paUWicXlaU ³eYenW´, ³Vpace´ and ³moYemenW´ condiWion Xnfolded ZiWhin VepaUaWe 

frames. Each cut, containing the tripartite frames, functions as a single shot, and the 

complete promenade reveals a juxtaposition of successive shots, in which the 

UelaWional d\namicV µZiWhin¶ and µin-beWZeen¶, coUUeVponding Wo ³inWeUnal UelaWionV´ 

and ³e[WeUnal UelaWionV´,  geneUaWe a ceUWain ³naUUaWiYe´212.  

Having multiple connotations in diffeUenW fieldV, Whe WeUm naUUaWiYe UefeUV Wo ³Whe 

diVWincWiYe TXaliWieV of VWoU\Welling´ in a film VWUXcWXUe and ³Whe pUoceVV of Welling´ a 

ceUWain naUUaWiYe iV defined aV ³naUUaWion´213. In other words, a narrative reveals how 

 
 

211 Kleine, 94 
212 TVchXmi, ³PoVWVcUipW,´, XXVI. 
213 Oxford A Dictionary of Film Studies, s.v. ³naUUaWiYe/naUUaWion,´ acceVVed Ma\ 7, 2020, 
https://www.oxfordreference.com/view/10.1093/acref/9780199587261.001.0001/acref-
9780199587261-e-0460?rskey=HH7q3A&result=7 
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separate events, distinct or similar, are connected to each other. For instance, in 

TVchXmi¶V Transcripts, the narrative of the sequences appears to have multiple 

chaUacWeUiVWicV VXch aV ³lineaU´, ³deconVWUXcWed´ and ³diVVociaWed´ Zhich UeYealV 

weather the combination of separate frames is continuous, fragmented or 

disrupted214. Since a narrative, directly a narration, is generated with reference to the 

dialogue between the successive shots, it can be inferred that the architectural 

e[peUience iV Vhaped accoUding Wo Whe Xnfolded ³mise-en-cadre´. The WeUm mise-en-

cadre, aV e[plained b\ EiVenVWein, UefeUV Wo ³Whe picWoUial compoViWion of mXWXall\ 

dependenW cadUeV(VhoWV) in a monWage VeTXence´215. Therefore, the complete look 

towards the visual content of each shot, including an event, space, and movement 

condition, presents the whole architectural space as a mise-en-cadre and by means 

of the sequential juxtaposition it involves, mise-en-cadre appears as a narrative 

construction per se.  

4.2. Exhibition as a Narrative Construction 

The existence of an aUchiWecWXUal naUUaWiYe haV been a pUoWUacWed TXeVWion. Since ³a 

naUUaWiYe pUeVXppoVeV noW onl\ a VeTXence, bXW alVo a langXage´, Whe diVcXVVion of 

the viability of narrative in architecture expands into the linguistic discourse of the 

discipline. WithouW an\ elaboUaWion, Whe appUoach bUiefl\ indicaWeV Wo ³Whe 

aUchiWecWXUe WhaW VpeakV´ Zhich appeaUV aV a TXieW ³conWUoYeUVial maWWeU´.216 This 

leaves the presupposition of a sequential construction more concrete for the creation 

of a narrative. In a similar vein, e[hibiWionV, aV denoWed b\ Mieke Bal, ³b\ YiUWXe of 

Whe VpecWaWoU¶V moYemenW WhUoXgh Whe Vpace and Whe WempoUal VeTXenWiallity involved 

in Whe YiViW, aUe alZa\V Wo Vome e[WenW naUUaWiYe´217. Via the complete sequentiallity 

 
 

214 Tschumi, XXVI. 
215 EiVenVWein, ³ThUoXgh TheaWheU Wo Cinema,´ 16. 
216 Tschumi, XXVI. 
217 Bal, 72. 
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generated, the mise-en-cadre of an exhibition constructs a certain narrative. 

Moreover, it is revealed that although in an indirect way, the mise-en-cadre makes 

³Whe aUchiWecWXUe WhaW VpeakV´ poVVible b\ meanV of Whe YocabXlaU\ of monWage.  

In the Transcripts, it is indicated that event, space and movement can also be 

inWeUchangeable ZiWhin an inWeUnal UelaWion Zhich pXWV foUWh a ³poVW-structuralist 

TXeVWioning of Whe Vign´ WhaW appeaUV occaVionall\ aV in Whe e[ample ZheUe ³people 

are walls, walls dance the tango, and tangos run for office´218. By this way, it is 

acknowledged that the narrative is also shaped via the interchangeability within a 

single shot. In an exhibition, this comes into prominence because of the already 

intricate definition of the objects of display. Since the boundaries between a 

spectator, a spatial element or an artwork are re-defined for every single display, 

their relation appears as interchangeable per se. Thus, it can be inferred that the 

interchangeability of event-space dynamics, which is prone to appear frequently, has 

a considerable impact on the narrative that the unfolded mise-en-cadre of an 

exhibition expresses.  

4.3. ³SecWioning´ Whe E[hibiWion-scape: Unfolding the Mise-en-cadre 

The 16Wh IVWanbXl Biennial µThe SeYenWh ConWinenW¶ appeaUV aV a combination of 

separate units, containing the displays of various artists, in which the exhibition 

experience not only differs by virtue of the changing contents, but also regarding the 

curatorial approach on the promenade(s) created within the units. In this variational 

assembly, the units appear as repetitions of certain patterns regarding their spatial 

characteristics, and most of them are re-arranged and curated in a way to offer an 

³indiYidXal paWh´219 for the spectators. However, the unit reserved for the 

mXlWifaceWed aUWiVW g]lem AlWÕn, in Zhich Whe cXUaWoUial and inVWallaWion pUoceVVeV of 

 
 

218 Tschumi, XXVI. 
219 Kleine, ³PaUW 4,´ 239. 
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Whe diVpla\ inclXdeV Whe aXWhoU¶V acWiYe paUWicipaWion aV an aUWiVW aVViVWanW, pUeVenWV 

an exhibition-scape WhaW iV WUaYeUVed WhUoXgh a combinaWion of ³channeled´ and 

³VXggeVWed paWhV´220. (Figure 63,64) Since its movement path pre-conditions the 

spectator into a particular promenade221, iW iV poVVible Wo Xnfold AlWÕn¶V ZoUk, Zhich 

iV enWiWled aV ³Each MomenW iV a PoUWal´222, in the form of a montage sequence and  

make a reading of the resulting architectural experience by means of the unfolded 

mise-en-cadre. 

It was explained, in the third chapter, that a rhythmic structure is a combination of 

multiple rhythmic groups. Thus, in order to reveal the complete rhythmic structure 

of an exhibition, the whole process should start with distinguishing between the 

constitutive groups of the complete structure and making the connections in-between 

them visible. In other words, the exhibition space should be deconstructed into its 

spatial units which refer to the constitutive rooms. Each room corresponds to a 

separate sequence and all sequences are juxtaposed in the direction of the promenade 

Yia Whe µjXncWion poinWV.¶ A jXncWion poinW baVicall\ UefeUV Wo Whe connecWion locaWed 

in-between diffeUenW VpaWial XniWV YideliceW Whe UoomV. The ZoUd µjXncWion¶ noW onl\ 

 
 

220 Ibid. 
221 Stated by the artist g]lem AlWÕn throughout the disccussions of the installation process. 
222 Looking at the unfolded mise-en-cadre of the exhibition ³Each MomenW iV a PoUWal´ 
makes visible the operating devices that appear between the successive tripartites. However, 
it is important to denote that the space-object-visitor dynamics of the selected exhibition-
scape has a prevailing characteristics in terms of the relations appearing between its three 
constituents which was an essential criteria for the selection of this particular case. It 
manifests an intermingled composition which uses architectural space as a directive tool for 
constructing the promenade of the exhibition; posits exhibition objects as indeterminate 
formations in between objects and the architectural space; and utilizes spectators not only as 
visiting bodies but also as participatory objects that melt into the layout of the exhibition-
scape occasionally. Thus, acknowleding the transferences between the three constituents in 
the initial state, the exhibition holds an immense potential in terms of a filmic reading and 
selected as the case for this study.  
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evokes the act of combining a certain number of fragments, but also indicates a part 

which also includes the ongoing process. In other words, each room that constructs 

a sequence is joined to the bigger sequence via the junction points in which 

VeTXenceV keep pUoceeding. In Whe lighW of WhaW, Whe e[hibiWion ³Each MomenW iV a 

PoUWal´ iV alVo deconVWUXcWed inWo iWV VpaWial XniWV ZiWh UefeUence Wo Whe diUecWion of 

its promenade, hence UeYealV VeYen conVWiWXWiYe UoomV enWiWled fUom µa¶ Wo µg¶ and 

six junction points appear in-between them. (Figure 65)  

The operation of deconstruction is followed by the dissection of each unit along with 

Whe moYemenW of Whe VpecWaWoUV Zhich, b\ Whe acW, indicaWeV a ³VecWioning´ pUoceVV. 

The interval between each cut, more explicitly each shot, is determined according to 

Whe aYeUage VWUide lengWh of Zalking. In WhaW VenVe, ³a Vingle VWUide´ WXUnV inWo Whe 

³XniW of meaVXUemenW´223 for the distance between successive shots, videlicet, the 

intervals. (Figure 66) Via cutting, or sectioning, the exhibition space through its 

promenade, the successive shots are collected, embodying a certain event, space, 

movement dynamic, and unfolded into a mise-en-cadre.  

 
 

223 Enderson and Karmon, ³On FooW´. 

Figure 63. Plan drawing of the exhibition 
space, drawn by the author. 

 

Figure 64. Promenade of the exhibition space, 
drawn by the author 
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XniW µa¶ 

XniW µb¶ 

XniW µc¶ 

XniW µe¶. 

XniW µd¶. 

XniW µf¶. 

XniW µg¶. 

Figure 65. Exhibition space deconstructed into spatial units, drawn by the author 
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XniW µa¶  

XniW µb¶  

XniW µc¶  

XniW µe¶  

XniW µf¶  

XniW µd¶  XniW µg¶  

Figure 66. Sequences and shots of each spatial unit, drawn by the author. 
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Figure 67. Sequence µa¶, drawn by the author 

a1 

a2 

a4 

a3 

a5 

a6 
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Figure 68. Sequence µb¶, drawn by the author 

b1 

b2 

b4 

b3 

b5 
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c1 

c2 

c4 

c3 

c5 

c6 
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c7 

c8 

Figure 69. Sequence µc¶, drawn by the author 
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d1 

d2 

d4 

d3 

d5 

d6 
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d7 

d8 

d10 

d9 

d11 

d12 
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Figure 70. Sequence µd¶, drawn by the author 

d13 

d14 
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e1 

e2 

e4 

e3 

e5 

e6 
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e7 

e8 

e10 

e9 

e11 

e12 
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Figure 71. Sequence µe¶, drawn by the author 

e13 

e14 

e15 
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f1 

f2 

f3 

f4 

Figure 72. Sequence µf¶, drawn by the author 
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Figure 73. Sequence µg¶, drawn by the author 

g1 

g2 
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4.4. Transcribing the Unfolded: from Narrative to Narration 

³Here the separate picture loses its identity as such and becomes a piece of 
montage, an essential element of the whole which is the thing itself. In this 
concatenation of its separate but inseparable parts a photographic series 
inspired by a definite purpose can become at once the most potent weapon 
and the tenderest lyric.´224 

 
Giuliana Bruno renders EisenVWein¶V XVe of monWage WhUoXgh a ³filmic-aUchiWecWXUal´ 

pUomenade aV ³Waking Whe UeadeU, TXiWe liWeUall\, foU a Zalk´ and addV WhaW ³bXilW aV 

path, his essay guides us on an imaginaU\ WoXU´225. Referring to the whole 

organization of his essay, Bruno also emphasizes the textual narration of Eisenstein 

he builds in coordination with the narrative he unfolds. In a similar vein, the 

methodology used for the analysis of the exhibition ³Each MomenW iV a PoUWal´  

proposes a way of unfolding an exhibition experience by expressing a certain 

naUUaWiYe and a We[WXal naUUaWion, folloZing EiVenVWein¶V WUanVcUipWion of mise-en-

cadre inWo We[W. HoZeYeU, iW iV neceVVaU\ Wo emphaVi]e WhaW ³Veeing is not an activity 

divorced from the rest of consciousness; any account of visual art which is adequate 

to the facts of our actual experience must allow for the imbrication of the visual with 

oWheU aVpecWV of WhoXghW´226. Following Burgin, it is critical to point out that reaching 

a consensus regarding a complete experience of an exhibition is not possible via 

using a methodology as such. Therefore, it must be underlined that rather than 

imposing a certain narration, this methodology explores the extents of re-reading an 

exhibition by means of montage and the resulting narration, corresponding to the 

 
 

224 Laszl6 Moholy-Nag\ (1936) TXoWed in  AndUea NelVon, ³LiV]ly Mohol\-Nagy and 
PainWing PhoWogUaph\ Film: A GXide Wo NaUUaWiYe MonWage,´ History of Photography 30, 
no. 3 (2006): 258-269. 
225 Bruno, 18. 
226 Victor Burgin, The Camera: Essence and Apparatus (London: Mack, 2018): 52. 



 
 

127 

textual transcription, stands as an explanatory outcome of the unfolded mise-en-

cadre.  

4.4.1. Sequences 

SeTXence µa¶ inWUodXceV Whe fiUVW gUoXp of VXcceVViYe VhoWV Zithin the complete 

montage sequence. It starts at the area that binds the exhibition space to the main 

circulation path, which dominates most of the shots within the sequence. In sequence 

µa¶, Whe non-appearance of an event, which refers to the absence of an exhibition 

object, draws all the attention to the spatial dynamics. In this respect, the changing 

characteristics of space appears as the determining factor regarding the experience 

created throughout the complete sequence. Following that, from the shot µa1¶ Wo µa5¶, 

the asymmetrical composition turns into an almost symmetrical one and the initial 

µlong VhoW¶ gUadXall\ WXUnV inWo a µcloVe Xp¶. In a VimilaU Yein, Whe VhoWV XnWil µa5¶ 

embody a balance in terms of the elements included in the frames. However, both in 

µa5¶ and µa6¶, Whe enWUance of Whe e[hibiWion, Zhich appeaUV aV an open gaWe, fXncWionV 

as a frame in-between the exhibition space and the main circulation area. Therefore, 

Yia emphaVi]ing Whe e[hibiWion Vpace aV a ³fUamed YieZ´227, the frame itself becomes 

the dominant element within the composition. In the context of an architectural 

Vpace, fUamed YieZV ³fXncWion aV YieZV onZaUdV and backZaUdV WhaW negaWe Whe 

spatial and temporal isolation of the individual moment, allowing visitor to 

determine ZheUe Whe\ aUe in Wime and Vpace and oUdeU Whe elemenWV aUoXnd Whem.´228 

Regarding this description, it can be inferred that the framed view functions as a 

filmic ³flaVhfoUZaUd´229 by presenting a spatial section before physically being inside 

 
 

227 Kleine, ³PaUW 2,´ 97. 
228 Ibid. 
229 In film studies, a flashforward refers to presenting a portion of a film's narrative before 
its chronological order of its plot. Oxford A Dictionary of Film Studies, s.v. 
³flaVhfoUZaUd,´ acceVVed ApUil 27, 2020, 
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of its boXndaUieV. Along ZiWh WhaW, in µa5¶ WheUe opeUaWeV a ³VXpeUpoViWion´230 of the 

VpaWial XniWV µa¶ and µb¶. Finall\, Whe VhoW µa6¶, Zhich UefeUV Wo Whe jXncWion poinW 

beWZeen Whe VeTXenceV µa¶ and µb¶, UeflecWV a ³WUanVfeUence´231 regarding the spatial 

composition shifting from wide to narrow and complex to simplified. (Figure 67)    

The VhoWV of VeTXence µb¶ mainl\ inWUodXce Whe VpecWaWoU Wo Whe ³mXWe´ 232 

characteristics of the exhibition space which emphasizes the formal aesthetics of 

µZhiWe cXbe¶. SimilaU Wo VeTXence µa¶, Whe abVence of an e[hibiWion objecW leaYeV Whe 

VpecWaWoU ZiWh Whe UepeWiWionV of VimilaU VpaWial compoViWionV fUom µb1¶ Wo µb4¶, 

avoiding a dominancy of any element within the compositions. As a result of the 

repetitive shots, the duration XnWil µb5¶ appeaUV Wo be abbUeYiaWed233. However, in 

µb5¶, Zhich UeYealV Whe fiUVW encoXnWeU ZiWh an e[hibiWion objecW, Whe dXUaWion iV 

e[Wended. In oWheU ZoUdV, Whe appeaUance of an eYenW heUe geneUaWeV a ³gUand paXVe´ 

234, which is a term based in music expressing the hold or pause made within a 

compoViWion. In a VimilaU Yein, ZhaW alVo VWandV oXW in µb5¶ iV Whe conWUaVW cUeaWed Yia 

the juxtaposition of two substances: an intact wall without an additional element and 

a wall intertwined with the exhibition objects. Following the rules of transformation 

denoWed b\ TVchXmi, iW can be infeUUed WhaW µb5¶ pUeVenWV an ³inVeUWion´235 by means 

of the addition of an event to the already encountered spatial order. (Figure 68) 

 
 

https://www.oxfordreference.com/view/10.1093/acref/9780199587261.001.0001/acref-
9780199587261-e-0305?rskey=1BJbaT&result=2 
230 Superposition is described as one of the rules of transformations in Tschumi, 
³PoVWVcUipW´, XXV 
231 Ibid. 
232 Psarra, Architecture and Narrative, 15. 
233 Mieke Bal relates the pace of the moving spectator in an exhibition space with the 
amount of objects to dwell in and the dominancy they create within the space transpired by 
Whe VingXlaUiW\ oU plXUaliW\ of Whe objecWV in Bal, ³E[hibiWion aV Film´, 71-93. 
234 CoopeU and Me\eU, ³Rh\WhmV,´ 38. 
235 Tschumi, XXV 
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In Whe fiUVW VhoW of VeTXence µc¶ Whe VpecWator encounters with an event for the first 

Wime ZiWhoXW Whe appeaUance of anoWheU elemenW. FoU WhiV UeaVon, VhoWV µc1¶ and µc2¶ 

emphasize the isolated event-spectator encounter. This also indicates the operation 

of a ³diVVolYe´236, in terms of the disappearance of VpaWial elemenWV in µc1¶, Zhich 

coUUeVpondV Wo Whe jXncWion poinW beWZeen µb¶ and µc¶. HoZeYeU, Whe dominaWion of 

eYenW decUeaVeV b\ Whe VXdden UoWaWion of Whe VpecWaWoU. SWaUWing ZiWh µc3¶, Whe 

exhibition objects are viewed in relation with the remaining spatial atmosphere. In 

addiWion Wo WhaW, µc3¶ noW onl\ embodieV Whe cXUUenW VpaWial condiWion, bXW alVo 

involves the previous spatial unit within its composition. Regarding that, it constructs 

a ³flaVhback´237 via presenting the spectator a shot which chronologically belongs to 

paVW and e[peUienced befoUe. ThXV, in µc3¶ iW iV poVVible Wo peUceiYe Whe XniWV µb¶ and 

µc¶ in combinaWion ZiWh each oWheU Xnlike Whe pUeYailing chUonological oUdeU 

pUoYided b\ Whe pUomenade of Whe e[hibiWion. FUom µc4¶ Wo µc7¶, Whe pUomenade iV 

WUaYeUVed WhUoXgh a ³channeled paWh´238. The corridor like space creates a 

symmetrical composition and its constitutive elements, more explicitly the walls, are 

located both at the right and left wings of the channeled path. However, while the 

left one stays intact, it is observed that the right one is completely covered with an 

exhibition object. Although this creates a balanced composition regarding the space-

event distribution within the frames, it also draws all the attention to the right-hand 

side of the composition due to the placement of the exhibition object. Since the object 

is installed on the wall in a way to cover it completely, their separation turns into a 

unity. In other words, the object adopts the character of the wall and even goes 

be\ond WhaW Zhich eYokeV Whe ³JXU\fUeie E[hibiWion´ of KandinVk\. (1922) 

 
 

236 Ibid. 
237 The flashback shows events that have taken place before the present time established in 
a film structure. O[foUd A DicWionaU\ of Film SWXdieV, V.Y. ³flaVhback,´ acceVVed ApUil 30, 
2020, https://www.oxfordreference.com/view/10.1093/acref/9780199587261.001.0001/ 
acref-9780199587261-e-0305?rskey=1BJbaT&result=2 
238 Kleine, 239. 
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Considered as its earliest example in the artworld, by placing the canvases into the 

walls, Kandinsky achieves to transcend the physical boundaries created by the 

architectural elements239. (Figure 74) In other words, the placement of the exhibition 

objects in a way to coalesce with the walls enables the space to be perceived beyond 

the physicality it defines. The repetitive shots introduced throughout the channeled 

path creaWeV a µWenVion¶ XnWil Whe appeaUance of µc8¶. FolloZing WhaW WenVion, in µc8¶ 

WheUe appeaUV anoWheU ³gUand paXVe´ because of two reasons. First, the narrow space 

VXddenl\ diVVolYeV inWo a mXch ZideU Uoom. Second, ³Whe moVW pUominenW e[hibiWion 

objecW´240 iV encoXnWeUed foU Whe fiUVW Wime. AccoUding Wo WheVe, µc8¶, Zhich alVo 

appeaUV aV Whe jXncWion poinW beWZeen µc¶ and µd¶, inYolYeV boWh a ³WUanVfeUence´ and 

an ³inVeUWion´241 regarding the devices operated within the shot. (Figure 69)  

 
 

239 BaUU\ BeUgdoll and Leah DickeUman, ³VaVil\ KandinVk\ DeVignV foU Wall 
PainWingV,1922,´ in Bauhaus 1919-1933: Workshops for Modernity (New York: Museum 
of Modern Art, 2009): 122-129 
240 IndicaWed b\ g]lem AlWÕn throughout the discussions on the exhibition ³Each MomenW 
iV a PoUWal´. 
241 Tschumi, XXV. 

Figure 74. Kandinsky¶s Juryfreie exhibition, 1922 

Source: Bauhaus 1919-1933: Workshops for 

modernity, Barry Bergdoll, Leah Dickerman. 
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SeTXence µd¶ iniWiall\ VXbjecWV Whe VpecWaWoU Wo a plain Zall XnWil µd3¶, in Zhich a 

³jXmp cXW´242 occurs because of the complete change within the composition243. 

FUom µd3¶ Wo µd6¶ Whe VhoWV pUeVenW a peUfecW V\mmeWU\ UegaUding Whe VpaWial 

compositions and the dominancy of the event, which appears as the central element 

of the shots. Since the transparency of the object provides the spectator with a partial 

YiVXal compUehenVion aboXW Whe folloZing VhoWV, fUom µd3¶ Wo µd6¶ ³VXpeUpoViWion´ 

appeaUV aV Whe pUominenW deYice WogeWheU opeUaWing ZiWh a conVWanW µ]oom-in¶. AV a 

result of the zooms, the event gradually becomes more and more prioritized in each 

VhoW. In µd6¶, Zhich dUaZV all Whe aWWenWion Wo Whe eYenW, Whe eYenW inYolYeV Whe 

interplay of the spectator with the exhibition object. In other words, the moving 

spectator becomes a part of the event itself which by the unity it creates evoke 

KanWoU¶V ³bio-objecWV´244. Via the interference of the spectator, the object turns into 

a ³paVVage´245 which enables the promenade to proceed by passing through it. In this 

respect, the event itself turns into a spatial element, more explicitly a vertical 

separator, which corresponds to the second transitive act within the shots regarding 

space-event dynamics. As a result of these, it can be inferred that the duration extends 

in µd6¶. AfWeUZaUdV, µd7¶ UeYealV a VhaUp ³diVVolYe´ becaXVe of Whe VXdden change of 

Whe eYenW, bXW Whe onl\ deYice opeUaWeV afWeU WhaW iV a conVWanW µ]oom-in¶. The 

repetitive characteUiVWicV of Whe VXcceVViYe VhoWV beWZeen µd7¶ and µd14¶, e[clXding 

the operation of zoom, accelerates the moving process and results in a shortened 

dXUaWion. B\ Whe pending encoXnWeU in µd14¶ once moUe eYenW WakeV Whe lead and 

inWUodXceV anoWheU ³gUand paXVe´. (Figure 70) 

 
 

242 Ibid. 
243 Mieke Bal explains the effect created when combining completely different spaces in an 
exhibition as a VhaUp µjXmp cXW¶ Yia XVing a filmic YocabXlaU\  
Bal, 71-93. 
244 Kobialka, 358-359. 
245 Pablo LaUioV, NicolaV BoXUUiaXd, Bige gUeU, The SeYenWh ConWinenW-16th Istanbul 
Biennial Guide (Istanbul: Istanbul Foundation for Culture and Arts, 2019) 
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TXUning back Wo Whe UeYeUVe diUecWion, VeTXence µe¶ VWaUWV ZiWh a VhaUp ³jXmp cXW´, aW 

Whe jXncWion beWZeen µd¶ and µe¶, Yia UeflecWing a VXdden diVWincW compoViWion. UnWil 

µe8¶, iW folloZV a VimilaU VeTXence ZiWh Whe beginning poUWion of µd¶. HoZeYeU, Whe 

differentiation occurs via the non-transparency of the reverse side of the exhibition 

object. In other words, the repetitive shots gradually zoom-in to the object without 

an\ opeUaWion of a VXpeUpoViWion. AlWhoXgh µd6¶ and µe8¶ inYolYe Whe same interplay 

beWZeen Whe moYing bod\ and Whe e[hibiWion objecW, µe8¶ doeV noW geneUaWe an\ paXVe 

dXe Wo Whe acceleUaWion bUoXghW b\ Whe leaUned e[peUience. AfWeU µe8¶, Whe ongoing 

symmetry, within the compositions of the successive shots, changes. Starting with 

µe9¶, alWhoXgh Whe pUomenade VXggeVWV a ceUWain diUecWion, WheUe appeaUV a dichoWom\ 

in WeUmV of Whe YieZpoinWV: one diUecWV Whe e\e Wo XniW µc¶ and Whe oWheU Wo Whe 

Uemaining paUW of XniW µe¶.  In oWheU ZoUdV, alWhoXgh Whe pUomenade pUoceedV ZiWhin 

the given direction, the attention is drawn to the event re-pUeVenWed in XniW µc¶, Zhich 

UeVXlWV in a Vecond ³flaVhback´ beWZeen Whe VhoWV µe9¶ and µe13¶ Yia UeYiViWing Whe 

pUeYioXV VhoWV fUom anoWheU peUVpecWiYe. B\ µe13¶, Whe dichoWom\ diVappeaUV and 

ZiWh Whe ³jXmp cXW´ WhaW appeaUV in µe14¶, Whe Zhole aWWenWion iV focXVed on Vpace 

afWeU a long peUiod of Wime. In µe15¶, Zhich UefeUV Wo Whe jXncWion poinW beWZeen XniW 

µe¶ and XniW µf¶, Whe Zide chaUacWeUiVWicV of Vpace diVVolYeV Yia Whe appeaUance of a 

naUUoZ Uoom Zhich eYokeV XniW µb¶ UegaUding iWV VpaWial chaUacWeUiVWicV. In UeVpecW Wo 

WhaW, Whe definiWion of ³imaginaU\ paWh´ VhoXld be UeYiViWed Zhich coUUeVpondV Wo a 

paWh oYeUlapping Whe ³paWh folloZed b\ Whe e\e´ and Whe ³paWh folloZed b\ Whe mind´ 

and it denotes that an imaginary path can bring together distant moments belonging 

to different time and space conditions246. This overlap taking place in the exhibition 

enYiUonmenW iV inWeUpUeWed b\ GiXliana BUXno aV an ³e[peUienWial paWh inclXding acWV 

of memoU\´ Zhich UeYealV Whe opeUaWion of poVVible UeYeUVible pUoceVVeV in Whe 

exhibition space and expands the reading of the experience to the combination of 

 
 

246 Eisenstein, Bois, and Glenny, 116. 
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boWh ³Whe place of collecWion´ and ³Whe joXUne\ of UecollecWion´247. Regarding that, 

Whe ³filmic-archiWecWXUal pUomenade´248 aW µe15¶ bUingV back XniW µb¶ fUom iWV 

³mnemonic landVcape´249.(Figure 71) 

SeTXence µf¶, Zhich VWaUWV ZiWh a Vpace dominaWed VhoW, pUoceedV ZiWh an ³inVeUWion´ 

in µf2¶ Yia UeYealing Whe laVW e[hibiWion objecW Wo encoXnWeU on Whe pUomenade of the 

exhibition. From the beginning of the sequence, the exit of the exhibition is visible 

in shots which directs the spectator to the endpoint of the promenade. However, in 

µf3¶, dXe Wo Whe locaWion of Whe eYenW, a ceUWain poViWion iV impoVed Wo Whe spectator in 

Whe oppoViWe diUecWion of Whe pUomenade. AfWeU Whe laVW gUand paXVe µf3¶ geneUaWeV, 

µf4¶ fUameV Whe endpoinW of Whe pUomenade ZiWh a ³cloVe-Xp´. WhaW occXUV foU Whe 

fiUVW Wime heUe iV a ³VhoW-reverse-VhoW´250 which refers to the dialogue created 

beWZeen WhUee VhoWV and WZo oppoViWe VhoW compoViWionV: µf2¶ and µf4¶, facing ZiWh 

µf3¶. ThXV, Whe VhoW µf3¶, Zhich YieZV Whe compleWe oppoViWe diUecWion of µf2¶ and 

µf4¶, geneUaWeV a Vpecific dialogXe beWZeen µf2¶, µf3¶ and µf4¶ and emphaVi]e Whe 

distinctness of the compositions both in terms of event and space dynamics. (Figure 

72) 

The µfUamed YieZ¶ of µf4¶ Zhich pUepaUeV Whe VpecWaWoU foU Whe end of Whe pUomenade 

iV connecWed Wo VeTXence µg¶ ZiWh µg1¶, Zhich coUUeVpondV Wo Whe jXncWion beWZeen 

µf¶ and µg¶. In µg2¶ a diVVolYe opeUaWeV, and Whe e[hibiWion compleWel\ diVappeaUV fUom 

the shots. (Figure 73) 

 
 

247 Bruno, 3-4. 
248 Ibid, 20. 
249 Ibid, 4. 
250 Describes an editing technique in film studies that is widely used in dialogue sequences 
and sequences in which characters exchange looks Oxford A Dictionary of Film Studies, 
V.Y. ³shot-reverse-shot,´ acceVVed May 1, 2020, 
https://www.oxfordreference.com/view/10.1093/acref/9780199587261.001.0001/acref-
9780199587261-e-0637?rskey=rANe40&result=2 
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4.4.2. Rhythmic Structure 

The multi-layered system of the complete rhythmic structure of the exhibition is 

formed starting with the smallest rhythmic group which refers to a single shot 

composed of a certain event, space, movement condition. Since each of them acts as 

a Vingle ³inVWUXmenW´, WheiU Za\ of appeaUing ZiWhin a VhoW deWeUmineV Whe eiWheU 

³accenWed´ oU ³XnaccenWed´ chaUacWeU of Whe ³beaW´ Whe\ cUeaWe251. The accent level 

changes regarding the amount of impact they create in between a shot by the grand 

pauses, jump cuts, first encounters or major shifts they generate. Since each shot, 

including the tripartite frames, is articulated within an ordered system of notation, 

which functions as a ³Uigid UecWilineaU paWWeUn´252 or the base grid of the complete 

rhythmic structure, the beats are unfolded following the successive character of the 

shots. The second rhythmic groups are generated by the resulting beat of each shot, 

Zhich UeYeal a moUe Vimplified Uh\Whmic chaUacWeU of each XniW fUom µa¶ Wo µg¶. In a 

similar vein, bigger groups start to reveal more about the overall rhythmic data which 

starts to express each spatial unit with fewer beats. Regarding the repetitive 

characteristics of the groups, which might reveal certain rhythmic patterns, it is seen 

WhaW Whe gUoXpV inclXde ³XnifoUm´ and ³alWeUnaWing´ paWWeUnV, hoZeYeU, aV in almoVW 

eYeU\ comple[ Uh\Whmic VWUXcWXUe, Whe Zhole pUeVenWV a ³pol\Uh\Whmic´ paWWern253. 

Yet, more than identifying the patterns included, the rhythm analysis here rather 

brings an overall perspective towards the whole structure. In other words, it enables 

a comparison in between units, presents the accented and unaccented points of the 

whole experience of the exhibition, and generates an abstract understanding of the 

experiential shifts appearing on different scales. In that sense, it manifests a reverse 

operation towards the whole process that proceeds from the general to the specific, 

 
 

251 Cooper and Meyer, 6. 
252 Rasmussen, 127. 
253 Kleine, 232-233. 
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which ultimately enables a wider viewpoint and ensures a double-reading within the 

unidirectional methodology. (Figure 75) 

 

 

  

Figure 75. Rhythmic structure of the exhibition, drawn by the author. 
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CHAPTER 5  

                                                CONCLUSION 

The twofold condition that every exhibition culminates in, regarding the degree of 

integration it holds with the moving visitor, is a point of discussion in architectural 

discourse and it had been approached so far through the limited agenda of the 

³conWaining bo[´. QXeVWioning Whe inheUenW poViWion of Whe moYing visitor with 

reference to the contents of the architectural space provided the research, made on 

the subject, with stating the twofold condition. However, it remained deficient in 

terms of making a further statement about the arising architectural experiences of the 

exhibitions and brought the need to make use of additional disciplines. Adopting a 

cross disciplinary approach, this study aims to unfold the double reading of 

exhibitions. It propounds mise-en-scène and monWage aV Whe ³pUodXcWiYe 

meWaphoUV´254 to operate and their conceptual framework was used to decode the 

twofold condition of exhibitions in detail. 

As its initial resolution, the first reading unfolded mise-en-scène as a multifaceted 

term based in theatre and film. Learning from Arthur Paugin, Frank Kesler and 

Patrice Pavis as well as Doniol-Valcroze, Michel Mourlet, John Gibbs, Adrian 

Martin, David Bordwell and Kristin Thompson, the varying interpretations of the 

term, in both fields, were discussed and mise-en-scène was acknowledged through 

three main definitions: an arrangement of what appears within the boundaries of the 

stage/shot; a translation from theatrical play/script to the audience; a time-space 

construction that culminates in a viewer translocation. The study asserts that the 

definitions manifest certain operations which go beyond the containing fields; 

therefore, as a second resolution, the term was subsequently reintroduced in 

 
 

254 Bal, 72. 
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conceptual terms and revisited as an organizer, an interface, and, a separator. The 

research hereby transposes the term into a space-object construction regarding three 

aspects: an arranger of the objects of construction to/within the space of its 

construction; the concretization of an(y) text or idea within the boundaries the space 

of construction; and the alWeUaWion fUom a µpUe-conVWUXcWion¶ Wo a µpoVW-conVWUXcWion¶. 

The study expresses mise-en-scène aV Whe µXnificaWion¶ of boWh Whe objecWV inter se 

and Whe objecWV ZiWh Whe µWoWal Vpace¶ Whe\ aUe in. ThiV appeaUance of Whe WeUm ZaV 

reassessed through the examples of Constructivist stage design employed in theatre 

and film. Reviewing the productions of Alexandra Exter and Isaac Rabinovich, the 

research underlines the shift of mise-en-scène from two-dimensional to three-

dimensional approach brought with Constructivism. As a result of its alteration from 

µVXUface¶ Wo µVpace¶, mise-en-scène was propounded by this study, from every aspect, 

aV µWhe WoWal oUgani]eU of a concepWXal XniW\¶.  

Revisiting mise-en-scène in conceptual terms re-presented it as an architectural 

concept by virtue of the spatial operations it possesses and the vocabulary it deploys. 

This study manifests the pre-existing appearance of the term, as an architectural 

concept, in the context of exhibitions. Building on the assertion of Mieke Bal255, the 

study makes a re-reading of the initial condition of exhibition-scapes via using the 

conceptual framework of mise-en-scène, which has been encapsulated from every 

aspect. Final resolution of the first reading was made through decoding the 

exhibitions of EdZaUd KUaViĔVki256. In other words, the research reveals the 

UeVolXWion of e[hibiWionV aV an µoUgani]eU¶, an µinWeUface¶ and a µVepaUaWoU¶ WhUoXgh 

Whe Xnfolded e[hibiWion pUacWiceV of KUaViĔVki. The Vpace-object co-existence in his 

displays, presents itself from the link created in-between a single object and the 

Zhole Vpace; WheUefoUe, each of hiV e[hibiWionV ZaV idenWified aV a µWoWal 

 
 

255 Ibid, 71-93. 
256 Please see chapter 3 for the analogy drawn between the exhibition practices of 
KUaViĔVki and GUopiXV¶ Einheitskunstwerk. 
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oUgani]aWion¶. EVpeciall\ in Whe e[ampleV ZiWh Whe blXe Wape257, the study unfolds the 

interlocking structure that develops fUom a µline¶ Wo objecWV, fUom objecWV Wo ZallV, 

and fUom ZallV Wo Whe µWoWal Vpace¶. The WheViV inWUodXceV Whe cUeaWion of a 

µcompleWel\ neZ e[iVWence¶ in Whe Vcope of e[hibiWionV Yia indicaWing WhaW Whe µpUe-

conWe[W¶, ZheUe Whe e[hibiWion opeUaWeV on, is not limited to the space of the gallery. 

Rather, it was propounded that an exhibition can apply on a human body, a building 

oU naWXUe aV iWV Vpace of conVWUXcWion and geneUaWe a diVWincW µpoVW-conWe[W¶ oXW of iW. 

Regarding their ontology, exhibitions express thoughts and ideas within/into a space 

of construction. This study indicates, via the unfolded examples, that they can also 

construct intra-WUanVlaWionV, in alWeUnaWiYe WeUmV, YiVXal dXaliWieV ZiWhin WheiU µWoWal 

oUgani]aWion¶ b\ Whe XVe of Whe Vpace or the objects of their construction.  

The second reading initially encapsulated the term montage as a widespread concept 

in the artworld, especially in Soviet film. Examined through Cubism, Italian 

Futurism, Dadaism and Constructivism, with a critical approach towards its 

overlapping extents in collage and assemblage, the term was understood beyond the 

VW\leV and aUWfoUmV aV a paUWicXlaU Za\ of Veeing. BaVed on a UeaVVeVVmenW of ³XniW\´, 

the term advances the understanding of fragments and the complete production as 

separate entities. Although this approach possesses the expressions of the term in 

both tendencies of Soviet film, the study builds on the theories of Sergei Eisenstein 

and Dziga Vertov. Learning from their writings, the term was discussed as an 

³objecW-concepW mechaniVm´ WhaW opeUaWeV Yia adopWing a ³kino-e\e´ and declaUed a 

way of seeing, which enables reading the built environment via combining its 

fragments into a whole within a certain order, by reaching beyond the abilities of the 

human eye. UndeUVWanding monWage aV a ³pUodXcWiYe´ Za\ of inWeUpUeWing 

architectural space, the research highlights the studies of Eisenstein and Tschumi 

since they pioneered and represent the fundamentals of the approach. In order to 

make a further study, a collective conceptual agenda was extracted from their 

 
 

257 PleaVe Vee chapWeU 3 foU Whe place of Whe blXe Wape in KUaViĔVki¶V ZoUkV. 



 
 

140 

readings and elaborated in detail. The unfolded agenda presented both the concepts 

and the methodology of the approach. Thereby, a tripartite structure, consisting of 

event, space and movement, was highlighted together as the elements of architectural 

experience with the elements of montage (elements of filmic experience). Via 

elaborating on the tripartite structure, the study revisits the concepts in the context 

of exhibitions in order to transpose the methodology for the reading of exhibition-

scapes.  

RegaUding Whe pUominence of a ³mobile YieZpoinW´ in Whe Vecond Ueading, moYemenW 

was considered with priority comparing to the remaining concepts of the tripartite. 

The research embraced a trans-scale reading on movement in order to acknowledge 

its scaleless place from architectural space to exhibition space and it was discussed 

WhUoXgh Whe acW of ³Zalking´ fUom ³VWUeeW-Zalk´ Wo µe[hibiWion-Zalk¶. FolloZing 

Sergei Eisenstein, Le Corbusier, and Giuliana Bruno, the act of walking was 

diVcXVVed WhUoXgh Whe WeUm ³paWh´ and UeinWUodXced ZiWh UefeUence Wo 

(filmic)VXcceVVion aV an ³imaginaU\ paWh´, an ³aUchiWecWXUal pUomenade´ and an 

³e[hibiWionaU\ iWineUaU\´. The VWXd\ UeinWeUpUeWV Whe acW of ³Zalking´ aV a VXcceVViYe 

foUmaWion and e[pUeVVeV each momenWaU\ cXW pUodXced b\ Whe Zalking bod\ aV ³Whe 

diVVecWion of Zalking´ ZiWh UefeUence Wo EadZaUd MX\bUidge¶V phoWogUaphic ZoUkV. 

By each dissection, made on a certain promenade, a juxtaposition is created between 

the momentary shots, hence a montage sequence is created. 

OpeUaWing WhiV meWhodolog\, Whe UeVeaUch XnfoldV Whe e[hibiWion ³Each MomenW iV a 

PoUWal´ in Whe foUm of a monWage VeTXence. BXilding on Mieke Bal¶V XndeUVWanding 

of ³naUUaWiYe´, UegaUding Whe e[peUience of e[hibition-scapes in the presence of a 

moving visitor, Whe VWXd\ inWUodXceV ³mise-en-cadre´ aV Whe naUUaWiYe conVWUXcWion 

produced by the sequential expression of montage. By virtue of the visual dialogue 

generated in-between the frames of the montage sequence, the exhibition was re-

presented as successive event-space dynamics following its filmic promenade. It is 

revealed by the study that narrative does not only operate by the formal 

characteristics of montage and the content of the tripartite structure, but also utilizes 

the filmic rules of transformation and an overall rhythmic expression. In alternative 
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terms, the study introduces the term mise-en-cadre after learning from the 

oppositional frameworks of mise-en-scène and montage. Within the study, it appears 

as an in-between term between the two concepts since it brings together multiple 

mise-en-scène constructions in the form of a montage sequence. As a result of this 

tension created in-between the terms, mise-en-cadre defines a particular 

representation technique which is used in the study in order to construct a narrative 

for the examined exhibition-scape. Thereby, the resulting narrative, as an 

aXWonomoXV conVWUXcWion, µVpeakV¶ for the expression of the exhibition experience. 

Thus, via the second reading, the study aims to propound a way of seeing that is able 

to decode the experience of exhibitions, in the inclusion of a moving visitor, beyond 

what the representational tools of architecture and the human perception enable per 

se.  

The research introduces two distant readings of exhibitions. As these readings 

unfolded the twofold experiences, the study also aims to reframe the relationship of 

exhibition-scape and the visitor with regards to the oppositional framework of mise-

en-scène and montage. The first reading acknowledged the initial position of the 

VpecWaWoU ZiWh Whe acW of ³VWa\ing aW Whe WhUeVhold´ Zhich enables the perception of 

eYeU\ objecW WogeWheU ZiWh Whe ³WeUUiWoU\ WhaW occXpieV Whem´. B\ WhiV Za\, Whe 

research redefines the viewpoint of perceiving an exhibition in the absence of a 

moving spectator and specified the measure of integration established with the space 

of the exhibition. With the recognition of the second reading, this study reintroduces 

µWhUeVhold¶ aV a moYing ³(section)line´258 which is constantly repositioned by the 

movement of the spectator through the promenade. It is revealed, with reference to 

Whe filmic UefeUenceV, WhaW each UepoViWioning geneUaWeV a ³cXW´ in Whe e[hibiWion-

scape and UedefineV a neZ µWeUUiWoU\¶ ZiWh Whe fUame of WhaW cXW. FUom Whe fiUVW Ueading 

Wo Whe Vecond, Whe ³diVWanW´ and ³VWaWionaU\´ VpecWaWoU, YieZing Whe ³Zhole´ 

exhibition as an end-pUodXcW, VhifWed Wo a ³moYing´ VpecWaWoU geneUaWing inWUa-

 
 

258 Statement based on the diVcXVVionV ZiWh PUof. DU. A\úen SaYaú WhUoXghoXW WhiV VWXd\. 



 
 

142 

e[hibiWion ³fUagmenWV´ aV a pUoceVV. ThXV, Whe UeVeaUch noW onl\ caWegoUi]eV Whe 

architectural experiences of exhibitions according to the isolation/integration of the 

spectator, but also reformulates that opposition through the operation of architectural 

³VecWioning´. 

To conclude, enabling a comparative reading, the study reflects the transitive 

character of the conceptual frameworks of mise-en-scène and montage although they 

were approached in enclosed structures within the research.  However, the transitive 

positions of the terms become visible under the notion mise-en-cadre. The term not 

only made the second reading possible via providing a visual expression for 

montage, but also re-introduce mise-en-scène as a fragment of a successive whole. It 

is understood, via mise-en-cadre, that the frame of each cut, or section in 

architectural terms, corresponds to a separate mise-en-scène which exist in its own 

totality. In other words, each momentary shot embodies a particular mise-en-scène 

within the space of its construction, more explicitly within the total space of its 

frame. Although the area of operation is limited for the second reading, regarding 

Whe neceVViW\ of a ³VXggeVWed´ pUomenade, Whe UeVeaUch emphaVi]eV man\ Veminal 

contributions regarding the perception of exhibition-scapes and transcends the 

understanding of their architectural experiences beyond the agenda of the 

³conWaining bo[´. Moreover, the enhancive co-operation of mise-en-scène and 

montage brought the reconsideration of multiple acts and operations in the 

architectural space and unfolded their enactment in the exhibitions. It is important to 

highlight that the re-readings from mise-en-scène to mise-en-cadre expand the 

relatively small-scale exhibition-scapes in such a way that their unfolded experiences 

are elevated. For a future enhancement, this expansion can also be considered with 

reference to ³other visitors´259 within the exhibition-scape in terms of their impacts 

on the understanding of the experience of exhibitions since they not only become the 

 
 

259 SWaWemenW baVed on Whe diVcXVVionV ZiWh AVViVW. PUof. DU. Veli ùafak U\Val WhUoXghoXW 
this study. 
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objects of the exhibition but also have the potential to operate as the flexible control 

points along the promenade. As a further and final inquiry, a particular question may 

arise within the scope of this thesis via embracing a reversed viewpoint: could the 

twofold Ueading, ZiWh iWV oppoViWional fUameZoUk, pUoYide a ³pUodXcWiYe´ pUoceVV foU 

the design of exhibition-scapes and change the approach towards the composition of 

architectural space and the objects of display in the very initial state?  
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