
ANEXOS DOCUMENTALES

287

Cine documental de arquitectura. Construcción de la no ficción en la Villa Saboya, la Casa Burdeos y el Centro Rolex  
------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------



  
Créditos fílmicos 

 
Architecture d’aujourd’hui y Bâtir 
 
Año de producción 1931 
Duración   17’ y 13’ 
País   Francia 
Director   Pierre Chenal 
Cámara   Pierre Chenal 
Sonido   Albert Jeanneret 
Actores   Le Corbusier 
 
 
 
 

 
 

 
Villa Savoye 
 
Año de producción 1978 
Duración   22’ 
País   Inglaterra 
Director   Tim Benton y Nick Levinson 
Cámara   John Turner 
Editor   Rod Longhurst 
Productor  Nick Levinson 
Sonido   Amlcolm Campbell 
Producción   The Open University 
Presentador  Tim Benton 
 

 
 

 
Le Corbusier 
 
Año de producción 1987 
Duración   60’ 
País   Francia 
Director   Jacques Barsac  
Productor  Antenne 2, Gaumont, L’Ina, La Foundation Le Corbusier 
Editor   Christina Archambeaud 
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Savoye 
 
Año de producción 2004 
Duración   05’ 
País   Inglaterra 
Director   Matthew Roman  
Productor  Cinematic Mapping of Cambridge. Digital Studio Archive  
Cámara   Matthew Roman, Jacqui Hawkins y Ludvig Lohse 
Sonido   Randa Kirshbaum, Justin Flynn (NYC) 
Actores    Matthew Roman y Jacqui Hawkins 
 
 
 

 
 

Koolhaas Houselife 
 
Año de producción 2008 
Duración   58’ 
País   Francia 
Director   Ila Bêka and Louise Lemoine 
Productor  Living Architecture 
Cámara   Ila Bêka and Louise Lemoine 
Actores    Guadalupe Acebo 
 
 
 
 

 
 

Maison à Bordeaux 
 
Año de producción 1998 
Duración   20’ 
País   Francia 
Director   Richard Copans 
Productor  Les Films d’Ici, Arc en Rève 
Cámara   Richard Copans, Dominique Gallieni 
Sonido   Olivier Schwob 
Edición   Dominique Gallieni 
Actores   Rem Koolhaas 
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Caro Mio Ben 
 
Año de producción 2014 
Duración   3’ 
País   France 
Director   Stephan van Eende 
Productor  Columbia University GSAPP 
Cámara   Stephan van Eende 
Sonido   Caro Mio Ben 
Edición   Stephan van Eende 
Actores    Stephan van Eende 
 
 

 
 

Rem Koolhaas: a kind of architects 
 
Año de producción 2014 
Duración   98’ 
País   Estados Unidos - Alemania 
Director   Markus Heidingsfelder, Min Tesch 
Productor  Columbia University GSAPP 
Cámara   Stephan van Eende 
Sonido   Caro Mio Ben 
Edición   Stephan van Eende 
Actores    R. Koolhaas, C. Balmond, P. Ramos, O. Scheeren, R. Meier… 
 
 

 
 
Maarten van Severen: Addicted to Every Possibility 
 
Año de producción 2014 
Duración   61’ 
País   Bélgica - Holanda 
Director   Moon Blaisse 
Productor  Jules Debrock 
Co-Productor   Sander Verdonk y Denis Wigman 
Cámara   Jules Debrock y Evelien van der Molen 
Sonido   Evelien van der Molen 
Edición   Axel Skovdal Roelofs y Tom Denoyette 
Productor   CTM LEV Pictures y Pain Perdu 
Actores   Rem Koolhaas, Maarten van Severen 

 
 
 

290

Anexos documentales
------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------



 
 

If buildings could talk 
 
Año de producción 2010 
Duración   61’ 
País   Alemania 
Director   Wim Wenders 
Productor  Erwin M. Schmidt 
DoP   Jörg Widmer 
Estereógrafo  Alain Derobe 
Música   Thom Hanreich 
Sonido   Ansgar Frerich 
Edición   Toni Froschhammer 
Imagen Postproducción Cinepostproduction 
Sonido Postproducción DieBasisBerlin 
Actores   Kazuyo Sejima, Ryeu Nishizawa, Alain Derobe, etc. 

 
 
 

Le paysage interieur 
 
Año de producción 2010 
Duración   82’ 
País   Francia - Suiza 
Director   Pierre Maillard 
Cámara   Séverine Barde, Denis Jutzeler, Philippe Cordey 
Sonido   David Puntener, Christophe Giovannoni, Jürg Lempen 
Música   Michel Wintsch  
Edición   Karine Sudan 
Producción  CAB Productions SA, RTS Radio Télévision Suisse 
Productor  Jean-Louis Porchet, Gérard Ruey 
Productor Ejecutivo Jean-Louis Porchet  

 
 

 
Le Rolex Learning Center 
 
Año de producción 2012 
Duración   26’ 
País   Francia 
Director   Juliette Garcias 
Productor  Les Films d’Ici, ARTE France, Centre Georges Pompidou 
Cámara   Juliette Garcias 
Productor  Arte Éditions 
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Von: Jack Hogan / SANAA <jack@sanaa.co.jp>
Datum: 9. Februar 2010 08:13:14 MEZ
An: office@neueroadmovies.com
Kopie: Jack Hogan / SANAA <venice@sanaa.co.jp>
Betreff: For Wim Wenders - Venice

Antwort an: Jack Hogan / SANAA <venice@sanaa.co.jp>

Dear Mr Wenders

As you may know, Sejima is the director of this year's architecture Biennale, and I am an architect helping her with this project.  Our 

theme is 'People meet in architecture.'

We are currently finishing a campus learning centre in Lausanne, which houses a library, a language centre, offices, a café, a restaurant, 

and a hall in one open space.  It would be wonderful to make a beautiful short immersive short film of the building, with a view to 

exhibiting it in Venice - something between art and record.

The roof and floor undulate gently, with patios of different sizes and shapes located throughout.  The curves partition the room in a light 

way.  The building lifts up to allow you to walk underneath and enter at the centre from each side.  Activities are separated, but 

organically blending at the same time.  Please find some construction snapshot photographs attached.

We are big fans of your work, and hope that this is an undertaking that might interest you.  If so, please do not hesitate to contact me - I 

look forward to hearing from you.

With Best Wishes,

Jack

Jack Hogan

Kazuyo Sejima + Ryue Nishizawa / S A N A A

1-5-27, Tatsumi, Koto-ku

Tokyo, 135-0053, Japan

T +81. 3. 5534. 1780

F +81. 3. 5534. 1757

Correspondencia SANAA y Wim Wenders
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Análisis gráfico

Batir (Pierre Chenal, 1931)
Escena en Citroën Garage (Laprade y Bazin, 1929)
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cinema rem koolhaas
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en Cité Frugès (Le Corbusier, 1922)
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cinema rem koolhaas

architecture Wim Wenders

2
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en la iglesia de Notre Dame de Raincy (Auguste Perret, 1923)
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cinema, villa savoye

cinema, Sejima, SANAA

cinema, Le Corbusier
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en Sainte-Therese de Montmagny (Auguste Perret, 1925)
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cinema rem koolhaas

architecture Wim Wenders

Benton

2

1

V

Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en el conjunto residencial (Mallet-Stevens, 1926)
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en Calle Mallet-Stevens (Mallet-Stevens, 1926)
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en la Villa Church (Le Corbusier, 1928)
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Architecture d’aujourd’hui (Pierre Chenal, 1931)
Escena en la Villa Church, pabellón de invitados (Le Corbusier, 1928)
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cristales

Koolhaas Houselife (Bêka y Lemoine, 2008)
Capítulo “Cristales”
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cinema, SANAA, Sejima

cinema, Le Corbusier

1

Escena  9
Todas las cuestas

Koolhaas Houselife (Bêka y Lemoine, 2008)
Capítulo “Todas las cuestas”
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cinema rem koolhaas

architecture Wim Wenders
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Autómatas
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Koolhaas Houselife (Bêka y Lemoine, 2008)
Capítulo “Autómatas”
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Escena 18

Se va a caer
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7

Koolhaas Houselife (Bêka y Lemoine, 2008)
Capítulo “Se va a caer”
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If buildings could talk (Wim Wenders, 2010)
Escenas 5, 18, 20, 23, 24 y 29
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If buildings could talk (Wim Wenders, 2010)
Escenas 4, 11, 21 y 28
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Entrevista con Tim Benton – Londres, 14 enero 2013 
 
 
 
Ramiro Losada Amor – This is my PhD. It researches 
about what is the best tool to portray architecture. For 
many years, it was said that cinema was the best tool for 
Modern Architecture (Le Corbusier, in particular). But the 
documentaries that were filmed in the 1930s did not give 
more that the photographs of that time. They were simply 
moving photographs. 
 
Then, the postmodernism architects (Rem Koolhaas, 
Herzog de Meuron, Frank Gehry, etc) designed buildings 
where processes and strategies were more important than 
the spaces themselves. In this new kind of space, the 
photographs do not adequately portray the buildings. 
Classic architectural documentaries do not either. But 
there were a few documentaries that had another 
approach towards architecture that better reflected the 
reality of these buildings; Living Architecture was the most 
visible example of this type of documentary. 
 
In more recent years a kind of architecture has surfaced 
that is similar to the landscape of The Rolex Center in 
Lausanne. In these buildings neither photographs nor 2D 
documentaries have been able to capture the essence of 
the spaces. Wim Wenders has gone further in architectural 
documentation by filming these spaces with 3D 
technology. The 3D films provide an incredible experience 
of these landscape-spaces and demonstrate that in 
certain buildings 3D technology is the only one capable of 
capturing the architectural experience. 
 
Tim Benton – Really interested. For me the most interested 
part is Le Corbusier buildings. If you take literally 
professional promenade as if you were to film it’s just a 
naïve idea…it was a hypothesis…as I said, it doesn’t 
work. Nevertheless, it doesn’t mean to say that the way we 
presented the building was a failure…Subjective 
shots…There is a problem about the language of cinema, 
the technique…first 16mm and 35mm…that could be 

taken off the tripod…up until 1934 cameras, whether 
35mm or 16mm, had to be shot with a tripod because you 
had to turn the handle. There were two cameras, the 
American invention I think…Russia…in 1934 was the first 
to develop a spring wire camera, take about 20 seconds a 
shot. First camera you could use handheld. 
 
TB - So, you ask the question…pretty much based 
on…the style of the sequence is a series of static shots 
with [jumpers], as you say. But if it’s true that he used the 
kinamo. he didn’t have to do that; he could have done 
handheld followed shots. That’s an interesting technical 
question for you to follow up. Have you seen the Chenal 
written biography? No, he wrote a book, which is on his 
own work. You have to find that. I don’t know if it’s in 
France somewhere. I haven’t read it myself, but I know 
that it exists. In this book, he talks about the kinamo 
camera. He shot a number of films. The kinamo is very 
interesting because it was invented by Emanuel Goldberg 
a Russian engineer whose came to Germany, he was 
Jewish, to escape Russia during (just after) the first World 
War came to Germany in the 20s. He invented this 
camera, he was (the camera was) then bought by ICA, the 
biggest camera manufacturer in Germany. He was put in 
charge of the department of ICA in Dresden making movie 
cameras. He developed this, Joris Ivens, famous Dutch 
documentary, he found out about this and he actually 
went to work with ICA, actually making these films. He 
became one of the great early documentary filmmakers. 
Very left wing communist. He shot for example a film 
called Misère au Borinage which you can find on the web. 
This is a documentary about striking workers in the 
Belgium mine fields. This was shot in 1927 or 1928, here 
you have handheld views of workers meeting, talking and 
so forth. This was the kinamo camera. Chenal did also 
some documentaries imitating Ivens. 
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TB - The fact that he shot on tripod is a choice he made, it 
wasn’t that he was forced to do it, that’s something that’s 
interesting. In fact I think you can find handheld shots, for 
example on the roof of the church where you have the 
women exercising. I mean, that’s a handheld shot. 
[Showing the example of the documentary, talking about 
what’s handheld vs. tripod]  
 
TB - The other thing before I forget, you must find the 
thesis James Ward found it in NYC  
 
The other person you should talk to is Francois Penz. He’s 
at Cambridge University, he’s written lots of articles, and 
he did a very good conference on film and architecture in 
Cambridge a long time ago, 10 or 12 years ago. There 
was also a recent conference that he put on with an Italian 
whose name escapes me, which was actually this last 
year in 2012 at Cambridge, photography, he’s very good.  
 
RLA - You have been speaking about the kinamo camera, 
a technique that’s very interesting. For me, it’s not a 
picture, but it’s a cinema? something in between.  
 
TB - This is very interesting, very complicated. Le 
Corbusier was a master manipulator of photographs. He 
used to photograph all his life for his publications, paid a 
lot of attention. He recognized that cinema is in one 
sense, he exaggerated, more truthful because you can’t 
change an image in cinema the way you can change a 
photograph. In a photograph, you can paint out the bits 
you don’t want. You can manipulate the contrast. You’ve 
got a lot of control over the angle, you can make it vertical 
or horizontal. There’s a huge amount of control the 
cameraman has for a still photograph that is not available 
to the cameraman. The cameraman is shooting horizontal 
image 3x4 low definition typically from a tripod of buildings 
which are typically vertical. And it’s difficult from beginning 
to end, it’s difficult. So, you can’t take a single view of a 
building typically with a handheld. Cameras in those days, 
they didn’t have wide-angle lenses, you could only get a 
building in even minimally by panning and moving. So, 
that’s the first problem. But, Le Corbusier wrote an article 
that you need to read called l'Esprit de Verite written about 
1931 or 1932 based on his experience, he wrote it, but it 
wasn’t published. If you email me, I’ll send you a copy of 
the manuscript. It’s a piece saying how film is finally 
truthful because it shows things as they really are. 
Anybody like you who knows about film knows that that’s 
a long way from the truth, you can strike reality through 
montage, you can make anything happen. He was in the 
first enthusiasm of seeing Chenal work…this is what he 
says. 
 
TB - What’s so interesting is that in 1936, Le Corbusier 
himself bought or was given a movie camera. And he shot 
film with this movie camera. And that film shows he had 
learned nothing from Pierre Chenal or Dziga Vertov or 

Sergei Eisentein. The sequence of the film he shot are 
unusable because what he does is he stands in front of 
the scene and he kind of paints it like this, tries to get it all 
in, which is exactly how film doesn’t work. You have to 
construct reality out of a series of shots.  
 
RLA - In Brazil, right?  
 
TB - Yes, but more at home…at his mother’s house. It’s 
very important to understand what he says about cinema, 
that it’s based on a complete misunderstanding of the 
way cinema works. And, I mean, you know, Chenal was 
already a proper filmmaker. Although, as you say, the film 
AA has faults. It’s amateur. But you have to ask why. And I 
think a lot of the faults come from the relationship of 
Corbusier. For example, if you draw attention to the fact 
that this developing sequence of the car arriving…it’s one 
shot and then jumps to another shot…Corbusier followed 
the car, and he didn’t know how to do that. The other thing 
that you draw attention to which is very interesting is that 
there is a more or less credible sequence which follows 
the car up to the point where Corbusier gets out and then 
there’s a break and why was that a break? I think I know 
the answer. Corbusier is saying you’ve got to get the five 
points of new architecture, so those shots looking up and 
then from inside are explaining the five points of the new 
architecture – the free plan, the free façade. [Explaining 
sequence while looking at the film together] 
 
TB - And you can follow the sequence, it’s the same car, 
and you cut to another shot and there he is getting out of 
the car. It’s not very good, but…and then instead of 
following him going up the stairs, let’s look now very 
carefully at what happens next…the greenery…that’s the 
garden view…what this is showing is the free façade, and 
then we’re going to see a view looking up…the long 
windows for ventilation…this is all about the free 
façade…this is like Corbusier saying you’ve got to get this 
in…again the horizontal windows…you have to remember 
at that time it was very shocking. Then we’re going to see 
a view inside. There’s the view out as well, going around 
the corner, the greenery. The relationship with the 
greenery. This is the pilotis, so this is all architectural 
theory imposed on the filmmaker, which interrupts the 
sequence. Then we pick it up with him there and now we 
go back to the terrace.  
 
RLA - But for me it’s a little bit strange because Le 
Corbusier was so strong influence, Chenal was the person 
who knew about the cinema, and Corbusier didn’t follow 
him.  
 
TB - Chenal was young and also was an architectural 
client. Again, you have to read his biography because 
Chenal says architecture is very difficult because a 
filmmaker needs continuity, needs to follow people, and 
architecture is static. And in this manuscript that Corbusier 
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wrote he acknowledges that, he says it’s very difficult for 
filmmaker to represent real things, buildings, and not 
stories. Cinema is filled with nonsense about stories. 
 
RLA - My question is…it’s difficult because this building is 
very difficult. But for example, Wim Wenders two years 
ago, filmed perfectly in the Rolex Center. 
 
TB - Yea, but Wim Wenders a great filmmaker, he’s turning 
his intention to architecture later in his career, he’s done 
lots of other things. I’ve made 40 films of architecture for 
the university, it’s difficult. Everything’s difficult about it. 
The format is horizontal. One of the things, for example, 
that’s very interesting I had working with BBC film crews 
and with university BBC producers, like Chenal they’re 
constantly looking for continuity through people. So, they 
want somebody, me or somebody else, to be the 
continuity, to be the story. I was constantly trying to fight 
that because if you’re filming always with someone always 
in the way you can’t see the building. I was saying you 
must be able to create a language of film for architecture 
that doesn’t need the back of somebody to take you from 
one thing to another.  
 
From my point of view, there’s a historian. The films I 
made for the university were academic, they were trying to 
make architecture points, explaining the building. And if 
you’ve got only 24 minutes, you want to show the building 
so the students can understand the building. To do that, 
what you want is something like a kind of complete virtual 
reality moving through the building, creating a view of the 
building where you know where you are. With architecture, 
the simplest of things is difficult, the reverse angle where 
you take a view that way and then you take a view that 
way. There’s a thing about crossing the line. It’s very, very 
difficult to construct a series of shots one to the other to 
the other without a person where you know which way 
you’re looking and you get a sense of development. It’s 
extremely difficult. 
 
RLA - The question is why do you want to film in a 
building? Because you want to recreate the emotion of the 
feeling when you’re in the building.  
 
TB - This is something I’d want to defend about my films 
and all the films I’ve done, my idea wasn’t quite just giving 
the impression of the building to the viewer. I’m a teacher, 
I’m trying to teach Corbusier’s intentions and I’m trying to 
compare his intentions with what the viewer sees. I’m 
trying to on one hand teach Corbusier said he was doing 
and exemplify it, and at the same time give the basis for 
the viewer to criticize it. So, the promenade idea was part 
of the idea was to show that the promenade is a 
metaphor, it’s not really real, it’s not true, it’s not literally 
true. If you take the subjective viewpoint and walk through 
it is boring…and the sense of space that we have with our 
peripheral vision is not there. So, to create that sense of 

space, you have to do something different, which is to use 
the skills of cinema of montage to build up.  
 
RLA - It was very difficult to film the promenade in the 
Corbusier house or buildings. two points, on one hand it’s 
impossible, but we also have to find a technique.  
 
TB - For example, there’s a great advantage…very few 
walls…it makes it much easier. It’s not only walls…with 
the Bordeaux house with the people that clean the house, 
they have walls, but they follow the person, and you can 
understand very well the house.  
 
TB - I’d like to discuss that with you…I think certain things 
come out quite well and certain things don’t. That method 
of following the servant is something that goes back to 
Paul Wolf probably in 1927 or 1928…he did a film of the 
Bauhaus buildings following the servant as well. And that 
again it’s good because it shows certain things very well, it 
shows the kitchen very well, it shows the functioning of the 
building really well. The problems of the modern house 
typically are too many windows and it creates big contrast, 
and the film is particularly bad at that. It’s very difficult to 
point a camera towards a big window, and everything else 
goes black. So, but nevertheless there’s a real human 
problem, the reason a lot of ordinary people say that 
modern architecture is, especially that architecture of the 
20s and 30s, is cold is that there’s this bright light coming 
in which falls off very rapidly and creates a dark edge. All 
the art of the photographer is by manipulating the 
negative, using various things, light, to counterbalance 
that. You can’t do that in film. 
 
TB – From a historic point of view the first project was very 
programmatic, it was one function for each façade, four 
facades, and they had one function each. One façade was 
the salon/dining room, the other was the kitchen, the other 
was the bedroom and the other was the terrace. As built, 
they’re muddled up, so you have the living room, dining 
room and kitchen on the same side and then two 
bedrooms around the corner…and that makes it much 
more complicated.  
 
RLA - How was the communication? In the first plan, there 
was also a ramp? In second and third there was a stair.  
 
TB - The first there was a ramp, but the ramp was hidden, 
it wasn’t part of the design. The service staircase was 
hidden. So, the ramp was the only available means of 
circulation for the noble people. Now the spiral staircase, 
which creates this dualism. Meant to be a service 
staircase, but it obviously isn’t because it’s a beautiful 
form. So, you have a choice between the ramp and the 
staircase, horizontal and then the vertical, and that’s a 
choice, you can go up either. It’s not that the servants go 
up the spiral staircase and the noble people go up the 
ramp. So, that makes it I think more interesting, but it also 
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makes it confusing. The separation between the horizontal 
and the vertical is now ambiguous. 
 
TB - I happen to think that Corbusier was somebody who 
thought in radical and sort of separatist terms – divided 
things up, black and white, servants, noble. But he had an 
artistic sensibility to recognize that actually the rational 
solution isn’t always the most interesting. All of his 
buildings, every single one of his buildings there’s a 
movement from a Cartesian, rational, separation of things 
to a more mixed, complex, human variety of things. And 
the result is, there is no program left, the program is gone. 
The program that defines the circulation in one way was 
gone. There are now two circulations. The basic 
architectural program separation from the servist to the 
serviced is gone. You wash your hands at a wash basin 
for the public, that’s a major mistake in architecture…, but 
it’s very interesting because you see this beautiful…in the 
middle of the space. So, you have these kind of 
sculptures…which make the…what it is, which are all 
mistakes in terms of the original production. And in terms 
of photography and film, and even more for film, this 
creates a fundamental problem. You’re left with a decision 
whether to follow a rational argument…what we did as an 
exercise, which is a mistake. What we actually did, we got 
into the vestibule…we break the promenade and turn the 
camera around and pull the camera back up the ramp so 
that we see…not to do so is a crime. 
 
The difference between architectural rationality and the 
sensuality of experience are in conflict, and these conflicts 
are exposed by any attempt to represent them, whether 
it’s photography or film, or any kind of rational explanation. 
He really is somebody who made art have a contradiction. 
The other thing I think you need to think about a little bit is 
the fashion of film as the medium of the XX century, it’s an 
ideology which has to be taken with a pinch of salt, as an 
expression of it’s time. When [Gideon] says, the film 
is…he knows nothing about film…if you look at that 
finishes with a scenario for film, look at that carefully, that’s 
a high constructivist scenario for how to make a modern 
movie, it’s a million miles away from rational expression, 
it’s constructivist work of art, with all sorts of things 
working in opposition to each other, rhythm, music, light, 
sound. It’s a construction of a sort of fragmented reality. 
The idea of that being…the whole argument for 
saying…the early avant garde were doing the equivalent of 
cubism is an extremely important expression of 
modernism. The film, the ordinary, realistic mode that 
Chenal worked in is just not part of this, which is 
something completely different. 
 
RLA - The cinema is the medium of the XX century 
because it started at the end of the XIX century. And this is 
the medium we have now. Maybe in the future we have 
hologram; we can create 3D things in our mind. We need 
to try with that medium. We already tried with 

photography, now we need to try with that one. And in the 
future, we can try something else.  
 
TB - Are you really arguing that film is the medium of the 
XXI century as opposed to painting or…? I think behind 
the idea of film…you need to have a revolution…that 
matches the revolution. It’s not possible for art or painting 
with an oil brush to be completely revolutionary because 
the means of the brush are not revolutionary. You need to 
have something like…or film or photography because 
that’s a modern medium. That’s a particular ideology, it 
has to do with the whole mythology about the machine 
age, which boomed in the 1920s, which we don’t believe 
in anymore, we’re not interested in machines in the same 
way. We’re perhaps interested in multimedia and things 
like that, but that’s very different. So, when Gideon or 
Corbusier talks about films…it’s because they’re brought 
up to feel that the machine age, the machinist age, 
requires a machinist art form. And they’ll say that even if 
they don’t understand what it means to produce machinist 
art in the way that…did it…all these people.  
 
RLA - So, maybe finally cinema is not the medium for 
Corbusier, it was just because it was in fashion… 
 
TB - 90% of everything that Corbusier wrote about 
architecture is about vision, about two dimensional, static 
vision. It’s about the balance of light and shade, 
volumes…it’s a classic, artistic, static representation 
of…aesthetic control. Almost everything to do with 
filmmaking, to do with Chenal’s film, for example, would to 
Corbusier be unacceptable because you don’t see the 
volumes limited in space perfectly represented. The image 
isn’t very sharp, it’s moving, it’s unclear, all these things. 
So, when he’s talking about film as a result of working with 
Chenal, this is a short-lived interest of his. The fact that he 
never published the article is interesting. You won’t find 
anything in…in favor of film as a medium. So, this was a 
very short-lived…between 1930-1931 when he worked 
with Chenal he showed the film in his lecture tour in 
America and perhaps in some other locations. And it was 
a good way…I can’t believe that he was satisfied…and 
nothing in his writing would suggest that…and nothing in 
his own… is the key thing. Finally got a camera and he 
could take film, he didn’t know how to make film. I’ve been 
through all these things. There are two sequences where 
he tries to put a sequence of images together in a way 
that…, but he had no understanding of a film’s montage. 
 
RLA - He was speaking with Eisenstein in Moscow. They 
were speaking about the montage, but also about the 
building that Corbusier built and Chenal filmed. 
 
TB - Corbusier he tried to make, a piece where he writes, 
where he says we have in common this desire to make 
poetry out of reality or something like that, but that’s as far 
as it goes. That’s just words. I don’t think he understood 
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the basics of the grammar of a film. How you put together 
a 30-second sequence and…20 shots…I don’t think he 
had the first idea how to do that, otherwise it’s difficult to 
understand why he does expensive cinema...There’s one 
sequence when he gets off…in Brazil and he takes a 
traveling shot like that to discover…takes another shot 
from up the side of him, makes a good cut, and then 
takes a shot looking up the tower with some people 
working in it and that’s it. That and there’s another 
sequence where he shows people…walking from right to 
left and then he picks them up coming again from right to 
left outside and then…those are the only two 
Corbusier…out of all of the shots that he took. 
 
RLA - The sequences of this thing are only 3 sequences, 
no more. It’s again, for Corbusier it’s like that.  
 
TB - I would say he’s not…I think in terms of designing 
buildings for the experience of the visitor, I think he’s 
amazing. To walk through…is a fantastic experience in 
reality because there’s constant discoveries, but it’s not 
something that translates into film very well. This is just a 
different thing. Because, probably you could do with a 
steady cam now and very wide angle lenses and 
huge…that you have in…you could probably do a walk-
through of…and get a fantastic experience in that space if 
you’re really, really careful, not pointing the camera at the 
bright lights and so forth.  
 
RLA - And for example, they tried to film Corbusier 
buildings like…like a photographic camera, it’s not good, 
it’s the same you can show with a picture. Corbusier one 
of the most important architects of the XX century, but 
there isn’t a filmmaker who films these buildings well.  
 
TB - I don’t think there is and I’d love to work with a 
filmmaker to try and do it. 
 
You have to pass a barrier. There’s always a barrier. He 
draws attention to this, for example, describing…already 
this is in 1910…there’s this big staircase, waterfalls and 
things, and at the bottom there’s a big hedge with steps 
you see the vista, so you have to go around the hedge 
before you can see the vista, this is what’s fascinating to 
me.  
 
RLA - It’s like in Athens. Le Corbusier speaks about 
Athens with the promenade to arrive there. He was there 
with a…book. This is a different skill, landscape and 
housing.  
 
TB - The…is another thing, which is very interesting. There 
are some sketches he did in June of 1926 when he first 
explores, you can see this, do you have my book about 
the villas, the new version? It was re-published in 2010. In 
that new version there’s a post at the end and I have a 
section on…where I changed things. I talk about these 

drawings there, drawings about the site. He draws 
attention to the fact that here there are two pine trees, so 
he says the entrance has got to be off to one side…So, 
you come in and you have to turn them around. That 
again is part of the same thing, creating a discovery out of 
a relatively small space. Symmetry of the façade until you 
come around the corner.  
 
RLA - For me this is Parthenon, it’s the same thing at that 
point. The scale of this is like a house, a small scale, you 
can do this same thing.  
 
TB - Architecture is metaphor. For him, this is the 
Parthenon. The house is a palace. The job of the architect 
is to create…is to create great architecture and scale in a 
sense doesn’t come into it…you have to do your best to 
create a total sensation. That’s what he’s trying to do. 
That’s what makes him a great architect, that he’s trying to 
make something big out of something small.  
 
RLA - I can see all these things  
 
TB - Who is your director of studies?  
 
RLA - Emilio Tuñón and Milla Hernández Pezzi my idea is 
to finish soon. But after this conversation I don’t know if I 
need to continue with research. I’m really interested in 
these things. I don’t know if there are a lot of thesis or 
researching about these issues.  
 
TB - No, I don’t think so.  
 
RLA – Thank you very much for your time and for sharing 
all your knowledge. I learn a lot to continue with my PhD. 
Thank you very much. 
 
TB – It’s was a pleasure. You have a really interested 
investigation. I´d like to see the evolution of your work. 
Please, send me the article that you are writing and a copy 
of your PhD when you finish.  
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Entrevista con Tim Benton – París, 20 abril 2014 
 
 
 
Ramiro Losada Amor – Thank you for accepting another 
interview.  
 
Tim Benton – Have you been in Villa Stein as you told me 
by email? 
 
RLA – Yesterday I was there. 
 
TB – Did you go inside? 
 
RLA – Yes. When I was outside I met a person, who lives 
there and he invite me to go in. He’s an interior designer. 
He told me that there are 4 families inside. They divided 
the house in four flats and he lives in one of them. 
 
TB – It’s actually done modern design inside. It was where 
the bedrooms were, I can’t remember which bedroom it 
was. Originally there were bedrooms, but now it’s been 
opened up. What is a great pity, it’s a shame, is the 
garden because the ground floor is also sub divided? The 
people who live in the sides of the terrace created a 
hedge to separate out the garden, so when you look from 
the garden towards the house the whole view is spoiled by 
this hedge. It’s a shame. 
 
RLA – The perception in the site and in Architecture 
d’aujourd’hui is totally different. Chenal. It was Chenal a 
good director in that moment? 
 
TB – Chenal had done several documentaries. Do you 
know what they’re like? These other films? I haven’t seen 
any of his other films. 
 
RLA – I have watched Paris Cinema. 
 
TB – Presumably, Chenal filmed with a 35mm. There was 
a 35mm Kinamo because normally the Kinamo K19 is a 
16mm but the first Kinamo were 35mm and they’re twice 
as fast, it’s fist-sized. Have you seen a Kinamo? They’re 
very nice. They’re very limited. They’re sophisticated in 
some ways. They have no focus, just very simple focus. 
They do have complicated speeds, so Kinamo definitely 
has 64 and 25 and 16 frames a second and even 8 frames 
a second. It would be interesting to know whether he used 
the faster speeds…if you want to do a handheld hand 

without the steady cam, just double the speed and that 
smooths it out. I don’t know what he used. 
 
RLA – Also, Joris Ivens. He was one of the most important 
filmmaker who used that camera. 
 
TB –He used the Kinamo for that because it allowed him 
to get candid shots with people, with workers, miners. This 
is about the mining property in the mining district. The 
worker’s movements. 
 
RLA –Yesterday at Fondation Le Corbusier I was looking 
for the correspondence in between Chenal and Le 
Corbusier. And there is an article in which Le Corbusier 
explains that Chenal sent him a letter asking the possibility 
to film in his project. Do you know how was the 
relationship? How was the person that initiate the idea of 
the film? Was the first idea by Andre Bloc 
 
TB – Yea, I think so. 
 
RLA – I read that Andre Bloc and his magazine started the 
idea. But I didn’t find any article or mention in 
L’architecture d’aujourd’hui. I read that Andre Bloc 
redesigned his life after meeting Le Corbusier because he 
was an engineer and then he changed to become an 
architect. 
 
TB – And also much more artistic. He did sculptures. You 
know there’s a very nice house, Andre Bloc’s house, 
which was designed by an important architect in the 50s. 
It’s a beautiful house. And in this house, in the grounds of 
the house, Andre Bloc had a number of follies built 
including one, which was like one of his sculptures, a big 
concrete thing like a cave that you go inside and there’s 
also a brick tower that you walk up. It’s an amazing place 
to visit. Who was the architect? It’s one of the important 
French… 
 
I don’t know about the connection in between them. Le 
Corbusier knew film people. There were various people 
who worked for Bloc including Jean Epstein. Whether they 
made contact with Chenal or not…I think, it’s my 
understanding that it was Andre Bloc who suggested 
Chenal as the director. 
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RLA – I could imagine that the communication in between 
the three was more like a conversation between Le 
Corbusier, Pierre Chenal and Andre Bloc. But it was more 
like Andre Bloc decided the house, then speak with Pierre 
Chenal and then Pierre Chenal asked Le Corbusier. 
 
TB – I am not totally sure, but I think that’s what it was. In 
French law the architect has rights over anything they 
produce, so Chenal theoretically if an architect is still living 
and you want to go and film their house you need to ask 
for it. You don’t just go ask the owner of the house, you 
have to ask the architect as well because they have rights. 
Yea, it’s the intellectual property rights. That’s not so 
common now because nowadays, if you want to film you 
just get permission from the police and from the owner of 
the house, that’s what you need. 
 
RLA – So, that means that they also ask permission to 
Perret to film in Notre Dame de Raincy y Sainte-Therese 
en Montmagny? The first thing, I can’t understand why 
that choose that buildings. They are great building in term 
of material… 
 
TB – But the argument here is just to do with structure, so 
there’s a hierarchy of argument. It begins with the 
structural rationalist argument, the new materials, concrete 
demand new forms, so Perret is at that level and then you 
get to the next level, which is the artistic level, which is 
Corbusier, where forms are mastered, materials are 
mastered to create new forms and new ways of living. He 
would never have shown a Perret house because for him 
this is not right. This is demonstrating only the principles 
that new materials require new forms, this is why you see 
the transparency, you’re looking through and so far…then 
the Mallet-Stevens street is an urban thing saying you can 
have a whole street which is modern. But then you get up 
to the next level, which is Le Corbusier. 
 
RLA – Maybe they show that church because Perret was 
the mentor of Le Corbusier, but was also a competitor for 
him. 
 
TB – By this time they were bitter enemies.  
That churchs are the clearest expression of the materials. 
There aren’t any houses where this is transparency, you 
can see through. The whole architecture is based on 
showing the structure, particularly the way it’s filmed. The 

scene against the light, which is a very unnatural thing to 
do, but it’s to show the transparency. 
 
RLA – After Perret project, Chenal shows magazines. Do 
you know why the use them? I was just for promotion.  
 
TB – That’s a typical piece of Corbusier rhetoric is to 
contrast good and bad. He does this very often with 
pages where you have good examples compared to bad 
examples. So, you have for example the airplane on one 
side and academic architecture on the other. It’s a basic 
technique of rhetoric to compare opposites. 
 
RLA – Maybe for us it’s very simple and for Le Corbusier it 
was really interesting. 
 
TB – Yes, but this is aimed at people who aren’t 
necessarily prepared for this architecture, so what you 
could say also about this, it’s the magazine if you like, is 
that it’s showing bad examples, it’s showing English or 
Swiss chalets, so these are not French, these are sort of 
ridiculous examples. If Perret had seen that, he would 
have said nobody is talking about an English country 
house or a Swiss chalet, come to me and I’ll design you a 
modern house. Everybody would design their own modern 
house; it just wouldn’t be Le Corbusier. I think it’s very 
interesting to analyze this in terms of classical rhetoric, the 
various methods of contrast and comparison, 
exaggeration. There’s a very good book on rhetoric. I 
wrote a bit about it. The best thing is I wrote this book on 
Le Corbusier’s lectures, The Rhetoric of Modernism is 
what it’s called. The first chapter of that is about classical 
rhetoric and there’s some references in it, some examples 
in the 50s wrote about rhetoric. The subtitle is Le 
Corbusier is Lecturer. It’s published by Le Moniter in 2007. 
I analyze Le Corbusier’s lectures in terms of rhetoric.  
 
The rhetoric comes from these classical books on rhetoric 
from Aristotle onwards. The reason I did this is because 
he gave a lecture in 1924 at the Sorbonne. A critic, one of 
his enemies, wrote a review about this lecture, and the 
whole review (it was two columns of a newspaper), was 
about the first 10 minutes of the lecture, which consisted 
of what Le Corbusier called his film that there were 100 
transparencies projected one after the other without words 
and divided up with caption cards like you have in films. 
All that information is in La Fondation and is in my book, 
so you have the text of the caption cards, dividing it up 
into 5 sections. There’s a complete transcription of the 
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lecture because it wasn’t copied at the Sorbonne, but he 
did it again somewhere else and it was completely 
transcribed. So, we know a lot about him.  
 
A thing to do with this is to analyze the film as rhetoric. 
What are the explicit arguments in the text? But what are 
the other arguments? Can you stop it? Just go back a little 
bit to the exercises. This exercise sequence it could be 
seen two different ways: it can be seen literally as this is 
something a roof terrace gives you access…stop it there 
for a minute. This bit is kind of realistic, so if you have a 
roof terrace you’re in touch with nature, which you’re not in 
Paris because you can’t get onto the roof. This is part of 
the living room. So, practically speaking it gives you this 
extra space, but then these pictures especially goes onto 
the women, what’s the message there? There’s a sexual 
message. There’s also a message of liberation. This 
house somehow liberates you. You take most of your 
clothes off, you know, and you do these expressions of 
liberation, particularly the view looking up, which is a 
sexually point of view, is also one of liberation. And this, in 
psychological terms, the whole thing about emancipation, 
art is emancipatory, is liberating you from the constraints 
of capitalism and the modern world. It’s very, very deep. 
 
RLA – In that moment it was really important because of 
the woman. 
 
TB – So, you see in rhetoric terms, this is a description, 
the narrative. But the woman is a metaphor. In addition to 
seeing the woman, you’re seeing the woman as a 
metaphor of freedom. 
 
RLA – The freedom and the modernity too. 
 
TB – Modernity, yes. And desire. All of these things, which 
are carried. The other example which we saw in the guest 
house where you have the panning shot around the roof 
terrace and then there’s a panning shot of the roofs of 
Paris. You may say general so-and-so treats his captives, 
you know, his prisoners humanely, you know, the bad 
general he shoots his business. The example of the 
general X who shoots his business makes the good 
general better by comparison. So, good comparison, bad 
comparison. And so, if you look at the adjustment of film 
technique point of view the fact that these two…no, this is 
the church house earlier, no, later, later. That’s right. 
Before this one…no, it’s before that. I think it’s just before 
that. There, there. The outside of it. So, here there’s a pan 

from right to left, then I think it pans back. There we go, it 
pans back. And that pan goes into a similar movement 
pan, so that’s a shot, it’s a jump cut. And the shot of 
seeing the roofs of Paris makes the dark and broken up, 
makes the white and smooth roof stronger by comparison. 
That’s a typical rhetorical device.  
 
RLA – There is another one at the end of the film with Plan 
Voisin. Here, in that part of the film, they show Plan Voisin 
with a model and then they show the nature. Obviously, 
they are showing the contrast. [watching Architecture 
d’aujourd’hui] 
 
TB – Very slow these captions are. So, this is probably the 
Park de Boulogne. And this is again this carefully cut to try 
to make you think that this in an extension of that. 
 
RLA – And now they show Mallet-Stevens projects. Why 
did they film Mallet-Stevens Street? Was he an important 
architect to be here in the film? 
 
TB – It was important for Andre Bloc because they were 
promoting a broad range of modern architecture, not just 
Le Corbusier. And it was the first street, really, of 
speculative housing, which was done in a modern style. I 
mean, Le Corbusier wanted his Maison La Roche to be 
like that. He designed it to have several houses, but it 
wasn’t cheap it was just the two houses. But the Mallet-
Stevens is a whole modern street. So, it’s like saying the 
whole city could be like this, it could be modern. But, the 
way I analyze it, it is a stepladder, it’s stepping up towards 
Le Corbusier. The structure and the possibility of streets. 
Because Le Corbusier didn’t particularly admire Mallet-
Stevens. He had cordial relations with him, but he didn’t 
think Mallet-Stevens architecture. 
 
RLA – It’s like a competitor. 
 
TB – Well, he just thought it was too decorative. It wasn’t 
proper modern architecture. The classic example is with 
Maison Cook in Boulogne where there’s a Mallet-Stevens 
house next to it. And there’s a whole dialogue…and then 
there’s a [Louis-Raymond] Fisher on the other side. 
There’s a whole dialogue between these three houses. 
And Corbusier would argue that Maison Cook shows how 
it should be done. The window goes from wall to wall in 
the house, there’s no subdivision of the window and this is 
because there’s the cantilever, which is visible from the 
front and set back. So, it’s a whole argument about how 
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structures should be related in order to make a free 
façade. He would argue that the Mallet-Steven and the 
Fisher the façade is not free, the façade is a wall with 
holes in it. Like any other house, it’s not the true revolution 
of modern architecture. 
 
RLA – I was in Mallet-Stevens Street two days ago and the 
feeling is totally different than in the film. Chenal showed 
the street, again, without people. But this is not the 
real…That street is always full of people. I can imagine 
they had to control to the people when they we’re doing 
the film. 
 
TB – You know there’s a feature film, which includes the 
street. In the Pompidou catalog, a Mallet-Stevens catalog 
published by the Pompidou there are 17 films. And one of 
them was filmed in the Rue Mallet-Stevens. I can’t 
remember what the title of the film was. But it would have 
been exactly at this time, about 1930-31. Somebody who 
you could talk to in fact who would be very interested in 
what you’re doing is Olivier Cinqualbre. And he works at 
the Pompidou. I don’t have a number for him, but you can 
find out. He did the Mallet-Stevens exhibition. He is the 
architecture specialist. And it was he who got really 
excited about this whole thing about Mallet-Stevens films. 
And there are 17 of them where Mallet-Stevens worked... 
And I think if you want to ask why was Le Corbusier 
interested in film that’s one important reason, but the other 
people that he knew, they were all becoming involved in 
films and they were these big films at the time by L’hervier, 
which were big films at that time in their own way, have 
these modern architects and designers working on them. 
 
RLA – Really interesting.  
Another topic. I was reading about Beatriz Colomina. Also, 
I had a conversation with her. I invited her to Madrid to do 
a lecture in the University where I am teaching  
 
TB – Recently, I was with her in Sao Paulo. She was giving 
a lecture and I gave a lecture there as well. She gave a 
lecture, a keynote in the end, which had some good bits, 
good stuff in it. But she goes too far as you know, she 
exaggerates too much. One of her points is that 
architecture only exists in photographs and it’s not true. I 
gave her a reasonable criticism, I praised her work and so 
forth and I just said it isn’t true that buildings don’t exist, 
you know visiting buildings is a major experience and all 
the important architects visit buildings. You cannot say 
that…it’s a category error to confuse a photograph of a 

building and the building, it’s a simple category error, it’s a 
philosophical mistake. You can say that photographs are 
very important and that is true, and you can say that from 
1900 on architects learned to design buildings for 
photographs, that’s also true. Even the way buildings are 
represented in drawings and perspectives become 
increasingly dominated by photographs until now CAD is 
taken over. All that is true, but it’s like confusing the 
subject of the painting with the painting. The painting is 
just a different thing. 
 
RLA – I read Privacy and Publicity and at the end Beatriz 
Colomina say about your article that you wrote for COAM 
Magazine that your film is too much lineal and you 
analyzed Chenal film in a lineal way and cinema is more 
montage than lineal. 
 
TB – I say that we tried to make it lineal, but we failed. 
 
RLA – You explain in that text that you tried to do lineal, 
but it was impossible because finally the ramp become a 
tunnel. 
 
TB – You couldn’t see anything. 
 
RLA – When I was in Villa Savoye on Tuesday I realized 
that the ramp is a tunnel not only for the sensation. Also 
for the kind of floor. The tile size and rotation change. Do 
you know why Le Corbusier used a different floor and he 
didn’t try to connect the ramp with the rest of the rooms in 
a fluid way? Because Le Corbusier spoke about the fluid 
space, the free space. But… It´s a free space. If we do a 
comparison with Rolex Center of SANAA, this building is 
composed for a free space because all of the floor is the 
same, you don’t know if you’re… 
 
TB – Even there these things often don’t work out. The 
Rolex Center, which is designed to be like a landscape, in 
fact they discovered after the built it that the slope was too 
steep for wheelchairs so they had to put a railway… for 
the wheelchairs, so even there it goes wrong. But, these 
things it’s metaphoric again. It’s a metaphor. For 
Corbusier, the thing about the ramp…why is the ramp 
important? Firstly, the ramp is a metaphor of the 
automobile. In my analysis of the Villa Savoye, I show that 
there’s a sketch called where actually you look at cars at 
the first floor level, so you would get out of the car at the 
first floor and then the cars would have gone down inside 
the house. So, the ramp is a metaphor for the car. Even 
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the car can’t drive off the ramp…it’s as if could drive off 
the ramp…the other thing is that for an architect to be 
able to link two floors without an interruption is a sort of 
miracle. So, a ramp in plan has no interruption. When you 
draw a staircase, you have to draw lots of lines, but the 
ramp doesn’t have lines. But it’s not true. The level of the 
plan, it has a certain reality about it, invisible continuity… 
 
RLA – The floor was important, they changed the tiles in 
the rooms. But not only that, also the parapet is very solid 
and it doesn’t allow to dissolve spaces. When you are in 
the ramp, it’s a little bit claustrophobic. Do you know why 
he didn’t use more like tubular fence like in the spiral 
staircase? 
 
TB – I can tell you why, because when you get to the 
landing and you look back, those walls are very beautiful. 
They catch the light in a very beautiful way. The two 
ramps, one going down and one going up catch the light, 
it makes the photograph, it’s very photogenic. 
 
RLA – Yea, it’s true. It’s the same view that they do here. 
[Watching Architecture d’aujourd’hui] 
 
TB – Yes, exactly. That pan is very interesting obviously 
because the way it goes from the inside all the way to the 
outside. 
 
RLA – And now is the moment that you say. Here, the 
camera is like… 
 
TB – No, but it’s following the progression. So, here you 
see…stop there a minute. Colomina takes this one view 
and writes a whole thing about how this woman is 
observed, and captured and is fragile, not at all. The shot 
before shows her confidently striding up the ramp, she’s 
free as air. She just takes one particular…she’s not 
dominated by the building, she’s free, she’s looking 
around. She selected one particular view and she wrote 
about that. 
 
RLA – Here maybe you are outside and maybe you have 
visual connection between that ramp and the other…but 
here when you’re in that part of the ramp, you have 
connection with the rest of the house. For example, you 
have only a little view connection when you’re in the 
middle of the ramp, when you are here, with the ground 
floor, but it was more interesting, it was more connection. 
 

TB – Yea, but it’s from the landing of the ramp looking 
back. This is an important thing, which in the development 
of the house, in the first project of the house you wouldn’t 
have had this because the sidewall was completely closed 
because next to it was the service staircase which was 
separated by a wall. In terms of the functionality of the 
house, the fact that you have a service staircase, which is 
an open spiral staircase, is ridiculous. The whole point, the 
whole art of planning the bourgeois house in the 1920s 
was that you separate the servants from the served. So, 
the servants who have to bring things around and change 
the sheets and do all the things that they have to do, that 
should be completely invisible. And in the first version of 
the Villa Savoye, it was like that. The servants could go 
from their rooms in the bottom of the house up to the top 
where there’s the “laungery” change the sheets, go to all 
the bedrooms without being seen by anybody. Now, in the 
version of the house like this there’s no separation. The 
servants’ bedrooms are at the end of corridor, open to the 
hall. If they go up to the kitchen they have to go up the 
spiral staircase, they go up the ramp, either way they’re 
completely visible. But it makes an architectural sensation, 
which is amazing because the light from the ramp, this 
triangular window, comes right down into the hall. So, the 
whole house is opened up. And what I argue is that this 
project in November 1928 which is a completely different 
idea, it had a big window and where you realize the value 
of having a southwest-facing window that brought light 
right down into the house, completely illuminated the 
house. He does this drawing of the other from the 
northeast where he shows the windows colored orange lit 
by the light coming down through the house. So, this is 
the kind of discovery that he makes in the course of the 
design process. And he’s certainly celebrating these two 
triangular windows. 
 
RLA –In that moment Le Corbusier was in contact with 
Sergei Eisenstein in Moscow. 
 
TB – Yes, he met him in 1928 when he went to Moscow for 
the first time. 
 
RLA – But he designed the first drawing of Villa Savoye 
before… There are a lot of articles explaining about the 
influence of Eisenstein in he thought of Le Corbusier; how 
the montage or Eisenstein montage was an influence for 
Le Corbusier 
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TB – I have skepticism about this based on seeing Le 
Corbusier’s own films that he took in 1936. Have you seen 
any of these? They’ve got the DVD and you can see 
it…I’m just thinking whether I’ve got time to show 
you…no, it would take too long. I would have to find the 
hard disc. You can see the films that he took…he had this 
16mm camera. In between 1936-1938 he took 19 rolls of 
film, which breaks down into…I forgot how many it is…it’s 
in my book…a certain amount of moving image shots. 
 
The whole second half of the book is about the 
photographs. In between the moving imagery shots, the 
film shots, he took still photographs because the camera 
has a still photograph. He took 6,000 still photographs 
and that’s what I’m really writing about. But the thing is, 
what I say in the book is, that Corbusier seems to have 
learned nothing from Pierre Chenal or Eisenstein about 
montage or about filmmaking. You say that Chenal knows 
a bit static but Corbusier’s pictures are almost un-
viewable, moving pictures, because he kind of paints the 
landscape. He wants to get it all in. And it’s very difficult, 
filming is very difficult because you have to imagine the 
result, which is not what you think. So, his pictures have 
terrible strobing, he goes too fast, it’s blurred. He doesn’t 
stop at the beginning, stop at the end. All these things that 
amateurs do, he does. And there’s no idea of editing, 
there are only two sequences where he tried to put three 
shots that could be cut together. There’s one when he 
arrives in Brazil with the Zeppelin, on the Graf Zeppelin, 
and he takes four shots of the Graf Zeppelin, which are 
thought of in terms of editing. So there’s a panning shot 
where you discover the Zeppelin, there’s another shot 
looking the other way (reverse angle), then there’s a shot 
looking up, and then there’s another shot which doesn’t 
work very well where he takes it from a moving car and 
unfortunately… 
 
RLA – I saw part of the pictures and films in Barsac 
retrospective. Did Le Corbusier film his movies in 1935? 
 
TB – In 1936. Obviously, he was excited by Pierre Chenal, 
he had just come back from America where he had been 
showing his film. I found a thing in the diary saying, “Tell 
Chenal to film my apartment and the house (his mother’s 
house)” and I speculate Chenal by then was busy, by 
1936 he was making feature films. He wasn’t messing 
around doing these little unpaid documentaries. He was a 
proper director. So, he probably said no. I wanted to think 
that maybe he lent Corbusier his Kinamo camera because 

there is no mention anywhere of buying this camera. He 
filmed his mother on several occasions. He filmed her, he 
filmed the house, he filmed the lake. He did lots of things. 
There’s no mention in any of his letters. You would have 
thought I had the films developed and you look very nice. 
There’s not a word, it’s complete censorship, it’s very 
strange. 
 
RLA – But why? He wasn’t proud about that image? 
 
TB – I don’t know. It’s very mysterious and these still 
photographs that he took. Like I say, 6,000 pictures he 
took, very interesting quality some of them. I don’t know 
whether he ever saw them. The only ones he had printed 
were Pavillon des Temps Nouveaux, which is his pavilion 
for the 1936 exhibition because he published those in 
magazines. The proof for me that these are the only ones 
he printed was that this was the roll which was cut up, so if 
there’s any piece of this roll left. So, I imagine in order to 
make the prints, he sent the thing to the laboratory and 
they cut them and prepared to print them. Because how to 
do you print 16mm film? So, I think he just looked at them 
in the light or something like that… 
 
RLA – Didn’t find anything about it at Fondation Le 
Corbusier? 
 
TB – Not a word about any of this activity. And yet some of 
it is very, very good quality photography. And interesting 
photography of a kind that he doesn’t show any other 
signs of being interested in, which is the kind of new 
photography, the German new photography. The shots 
looking down, abstract with diagonals cutting across, 
abstract details, all the sort of stuff that you never see in 
his own publications. He uses more traditional 
photographs. This is my book that will come out in June. 
We’ll do a presentation during the summer. 
 
RLA –This summer I will be in San Diego and LA. I’ll be 
teaching at San Diego University and I won a grant at 
Getty Research Institute. It’s a pity. I’d have been in the 
presentation of the book. 
 
TB – In July and August, we’re going to be in California, 
but at Berkeley, so if you come to San Francisco. 
 
RLA – Maybe we can meet there again. 
 
TB – Yea, that would be nice. 
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RLA –Do you go for a conference? 
 
TB – No, we did last August with my wife who is doing a 
book about the sources of the alterative architecture in the 
1960s in America, and it’s much better for her to be in 
America because all of the sources are there. And she’s 
doing it with a friend of hers who teaches at Davis, 
California. So, we did an exchange with the house against 
our apartment and it went really well. (Talk about their cat 
and dog…) So, this time we’re going again in July and 
August. 
 
RLA – Maybe I could travel the first week of August. Thank 
you for giving me the opportunity to share about Le 
Corbusier, cinema, architecture, etc. again 
 
TB – I hope we can see you in California.  
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Entrevista con Louise Lemoine – Paris, 19 abril 2013 
 
 
 
 
Ramiro Losada Amor –This is the research I’m doing. It´s 
my PhD. It’s about tree films Architecture d’aujourd’hui, 
Koolhaas houselife and If buildings could talk. I can show 
you about the first one. The heritage in the 30s of the 
photography was really strong. It was the beginning of 
the cinema more or less, so I can imagine that for them it 
was very different to understand that the cinema. 
 
Louise Lemoine – But also because there are not so 
many examples before of films about architecture, so I 
think it’s a bit like the beginning of photography that tried 
to be as a painting. In the sense that maybe the film 
before taking it’s towards the subject of architecture was 
a bit like moving photography. 
 
By the way, do you know if Le Corbusier knows a lot 
about cinema? Or was he someone who likes cinema or 
had the culture of cinema? 
 
RLA – Yea, Le Corbusier always said cinema was really 
important for example his projects. He used to say that 
the promenade was really important for him after he was 
visiting Eisentein in Moscow. That’s not true because he 
was visiting Eisenstein at the end of 1929 and he decided 
how the design of Villa Saboya in the beginning of 1929, 
so finally the relationship isn’t so strong like Le Corbusier 
say. He had a camera and he used to film amateur 
movies.  
 
The other movie that is helping me with the Phd is Saboya 
by Tim Benton.  
 
LL – Tim Burton film, that’s great. And why has he been 
chosen for the film on Le Corbusier? 
 
RLA – No, Tim Benton.  He’s an architect. Benton, he’s 
from London. He’s a professor at London University of 
history and architecture and they had the idea to do film 

in the 70s about different building to show to the 
students. 
 
LL – I thought before you were talking about Tim Burton. 
He would have been great. 
 
RLA – He’s the person who knows more about Le 
Corbusier now in the world. <<Then back and forth 
laughing about mixing up Tim Benton with Tim Burton>> 
 
RLA – Here they filmed Villa Stein with a car. 
 
LL – And when it was restructured because it’s all the 
mud everywhere. It was completely abandoned for years. 
It was in very bad shape. For many years, it was just 
abandoned. 
 
RLA – They rebuilt the building in 1978. 
 
LL – By the way you should definitely have a look to the 
archive pictures of the house when it was abandoned. It’s 
crazy, you have images of the house like destroyed. 
 
RLA – I have seen that picture. For example, this is an 
important moment and Tim Benton used the stairs and 
not the ramp. The normal thing, they tried (because there 
are interesting texts about that situation) they tried to use 
the camera following the person in the ramp. But finally, 
they said the ramp is a tunnel. So, it was really boring to 
do that. So finally, they decided to do that, and the 
person was in the stairs and now the person is waiting 
here for the camera. 
 
LL – I’m sure you have seen the film El hombre de al lado. 
 
RLA – Yea it’s an Argentinian film 
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The second film that I`m researching is Koolhaas 
Houselife. We can speak about it now. The third one is If 
building could talk by Wim Wenders.  
 
LL – What did you think of this film? 
 
RLA – It’s really amazing. 
 
LL – How did you find it? I was looking for it, but couldn’t 
find it. Do you have a copy? 
 
RLA – No. I’ll have a meeting with Wenders in Berlin next 
month. I asked for a copy of the film and they said no, but 
I asked for an interview and they said yes. 
 
LL – Is it difficult to get an interview with him? 
 
RLA – Yea. We have a friend in common. The producer of 
Wim Wenders in Spain, Sthephan the owner of Avalon 
Production, is a friend of mine. So, I asked Sthephan to 
introduce Wenders to me and after a lot of emails with his 
secretary I’ll have the interview.  
 
LL – Do you know if they are doing the distribution of this 
film? 
 
RLA – No. And they don’t want distribution.  
 
LL – Not even a DVD. 
 
RLA – This is a private film. Only when Wim Wenders 
gives a lecture he shows the film.  
 
LL – Because actually we are now giving a course at 
Columbia University and we’re showing a lot of 
expressive films, and I looked everywhere to download 
the film. 
 
RLA – On Internet there is that film, not the whole film. I 
will send you all of the reference. This is in 3D, more or 
less you can understand about the film. There is one 
voice that say the building speaks…It’s like in your film he 
moves the camera because that kind of building is open 
space. 
 
LL – Personally I really enjoyed many films like this. I really 
appreciated this film and there’s a lot in the sense of the 
internal voice. For me, this film was very much a kind of, it 
was all about techniques. You really felt the pleasure, the 
filmmaking, with this new 3D camera, using some 
elements in the sense that for me it was not such a 
convincing proposal as…because you really felt I think 
you’re so limited by the architects that are directors. The 
scene I enjoy the most actually is the funny scene with 
them on the segway. That was quite funny. 
 
RLA – Where did you see the film? In Venice?’ 

 
LL – Yea, in Venice. As you say, on a technical level it’s a 
very interesting film. As a technical answer to the space. 
In the sense that the technique underlines in a very clear 
way the architectural plan, and I don’t know if you say the 
looseness of the architecture. It’s really loose. It’s like 
water. But in terms of a film result, I was a bit 
disappointed. 
 
RLA – I would like to ask you about the Koolhaas 
houselife, the film I’m researching. How was the 
relationship with Rem Koolhaas because you didn’t 
speak with him when you were doing the film, right? 
 
LL – Maybe before giving answers to these questions, I 
should make a little introduction in the sense that I’m very 
much interested in what you show me, etc. But to let you 
understand the way we position ourselves to architecture 
is maybe a key point in the sense that before being 
filmmakers of architecture, our intent was much more 
personal than making a film on architecture. In the sense 
that, the variety of things we made before. I’m not a 
filmmaker and I’m not an architect. I’ve made research in 
literature and philosophy and film history. My partner is an 
architect, but worked for many years as a photographer 
and filmmaker. He made a lot of short films of all kinds, 
and then we made together documentaries, social 
documentaries, etc. And architecture was a point of 
encounter between the two of us. We really thought of 
this film as an experimental field to widen the limits of the 
architecture film. But our intent was to let us the freest we 
could be in the sense that…I think this question of 
freedom is very much linked to the condition you are into. 
That’s an important element for our work because most 
of our films we produce them ourselves and it’s not true 
for the complete collection because we made three films 
on buildings for the exhibitions, and these films are a bit 
more classical in their form because we made these films 
for a context in which they wanted films like we do, but 
they also needed to say something. What’s our goal is to 
find a personal interest in the way we recount the place in 
the sense that our most important problem is to find a 
way to not assume…it’s quite a difficult game because 
we have intentionally chosen main monuments, I mean 
huge icons of architecture, but we also wanted to try and 
give the most personal answer to this architecture. But it’s 
a constant conflict between the status of this monument 
in the mind of everyone and also the history or 
representation and what we wanted to do. And that’s why 
we made quite a radical choice saying we don’t want to 
explain anything, we just want to try to make a film that 
looks like a personal experiment to the space.  
 
RLA – But finally the architects when they see the film 
they like it even more. For example, Rem Koolhaas in the 
last exhibition in London about Rem Koolhaas they 
showed Koolhaas Houselife close to the model. In the 
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extra DVD you can see the face of Rem Koolhaas, only 
one person was cleaning my house, changed all my 
mentality, changed all my things. 
 
LL – It’s very interesting because I think he evolved a lot. 
We made that film, it was released in 2008 and we made 
this interview on the precise moment we showed him the 
film, so he didn’t have time to reflect on the film. So, he 
arrived and had to react.  
 
I was telling you before that we will make 8 films on 
Auguste Perret for OMA exhibition, OMA will make the 
scenography of a huge exhibition, it will be next 
November. OMA is making all the scenography. They 
asked us to make the videos for the film. It’s quite 
interesting for us to see how much nowadays our 
proposal has been accepted and even more because 
they’re ready to ask us more. 
 
For instance, Rem has a son and his son is now making 
a film on him. We met a month ago and we had an 
interview together, talked like his because he wanted for 
his film. And what was interesting is that he makes this 
film in relationship to his father, but also his father makes 
evolved his personal project. It looks like the notion of 
youth; the notion of inhabiting spaces is a key element of 
this project. I don’t’ know how a film could have an 
impact on his personal project. It’s interesting because 
once we did the film I wasn’t sure if he could keep good 
relationship afterwards. We didn’t try for a long while 
afterwards. 
 
RLA – It was a nice surprise when I saw your film in the 
OMA exhibition. 
 
LL – It was just an abstract right or the whole film? I 
thought they had chosen a small except of the film. It’s 
also interesting to see how let’s say that our proposal in 
the world the little world of architecture at the very 
beginning split the world in two: the ones who were 
enthusiastic, and the ones that hated it and reacted in a 
very strong and aggressive way. We were completely 
surprised by this because it was very interesting to see 
how much architectural representation is so limited and in 
the process of making all of the films of the series, we 
really experienced how much we’re not talking about 
politics, economical issues, extremely difficult and secret. 
We had a lot of troubles to keep our freedom and our line 
straight because a lot of elements are… 
 
RLA – But finally your line is also Rem Koolhaas’ line. It’s 
the same line. I don’t know the reaction of Frank Gehry 
about Guggenheim, but I can imagine it’s similar. 
 
LL – At the Venice Biennale of 2010 we had the first 
chapter of the film shown as a kind of video art 
installation in the biennale at the XX. In order to show this 

abstract as the film was not yet released, we called Frank 
Gehry we wanted his approval to show this film and his 
reaction was quite surprising because I think he really 
didn’t like the fact that his building, you know it’s very 
interesting because if his building almost exists only as 
an image, as a kind of flat image. And in this film, we 
treated really much as a monster, as a mountain, as a 
huge body. There’s a huge physical relationship between 
these guys and the space and the surfaces. And the first 
chapter is these two climbers climbing with so much 
difficulty. And you feel the effort, the physical. It’s 2.5 
minutes just fixed frame and these two guys climbing, 
climbing, climbing. There’s crescendo, spiritual music 
following the ascension, but you still hear the sounds of 
the feet on the titanium facade, and all of the equipment. 
And I think he really and difficulties seeing some feet 
going up on his façade, in the sense that his building 
being smashed by workers. And he said, “OK, I don’t like 
it, but I’m an old man, you’re young and I’m sure I’m not 
right, so go ahead make your film and I won’t say 
anything.” 
 
RLA – What are your references? Based on all the serie 
Living Architecture is clear than cinema véritè and Jean 
Rouch was a reference for you: you don’t use scripts, you 
don’t have professional actor or scenarios, you and Bêka 
are not filmmaker, etc. 
 
LL - We are interested about cinema véritè and Jean 
Rouch but there is something that personally, 
improvisation so that we don’t have a script when we go 
film in a place. We just meet the people and we don’t 
prepare a lot before going there. So, because we like the 
improvisation, we like the real relations that we can have 
with people that stay there. This I think is another reason 
why we can’t stay for a long time because everything isn’t 
prepared. We’re just going with the camera; we are 
arriving with the camera and microphone and we start 
talking without explaining what we’re going to ask. We’re 
trying to find a really intimate relationship with the people 
living in the place and the way we try to speak about the 
place is in an emotional way. So, yes there is a relation 
with cinema véritè and Jean Rouch, there is something 
that you use your camera like a tool just to find the 
relation, very intimate with the people. Nothing is 
prepared, so we need like cinema véritè a very small 
camera, very small microphone and very small team. If 
we can, we would make a film just with some glasses, or 
just a…don’t see the camera. They don’t realize that they 
are filmed. We try to have a spontaneous relationship. I 
think this is something interesting with cinema véritè. 
 
Let’s say that if it has been an inspiration to us as 
filmmakers in the documentary history, the 60s and then 
the movements around Jean Rouch, Chris Marked or 
even in the Netherlands like Amis Bagdad. This cinema 
was really; we didn’t really have any models of films of 
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course because XX there weren’t many films made as 
you know. But it’s true that this documentary cinema that 
we were very much made of or influenced by was this 
type of Man with a movie camera. It’s really the idea of the 
cinema that is not an industry, but it’s the translation of a 
Man with a movie camera idea. It’s the idea of making 
your film even without any budget because we didn’t 
have any budget to make all those films. It’s how to make 
with ideas and with no means. It’s really the camera as a 
pen and the idea of a very extreme economy of means in 
order to give the maximum ideas. 
 
There is something else that we are learning also from the 
documentary school in America, that is very objective. 
They try to talk about space but staying really objective. 
We want to be inside the film, our films are very personal, 
very subjective. We go inside the film, we talk to the 
people, we stay, you can hear our voice, you can 
understand what we’re saying because it’s a personal 
film. We don’t think that you can have an objective idea of 
a person, but about a space you can have an objective 
idea of a space, you can have a subjective way to 
experience it. So, in our films it’s our experience that 
relates to the people we meet. It’s very subjective. 
 
RLA- do you have other references? I can see Kubrick 
ideas and element in your films… The movement of the 
camera, how you follow Guadalupe… Of course, the 
music. 
 
LL - It’s true that with the addition of music or in 
something that elevates a scene or situations like that I 
know that Kubrick was mentioned many times. But it’s 
true that we played in this film with scenic elements. We 
had strong relation to reality like the discussion with 
Guadalupe, and so moments which are aspect of the 
space and it’s true that the music helps us very much to 
underline these aspects. And so, we can fake a cinematic 
aspect in the scenes, but there aren’t any direct 
references. 
 
RLA – What about architecture? 
 
LL - We still are not very interested in architecture in film, 
we’re interested in architectural people and cinema. Our 
interest wasn’t the architecture; our interest was to make 
a film. Something like…we wanted to capture the 
atmosphere. When we were filming living architecture, we 
had in mind were some cinema references, not at all 
architecture. We just to film with a sort of cinematic 
language that we had in mind. There are other people 
that make architecture films on architecture topics 
 
RLA – What is the future of your film? What are you 
interested about? 
 

LL – We are interested in cities. We are working in a 
project to film in different cities around the world. 
 
RLA – Thank you very much for your time. 
 
LL – It was a pleasure. Please, let me know when you 
finish your PhD. I’d like to read it. 
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Conversación con Erwin M. Schmidt – Berlín, 8 mayo 2013 

 
 
 
 
 
Ramiro Losada Amor - This is part of my PhD. I’m 
researching about three documentaries. One of them 
was filmed in 1930, Architecture d’aujourd’hui by Pierre 
Chenal and the buildings that they filmed was design by 
Le Corbusier. I researched another film that used a 
building of the 90s, a Rem Koolhaas building, I can 
imagine that you know, Koolhaas Houselife. And the third 
one is If buildings could talk by Wim Wenders. I’m 
reaching about documentary, so I’m doing a theoretical 
part of the cinema after filming some documentaries of 
buildings in the last four years with our producer called 
Studio Banana TV. 
 
Erwin Schmidt - At the university? 
 
RLA - No, It’s our company. We are four partners: two of 
them are architects and two of them are coming from the 
cinema world. During years, we’ve been speaking about 
what is the best technique to film buildings and after a lot 
of conversation I decided to make a PhD about 
documentaries and architecture.  
 
One of the question that now I’m trying to resolve is what 
is the best technique to portray a building: is it 
photography, is it a documentary, others? I tried to find 
what is the best technique. This is the history of the 
cinema; also, the history of the architecture from the last 
century. If we do a zoom in this diagram we can see 
different films that portrait buildings in the last century, 
and here we can see how in the last years all the 
buildings have a film. Is it only because we have a new 
techniques, small cameras and easy software? And 
youtube? “only” because of that? or this is also because 
we have now new kind of product in term of buildings. I 

mean, new kind of buildings that required new king of 
techniques beyond the photography?  
 
We already know that the architecture of the modernity 
was travelling in the magazine with the photography of 
the modernity. Architecture and photography were more 
than friends. Architects like Richard Neutra in the United 
States or here Le Corbusier used the photography to 
bring theirs works to different part of the world. But 
nowadays the architects are using audiovisual because 
some of them are thinking that the photography can’t 
take the essence of their buildings. Modern building (first 
part of the XX century) were portrait with photography 
and contemporary building (last year of the century) with 
videos. Is it because it’s different buildings, different 
spaces, different products? If they are different 
architecture, do they need different mass media? And 
that was the question I tried to answer in the PhD.  
 
I starting my research with this house in Paris [ville 
Savoye] by Le Corbusier. It’s only 30 seconds but it’s 
really boring. You cannot appreciate the idea of the 
movement in the house. The house has a ramp and they 
wanted to portrait that idea of the movement in the 
house. They didn’t move the camera. You can think that 
in the 30s it was difficult to move it. But in the same year, 
Man Ray moved the camera a lot in The Mysteries of the 
Chateau de De.  
 
Why Chenal (who was an important director in the 
moment) and Le Corbusier didn’t use the camera in 
another way? They only copy the same position of the 
photographer. They are like taking picture but with a 
cinema camera. They are not doing cinema. The 
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documentary is not giving more that the classic pictures 
of this house. 
 
Here it is the diagrams with all the movement of the 
camera… and they are not too many.  
 
ES - I’d like to have a copy of that documentary. It’s true. 
And it’s very slow but this is the 30s. 
 
RLA - Yea, it’s really, really slow. My question is why 
didn’t they use other way to film villa Savoye?  
 
Then, I continue my research with Koolhaas Houselife. It’s 
about one person who is cleaning a really famous house 
by Rem Koolhaas. The woman is cleaning the house and 
they have a documentary of 50 minutes showing the life 
there.  
 
[Showing the film] 
 
It’s really interesting because all the people love that 
architect, he’s probably one of the most popular one right 
now. And that woman in only 50 minutes can show all of 
the mistakes that the house. Have you seen the 
documentary? And they film other buildings with the 
same idea: showing the other point of view of buildings 
such as Guggenheim of Bilbao a church in Rome, etc.  I 
drew again the movement of the camera of all the 
scenes. Here the drawings. 
 
ES - No, I’ve heard of it. I haven’t seen it. Who made this 
film? 
 
RLA - Ila Bêka and Louise Lemoine from Bordeaux.  
 
ES - So, they made the whole series of these films? 
 
RLA - Yea. Koolhaas Houselife is the most important one. 
 
ES - Why is it the most important? Because it’s the most 
important building? The Guggenheim is also important. 
 
RLA - I think it’s best one… because the woman 
explained in a better way the space of the building as any 
photography, any text, diagram or, even the architect. It’s 
good critique.  
 
ES - OK, I see. 
 
RLA - And the third documentary that I’m researching is If 
building could talk. And it’s a new step. The first one 
Pierre Chenal with a documentary that looks like a series 
of photography. The second one the documentary of the 
housekeeper that with a fresh and new way show the 
space. And the last one introduce a new technique: the 
3D. The drawing of the movement of the camera of the 
tree documentaries are totally different.  

 
I saw If buildings could talk in Venice three years ago 
taking Again, my question is what was the meaning of the 
space of SANAA building that the director, in this case, 
Wenders, wanted to portrait. And what was the meaning 
of the space with of Koolhaas building that the director 
wanted to portrait?  
 
The space that the director faced is complete different. 
The meaning of the space. Bordeaux House is the 
consequence of different strategy for the owner a 
handicap man. Rolex Center is a research of the architect 
about the landscape and how a floor can be folded. So, 
Rolex Center is like a landscape-building. But it’s not a 
landscape only because it’s like a mountain; It’s a 
landscape because the relation in between the program 
and the communication is like in a park. You can move 
inside everywhere. It’s like in a park. In the British Park, 
like Hyde Park and you can move everywhere, without a 
path. In a normal building, you have corridors and rooms. 
Not in Rolex Center.  
 
SANNA was trying to take pictures of the space of Rolex 
Center and it was impossible. They weren’t happy with 
the result. So, they try to film it. I think because of that 
they call you. And you were thinking to film the building 
with 3D. 
 
And the 3D worked perfectly in a landscape-building. 
Now my question is what happened if you want to film 
with 3D in other building there they are similar to a 
landscape, like that by Renzo Piano in SwitzeRLAnd 
[Paul Klee Museum] 
 
ES - We researched that building for Cathedral of Culture. 
It is too simple, actually. We thought that it’s not enough 
for a film. 
 
RLA - I believe that the best buildings with 3D are not 
relative with the simplicity but to the landscape. In Rolex 
Center, you were so delighted to shoot 3D in architecture 
that you decided to start to film other buildings with 
Cathedrals of Culture. Or this is what I have read.  
 
But not all the buildings were so awesome like Rolex 
Center. In my point of view, the images of the 3d 
documentary of Pompidou Center are full of artifice and 
visual games, and although the director tries to take 
advantage of the technology, the film dint give more 
about the space that any of the photographs. In Salk 
Insitute it’s the same. The director, Robert Redford is 
showing with his 3D images similar experience for the 
space that the photographs. 
 
However, the 3D images of the Berlin Philharmonic, the 
Oslo Opera or Rolex Center approach to the sensation 
experienced when you visit these spaces: continuous 
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movement of the camera that it’s impossible to portrait 
with a photography or film in 2D.  
 
Space is the key. 3D technology enhances the spaces of 
the Berlin Philharmonic, the Oslo Opera and Rolex 
Center. However, at the Pompidou Center and Salk 
Institute, it does not contribute anything new than 2D 
documentaries did. The two cases with failure are object 
buildings, while the three buildings successfully filmed 
are similar to a landscape. The three buildings integrate 
sequences, concatenations, joints, surprise… like in a 
park.  
 
So, I’m finishing my PhD with that question. We have 
different architecture, so Do we need different kind of 
mass media? And if we do different mass media, why? 
One problem that I have is I saw If buildings could talk 3 
years ago, but I saw in the internet there is only 5 
minutes. 
 
ES - I can give you a copy. 
 
RLA - Thank you very much. This is my research and I 
just wanted to share it with you. 
 
ES - What you are explaining to me is very interesting. It's 
something that both Wenders and I have thought a lot 
about. Why is it that in some buildings 3D technology is 
more effective than others? But the big problem, in 
addition to determining which building takes more 
advantage of technology, is the budget. 3D cinema is too 
expensive to film non-commercial movies. Therefore, we 
will not be able to continue this research with 3D and 
architecture. 
 
From the little introduction that I have now, I would think 
that this is not my opinion. I would not come to this 
conclusion that different architectures use or need 
different mass media. I think from my understanding it is 
different architectures are filmed in different mass media 
because different mass media became available all of a 
sudden. So, on the chronology you have: drawing, 
photography, moving image, black and white image, 
color image and then 3D image.  
 
When you think of the genesis of If buildings could talk I 
think the decision to make this film in 3D was very 
intuitive. Now in retrospect you can create context and 
you can say that, you can create a theory about that, but 
in practice the situation is that we were doing Pina and 
we had finished the first shooting in the Fall of 2009 and 
we were back in May 2010 to film the second part.  
 
That’s when SANAA contacted him and said would you 
like to do a 3-minute film about the Rolex Center. I’m 
pretty sure, we would have to ask him, but I’m pretty sure 
he did not think oh this building for the architecture that it 

uses and for the program that it has it needs 3D, but it 
was actually that we were so immersed and so 
fascinated by this idea of working in 3D that he said I can 
make the film, but only if we do it in 3D. I think that 
because the technology and the media and the visual 
language was available, but not because the building 
imposed the use of it. In retrospect…completely different 
context. But that was the reality.  
 
And of course someone like Wim then was able to apply 
this technology in a way that the building needed it. So 
what he wanted to achieve is to create completely 
subjective perspective, a completely subjective view of 
the building. It wasn’t about explaining the building; it 
was not about giving facts and information. It was purely 
about basically a very personal interpretation of the 
building. And his idea was to pretend that the building 
itself was the main character in the sense that the 
building speaks to us and becomes a persona, becomes 
an acting character. And so that was on the narrative 
level, the idea, another aspect on the conceptual level 
was to give the camera basically the body, to pretend 
that the camera is the soul of the building. To create this 
extremely fluid and dynamic movement as if this very 
ephemeral, very transparent soul would blow through the 
buildings like a gush of wind. 
 
RLA - You’re right that it was by chance. But finally, it 
worked really well.  
 
ES - Maybe it’s not exactly by chance, maybe there is a 
little more. 
 
RLA - I read that Wim Wenders was in the building before 
filming If buildings could talk. I don’t know if that was 
before taking the decision to film in 3D. 
 
ES - We take the decision about the 3D absolutely from 
the beginning. The decision was taken and then he went 
on location scouting, so he hadn’t seen the building 
before.  
 
RLA - So, just pictures? 
 
ES - Probably pictures, but maybe not even pictures. I 
know for sure that he had not seen the building. We went 
there for the first time after the confirmation that we would 
do the film. 
 
RLA - When you were there, the confirmation was right. I 
remember reading an interview with Wim Wenders where 
he said that this is really amazing. We took the right 
decision, 3D. 
 
ES - Yea, totally. I agree with you so far it is the most 
interesting work in this concept that we have in with 
Cathedrals of Culture and If buildings could talk as the 

344

Entrevistas
------------------------------------------------------------------------------------------------------------------------------------------------------------------------------------



mother of the series. Because we were at such an early 
stage when we did this project, and it’s still an early 
stage. There is so little material available as comparison. 
When we started Cathedrals of Culture three years ago, 
2011, there was absolutely nothing other than If buildings 
could talk. So we really didn’t know.  
 
And we also thought that the project should have an 
experimental aspect. So now in retrospect we can look at 
the work and we can say oh here it works better than 
here. And I totally understand what you say about the 
square volume…but that’s also part of the research that 
we wanted to do to see what can you express with this 
new visual language that is 3D, a visual language that is 
still in the creation because there is no grammar 
available, no vocabulary. That was really a main idea, to 
use the project to also to find out how this can work. 
Have you seen the other films? No? That’s too bad. 
There’s nothing, there’s only 2D available. So the 3D is 
created now as we speak. It’s going to be available next 
week or in two weeks. But I think you should really only 
see it on a big screen. And the projection yesterday was 
bad, I’m so sorry. 
 
I’ll give you a DVD. It can also be a closed screening. If 
you find a theater. It’s also not expensive, we rent the 
theater year for 200 euros. If you invite a couple of friend 
we can send you… 
 

 
 
Let me show you something. I saw these pictures 
recently…to me this is a really interesting. All the 
directors involve in If Cathedral of Culture met at this 
school for design in Karlsruhe. There is a big school of 
design and museum ZKM [Zentrum für Kunst und 
Medientechnologie]. It’s a really interesting space and 
they have an interest in 3D. I contacted them and they 
said let’s do something together. So, we went to 
Karlsruhe with all of the directors and DLPs; everybody 
was there. So, we meet in this place and we said let’s try 
something out, let’s make a workshop and teach 
everybody about our experience in 3D and it was so 
interesting and we are going to see this. These are all of 
the records and you can see in their faces the reflections: 

like what the hell is this? It’s like what is that? People were 
really afraid. You can see their eyes. Look at Michael 
[Glawogger]… I know him and I can see his face, his 
head is like…very skeptical. Totally afraid because…  
 
RLA - Because it’s a new technique. Because 3D it 
means another thing… 
 

ES - Yeah, what can we do with this? How can we take…I 
think it’s so interesting how they’re like…what’s 
happening here? He [Michael Glawogger] made like 20 
films he’s totally shocked. And that I think was so 
fascinating for me to discover these photos again to see 
people who are really experienced, seasoned filmmakers 
how they get scared by this new challenge and don’t 
quote me with this that was really a good experience. 
When you look at the body language, total protection 
right, everyone is protecting themselves… 
 
RLA - Maybe it’s because it’s something new, if this is 
new, this is real, if this is possible… If you understand 
that, and you know that this is an amazing tool and you 
need to change your mind. You need to change all the 
technique and learn again.  
 
ES - About the 3D in building sometimes it works and 
maybe sometimes it doesn’t work. I don’t think that Karim 
[Aïnouz] made the film about Pompidou… He was 
interested in a very clean, dramatically visual language 
and Center Pompidou offers that very clean lines, you 
can make a fancy image. That’s what he made, and 
that’s maybe the easy thing when you do 3D, you create 
depth layers and lines. Maybe there’s another possibility, 
maybe Pompidou, also another film could have been 
made I don’t know. 
 
RLA - In my PhD, I’m researching about spaces and 
maybe in all these films they were researching about 
what happened with the 3D but also about the people. In 
Pompidou, he [Karim Aïnouz] shot a lot of people, more 
things than the space. Maybe in Cathedrals of Culture 
they weren´t interested in the space but the people, 
program, the building… 
 
ES - Precisely the program of Cathedral of Culture was 
the interaction between the building and the people. I 
made an interesting discovery we were researching 
pictures for a brochure, so we made a brochure when we 
financed the project. We researched pictures of 
interesting buildings. Every single picture you see of a 
building is empty, no people, it’s only plants and 
concrete and grass and trees. Not a single person and 
for me that’s a great contradiction because this building 
[Rolex Center] has not been put there in the landscape 
for someone to come and make a picture, but it is made 
for people to be inside, under it, on top of it and next to it 
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and we wanted to make films where we show basically 
that friction between… 
 
You know that is one possibility you’re making. The other 
possibility is also legitimate; I really love the film by 
Norberto [Lopez Amado] made about Norman Foster. I 
like the part he did, I don’t like the interviews, they’re 
boring. I also told him I like his part. The visuals he did 
are really outstanding, but that’s a very rare example. You 
create a work of art in a medium that’s basically 
equivalent to the work of art that you depict. Usually the 
pictures you see, not so often with photos, more often 
you see great photography of architecture than you see 
film about architecture. Usually there’s a really out of 
balance situation where you see the visual is inferior to 
the content. And with Norberto’s film it’s different, the 
visuals he made are completely equivalent to the content. 
He created has an extremely artistic value, to my 
understanding it’s the same artistic value than the 
content.  
 
But that is a very rare case, and he manages to do it 
without even showing people. It’s super 
interesting…usually it’s always naked. We wanted to 
make films where we see people and not naked 
architecture. So, that was one really important premise 
about the film. And Victor Kossakovsky, the Russian 
director, he wanted to make a film in Barcelona about 
Camp Nou Stadium and we went there and of course it 
was impossible. They were crazy. We went there, I was 
location scouting and it’s impossible, they wanted to 
charge money as if it were a commercial for L’Oreal or 
something. Really crazy. That was also interesting and it 
was not about…The architecture is not interesting 
enough. In 3 minutes, you make a film about Camp Nou 
Staidum and then it’s done. You have basically a big 
bowl but the interesting part is what happens when it’s 
populated by the people. We were always interested in 
this…wanted to see which game is better for the film, a 
big game or a small game. 
 
RLA - But this is also architecture. Architecture isn’t only 
the building. If we speak about how the architects think 
right now they say that architecture is not only the 
building, architecture is more elements, architecture is 
the people, is the emotions that you live there…. How 
different is the final of the Champion League or when it’s 
a friendly game. This is also the building. 
 
ES - Of course. The building or the program… To phrase 
it differently, we wanted to make films about architecture 
in a very extended understanding and not only about the 
building itself, but the context that the building creates.  
 
And unfortunately, I can say this off the record, 
unfortunately the project was so difficult to make, it was 
such a challenge, that I don’t think we’ll make another 

one. We made 6 films, we worked 3 years and it was like 
a total nightmare. Super expensive, it’s really, really 
expensive, complex and endless amounts of money that 
went into lawyers. We have meters of contracts, so 
unfortunately it was so complicated to make that we will 
not make another series, but that would have been 
interesting to learn from this experience. And say okay 
now look at it, we make an evaluation, what did we learn, 
what should we make differently.  
 
I’m only speaking about let’s say the content and the 
artistic part. What can we make differently now with the 
new series of 6 of other buildings, but I don’t think we will 
now, not now. You do this once and now let’s do 
something else. I think even if you don’t necessarily see it 
because you know that’s also the artistry of this 
profession. You want to have something that is very 
complex but it doesn’t look complex, so for instance we 
do special effects for the post-production, but you don’t 
see them. Special effects are not always something that 
explodes, so you don’t necessarily see the effort. But I’m 
sure any of these films that we made because of their 
nature it was like many more times more expensive than 
the film about the Koolhaas building with the cleaning 
lady. 
 
I think it’s very interesting what you say and I will think 
more about it. How basically the use of the language fits 
or does not fit the meaning of the space
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Architectural documentary cinema.  
Construction of non-fiction in Villa Savoye, Bordeaux House and Rolex Center 
 
 
Architecture has always had a spirit of travelling. Buildings 
and cities used the most effective tools of the moment to 
travel to other places. Historically, drawings, sketches, 
prints and paintings have been the techniques most used 
to represent reality. However, in the XIX century, 
photography took over in representing most of the media 
because of its ability to document and catalog reality with 
a focus on heritage, buildings and cities. 
 
In the beginnings of photography, professionals were 
attracted by the social phenomenon of modern cities. 
During the discovery process within cities, buildings 
became allies: 
 

"First, in the XIX century, photography discovered 
architecture. Later in the XX century with 
modernity, architecture discovered photography 
and made it a very powerful ally."1 

 
The image that we have in our mind of modern architecture 
from the first half of the century does not exist only 
because of the building itself, but also because of the 
value of photography, which has the ability to capture the 
reality of architecture. There is no doubt regarding the 
importance of photography when defining the visual 
canons of artistic avant-gardes, or of the strengthening of 
the medium for some of the masters of modern 
architecture. Photography reflected and communicated 
the main characteristics of spaces and buildings in 
architectural publications. Modern architecture is not 
understood without this medium. Architects wanted 
photographers to understand their work, internalize their 
theories and not limit themselves to the elevations and 
interiors. 
 
From the beginning of the modern movement binomial 
architect-photographers became common such as 
Richard Neutra and Julius Shulman, Louis Kahn and 
Georges Pohl, Mies van der Rohe and Bill Hedrich and Le 
Corbusier and Lucien Hervé. Working together, these 
pairs of professionals allowed and improved the 
interpretation of their partner thoughts. 
 

"There is a deep alignment between classicism 
and the sublime technique of Bill Hedrich's 

photographs and Mies's work in Chicago; also 
between the thick grain of Georges Pohl and the 
volumetric composition of Louis Kahn's models."2 

 
Later, cinema became a fundamental tool of architectural 
reproduction and was the inspiration for avant-gardes and 
architects. The explosion of cinema and additionally 
becoming another tool for documentation and 
representation of architecture also meant a change in the 
eyes of society. Architecture and cities were beginning to 
be represented with constant movement and, little by little, 
the spectator learned a new vocabulary and became 
accustomed to a new mass media. 
 
Cinema, however, did not have the same representation 
of architecture that photographs did. Filmmakers have 
manipulated the relevant architectural and urban spaces 
of each era, created scenarios according to their interests 
and exploited buildings and spaces. This happened 
because the mission of architecture in cinema is not to be 
inhabited, but instead for the camera, actors and 
spectators to enter and recreate the illusion of the space 
that the director has in mind. The avant-gardes were the 
first to take advantage of architecture and its spaces with 
films such as Metropolis (Fritz Lang, 1927) or Things to 
Come (William Cameron, 1936). Years later, in other films 
the architecture or, more accurately, its image itself was in 
service of the cinema.  
 
Fictional cinema focuses on the surface of architecture so 
that the building image is spread from scene to scene and, 
therefore, is usually simply scenography. 
 
And, what about architectural documentaries? They are 
not fiction, and throughout history they have tried to show 
“reality" with some objectivity. Do documentaries also take 
advantage of architecture, or do they show its essence? 
 
The most logical answer to the question would be that 
documentaries do portray the nature of buildings and their 
spaces, and they do not take advantage. But experience 
tells us that architectural documentaries have not been 
totally successful and have often misrepresented 
architectural spaces. Architectural documentaries have 
been a little more than a moving image, a special travelling 
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or virtual experience in front of a building and capturing a 
fragmented sequence. In fact, the topic of architectural 
documentary film is easily recognizable: a slow movement 
of camera to the tempo of classical music, with general 
visions or details of ingenious constructive systems. The 
importance of architectural space and meaning have 
become subordinates to simple aesthetic interests. 
 
There is no better way to experience architecture than to 
visit buildings, as they were designed to be inhabited and 
visited. But if this could not be done, is a documentary film 
the best way to capture architecture? 
 
The first hypothesis of this thesis is that the architectural 
documentary is not always the best tool to describe 
buildings that appear to need film as a medium because 
they include time and movement as a fundamental 
component of their space. 
 
The second hypothesis proposes that the documentaries 
that film these types of buildings (in which movement and 
time are important) without contributions by the filmmaker 
—and only from the point of view of the architect— are as 
empty as photographs. 
 
In other words, this thesis aims to demonstrate that the 
following must occur to documentaries to make a greater 
contribution in portraying buildings than other tools would: 
 

- that it is conditioned by the point of view —and 
therefore subjective— of the director and not the 
architect; 

- that a number of particular architectural 
constraints are in the portrayed object, the 
building. 

 
This research looks to discover the characteristics of 
architecture that need to be explained through a 
documentary instead of a photograph, text or diagrams. 
 
Based on that, the selection of case studies was 
influenced by documentaries that represent attitudes and 
different cinematographic techniques, as well as specific 
buildings where other tools or medium were not enough to 
capture the nature of the space. 
 
The selected documentaries of each work encompass the 
following: 
 

- They are documentaries of buildings recognized 
for their architectural value and to which have 
obtained recognition by criticism. Additionally, 
buildings in which time and movement are 
fundamental. 

- They are not documentaries on the life of its 
architects; nor are they exclusively of the building 
process of the building, but rather of its final use. 
Therefore, they are not merely technical films, but 
also they deepen the cultural value, artistic 
characteristics and social influence of the 
building or its space. 

- The architects who designed the buildings were 
involved or the filmmakers were aware of their 
intentions and architectural theories before 
filming the building. 

 
These conditions led to selection of the following buildings 
and documentaries: 
 

- Houses designed and built by Le Corbusier 
between 1923 and 1929 in which he matured his 
concept of space and architectural routes. In 
particular, Villa Stein and Villa Savoye portrayed, 
mainly, in Architectures d'aujourd'hui (1931, 
Pierre Chenal) but also in Saboya (1978, Tim 
Benton) Le Corbusier (1987 Jacques Barsac) 
and Savoye (2004 Matthew Roman). 

- Frank Lloyd Wright's centrifugal space 
recognized in the Guggenheim of New York 
(1959) portrayed in the newsreels of the time and 
in the fiction, The International (2009, Tom 
Tykwer). 

- The sequence described by Bernard Tschumi as 
a succession of events in space-time reflected in 
the Parc de la Villete (1982-1995) filmed in the 
short film Invention d'un nouveau type de parc 
urbain à la Villette (1991, Jean -Pierre Le Dantec). 

- The project strategies associated with the 
movement in the work of Rem Koolhaas 
recognized in works such as Villa Dall'ava (1991), 
Casa Bordeaux (1994) and Dutch Embassy in 
Berlin (2003). Also, projects reflected in 
documentaries such as Una maison à Bordeaux 
(1998, Richard Copans), Koolhaas a kind of 
architect (Markus Heidingsfelder and Min 
Tesch), Ciao Mio Ben (2014 Stephan Van Eende) 
andspecially in Koolhaas Houselife (2008). 
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- Strategies associated with the landscape and 
tours of SANAA projects such as the Rolex 
Center and reflected, mainly, in If buildings could 
talk (2010) but also in Le Paysage Interieur (2010, 
Pierre Mailard) and Le Rolex Learning Center 
(Juliette Garcias). 

 
It was striking to find that there is a dearth of architectural 
documentaries between 1940 and the early 1990s. After 
the 1940s there were not many documentaries of 
buildings, although the relationship between architects 
with film sets and fiction was very popular. There are non-
fiction pieces of work about Alvar Aalto, Mies van der Rohe 
or Louis Khan, but no documentaries with enough content 
to be analyzed in this doctoral thesis. 
 
The portrait —through the eyes of a cinematic camera— 
of the centrifugal space of the Guggenheim has been 
carried out on several occasions through fiction. A great 
example is the final scene of the Tykwer movie. However, 
the experience of the building is not the same through 
documentary. There are several audiovisual documents at 
the Guggenheim Foundation, as the author of this thesis 
could verify, but they do not have the adequate length nor 
the content for this work. Because of this, it is not possible 
to carry out a visual analysis of the New York building in 
depth, although it will be of support in chapter 2. 
 
Something similar happens with the movement, 
landscape and events that Tschumi built in Paris. Parc de 
la Villete is also an architectural example that would be 
ideal to study from the perspective of the cinematographic 
camera. But the project has only been reflected in fictions 
as a backdrop, not with documentaries. Therefore, it 
cannot be considered for the analysis of this thesis. 
 
In addition to the selection and analysis of the case 
studies, the research method has a graphic approach in 
order to connect the architectural space and 
cinematographic space. The PhD also contains diagrams 
of the camera movements through the building and from 
a plane-to-plane analysis. 
 
The construction of the cinematographic space in the 
documentaries that have been analyzed is based on two 
processes: one that takes place in front of the camera and 
one that is done behind the camera. The first is performed 
by the camera and is based on its movement and the 
image (field-off field and targeting). The second, the 

montage, is based on the assembly and the capacity of 
each viewer. Finally, this will be the structure to analyze the 
documentaries: camera movement and images with the 
concept of montage as a transverse element. 
 
 

Movement and sequence. The camera moves 
in Le Corbusier architecture. 
 

       
 
Architecture d’aujourd’hui y Bâtir (Pierre Chenal, 1931) 
Villa Savoye (Tim Benton, 1978) 
Le Corbusier (Jacques Barsac, 1987) 
Savoye (Matthew Roman, 2004) 
 
 
In the 1920s, architects were enthusiastic about the idea 
of representing their buildings in cinema. In 1926, a 
catalog was made with all of the educational films of 
Kulturfilm of the Weimar Republic, which already had more 
than 6,000 titles since 1918. At that time, although the 
poetic mode of the avant-gardes was booming, the 
predominant documentary was the expository or 
institutional mode by Bill Nichols. It is the classic form of 
documentary film that has been in place to this day, 
characterized by a supposed objectivity and takes a 
historical approach, not fictional.  
 
Encouraged by the euphoric European cinematographic 
context of the 1920s and the impact of films such as The 
Mysteries of the Castle of Dice (1929, Man Ray), in 1929 
Pierre Chenal contacted Le Corbusier to propose him to 
film a documentary about the architecture that was being 
built in France. Chenal wanted to include Le Corbusier’s 
work. After a period of correspondence between the two, 
they began filming the trilogy: Architectures d'aujourd'hui, 
Bâtir and Chantier Trois, in which the Swiss architect 
participated from the beginning. The documentaries 
represented the first and most tangible collaboration of Le 
Corbusier with cinema. Although he was aware of the 
importance and strength of photography as a tool to 
portray his architecture, he wanted to try filming his work 
with the new mass media and get involved in a film project. 
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Le Corbusier saw in cinema a way of promoting his ideas, 
his buildings and himself. He understood it as an 
instrument in which the image is put at the service of 
architecture and not the other way around, as fiction films 
had done up to that point. Later, Tim Benton, Jacques 
Barsac and Matthew Roman also tried to capture the 
essence of the works of Le Corbusier in cinema. 
 
 

 
Architectures d’aujourd’hui (Pierre Chenal, 1931) 
 
 
Did these documentaries portray Le Corbusier's buildings 
with more success than his photographs? Critics who 
have studied modern architecture have always believed 
that with a more evolved cinema in the twenties and thirties 
the architecture of the time could have been better 
portrayed. In 1928, Sigfried Giedion, referring to the 
houses of Cité Frugès and modern architecture in general, 
stated that only films can make architecture readable: 
"only film can make the new architecture intelligible!" 
 
Based on the experience of the four directors when rolling, 
mainly in filming Villa Savoye, this PhD tries to determine if 
the Giedion sentence was true. 
 
The architectural space and the buildings faced by 
Chenal, Benton, Barsac and Roman were a novelty for 
them. They were accustomed to scenography sets and 
not to real buildings. On the one hand, space at this time, 
conceptually, was undergoing a dynamic shift, and on the 
other hand, evolved along with the new technological 
advances applied to construction. The classical and 
Newtonian concept of space as the mere three-
dimensional geometric-mathematical configuration 
changed to systems of “movement” influenced by factors 

such as the means of locomotion, cinema or avant-
gardes. These notions were developed in all kinds of fields 
—cubist paintings, the plasticist models of Theo van 
Doesburg and Gerrit Rietveld, the experiences of 
Bauhaus, the prototypes of Mies van der Rohe and Le 
Corbusier, etc.— and additionally authors such as Giedion 
related these concepts to the theory of relativity and called 
them space-time. 
 
Although the space did not actually move physically, 
architects like Le Corbusier understood the building as a 
tour or promenade architecturale through a sequence of 
scenes. The Swiss architect created a space that could 
not be understood from a single point of view, so it forced 
visitors to tour the interior. That walk became a 
compositional shift through the experience of the visitor’s 
views. The ramps and stairs were not only a tool to transfer 
from one height to another; they were also places that 
allowed seeing other spaces of the house. 
 
The first case study took place between 1929 and 1931. It 
was during that time that Chenal filmed in various 
buildings in France and forged a relationship with Le 
Corbusier. Bâtir and Architectures d'aujourd'hui promoted 
buildings of the modern movement from a technical and 
economic point of view, with an aesthetic and spatial look. 
Both documentaries are illustrated with the revolutionary 
constructive processes supported by new materials and 
production systems that cost much less, mainly, by Le 
Corbusier. In 1978, Benton also attempted to capture the 
essence of Le Corbusier in Villa Savoye. Both 
understanding and apprehending the work of Le 
Corbusier, Benton was not the only one who portrayed the 
house with film. The renowned architectural director, 
Jacques Barsac, did it with a retrospective for the 
centennial of Le Corbusier's birth. Recently, Matthew 
Roman filmed an audiovisual experiment repeating 
Chenal's camera positions and correcting his mistakes. 
 
One of the main goals of the four directors was to 
represent in cinema the architectural walk of Le Corbusier, 
in other words, the promenade architecturale. To film the 
essence of Le Corbusier's architecture, the documentaries 
of Chenal, Benton, Barsac and Roman had three common 
camera movements: 
 

• Static movement: Takes place outside and inside 
the Villa Stein. We can see it in Architecture 
d'aujourd'hui. 
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• Movement without dynamism: Shots from locations 
outside the promenade architecturale. It was used 
in Architecture d'aujourd'hui and Savoye. 

• Movement inside the promenade: Taken with a 
subjective camera inside the ramp, as seen in 
Savoye and Le Corbusier. 

 
It is striking to see that none of the documentaries reflect 
the movement that Le Corbusier wanted to incorporate 
into his buildings. They don’t show the kinetic vision or the 
multiple points of view that he wished to incorporate which 
was influenced by cubism among others. Neither of the 
documentaries show the wandering that he demanded in 
his buildings. 
 
Two of the four documentaries that shot the promenade 
architecturale in Villa Savoye did not use a subjective 
camera —Chenal and Roman—, and the two that did —
Benton and Barsac— did not have successful results. 
 
Chenal sought to film the promenade architecturale but he 
ended up focusing on the five points that defined Le 
Corbusier’s architecture. To film the ramp climb —in what 
should have been the most revealing scene—, he set the 
camera out of the promenade and revealed a simple tour 
of a woman climbing the ramp. Roman located the camera 
in the same positions as Chenal and achieved the same 
feeling of confusion. The two directors filmed in Villa 
Savoye from a tripod without movement. To film the 
promenade, apparently, the natural thing would have been 
to get inside, that is, to use the "cine-eye" to reflect what a 
person sees when he is climbing the ramp. Why did they 
not do that? It may be the case that in the time of Chenal 
the movement of a camera was not simple. Nevertheless, 
a year before Man Ray had already filmed The Mysteries 
of the Chateau of Dice with a lot of camera movements. 
 
Benton and Barsac both located the camera on the ramp 
and followed a person. However, the results were very 
similar to the photographs of the house. Both directors 
recorded from inside the promenade with no clear results. 
Like Chenal, Benton had many difficulties showing the 
architectural walk in the documentary and encountered a 
similar problem. He admitted that they sought, literally in 
cinematographic terms, the promenade architecturale. 
They realized that with the frames they wanted to shoot, 
the architectural walk did not capture the same emotion as 
a visit to the building or the feeling that Le Corbusier had 
thought. When filming the walk with a kinetic eye, the 

access was too slow. Finally, Benton decided to use a 
cinematographic camera as if it were a simple photograph 
positioned it in different places. He even filmed the ascent 
that occurs with a person climbing the service stairs while 
the viewer (the camera, actually) slides down the ramp. 
They directed a person to walk up the hill and followed 
him; but they perceived —in the same way that Chenal 
must have done when he did not film from the ramp 
either— that the experience was monotonous: 
 

“To the viewers, the presentation of the ramp 
does not lead them anywhere and becomes a 
tunnel. Our idea for this sequence was to show 
the basic elements of the utopian and artificial 
concept of Le Corbusier and its essence, the 
ramp, as a perfect element of the promenade 
architecturale; but also, where the unreality of the 
concept was shown.”3 

 
All this raises is if Chenal, Benton, Barsac and Roman were 
incapable or if it was impossible to explain the promenade 
architecturale through cinema better than had already 
done through the series photographs. Based on the case 
study, Giedion's statement falters. 
 
It can be said that documentaries that have tried to film the 
promenade architecturale do not transmit more or better 
information than the photographs of that period. It is clear 
that there is a fourth dimension in Le Corbusier's work, 
however it does not mean that it needs to be documented 
with cinema to be understandable. With the photographic 
series, it is enough. The sequential nature of the 
promenade allows surprising the use of single 
photographs to a photographic report, however, not 
necessarily the use of cinematography. On this subject, 
Francoise Penz recalls a sentence of Le Corbusier about 
Chenal: 
 
 

" … while filmmakers play with drama, passion, 
love stories and police mysteries, it is not easy to 
propose to the public a camera that is simply 
transported through the four walls of a house. It 
needs a strange invention to avoid the 
insufferable photogeny.”4 
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Movement and break. The camera moves in 
the Bordeaux House. 
 

      
Koolhaas Houselife (Bêka y Lemoine, 2008) 
Maison à Bourdeaux (Richard Copans, 1998) 
Maarten Van Severen: Addicted to Every Possibilty (Moon Bliase, 2014) 
Caro MIo Ben (Sthephan Van Eende, 2014) 
 
After these first attempts to create architectural 
documentaries, there was a period of productivity decline. 
The number of documentaries in this field diminished. 
Between 1940 and 1980 few architects were interested in 
documentaries and filmmakers did not want to portray 
buildings as the protagonists of their documentaries. 
However, the genre in architecture did progress: 
objectivity was questioned and the documentary directors 
reflected on its mechanisms for representation. This was 
based on the conviction that it is a “construct,” just like 
fiction and, as it had happened in other areas of life, the 
objectivity myth was also overcome. Even the directors 
tried to disassociate themselves from the “documentary” 
term; first, because it had a great historical influence and 
it was related to the classical audiovisuals; second, 
because the term was limited to the new film approaches. 
The critic Antonio Weinrichter explains this shift by 
introducing a new term: 
 

"It is evident that the venerable and always 
conflicting term of documentary is insufficient to 
account for the astonishing diversity of the 
audiovisual work that is being carried out today. 
And we should call it by its exclusion, with the 
fastidious name of non-fiction"5 

 
From the classic audiovisuals of historical areas, the 
documentary genre evolved in the sixties towards the 
observation of reality without manipulation and was 
supported by small technical teams. This was called 
observational and participatory mode, which led to 
approaches that were directly influenced by the English 
free cinema, the Canadian candid, the French cinéma 
vérité and the Italian neorealism. In the field of architecture, 
works such as En Construcción (2001, José Luis Gerín) or 

My Architect (2003, Nathaniel Kahn) are examples of this 
type of approach. 
 
Since the 1980s, non-fiction film progressed and 
generated discourse between objectivity and subjectivity. 
Over time, non-fiction became more reflective, questioning 
the documentary form and integrating a multifunctional 
reality. Authors like Nichols called it reflexive mode. Non-
fictions such as Surname Viet Given Name Nam (Trinh T. 
Minh-ha, 1989) were paradigmatic in this kind of 
documentary. In the field of architecture, the work of 
Charles and Ray Eames includes features of the 
observational and reflexive modes. Examples of this are 
House: After Five Years of Living (1955) and Power of Ten 
(1977). 
 

Koolhaas Houselife (2008, Bêka y Lemoine) 
 
 
This evolution of the documentary genre has helped 
architecture non-fiction explore new challenges in recent 
years. Since the 1990s, architecture documentaries have 
proliferated. Living Architecture (Bêka and Lemoine) is a 
documentary series about buildings by star architects, 
showing works from an unusual perspective. This way, 
Bêka and Lemoine wanted to get away from the iconic and 
idealized look that had existed in architectural 
documentaries before. The series, devoid of compliments, 
showed the fragility and vulnerability of buildings that 
became icons, and they showed the architectural spaces 
in their essence. The entire series is indebted to films such 
as Mon Oncle (1958, Jacques Tati), The Party (Blake 
Edwards, 1968) and Brazil (Terry William, 1985). The most 
successful documentary in the series has been Koolhaas 
Houselife. It is a piece that portrays Casa Bordeaux (1998, 
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Rem Koolhaaas) through the eyes and the daily work of 
the housekeeper. The film used participatory and reflexive 
techniques and references from cinemá vérité and Jean 
Rough. The tasks of the housekeeper and her relationship 
with the most distinguished element of the house —a 
mobile room as an elevator— expose the utilitarian defects 
of the house, while also showing her admiration for the 
technological aspects of the house. It is not the only 
documentary that has faced this type of challenge; Maison 
à Bordeaux (Richard Copans, 1998), Maarten van Severen: 
addicted to every possibility (Moon Blaisse, 2014) and 
Caro Mio Ben (Stepahn Van Eende, 2014) have also done 
so. 
 
Conceptually, the space created by Rem Koolhaas 
changed as it was influenced by Le Corbusier´s thinking 
years ago. Therefore, the architectural space which 
Copan, Bêka and Lemoine, Blaisse and Van Eende dealt 
with had little or nothing to do with what Chenal faced. 
Authors like Rafael Moneo have affirmed that, between the 
architecture of the Modern Movement and Contemporary, 
there is a break in the conception of the space. Rem 
Koolhaas himself recognizes his independence with the 
architecture of modernity, claiming that there was a desire 
to "invent something new." Moneo further developed the 
thought of space and pointed out the different notions 
between what was the Modern Movement and the 
Contemporary conception: 
 

"Modern architecture turned space into its 
substance and justification. [...] But how is the 
notion of space for the architects of today. There 
is no doubt this notion is still present in the 
architectural project, but it is not viewed in the 
same way: it has lost its substantive condition, 
[space] is no longer the starting point of the 
project.”6 

 
Modern architects understood architecture as "the art of 
space" and they incorporated the concept of time. 
Modernity had defined space as the beginning of the 
project, the seed of discipline; however, in contemporary 
times the concept of space is no longer predominant. The 
condition of space sought by modern architects at the 
beginning of the century became “discovered space” in 
the second half of the XX century. In the works of many 
contemporary architects, including Rem Koolhaas, space 
is the result of different actions applied in the creative 

process before conceiving the space itself. As Moneo 
says, the space appears after the strategies: 
 

"Today, space is the result and not the origin of 
the action and the project gesture. [...] Although 
in phenomenological and sensorial terms space 
is still present, no one would say that the architect 
has elaborated his project from them. The 
importance that spatial experience has in the 
contemporary world should not, however, lead us 
to consider space as one of the substantial 
aspects of architectural thinking today. " 

 
This conception of space —that led to Koolhaas to build 
Bordeaux House based on the needs of its paraplegic 
owner— required other techniques to portray it beyond the 
photograph that enlightened the avant-gardes. The 
proliferation of architectural documentaries since the 
1980s is not just about the emergence of new 
technologies and the Internet, it’s also because 
contemporary architecture with a different concept of the 
space, has begun to require other techniques beyond 
photography. 
 
This is reflected especially in Koolhaas Houselife by doing 
an intense follow-up of Guadalupe, the housekeeper, like 
in an architecturale adventure of the house. The main 
protagonist of the documentary and the space is not the 
woman cleaning, but the elevation platform. Maison à 
Bordeaux also shows the space, but following Koolhaas in 
the house. Caro Mio Ben follows a tenor on the platform. 
Maarten van Severen: addicted to every possibility follows 
four students who are visiting the Bordeaux House. 
 
Bêka and Lemoine, Copan, Van Eende and Blaisse carried 
out a series of well-intentioned camera movements. None 
of them focused on the measurable space of the house, 
but all wanted to capture the concepts that Koolhaas 
used. For this, the four repeated three types of 
movements: 
 

• Vertical movements. In general, they were filmed 
on the lifting platform, but also many followed 
different people up the stairs. The most 
significant ones are in Koolhaas Houselife and 
Caro Mio Ben. 

• Horizontal movements. They filmed horizontal 
planes on each of the levels. They appear most 
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in Koolhaas Houselife and in Maarten van 
Severen: addicted to every possibility. 

• Continuous movements. They filmed in both 
directions as if they were sewn together 
assembling the space. The documentary that 
best uses them is Koolhaas Houselife. 

 
These three camera movements, or film characteristics, 
are the directors' response to the space in which they have 
shot paying homage to the Koolhaas architectural 
concepts. Those concepts would have been difficult to 
appreciate if they had applied other non-cinematic 
techniques. The following are the architectural reasons 
why the directors have filmed with those movements: 
 

• The connection —through the stairs and the 
platform— of the three levels that were 
understood as three stacked houses in 
Bordeaux House is the reason for the vertical 
camera movements. 

• The fragmentation of opposing spaces marked 
by the presence or absence of the lifting platform 
and the level at which it is positioned, forces the 
horizontal movements to be performed. 

• Koolhaas attempts to unify all apparently 
unconnected pieces with continuous 
movements inspired by Le Corbusier's shift from 
an architectural promenade to an architecturale 
adventure. 

 
The architectural space of the Bordeaux House can only 
be reflected by audiovisual means; not with those who 
explain the idea of the building, but with those who lead 
the viewer to experience the space. Photographs, even if 
there were several, would not accurately portray the reality 
constructed by Koolhaas. 
 
 

 
 
 
 
 
 
 
 

Simultaneous Movement. The camera moves 
at the Rolex Center. 
 

       
If building could talk (Wim Wenders, 2010) 
Le Paysage Interieur (Robert Maillard, 2010) 
Le Rolex Learning Center (Juliette Garcias, 2012) 
 
 
Of the reflection experimented by many documentaries 
since the 1980s, non-fiction cinema evolved into a realistic 
representation. It became a type of documentary film that 
addressed emotions of the public and tried to provoke 
them through poetic and rhetorical resources. It created 
another type of realism that, although it does not have 
coherence with the exterior, it corresponded with its own 
rules. Bill Nichols called this a performative mode. This 
audiovisual form has been the mode used to bring 
together poetic-experimental strategies that mix all kinds 
of forms. It has transformed the documentary genre in 
recent decades. The performative mode is the natural 
evolution of the poetic mode. This is the case in Godfried 
Redgio's trilogy: Koyaanisqatsi (1983), Powaqqatsi (1988) 
and Nagoyqatsi (2002), which tells of the destructive effect 
of the modern world in different aspects. This 
documentary mode created a dividing line between 
documentary and fiction that has been diluted in the last 
decades. 
 
In the field of architecture If buildings could talk is a good 
example of the performative mode. In part of his 
filmography, Wim Wenders went beyond poetic 
documentary that was classic in the avant-gardes. He 
challenged the generalization of the expository mode, the 
objectivity of the observational forms, the interaction of the 
participatory mode and the conceptions of reflexive 
documentaries. In the documentary about the Rolex 
Center, images, although extracted from the reality of the 
building, are not intended to exclusively describe the 
space, but also to reflect on themselves and the emotions 
relayed to the public. 
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The same year of the opening of Pina, Kazuyo Sejima and 
Ryue Nishizawa contacted Wenders to portray one of their 
latest works, the Rolex Center (2010). Japanese architects 
entrusted the visual legacy of their work to a film director, 
not to a photographer. And Wenders went a step further in 
audiovisual documentation of architecture by 
incorporating the possibilities of 3D technology in 
response to the type of space that he found when he was 
visiting the building: 
 

"... I discovered the building and was very excited 
because I do not know any architecture in the 
world that resembles more landscape. If I were to 
categorize the building it would be more like a 
landscape with valleys and hills than a building. 
When I started thinking about how I could make a 
movie in such a fantastic place, I realized that it 
was impossible to do it without focusing on the 
dimension of space."7 

 
The filmmaker and the architects conceived the piece as 
a dialogue with the spectators and turned the building into 
an abstract entity and visual research. The result was a 
lyrical and poetic piece of 12 minutes shot with 3D 
technology, reported (almost whispered) by a sensual 
female voice that embodied the building itself.  
 
But Wenders has not been the only one who tried to 
capture the Rolex Center space in documentaries. In Le 
Paysage Interieur (2010) Robert Maillard explained the 
whole process starting from the awarded competition to 
the construction of the building with a focus on the latter. 
Juliette Garcias in The Rolex Learning Center (2012) made 
a short film for the German-French channel ARTE in which 
she showed the ideas behind the building. 
 
The concept of space faced by Wenders, Maillard and 
Garcias is very different than what Bêka and Lemoine and, 
of course, with Chenal dealt with. The Rolex Center space 
is the result of a landscape tradition in architecture. This 
fact is one of the determining factors in the differentiation 
between modern and contemporary architecture, as 
Moneo indicates. The Spanish architect speaks of the 
evolution of the modern object towards a landscape 
building as follows: 
 

"Throughout history, architecture has produced 
“objects.” Modern architecture has as well. It may 
have inadvertently followed the steps of ancient 
architecture, but Modern architecture understood 

that its task was to construct the objects that we 
call buildings. Since the 1990s, the idea of an 
object has been blurring until the building 
converted into landscape."8 

 
The etymology of the word "landscape building" seems 
incongruous. Perhaps the landscaping condition, 
relationship, connection or landscaping methods will fit 
better and get closer to what the meaning of a building can 
be. The roots of buildings with landscape characteristics 
began with the aesthetic revolution that took place at the 
end of the XIX century. English theorists proposed the 
picturesque as a category that adopted the empiricist 
model of nature as an aesthetic canon. In this era, 
architects proposed gardens inspired by the natural 
landscape, which were influenced by the French paintings 
of landscapes of the XVII century such as Claude Lorrain. 
 
It is important to introduce the notion of the picturesque as 
a system and not as a style. The relation between painting-
landscape-architecture and the new concepts developed, 
like the Great Tour, the sublime and empiricism at the 
beginning of the century were adjectives that qualified a 
type of garden. At the end of the century all of those 
concepts became more of a system of composited 
methods than an adjective and became an inspiration for 
architecture, which it has influenced the architectural 
space four centuries later. 
 
Sejima and Nishizawa, almost unknowingly, are inheritors 
of this tradition. They thought of the Rolex Center space as 
an interpretation of the landscape of the Swiss Alps, 
instead of mimicking the existing architecture in the 
campus. The result was a building in which a manipulated 
horizontal plane separates different functions. It created 
elevated or depressed condition according to the 
programmatic needs. Thus, certain continuity and privacy 
are maintained simultaneous to scenarios that are created 
with the different activities of the Center. This way, the 
undulating slab releases a lower space that serves as a 
threshold for access to the building. The Rolex Center is 
the end of a family of projects in which SANAA has 
adopted landscape systems to explore spaces by folding 
the floor. 
 
Due to the space found in the Swiss building, Wenders, 
Maillard and Garcias focused on non-fiction and the 
movement of students and workers. They followed people 
with three different approaches: 
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• Following students inside the building. We can 

see them in If buildings could talk through 
travelling and, to a lesser extent, in Le Paysage 
Interieur. 

• Following beneath the slab. In general, they 
captured the informal atmosphere that is created 
in this area. The most important ones are in If 
buildings could talk (through sequence shots of 
articulated movements between people and 
vehicles) as well as Le Rolex Learning Center. 

• Intimate approach to users. They were filmed 
showing the expressions of the users that 
become an instrument of reflection and 
communication with the building. The most 
remarkable is given in If buildings could talk 
through silent portraits of students and workers. 

 
These approaches are a consequence of the type of 
space that was found and that, with other techniques or 
movements other than cinema, would not have been 
possible to capture. The architectural features of this type 
of space, and reason for each film feature, are: 
 

• The topography of the Rolex Center, the lack of 
definition of the program, that there are no 
vertical partitions and that the building is 
designed from the routes (Le Corbusier's 
architecturale promenade transforms into 
architectural travel) forced the directors to film in 
the interior by following people. 

• The space created by the Japanese architects 
between the slab and the floor —which allows 
great freedom of movement— explains the 
sequence of shots with articulated movements. 

• Experienced space and the relationship between 
the building and users (how they feel, look, hear 
and, ultimately, experience the building) explains 
the correct use of the intimate portrait of the 
students. 

 
In short, it is a nomadic and experimental attitude of the 
building to which, mainly, Wenders, but also Maillard and 
García, respond to with constant camera movement along 
the valleys, slopes and below the Rolex Center. With this, 
they discover the lightness, the ephemeral, the immaterial 
and the absent and void characteristic of the Japanese 
architects. Consequently, this kind of space and 
architecture can only be reflected by the movement 

allowed by the film camera. 
 
In addition to the movements of cameras and tours, the 
documentaries have another protagonist through the 
image and the editing. In one image, the three directors 
differentiate, as to be expected, one protagonist that 
occurs within the frame and the another that is out-of-field. 
The last one is important in cinema, but even more in 
architectural documentaries where it is a space in and of 
itself. The three directors used a specific image to 
decipher the Rolex Center spaces and they gave life to the 
out-of-field space so the public could identify spatial 
relationships and they could build their own mental space. 
 
 

Image and sequence. The weight of the 
photograph 
 
Le Corbusier was one of the first architects aware that the 
representation of a building ended up transcending the 
building itself. Therefore, he took care of all publications of 
his architecture. He assumed Architecture d'aujourd'hui as 
another opportunity to create publicity for himself. He 
participated in the process from the beginning, and the 
documentary had to be understood as an instrument of his 
propaganda. This approach to architectural publications 
not only influenced Chenal, but also other directors that 
filmed his buildings years after. Based on the influences of 
Le Corbusier's ideas and the type of space encountered 
by Chenal, Benton, Barsac and Roman, they had three 
cinematographic features in common from the point of 
view of the image. They are: 
 

• Replicate of the picture positions. The four 
directors copied shots from the same location as 
the photographers who portrayed Le Corbusier 
houses in the thirties. Unlike the photographers, 
the filmmakers had to do panoramas since the 
objective of the cinema camera did not open as 
much as the photographic one. This occurs 
mainly in Architecture d'aujourd'hui, but also in Le 
Corbusier and in Savoye. 

• Abundance of plans with new materials and 
technology. They show the new materials the era. 
Architecture d'aujourd'hui, Savoye and Le 
Corbusier utilized them. 

• Use of the internal out-of-field. They carried it out 
through the windows. We can mainly see this in 
Architecture d'aujourd'hui and in Savoye. 
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There are three filmic characteristics that were cinematic 
responses given by the directors for three of the 
architectural ideas that Le Corbusier thought of for Villa 
Savoye. These are: 
 

• The repetition of the photographic position with 
the film camera demostrating the importance of 
the photograph for Le Corbusier, and the lack of 
confidence that the film camera is more effective 
than the photographic one. 

• The abundance of shots showing new 
construction materials and technology 
overshadowing the influence of industrial 
progress and machinism in modern architecture. 

• The filmmakers used the out-of-field with the 
windows because these elements were essential 
for the understanding of Le Corbusier buildings. 
For the Swiss architect, a window was similar to 
a photographic camera which frames the visual, 
archives the views and marks the next viewpoint. 

 
It is obvious that Chenal's documentaries are more of an 
advertising piece than a cinematographic work of art. But 
it is more surprising that this also happens with Benton, 
Barsac and Roman documentaries. Although Le 
Corbusier was not involved in them, the directors followed 
the same dynamic: more of an advertising approach than 
cinema. 
 
 

Image and fragment. Life as fiction 
 
On the other hand, the type of images that were difused in 
the Bordeaux House, mainly Bêka and Lemoine, but also 
Copans, Blaisse and Van Eende, were conditioned by the 
space of the house and influences such as cinéma vérité. 
The detailed analysis of these films shows that these 
directors have three types of shots in common: 
 

• Detail shots or foreground. This type of shot 
emphasizes the technological elements and 
mechanisms of the house. The most important 
ones are in Koolhaas Houselife and Maison à 
Bordeaux. 

• Use of long-term shots. They are always built 
from a sequence shot or following shot that 
allows you to get a complete idea of the space 
of the house. The best are those that follow 

Guadalupe in Koolhaas Houselife or the musician 
in Caro Mio Ben. 

• Shots that play with the out-of-field. This type of 
condition highlights the ascent or descent of the 
platform. We can see it in Koolhaas Houselife, 
Caro Mio Ben and Maarten van Severen: 
addicted to every possibility. 

 
These types of shots are the result of at least three 
architectural strategies that Koolhaas applied to Bordeaux 
House’s creative process before even thinking about the 
space itself. The strategies include: 
 

• The obsession with detailed shots of 
technological elements, which is due to the fact 
that the Bordeaux House is a mechanized home 
(designed for its owner, a paraplegic person who 
moves in a wheelchair) and also has many 
maintenance problems. 

• The use of long shots, sequences and following 
people in the house is the best tool to show the 
adventure architecturale of Koolhaas. Like Le 
Corbusier, the Dutch architect divided the 
vertical communication of the house into two 
systems. Instead of the ramp and the stairs, he 
used the platform and the stairs. The difference 
between the concepts of the two architects is 
that the platform is for not only circulation, such 
as Le Corbusier’s ramp. With these type of shots, 
the communication does not become a tunnel 
(as it happened to Chenal and Benton when they 
filmed the ramp of Villa Savoye). Through the 
vertical movement and horizontal relationships of 
the platform, it becomes a mechanism of the 
space. The platform allows people to use the 
space in multiple ways and it generates different 
spaces; something that is possible to see only 
with these types of shots. 

• The verticality that the out-of-field creates is a 
consequence of the type of architecture that 
results from stacking three floors (three houses) 
that are united by the vertical movement of the 
platform. 

 
The natural image without artifice that was shown by Bêka 
y Lemoine, Copans, Blaisse and Van Eende is in 
agreement with a machine-house full of devices and at the 
same time, it had construction defects and became 
dysfunctional once the owner died. This aligns with the 
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idea of the changing space that the platform produces 
with both his presence and absence. 
 
 

Simultaneous image. 3D technology as a tool 
for architecture  
 
Finally, the space that Wenders, Maillard and Garcias 
found in the Rolex Center made them use a type of shot 
with three characteristics in common. They could not be 
appreciated with non-cinematographic techniques. These 
include: 
 

• Use of the wide angle. They exaggerate the 
perspective of objects and activities and show 
everything in the same shot. This can be seen in 
the three documentaries, but in If buildings could 
talk is where this resource is more clear as 
allowed by the 3D technology. 

• Use of the focal length to produce depth of field. 
It is a resource that shows various actions 
simultaneously without using the montage. We 
can see it in If buildings could talk and, to a lesser 
extent, in Le Paysage Interieur and in Le Rolex 
Learning Center. 

• Shots that play with the out-of-field and ellipsis. 
They allow you to extend the space beyond the 
screen frame. The three filmmakers used it but, 
again, Wenders, is who took the most advantage 
of it. 

 
The instruments in terms of image, adopted by the three 
directors, are the filmic response to the architectural space 
they found in their visit. This, with another technique out of 
the cinema would not have been possible to use. 
 

• The wide angle responds to a building with 
landscape connotations in which there are hardly 
any interior partitions. It is a diaphanous space 
that flows in all directions. In the Rolex Center the 
different programs are superimposed along with 
the circulation, something that has its reference 
in the picturesque gardens designed by English 
landscapers. 

• The depth of field reinforces SANAA's idea of 
creating a large number of horizons, visions and 
frames in the interior of the building. 

• The repeated use of out-of-field is a 
consequence of the type of space with blurry 
boundaries. That condition creates an infinite 
space where the displacement is more important 
than the boundaries that define it, which 
otherwise would have been difficult to see. 

  
Experiencing space with 3D technology led Wenders to 
start the filming of Cathedral of Culture, where he invited 
nine directors to film 3D architecture. In only some of these 
nine films the 3D technique was more apparent and better 
quality than 2D documentaries of those same architectural 
spaces. Space is the key. 3D technology enhances the 
spaces of the Berlin Philharmonic, Oslo Opera House and 
Rolex Center. However, in Pompidou Center and Salk 
Institute it does not contribute anything new compared to 
2D documentaries. The two cases where the 3D technique 
fails are object buildings, while the three successfully 
filmed buildings are landscape-architecture which 
integrate sequence, concatenation, joints, surprise and 
simultaneity. 
 
Therefore, it can be said that architectural 3D 
documentation uses all of its force with landscape-
buildings. And they have their roots in XVII century 
landscapes and paintings.  
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Conclusions 
 

        
Relation circulation & program. 
 
- Villa Savoye (Le Corbusier). Circulation ≠ Program 
- Burdeos House (rem Koolhaas). Circulation [similar] Program 
- Centro Rolex (SANAA). Circulation = Program 
 
 
Through a detailed analysis of the camera movement of 
each film, the tours and the images of non-fiction films of 
Villa Savoya, Bordeaux House and the Rolex Center, we 
can conclude that the response of each director is a result 
of their cinematic interpretation of the architectural 
concepts of each building. These can be analyzed and 
grouped into three main concepts: 
 
 
 

 
 
 
 

1- Relation between circulation and program: from 
promenade architecturale to travel architecturale 
and adventure architecturale. 

2- Types of spatial vision: vision in layers, 
fragmented and without limits. 

3- Conceptualization of space: wanted space, 
sought and experienced. 

 
In regards to the first concept —the relationship between 
circulation and program— Le Corbusier’s villas show a 
distinct separation where the tour is free from other 
programs. The Swiss architect controlled the circulation 
through clearly defined and directed routes: the 
promenade architecturale. In the houses that were 
analyzed he created two possibilities of circulation —ramp 
and stairs— that are more monotonous than he describes 
in his writings. The ramp become a tunnel, when captured 
from inside, as Benton experimented with his camera. 
 
 

 
 
 

     
 
Villa Savoya (Le Corbusier)   Casa Burdeos (Rem Koolhaas)    Centro Rolex (SANAA) 
 
Relation of the circulation with the program and boundaries. 
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In contrast, Koolhaas maximizes the promenade and 
understands that circulation and programs share space. 
In fact, the lifting platform has an unclear limit between the 
vertical circulation and the programs, which makes the 
architectural walk become an adventure architecturale. 
Finally, the promenade architecturale in the Sejima and 
Nishizawa work creates a kind of travel architecturale as if 
it were a landscape system, which produces endless 
possibilities of use. Here, circulation and the program are 
the same. 
 
With only one choice of movement (as in Le Corbusier 
work), a series of photographs could be enough to 
describe it if there is no alternative available. Le Corbusier 
understands his architecture as a story, although a linear 
and sequential one, but with depth in layers. He speaks 
about several images - fixed, not mobile - as if a 
photographer moved with his tripod and immortalized the 
spaces he is discovering. With this, the photographic 
narration, comic or storyboard that he used with his clients 
is inevitable. However, this is not true cinema, just multiple 
photographs, and if it is considered cinema, it is very linear 
or primitive cinema. 
 
The relationship between circulation and the program 
forced Chenal and the other directors who filmed in Villa 
Savoya to walk the house in a linear direction. In the 
Bordeaux House, this relationship allowed Bêka and 
Lemoine and the other directors who filmed there, to take 
advantage of the possibilities offered by the moving 
platform to circulate in the house. At the Rolex Center, 
because of the relationship between circulation and 
program, Wenders and the other directors who filmed 
there were able to travel with their camera to capture the 
experience provided by the valleys, hills and the underside 
of the building. 
 
For the second concept —the type of visions of each 
experience— it can be stated that Le Corbusier’s 
architecture has the clear mission of guiding the visitor 
through its spaces to cause the determined impressions. 
Through layers, the promenade allows the sequential view 
directed through a series of events. Le Corbusier created 
a vision in layers from an inclined line. However, Koolhaas 
expanded the possibilities of the Le Corbusier’s 
promenade and vertically released the space, which 
reveals the segmented nature of the building through 
fragmented visions. It is a view from a vertical line that has 
associated planes —vertical and platform—. Finally, the 

simultaneity produced by the Rolex Center is a 
consequence of the depth and diffused limits created by 
SANAA, which is, the view from a wavy plane. 
  
The third architectural concept is related to the notion of 
space of each architect. Le Corbusier understood space 
as the goal of his architecture as proved in Ronchamp 
(1954) or the Philips Pavilion (1958). Rem Koolhaas 
understood that space has become less tectonic or less 
built, and more a result of a series of projection strategies. 
This makes it necessary to experience the project, without 
explanation, in order to understand the thinking logic. Last, 
at the Rolex Center, SANAA radicalized the understanding 
of space as something built and created. A work that 
seems to not be generated by architecture, but based on 
a series of experiences. 
 
In Villa Savoya, the visit which marked and forced by the 
linear path of travel that Le Corbusier conceived creates 
an experience (real and cinematographic) that is set 
beforehand. It is the desired experience sought in his 
desired space. 
 
In Bordeaux House, the platform is responsible for the 
sought space and it functions as a space mechanism and 
as a tool. The portrayal of this action cannot be 
documented with still images; it can only be done with 
non-linear (ruptured) montage films. 
 
The nomadism that can be experienced in the Rolex 
Center, with the depth produced by the spaces and the 
diffused limits of programs, makes it so that a fixed 
snapshot cannot portray it and 2D cinema does not 
capture the full depth of space. In flat photography, or 2D, 
good perception or perspective of the hills and valleys is 
difficult to obtain, which is important for SANAA; the tri-
dimensionality with depth. The only way to overcome this 
deficit and give viewers the proper impression of being 
there is to make them consistent with the space. The 3D 
technology helps unravel the simultaneity of spaces 
perceived in the Rolex Center. This system works the same 
as the human eye: it imitates what would be seen in a 
space of landscape characteristics; only 3D can do that. 
 
In short, although convergent and related, contemporary 
architectural and cinematic languages are disconnected. 
Architects do not use audiovisual language to talk about 
their work with the same ease and immediacy with which 
they use drawings, models, photographs, writings or 
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digital media. Cinema has a type of communication that is 
much more complex and difficult to be controlled by an 
architecture practice.  
 
Today, cinema and architecture videos through the 
Internet, as tool or support, have become the focus of 
many architects. There was already been important 
binominal relationships between film directors and 
contemporary architects —SANAA & Wim Wenders, Bêka 
& Lemoine with Koolhaas— as it happened with 
photographers and architects in modern times. 
However, until there are more binominal relationships 
similar to these, it will not be possible to advance in the 

audiovisual documentation of the discipline and know if 
the cinematographic camera and its new technologies will 
evolve as has been shown in the examples here in the way 
of perceiving contemporary architecture as photography 
did with the modern architecture. 
In the research process of this thesis and with the filming 
of more than 50 short films of architecture and a feature 
film, the author has not only learned much about cinema, 
but also about architecture. There is nothing like looking 
through another person’s eyes (or across the screen) to 
better understand what one already knows.  
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