




A
CO

RQ
M

U
U

I
N
TE

IC
C

A
T

R
U

 
R
L

A
A

del origen de la modernidad 
a la era digital

TOMO I



COMUNICAR LA ARQUITECTURA
del origen de la modernidad a la era digital

JUAN CALATRAVA 
DAVID ARREDONDO GARRIDO 

MARTA RODRÍGUEZ ITURRIAGA 
(EDS.)

Granada, 2024



© Los autores

© Universidad de Granada 

ISBN(e) 978-84-338-7371-2 

Edita:  

Editorial Universidad de Granada 

Campus Universitario de Cartuja 

Colegio Máximo, s. n., 18071, Granada 

Telf.: 958 243930-246220 

Web: editorial.ugr.es 

Maquetación: Noelia Iglesias Morales
Diseño de cubierta: Francisco Antonio García Pérez (imagen de fondo: detalle de Blue on almost white, Nikodem Szpunar, 2022) 
Imprime: Printhaus

Printed in Spain                                  

Cualquier forma de reproducción, distribución, comunicación pública o 
transformación de esta obra solo puede ser realizada con la autorización 
de sus titulares, salvo excepción prevista por la ley.

 Impreso en España



IV Congreso Internacional Cultura y Ciudad 
Comunicar la arquitectura: del origen de la modernidad a la era digital 

Granada 24-26 enero 2024 

Comisión Organizadora 
David Arredondo Garrido 
Juan Manuel Barrios Rozúa 

Juan Calatrava Escobar 
Ana del Cid Mendoza 

Francisco Antonio García Pérez 
Agustín Gor Gómez 

Bernardino Líndez Vílchez 
Juan Carlos Reina Fernández 

Marta Rodríguez Iturriaga 
Manuel “Saga” Sánchez García 

María Zurita Elizalde 



Comité Científico 
Juan Calatrava, Universidad de Granada (Presidente) 

Paula V. Álvarez, Vibok Works 
Atxu Amann, Universidad Politécnica de Madrid. MACA 

Ethel Baraona Pohl, Dpr Barcelona 
Manuel Blanco, Universidad Politécnica de Madrid 

Mario Carpo, The Bartlett School of Architecture 
Miguel Ángel Chaves, Universidad Complutense de Madrid 

Pilar Chías Navarro, Universidad de Alcalá 
Teresa Couceiro, Fundación Alejandro de la Sota 
Francesco Dal Co, Università IUAV di Venezia 

Annalisa Dameri, Politecnico di Torino 
Arnaud Dercelles, Fondation Le Corbusier 

Ricardo Devesa, Actar Publishers 
Carmen Díez Medina, Universidad de Zaragoza 

Ana Esteban Maluenda, Universidad Politécnica de Madrid 
Luis Fernández-Galiano, Arquitectura Viva 

Davide Tommaso Ferrando, Libera Università di Bolzano 
Martina Frank, Università Ca’ Foscari Venezia. Rivista MDCCC1800 

Carolina García Estévez, Universitat Politécnica de Catalunya 
Ramón Gutiérrez, CEDODAL 

Ángeles Layuno, Universidad de Alcalá 
Marta Llorente, Universitat Politècnica de Catalunya 

Mar Loren, Universidad de Sevilla 
Samantha L. Martin, University College Dublin. Architectural Histories 

Paolo Mellano, Politecnico di Torino 
Marina Otero Verzier, Design Academy Eindhoven 

Víctor Pérez Escolano, Universidad de Sevilla 
Antonio Pizza, Universitat Politécnica de Catalunya 

José Manuel Pozo, Universidad de Navarra 
Eduardo Prieto, Universidad Politécnica de Madrid 

Moisés Puente, Puente Editores 
José Rosas Vera, Pontificia Universidad Católica de Chile 

Camilio Salazar, Universidad de Los Andes. Revista Dearq 
Marta Sequeira, ISCTE-IUL, DINÂMIA’CET-IUL, Universidade Autónoma de Lisboa 

Jorge Torres Cueco, Universitat Politècnica de València 
Thaïsa Way, Dumbarton Oaks, Trustees for Harvard University, Washington DC 

Jorge Yeregui, Universidad de Málaga. MICA 



INTRODUCCIÓN . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  XXIII
Juan Calatrava, David Arredondo Garrido, Marta Rodríguez Iturriaga 

DOS PELÍCULAS SOBRE LA COMIDA Y LA CIUDAD . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 29
Juliana Arboleda Kogson 

EL PAISAJE DE LA ESPAÑA MODERNA DEL BOOM DESARROLLISTA A TRAVÉS DE LAS TARJETAS
POSTALES . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 37

Cristina Arribas Sánchez 

CLOTHING, WOMEN, BUILDINGS. THE ARCHITECTURAL IMAGES IN FASHION MAGAZINES . . . . . . . . . . . . . 49
Chiara Baglione 

LA PLAZA (BAQUEDANO) EN LA CIUDAD (DE SANTIAGO DE CHILE) EN DIEZ FOTOGRAFÍAS: 
DISCURRIR DE UN IMAGINARIO URBANO A TRAVÉS DE SU REGISTRO VISUAL . . . . . . . . . . . . . . . . . . . . . . 61

Pedro Bannen Lanata, José Rosas Vera 

ARQUITECTURA POPULAR Y PAISAJES SIMBÓLICOS: LA HUELLA DE FEDERICO GARCÍA 
LORCA EN EL CINE ESPAÑOL . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 75

Paloma Baquero Masats, Juan Antonio Serrano García 

ESPACIO URBANO Y ARQUITECTURA EN LA REPRESENTACIÓN CINEMATOGRÁFICA DE
LA MARGINALIDAD COMO TEXTO MODELIZADOR DE LA CULTURA. UNA APROXIMACIÓN DESDE LA 
SEMIÓTICA DE LA CULTURA . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 87

Diana Elena Barcelata Eguiarte, Andrea Marcovich Padlog 

TOMO I

FOTOGRAFÍA, CINE, PUBLICIDAD: LA COMUNICACIÓN VISUAL



XII Comunicar la arquitectura: del origen de la modernidad a la era digital

FILMS AS MANIFESTO. GIANCARLO DE CARLO AT THE X TRIENNALE OF MILAN . . . . . . . . . . . . . . . . . . . . 101 
Gemma Belli  

LAS CELOSÍAS DE LA ALHAMBRA: CONSTRUCCIÓN DE UNA IMAGEN . . . . . . . . . . . . . . . . . . . . . . . . . . . . 113 
Bárbara Bravo-Ávila   

TRANSITAR SOBRE EL TEJADO: HACIA NUEVOS IMAGINARIOS URBANOS A TRAVÉS 
DEL CINE. EL MEDITERRÁNEO Y BARCELONA  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 125 

Marina Campomar Goroskieta, María Pía Fontan 

ORIGEN Y DIAGNÓSTICO DEL COLLAGE POSTDIGITAL COMO EXPRESIÓN ARQUITECTÓNICA 
DE LA DIFERENCIA A INICIO DE LOS AÑOS 2000 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 137 

Alejandro R. Carrasco Hidalgo 

FOTOGRAFÍA, ARQUITECTURA Y PATRIMONIO: CONSTANTIN UHDE Y LOS MONUMENTOS 
ARQUITECTÓNICOS DE ESPAÑA (1888-1892)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 151 

Miguel Ángel Chaves Martín    

ESCRITORES Y DIBUJANTES VIAJEROS EN LOS REALES SITIOS. EL ESCORIAL EN LAS REVISTAS
ILUSTRADAS ESPAÑOLAS Y FRANCESAS DEL SIGLO XIX  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 163 

Pilar Chías Navarro, Tomás Abad Balboa, Lucas Fernández-Trapa  
BUILDING THE IMAGE OF MODERNITY: THE INTERACTION BETWEEN URBAN ARCHITECTURE
AND MONTAGE IN EARLY FILM THEORY AND PRACTICE . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 175

Bernardita M. Cubillos

UTOPIA IN ARCHITECTURE AND LITERATURE: WRITING IDEAL WORLDS . . . . . . . . . . . . . . . . . . . . . . . . . 191
Jana Čulek

LA FORMA DE LA LUZ. PROYECTOS, IMÁGENES, RECUERDOS (S. XX-XXI) . . . . . . . . . . . . . . . . . . . . . . . . . 205
Maria Grazia D’Amelio, Antonella Falzetti, Helena Pérez Gallardo

LA MIRADA SOBRE LA VIVIENDA COLECTIVA CONTEMPORÁNEA EN EL CINE: DE LA DISTOPÍA A 
LA REALIDAD SOCIAL . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 217 

Rafael de Lacour, Ángel Ortega Carrasco  

ESPACIO Y TIEMPO EN LA ADAPTACIÓN CINEMATOGRÁFICA DE UNA OBRA LITERARIA. 
SOLARIS, BLADE RUNNER Y 2001: A SPACE ODYSSEY  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 229 

Juan Deltell Pastor     

LA MURALLA ROJA. ENTRE EL ESPACIO REAL Y EL VIRTUAL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 243 
Daniel Díez Martínez   

CRÓNICAS DE UN ARCHIVO LATENTE. LOLA ÁLVAREZ BRAVO: FOTÓGRAFA, TAMBIÉN, DE 
ARQUITECTURA . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 257 

Alicia Fernández Barranco  

ARCHITECTURE AND PHOTOGRAPHY IN THE MODERN ERA. THE ITALIAN SETTING BETWEEN 
THE TWO WARS (1920-1945)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 269 

Adele Fiadino      

GEORGIA O’KEEFFE Y BERENICE ABBOTT: MIRADAS CRUZADAS DE NUEVA YORK  . . . . . . . . . . . . . . . . . . 281 
José Antonio Flores Soto, Laura Sánchez Carrasco  

 



XIIIÍndice

REALIDADES Y FICCIONES DEL SUEÑO AMERICANO: LA CASA PUBLICITADA EN EL
SUBURBIO ESTADOUNIDENSE DE POSGUERRA . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 293 

Estibaliz García Taboada, Javier Fernández Posadas   

CARTOGRAFÍAS CINEMATOGRÁFICAS: LOS DESCAMPADOS DEL CINE QUINQUI  . . . . . . . . . . . . . . . . . . . 309 
Ubaldo García Torrente  

DOCUMENTOS DE ARQUITECTURA: PASIÓN POR DOCUMENTAR . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 321 
José Ramón González González  

COMUNICAR LA ARQUITECTURA MEDIANTE LA FOTOGRAFÍA: TRES MIRADAS SOBRE LA CASA 
URIACH   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 335 

Arianna Iampieri    

GRAND HOTEL ARCHITECTURE AS DEPICTED, PHOTOGRAPHED, AND FILMED IN THE CASE OF 
THE CIGA: COMPAGNIA ITALIANA DEI GRANDI ALBERGHI  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 349 

Ewa Kawamura   

THE IMAGINED AND THE LIVED: A COMPARATIVE STUDY OF KOWLOON WALLED CITY IN 
CYBERPUNK SCIENCE FICTIONS AND HONG KONG URBAN CINEMA . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 361 

Zhuozhang Li    

PHOTOGRAPHED ARCHITECTURE: THE CASE OF THE VILLAGGIO MATTEOTTI IN TERNI BY 
GIANCARLO DE CARLO (1969-1975) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 371 

Andrea Maglio    

LA REPRESENTACIÓN DEL ESPACIO URBANO A TRAVÉS DE LA FOTOGRAFÍA. ESTUDIO 
COMPARATIVO DE LA PLAZA MAYOR DE SALAMANCA, PIAZZA SORDELLO EN MANTUA Y 
MOUNTJOY SQUARE EN DUBLÍN  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 383 

María Gilda Martino    

STEEPED IN INFLUENCE: THE IMPACT OF TEA ADVERTISEMENTS ON BLACK URBAN 
DOMESTICITY IN THE SOUTH AFRICAN PRESS . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 393 

Nokubekezela Mchunu   

EXPLORING LANDSCAPES THROUGH VISUAL NARRATIVES: BETWEEN CARTOGRAPHY 
AND FIGURATIVENESS   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 407 

Giulio Minuto      

LA ARQUITECTURA COMO PASARELA DE MODA . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 421 
Marta Muñoz   

IMÁGENES QUE COMUNICAN Y SONRÍEN. EL HUMOR GRÁFICO EN LA ARQUITECTURA, DE LA 
CARICATURA AL MEME  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 431 

Idoia Otegui Vicens   

EL LUGAR COMO GENERADOR DE LA IMAGEN: EL STREET ART COMO PATRIMONIO DE LA CIUDAD  . . . . . . . 443 
Larissa Patron Chaves, Bernardino Líndez Vílchez       

LO SINIESTRO EN EL ESPACIO DOMÉSTICO. ENCUADRES Y RELACIONES VISUALES EN LA 
CREACIÓN DE NARRATIVAS DE SUSPENSE  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 455 

Aina Roca Mora, Maria Pia Fontana, Juan Deltell Pastor  
 
GAUDÍ BAJO EL ENCUADRE: LINTERNA MÁGICA, FOTOSCOP, CINE DOCUMENTAL  . . . . . . . . . . . . . . . . . . 469 

Carmen Rodríguez Pedret   



XIV Comunicar la arquitectura: del origen de la modernidad a la era digital

ROBERTO PANE Y EL PAPEL DE LA FOTOGRAFÍA COMO HERRAMIENTA DE INVESTIGACIÓN 
CRÍTICA E HISTORIOGRÁFICA  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 483 

Raffaella Russo Spena   

EL MENSAJE DE LOS PREMIOS PRITZKER: DISCURSO OFICIAL Y REACCIONES CRÍTICAS  . . . . . . . . . . . . 493 
Laura Sánchez Carrasco, José Antonio Flores Soto  

ENTRE PLANOS. LA ESCALERA EN LA CONSTRUCCIÓN DEL IMAGINARIO ARQUITECTÓNICO 
A TRAVÉS DEL CINE . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 507 

Juan Antonio Serrano García, Paloma Baquero Masats  

DIAPHANOUS WHITE. THE INDUSTRIAL GARDEN CITY OF ROSIGNANO SOLVAY THROUGH THE 
COLORS AND PHOTOGRAPHS BY MASSIMO VITALI   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 521 

Chiara Simoncini, Giulia Gabriella Sagarriga Visconti    

CHILE EN HOGAR Y ARQUITECTURA, 1970. SERIES FOTOGRÁFICAS DE PATRICIO GUZMÁN 
CAMPOS SOBRE LA OBRA DE SUÁREZ, BERMEJO Y BORCHERS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 533 

Andrés Téllez Tavera    

ITALIAN SKYSCAPERS IN THE CINEMA DURING THE PERIOD OF ECONOMIC BOOM . . . . . . . . . . . . . . . . . 547 
Annarita Teodosio     

THE SPLENDOR (AND THE SHINING) OF SPACE: COMMUNICATION AND ARCHITECTURE AS 
STORYLINE CATALYSTS IN KUBRICK’S WORK  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 559 

Manuel Viñas Limonchi, Antonio Estepa Rubio    

OPEN-AIR MUSEUMS IN BORNEO AND THE DIALECTIC OF VERNACULAR FORM  . . . . . . . . . . . . . . . . . . . . 575 
Azmah Arzmi     

PRESERVING/SHARING/COMMUNICATING 20TH-CENTURY ARCHITECTURAL CULTURE: THE 
CASE OF THE IACP-NAPLES ARCHIVES . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 587 

Paola Ascione, Carolina De Falco    

COMMUNICATING MUSEUM ARCHITECTURE: THE ROLE OF EUROPEANA COLLECTIONS 
IN THE CONSTRUCTION OF ARCHITECTURAL MEMORY   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 599 

Helena Barranha, Isabel Guedes       

TRAS LOS REGISTROS DEL CONCURSO DEL PLATEAU BEAUBOURG  . . . . . . . . . . . . . . . . . . . . . . . . . . . . 609 
M. Fernanda Barrera Rubio Hernández   

CATEGORIZACIÓN DEL MELLAH EN MARRUECOS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 621 
Julio Calvo Serrano, Carlos Malagón Luesma, Adelaida Martín Martín   

SOBREEXPOSICIÓN. EL MITO DE LA ARQUITECTURA CHILENA CONTEMPORÁNEA Y SUS 
ESTRATEGIAS DE CIRCULACIÓN  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 633 

Felipe Corvalán Tapia       

CONSERVAR, ORDENAR, DIFUNDIR: ARCHIVOS, MUSEOS Y EXPOSICIONES



XVÍndice

ARCHITECTURE FILM FESTIVALS: AUDIOVISUAL NARRATIVES, PROTAGONISM AND ACTIVISM 
IN CONTEMPORARY URBAN SPACE  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 645

Liz da Costa Sandoval, Tania Siqueira Montoro   

TURÍN 1926: LA MOSTRA INTERNAZIONALE DI EDILIZIA, LA NARRACIÓN DEL CAMBIO . . . . . . . . . . . . . . . 657 
Annalisa Dameri  

ECOLOGÍAS PRODUCTIVAS: HIBRIDACIONES ENTRE LO RURAL Y LO URBANO A TRAVÉS DE 
TRES EXPOSICIONES RECIENTES . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 669 

Eduardo de Nó Santos  

UNA RECOPILACIÓN DE LOS PROYECTOS DEL GRUPO NORTE DEL GATEPAC (1930-1936)  . . . . . . . . . . . . . 681
Lauren Etxepare Igiñiz, Leire Azcona Uribe, Eneko Jokin Uranga Santamaria    

PRODUCTIVE ARCHIVES AND ARCHITECTURAL MEMORY  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 691 
Michael Andrés Forero Parra     

“ABOUT THE STYLE AND NOTHING BUT THE STYLE”: EL ESTILO INTERNACIONAL Y LA 
MODERN ARCHITECTURE: INTERNATIONAL EXHIBITION DE 1932 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 701 

Daniel Gómez Magide     

BRASIL CONSTRUYE. LA ARQUITECTURA MODERNA COMO ICONO IDENTITARIO DE BRASIL, 
1943-1957  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 715 

Ramón Gutiérrez, Ana Esteban Maluenda     

URBAN CONCERNS IN CURATORIAL ASSEMBLAGES: AN INQUIRY INTO DESINGEL’S 
ARCHITECTURE PROGRAMME AROUND THE 1990S  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 731 

Alice Haddad      

LA PRODUCCIÓN PLANIMÉTRICA DE LEOPOLDO TORRES BALBÁS COMO ARQUITECTO 
CONSERVADOR DE LA ALHAMBRA. RESTAURACIÓN DE LA COLECCIÓN TRAS EL 
CONOCIMIENTO DE SUS MATERIALES  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 747 

Rafael Lorente Fernández, Ana Mª López Montes, Mª Rosario Blanc García    

LA MEMORIA VIRTUAL: DOCUMENTACIÓN Y HERRAMIENTAS DIGITALES DE TRATAMIENTO Y 
DIFUSIÓN  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 761 

Jorge G. Molinero-Sánchez, Concepción Rodríguez-Moreno, María del Carmen Vílchez-Lara       

DEL ARCHIVO DIGITAL AL ARCHIVO FÍSICO. LA EXPERIENCIA DEL ARCHIVO DIGITAL DE 
ARQUITECTURA MODERNA DEL ECUADOR   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 773 

Shayarina Monard-Arciniegas   

ANÁLISIS DE ESTRATEGIAS CURATORIALES POR MANUEL BLANCO. MOSTRAR ARQUITECTURA 
PARA COMUNICAR  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 787 

Héctor Navarro Martínez    

THE SERGIO MUSMECI ARCHIVE AS A KEY TO UNDERSTANDING HIS FORM FINDING  . . . . . . . . . . . . . . . 801 
Matteo Ocone       

COMMUNICATING THE CONTEMPORARY CITY. PRACTICES AND EXPERIENCES IN A 
PARTICIPATORY PERSPECTIVE   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 811 

Serena Orlandi 



XVI Comunicar la arquitectura: del origen de la modernidad a la era digital

“MUSEOS” DE ARQUITECTURA: UNA COLECCIÓN DE IDEAS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 825 
Nuria Ortigosa   

LA APLICACIÓN NAM (NAVEGANDO ARQUITECTURAS DE MUJER): RETOS Y OPORTUNIDADES DE 
UNA HERRAMIENTA BIDIRECCIONAL PARA LA INVESTIGACIÓN Y TRANSFERENCIA DE 
CONOCIMIENTOO  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 835 

José Parra-Martínez, Ana Gilsanz-Díaz, María-Elia Gutiérrez Mozo   

VENECIA, 1976: LA BIENNALE ROSSA DEL PABELLÓN ESPAÑOL. UNA COMPROMETIDA 
EXPOSICIÓN INTERDISCIPLINAR, FINALMENTE “SIN” ARQUITECTURA . . . . . . . . . . . . . . . . . . . . . . . . . . 847 

Antonio Pizza  

ENTENDIENDO LOS PAISAJES DE DESIGUALDAD URBANA. ENFOQUES, MÉTODOS E 
INSTRUMENTOS PARA UN ATLAS OPERATIVO ESTRATÉGICO PARA EL SUR DE MADRID  . . . . . . . . . . . . . 859 

Alba Rodríguez Illanes, Miguel Y. Mayorga Cárdenas    

“ASÍ VIVE EL CAMPESINO ESPAÑOL”: RECONSTRUCCIÓN, HIGIENIZACIÓN Y PROPAGANDA EN LA
EXPOSICIÓN NACIONAL DE LA VIVIENDA RURAL (1939)   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 873 

Marta Rodríguez Iturriaga      

LOS BARDI Y EL MUSEO DE ARTE DE SÃO PAULO: TRANSFUSIONES MUSEOGRÁFICAS ENTRE 
LO POPULAR Y LO ERUDITO, LA CALLE Y EL MUSEO . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 889 

Mara Sánchez Llorens     

EXPONER ARQUITECTURA. LA EXPERIENCIA DEL MUSEO MAXXI DE ROMA  . . . . . . . . . . . . . . . . . . . . . . . 901 
Elena Tinacci     

URBAN STORYLINES OF CON-TEMPORARY MURALS IN MINOR ARCHITECTURES . . . . . . . . . . . . . . . . . . . 913
Luca Zecchin       

CRÍTICA Y DIFUSIÓN DE LOS TRABAJOS DE RESTAURACIÓN DEL ARQUITECTO LEOPOLDO 
TORRES BALBÁS EN LA ALHAMBRA A TRAVÉS DE SUS PUBLICACIONES  . . . . . . . . . . . . . . . . . . . . . . . . . 927

Fernando Acale Sánchez     

EL MANIFIESTO DE LA ALHAMBRA YA ESTABA ESCRITO. LA ARQUITECTURA ESPAÑOLA EN 
DEUTSCHE BAUZEITUNG (1915-1920)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 939 

Pablo Arza Garaloces, José Manuel Pozo Municio        

BUILDERS AND DEVELOPERS IN 17TH-CENTURY LONDON   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 953
Gregorio Astengo    

LA REVISTA HERMES (1917-1922) Y LA NUEVA IMAGEN DE LO VASCO. DEL CASERÍO AL CHALÉ 
NEOVASCO  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 967 

Ana Azpiri Albistegui     

TOMO II

REVISTAS, LIBROS, TEXTOS: LA COMUNICACIÓN ESCRITA 



XVIIÍndice

FOR A REFOUNDATION OF MODERN ARCHITECTURE: METRON IN THE FIRST YEARS (1945-1948)  . . . . . . 979 
Guia Baratelli    

LA REVISTA ARQUITECTURA Y EL DEBATE TEÓRICO EN UN PERIODO DE DESCONCIERTO 
(1918-1933): LA APORTACIÓN DE LEOPOLDO TORRES BALBÁS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 997 

Juan Manuel Barrios Rozúa   

LA GUÍA DE ARQUITECTURA MODERNA ANTES DE 1951: TRES PUBLICACIONES PIONERAS . . . . . . . . . . 1009 
Ángel Camacho Pina  

RONDA, VISIONES DE UNA CIUDAD Y SU ARQUITECTURA POR CRONISTAS Y VIAJEROS 
(SIGLO XII AL XIX)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1023 

Ciro de la Torre Fragoso    

FABRICATIONS. 35 AÑOS DE LA REVISTA DE LA SOCIEDAD DE HISTORIADORES DE LA 
ARQUITECTURA DE AUSTRALIA Y NUEVA ZELANDA (1989-2024)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1035 

Macarena de la Vega de León     

LA VIVIENDA SOCIAL ANDALUZA DE LA SEGUNDA MITAD DEL SIGLO XX EN LAS REVISTAS 
DE ARQUITECTURA  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1045 

Rafael de Lacour, Alba Maldonado Gea, Ángel Ortega Carrasco      

RESACA MODERNA: LA TRANSCRIPCIÓN DEL “AFTER MODERN ARCHITECTURE DEBATE” PARA 
LA CONSTRUCCIÓN DE UN CORPUS TEÓRICO ESPAÑOL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1057 

Jorge Díez Estellés, Pablo Marqués Orero, Raúl Castellanos Gómez      

THE DIFFUSION OF ARCHITECTURAL CULTURE THROUGH TREATISES AND MANUALS ON THE 
ART OF BUILDING IN DENMARK BETWEEN THE 18TH AND 19TH CENTURIES  . . . . . . . . . . . . . . . . . . . . 1069 

Monica Esposito      

HISTORIAS GRÁFICAS: “EL ALOJAMIENTO MODERNO EN ESPAÑA” DE FOCHO  . . . . . . . . . . . . . . . . . . . . 1083 
Héctor García-Diego Villarías, Jorge Tárrago Mingo, María Villanueva Fernández    

VISIONES CRUZADAS: HACIA NUEVAS PERSPECTIVAS DISCIPLINARES EN LA COMUNICACIÓN 
DE ARQUITECTURA (1959-1973)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1095 

Eva Gil Donoso        

LAS PRIMERAS MICROESCUELAS DE RAFAEL DE LA HOZ. ARTÍCULOS EN PRENSA 1958-1959  . . . . . . . . 1109
Alejandro Gómez García   

PIVOTAL CONSTRUCTIONS OF UNSEEN EVENTS: FIVE ARCHITECTURAL NARRATIVES FROM 
UNITED STATES HISTORY, 1871-2020  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1121

Irene Hwang  

HOUSE BEAUTIFUL: INTRODUCING AMERICAN WOMEN TO THE WORLD  . . . . . . . . . . . . . . . . . . . . . . . . 1131 
Kathleen James-Chakraborty    

A BERLIN CATALOGUE. A REPERTOIRE OF ARCHITECTURAL FIGURES FROM MICHAEL 
SCHMIDT’S PHOTOBOOKS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1141 

Marco Lecis        

EL SOPORTE PAPEL Y LO DIGITAL. DESVELANDO LA VIDA Y OBRA ARQUITECTÓNICA DE 
MILAGROS REY HOMBRE   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1153

Cándido López González, María Carreiro Otero  

  



XVIII Comunicar la arquitectura: del origen de la modernidad a la era digital

LAS PIRÁMIDES DESPUÉS DE LE CORBUSIER. THE NEW ARCHITECTURE IN MEXICO DE 
ESTHER BORN, 1937    . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1165 

Cristina López Uribe  

THE ROLE OF ILLUSTRATIVE PHOTOGRAPHY IN THE EARLY MODERN HISTORIOGRAPHY  . . . . . . . . . . . 1183 
Fabio Mangone     

SINERGIAS Y DIVERGENCIAS: LA REPRESENTACIÓN DE LA ARQUITECTURA BARCELONESA EN
ILUSTRACIÓ CATALANA Y ARQUITECTURA Y CONSTRUCCIÓN (1897-1908)   . . . . . . . . . . . . . . . . . . . . . . . 1191 

Pilar Morán-García   

THE HERALD OF A NEW WORLD. ALDO ROSSI AND THE ADVENTURES OF PINOCCHIO: AN 
ARCHITECTURAL THEORY . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1205

Vincenzo Moschetti   

DEL LIKE AL BYTE PARA LLEGAR A LO “ECO”: LAS REDES SOCIALES COMO INFLUENCERS 
DE OTRA ARQUITECTURA EN LA ERA DIGITAL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1219 

Francisco Felipe Muñoz Carabias     

REVISTAS COLEGIALES DEL COAM (ESPAÑA) Y EL COARQ (CHILE). DE BOLETINES GREMIALES 
A ENTORNOS DE PUBLICACIONES  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1229 

Gonzalo Muñoz Vera, Paz Núñez-Martí, Roberto Goycoolea Prado      

A THICK MAGAZINE: MANUEL GRAÇA DIAS’ JORNAL ARQUITECTOS AND THE CONSTRUCTION 
OF THE CULTURALIST ARCHITECT  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1243 

Vítor Manuel Oliveira Alves       

ANÁLISIS COMUNICATIVO DEL LIBRO PLUS DE FRÉDÉRIC DRUOT, ANNE LACATON & 
JEAN-PHILIPPE VASSAL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1257 

Ángel Ortega Carrasco, Rafael de Lacour       
 

LA EXTRAÑA PARADOJA: LAS REVISTAS GARANTES DE LA VERDAD  . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1271 
José Manuel Pozo Municio     

CUANDO LA CONSTRUCCIÓN DE UNA CIUDAD PASA POR LAS PÁGINAS DE UN PERIÓDICO: 
LA CIUDAD LINEAL. REVISTA DE URBANIZACIÓN, INGENIERÍA, HIGIENE Y AGRICULTURA  . . . . . . . . . . . 1285 

Alice Pozzati         

LA DIVULGACIÓN Y ANÁLISIS DE LA ARQUITECTURA HABITACIONAL FUNCIONALISTA A TRAVÉS 
DE ESPACIOS. REVISTA INTEGRAL DE ARQUITECTURA Y ARTES PLÁSTICAS EN MÉXICO, 1948-1957  . . . 1301 

Claudia Rodríguez Espinosa, Erika Elizabeth Pérez Múzquiz   

DISCURSOS PATRIMONIALES EN LA REVISTA ARQUITECTURA Y LA CONSTRUCCIÓN DE UN 
RELATO HISTÓRICO NACIONAL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1313 

Elina Rodríguez Massobrio    

THE MAKING OF ARCHITECTURAL IMAGERY IN THE AGE OF UNCERTAINTY AND DISEMBEDDING  . . . . . 1329 
Ugo Rossi         

ARCHITECTS AND THE LAY PUBLIC IN AN AGE OF DISILLUSIONMENT: SOME NOTES ON 
ACTIVISM, SATIRE AND SELF-CRITICISM IN BRITISH ARCHITECTURAL PUBLISHING  . . . . . . . . . . . . . . . 1341 

Michela Rosso  



XIXÍndice

ESCAPARATE PÚBLICO DE UNA NUEVA ARQUITECTURA. LA COMUNICACIÓN DE LAS 
EXPOSICIONES UNIVERSALES  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1357 

Alberto Ruiz Colmenar, Beatriz S. González-Jiménez      

GEOMETRÍA, UNA REVISTA PARA COMUNICAR EL URBANISMO DE LOS ARQUITECTOS  . . . . . . . . . . . . . 1369 
Victoriano Sainz Gutiérrez    

ESTADOS UNIDOS EN LOS BOLETINES DE ARQUITECTURA ESPAÑOLES. 1945-1960 . . . . . . . . . . . . . . . . 1381 
María del Pilar Salazar Lozano    

ARQUITECTURA Y ANSIEDAD EN LA OBRA DE ISAAC ASIMOV . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1393 
Mario Sánchez Samos     

MIES Y EL PERIÓDICO TRANSFER  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1407 
Rafael Sánchez Sánchez       

FROM DOMESTIC INTERIORS TO NATIONAL PLATFORMS. MODERN ARCHITECTURE AND 
INDIAN WOMANHOOD IN THE INDIAN LADIES’ MAGAZINE  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1417 

Pooja Sastry       

COMMUNICATING THE WELFARE ARCHITECTURE FOR WOMAN AND CHILD IN FASCIST ITALY  . . . . . . . . 1427 
Massimiliano Savorra        

MOBILIARIO Y DISEÑO INTERIOR EN EL MÉXICO MODERNO EN TIEMPO REAL: 
LAS PUBLICACIONES ESPECIALIZADAS EN LA PRIMERA MITAD DEL SIGLO XX  . . . . . . . . . . . . . . . . . . . 1441 

Silvia Segarra Lagunes       

SUN AND SHADOW Y LA TRANSICIÓN DEL PROGRAMA DOMÉSTICO A LA OBRA MONUMENTAL 
DE MARCEL BREUER  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1453 

Erica Sogbe       

EL REGISTRO FOTOGRÁFICO DEL PLAYGROUND COMO CONSTRUCCIÓN DE LOS IMAGINARIOS 
MODERNOS DE ESPACIOS DE JUEGO URBANOS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1463 

Nicolás Stutzin Donoso     

LES PROMENADES ET LE PAYSAN DE PARIS. EL PARQUE DE BUTTES-CHAUMONT ENTRE 
LA LÍRICA Y LA TÉCNICA  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1471 

Diego Toribio Álvarez         

EL PROYECTO URBANO EN LAS PUBLICACIONES DE ARQUITECTURA EN CHILE: UNA 
SECUENCIA ANALÍTICA (1930-1980)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1483 

Horacio Enrique Torrent   

LE CORBUSIER, 1933. UN LIBRO Y UNA CRUZADA CONTRA LA ACADEMIA  . . . . . . . . . . . . . . . . . . . . . . . 1495 
Jorge Torres Cueco     

OTRA ARQUITECTURAS BIS: LA APORTACIÓN CRÍTICA DE MADRID  . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1511 
Alejandro Valdivieso         

LA ARQUITECTURA DEL CONOCIMIENTO  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1523 
Ruth Varela  

LA CASA EN EL MAR Y EL JARDÍN: LA COLABORACIÓN DE LINA BO EN EL DEBATE PROPUESTO 
EN LA REVISTA DOMUS DE 1940  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1535

Carla Zollinger, Eva Álvarez, Carlos Gómez         



XX Comunicar la arquitectura: del origen de la modernidad a la era digital

LA DIFUSIÓN DE LA ARQUITECTURA EN LA ERA DE LA POST-FOTOGRAFÍA: EXCESO Y ACCESO  . . . . . . . 1547 
Luisa Alarcón González, Mar Hernández Alarcón      

UNA MIRADA DESDE EL METAVERSO A LA CIUDAD   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1557 
Mónica Alcindor, Alejandro López    

MANIERISMO ON STEROIDS: REFLEXIONES EN TORNO A LOS PROCESOS CREATIVOS EN 
LA ERA DE LA COMUNICACIÓN DIGITAL . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1565 

Serafina Amoroso  

APLICACIONES DE LA INTELIGENCIA ARTIFICIAL EN ARQUITECTURA. CLASIFICACIÓN Y 
ANÁLISIS DE OBRA EN LA ERA DIGITAL  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1577 

Guido Cimadomo, Vishal Shahdadpuri Aswani, Jorge Yeregui Tejedor     

FROM PHYSICAL TO DIGITAL: THE IMPACT OF TWENTY YEARS OF WEB 2.0 ON ARCHITECTURE  . . . . . . . . . 1587 
Giuseppe Gallo       

NIKOLAUS PEVSNER EN LA BBC: LA COMUNICACIÓN ORAL DE LA HISTORIA DEL ARTE Y 
LA ARQUITECTURA   . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1599 

David García-Asenjo Llana, María Pura Moreno Moreno        

CREAFAB APP: HERRAMIENTA DIGITAL PARA LA INVESTIGACIÓN Y GESTIÓN DE PROCESOS 
DE REINDUSTRIALIZACIÓN CREATIVA EN CIUDADES HISTÓRICAS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1613 

Francisco M. Hidalgo-Sánchez, Safiya Tabali, María F. Carrascal-Pérez       

REPRESENTACIÓN Y DIFUSIÓN DIGITAL DEL PATRIMONIO MONÁSTICO: EL PROYECTO 
DIGITAL SAMOS  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1627 

Estefanía López Salas     

ARQUITECTURA PARA REDES O ARQUITECTURA PARA LA VIDA  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1639 
Ángela Marruecos Pérez       

ENSEÑAR EL PROYECTO (Y TRANSFORMAR LA CIUDAD) EN LA ERA DE LA COMUNICACIÓN DIGITAL   . . . 1649 
Paolo Mellano  

REVISTAS DE ARQUITECTURA LATINOAMERICANAS: EXPERIENCIAS Y RESULTADOS DE ARLA  . . . . . . . 1661 
Patricia Méndez     

LA MUTACIÓN DEL DIBUJO PLANO A LA REALIDAD AUMENTADA. UNA NUEVA FORMA DE 
COMUNICAR EL ESPACIO Y SU CONSTRUCCIÓN EN LA ARQUITECTURA   . . . . . . . . . . . . . . . . . . . . . . . . 1673 

Alejandro Muñoz Miranda          

¿INVESTIGACIÓN O ACTIVISMO? EL CASO DEL MAPA INTERACTIVO DIGITAL DE 
ARQUITECTURAS IDEADAS POR MUJERES EN ESPAÑA, 1965-2000  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1683 

Lucía C. Pérez Moreno, David Delgado Baudet, Laura Ruiz-Morote Tramblin  

LA ARQUITECTURA EN LA ERA DE LA COMUNICACIÓN DIGITAL



Building the Image of Modernity: The Interaction between Urban 
Architecture and Montage in Early Film Theory and Practice
Construyendo la imagen de la modernidad: la interacción entre arquitec-
tura urbana y montaje en la teoría y práctica fílmica temprana

BERNARDITA M. CUBILLOS
Universidad de los Andes (Chile), Universidad de Chile, bernardita.cubillos@ug.uchile.cl

Abstract
Desde el amanecer del cine, la arquitectura y el film han estado inextricablemente vincula-
dos, configurando la imagen de la ciudad como marco de la vida moderna. La metrópolis 
es retratada como escenografía y protagonista. El medio deconstruye la continuidad es-
paciotemporal a través del montaje, proyectando una imagen fragmentada característica 
del lugar imaginario que sirve de hábitat a la sociedad. La teoría y práctica tempranas del 
cine cimentaron esta asociación, fortaleciendo el vínculo entre la estética de la ciudad y los 
modos de síntesis que se convirtieron en inherentes a su identidad. Las masas urbanas y 
su comportamiento fueron capturados y simbolizados, generando una perspectiva común 
de mundo que anticipa las formas de inorganicidad inherentes en la cultura mediática. La 
ciudad adquirió estatus privilegiado a través de las sinfonías de ciudad y proyecciones utópi-
cas, demostrando una estrecha relación entre los recursos formales, materiales y técnicos y 
los contenidos y obras que dieron forma a la experiencia moderna.

Since the dawn of cinema, architecture and film have been inextricably linked, shaping the 
city’s image as framework of modern life. The metropolis is portrayed not only as scenery 
but also as a protagonist character of the first films. The medium deconstructs the spatio-
temporal continuity through montage, projecting a fragmented image that configures the 
imaginary place that contemporary society inhabits. Early film theory and practice were 
critical in cementing this association, strengthening the link between the aesthetics of the 
city and the modes of synthesis that became inherent in its identity. The urban masses and 
their behavior were captured and symbolized, generating a socialized perspective on the 
world that anticipates the forms of inorganicity ingrained in media culture. The city gained 
privileged status through city symphonies and utopic projections, demonstrating a close 
relationship between formal, material, and technical resources and the contents and works 
that shaped the modern experience.

Keywords
Ciudad, modernidad, filme, montaje, percepción 
City, modernity, film, montage, perception
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Since its origins, cinema manifested as a force that, in tandem with new media such as pho-
tography and the revolutionary image configurations proposed by the avant-garde, came to 
challenge how the practice of the arts had been conceived and institutionalized1. Given its 
potential of technical reproducibility, cinematography posed a quandary for the continuity 
of the aesthetic experience2. This had already been eroding throughout the 19th century for 
diverse reasons and through initiatives that, in the case of the visual arts, jeopardized the 
academic ideals predominant in the West.
Nonetheless, the introduction of new production techniques granted a historical solidity 
to the process by definitively and massively reconfiguring the conditions of collective per-
ception. The introduction of technical mediality modified the construction and reception of 
images, establishing previously unknown forms of material work that required a reinter-
pretation of the relationship between sensibility and matter. The medium compromised the 
quality and quantity of sensible data and the possibilities of reception of the external senses, 
which acquired new powers with apparatization. It required, consequently, complementary 
habits of imaginary and mnemonic synthesis.
However, this view does not imply an essentialist or teleological stance toward cinema or 
its historical development. Cinema did not emerge with a defined form or grow toward a 
pre-established purpose hidden in its machinery. Instead, it had to model its conditions of 
production and reception within the context of an intense wave of cultural changes that 
characterized its own time. Through an intimate formal association with the montage pro-
cedure, the film medium became a privileged voice to express the frenetic arrival of urban 
and industrial culture with its shocking transitions3. Similarly, cinema acquired its identity 
through the works and theories that were consolidating around the actual practice of film-
making. What can be observed in the beginnings of the theory or thought about cinema is 
a multiplication of divergent models attempting to define the unique aspects of a medium 
simultaneously with the process of its configuration. Among the theorists, the best known 
are those representing the Russian and French schools, joined by the German founders of 
“media theory” —Benjamin, Balázs, and Kracauer— and the Italian Futurist avant-garde 
with its vibrant manifestos.
The modification of sensibility discussed here is not a change in the biological apparatus. 
Following Baxandall, this represents only a primary level of the formation of an image, 
presenting variations since “everyone, in fact, processes the data from the eye with diffe-
rent equipment”. In practice, these differences are, according to Baxandall, slight “since 
most experience is common to us all”. This idea of a shared experience varies if the image 
is considered as visual or audiovisual conformation operating on other levels of cognitive 

1 Peter Bürger, Teoría de la vanguardia, trans. Jorge García, Historia, Ciencia, Sociedad 206 (Barcelona: 
Península, 1987), 29.
2 Peter Bürger, The Decline of Modernism, trans. Nicholas Walker, 1. publ. (Cambridge: Polity Press, 
1992), 20- 21.
3 Cristopher Phillips, Introduction, ed. by Maud Lavin et al. (Cambridge, Mass.: Boston: MIT Press; 
Institute of Contemporary Art, 1992), 22.
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experience4. When Benjamin refers to a world that has exploded with film, he proposes a 
modification related to the sensory organs but surpasses the biological understanding of 
sensible experience. In Benjamin, film is a medium whose “most important social function” 
is to “establish equilibrium between human beings and the apparatus”5. And this balance 
is achieved “in terms of man’s presentation of himself to the camera but also in terms of 
his representation of his environment by means of this apparatus”6. Cinema, according to 
Benjamin, “furthers insight into the necessities governing our lives by its use of close-ups, 
by its accentuation of hidden details in familiar objects, and by its exploration of commonpla-
ce milieux through the ingenious guidance of the camera” and, on the other hand “mana-
ges to assure us of a vast and unsuspected field of action [Spielraum]”. This subverts the 
inherent dwelling of everyday existence that unfolded in the city: “our bars and city streets, 
our offices and furnished rooms, our railroad stations and our factories” seemed to close 
relentlessly around us. Then came film and exploded this prison world with the dynamite 
of the split second, so that now we can set off calmly on journeys of adventure among its 
far-flung debris”7.
It is possible to draw a correlation between the cinematic medium and the daily experience 
of the city based on the hypothesis that space is not conceived independently of its characte-
ristic modes of representation. According to Pierre Francastel, intellectual representations 
modify the material environment of human beings as “every society lives in a factual frame 
that is systematically elaborated and represents the essential values to which it is attached, 
and in the basis of which it builds its duration”8. Socially shared habits of representation 
constitute world images and organize configurations of a habitable world rooted in histori-
cally and culturally fluctuating poetic forms9. Thus, the modern city, as the Spielraum of a 
contemporary dwelling, is an entity mediated by the apparatuses that capture and project it 
imaginatively and by the form of organization or administration of the images in a medium 
that establishes the spatiotemporal conditions and organizes the sensible experience.

4 Michael Baxandall, Painting and Experience in Fifteenth Century Italy: A Primer in the Social History 
of Pictorial Style, 2nd ed., Oxford Paperbacks (Oxford, Oxfordshire; New York: Oxford University Press, 
1988), 29.
5 Walter Benjamin, “The Work of Art in the Age of Its Technological Reproducibility: Second Version”, 
in The Work of Art in the Age of Its Technological Reproducibility, and Other Writings on Media, ed. 
by Michael William Jennings, Brigid Doherty, and Thomas Y. Levin, trans. E. F. N. Jephcott, Rodney 
Livingstone, and Howard Eiland (Cambridge, Mass.: Belknap Press of Harvard University Press, 2008), 
37.
6 Benjamin, “The Work of Art in the Age...”, 37.
7 Benjamin, “The Work of Art in the Age...”, 37.
8 “Todo cambio en sus representaciones intelectuales lleva a los hombres a modificar su medio ambiente 
material. Toda sociedad vive dentro de un cuadro facticio, sistemáticamente elaborado y representativo 
de los valores esenciales a los cuales ella se apega, sobre los cuales funda su duración”. In Pierre 
Francastel, La figura y el lugar: El orden visual del Quattrocento. Ensayo, trans. Alfredo Silva Estrada 
(Caracas: Monte Avila Editores, 1969), 296.
9 Andrés Claro, Imágenes de mundo: tres poemas a los antecesores literarios y tres concepciones de lo 
real (Santiago de Chile: Bastante, 2016), 9-10.
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Since cinema and city are born in a mutually determining relationship, the modern city is 
not the Renaissance one represented in the idealizing model of 15th century architecture. 
The latter emerges under the law of symbolic space disegno —homogeneous, mathematical, 
and centralized— which Panofsky attributes to artificial perspective as a representational 
habit10 vedutas (fig. 1).

How should one aspire to an ideal world during one’s earthly life, and what visual form mi-
ght such aspiration take? One answer was architecture, and its depiction in painting, mar-
quetry and relief sculpture was improved by the relatively new tool of perspective, used to 
organize a composition and lend it what was to become an almost standard format; the 
key to much of this lay in the rediscovery of Euclidian geometry and the humanist inspired 
view that its application could express political stability.11 

The contemporary city has varied because its representation is conformed through an in-
dustrial assembly mechanism at the base of the era’s imaginary. The montage modifies “the 
ways of feeling, thinking and inhabiting a shared world, constituting itself in the most wides-
pread and enduring response to the excess with which reality is once again experienced after 
the crisis of the metanarratives of modernity”12. If “the Urbino Ideal city owes its charisma 

10 Erwin Panofsky, Perspective as Symbolic Form, 1st ed. (New York: Cambridge, Mass.: Zone Books; 
Distributed by the MIT Press, 1991), 28-30.
11 Frank Dabell, “The Ideal Renaissance City: Urbino”, The Burlington Magazine 154, n.º 1312 (2012): 
515.
12 [las maneras de sentir, pensar y habitar un mundo compartido, constituyéndose en la respuesta más difundida 
y duradera ante la desmesura con que vuelve a experimentarse lo real tras la crisis de los metarrelatos de la 
modernidad] Andrés Claro, “The Contemporary Revolution of Montage (A Traductive Genealogy: Poetry - Film 
- Architecture - History)”, Diseña, n.º 10 (June 2016): 119. The view of Benjamin can complement the quote 
of Claro. Cinema as a medium is characterized by the multiplicity of the image, which fluctuates in its creative 
and variable interaction with matter and movement, ultimately fracturing the cohesion of experience and the 
artistic work as an organic unity. The cinematic image emerges as montage, an avant- garde technique that is 
not a mere stylistic principle but rather “emerged around the end of the war, when it became clear to the avant-
garde that reality could no longer be mastered. The only means we have left, for gaining time and keeping a 
cool head, is, above all, to let reality have its say - in its own right, disordered and anarchic if necessary.” Walter 
Benjamin, “Garlanded Entrance”, in The Work of Art in the Age of Its Technological Reproducibility, and 
Other Writings on Media, by Walter Benjamin, ed. Michael William Jennings, Brigid Doherty, and Thomas 
Y. Levin, trans. E. F. N. Jephcott, Rodney Livingstone, and Howard Eiland (Cambridge, Mass: Belknap Press 
of Harvard University Press, 2008), 63. Cinema is a sign “of an old world shattered and a new world self-
consciously in construction, of the fragmentation of the once reigning unities of life and an everyday reality that 
has suddenly burst the frame of experience” (Phillips, Introduction, 31).

Figure 1. Ideal City, oil and tempera on panel. Attributed to Piero della Francesca, Luciano Laurana, 
Francesco di Giorgio Martini or Melozzo da Forli. Source: Galleria Nazionale delle Marche, Urbino.
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as much to its deserted appearance and its apparent suspension of time and place,”13 the 
cinematic city is interwoven in a dynamic perception that Christa Blümlinger assimilates to 
the experience of the train arriving at the city in the Lumière’s first films:

Like the railway, cinema constitutes a new temporality which is not only dependent on 
the destruction of traditional temporalities, but also bound up with a new value system, 
the enjoyment of speed, the discovery of foreign places and the loss of roots. [...] As an 
immobile traveler watching the passage of a framed spectacle —the landscape traveled 
through— the train passenger of the nineteenth century pre-figures the mass audiences of 
the cinema. This traveler, confronted with dynamic, moving, panoramic views must accept 
the loss of foreground on account of the speed. The railway appears as a force eradicating 
space and time.14 

To approach the space of the city in the project of the creation of a new imaginary within 
a filmic spatiotemporal matrix, it is not sufficient to assume a purely abstract point of view 
of space, whose unique and specific possibilities of motion pictures can be defined “as dy-
namization of space and, accordingly, spatialization of time”.15Francastel asserts that the 
artwork is inserted in a broad collective imaginary that is not monopolized by an abstract in-
tellectual model but includes materials, techniques, and the formation of the figurative field 
of works through the appropriation of fragmentary elements, of figures and places available 
in specific contexts.16 In this framework, cinema presents an interesting duality: “the film is 
both a manufactured thing, it’s a medium, and on the other hand, it’s an automatic, mecha-
nical recording of reality”17. On this basis, we can approach the cinematic city’s imaginary 
in the early theory and practice of the medium from two aspects. Firstly, the introduction of 
film at the end of the 19th century implies a mediation that produces new ways of construc-
ting the figurative field, among which montage will have particular relevance and, secondly, 
the form of cinema that is intertwined through montage is inseparable from the represented 
objects and implies the introduction of a multiplicity of new contents that had never before 
been part of the imaginary.

A new world of objects
In The Visible Man, Béla Balázs observes that a new art “would be like a new sensory or-
gan” because “we can discover a thousand new things with telescopes and microscopes, 

13 Dabell, “The Ideal Renaissance City: Urbino”, 515.
14 Christa Blümlinger, “Lumière, the Train and the Avant-Garde”, in Cinema of Attractions Reloaded 
(Film Culture in Transition), ed. by Wanda Strauven (Amsterdam: Amsterdam University Press, 2006), 
246, http://www.jstor.org/stable/j.ctt46n09s.18.
15 Erwin Panofsky, “Style and Medium in the Motion Pictures”, in Film Theory and Criticism: 
Introductory Readings, ed. Gerald Mast, Marshall Cohen, and Leo Braudy, 4th ed. (New York: Oxford 
University Press, 1992), 154.
16  Francastel, La Figura y El Lugar: El Orden Visual Del Quattrocento. Ensayo, 292-93.
17 “... le film est à la fois une chose fabriquée, c’est un médium, et d’autre part, c’est un enregistrement 
automatique, mécanique du réel.” In Pierre Francastel, “Cours du 2 février 1956” (manuscrit 
dactylographié, fonds Francastel, INHA, 1956), 10-11.
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but what is enlarged as a consequence will only ever be the range of the visual”18. According 
to Balázs, the visual culture inaugurated by cinema implies the expansion of the range of 
the sensory world, and for Benjamin, equivalently, the introduction of a new realm called 
the “optical unconscious”19. The filmic imaginary does not originate from an empty, a priori 
formalism that precedes the objects projected within it but together with this new sensory 
realm. This explains why early writings on cinema emphasize the medium’s affinity with 
new actors who identify with what is regarded as essentially cinematic: the most archetypal 
examples being the gesture of the face, the masses, the machine, and the city. However, ci-
nematic objectivity is inconsistent with the conditions that rule the experience of the physi-
cal world. Early film theorists recognize that the appearance of content cannot be separated 
from its mode of appearance. When Léger celebrates the introduction of the machine as a 
main character in Abel Gance’s The Wheel (1923), he states: “The mechanical element plays 
a major role, and where the machine becomes the leading character, the leading actor”20. He 
then instantly points to the filmic form of representation: “This new element is presented 
to us through an infinite variety of methods, from every aspect: close-ups, fixed or moving 
mechanical fragments, projected at a heightened speed that approaches the state of simul-
taneity and that crushes and eliminates the human object, reduce its interest, pulverize it”21. 
Film introduces a selective observation and capture of contemporary phenomena, as well 
as the method by which these phenomena are transformed into filmic objectivity through a 
constructive process that, according to Vertov, occurs at every stage of production: “Every 
kino-eye production is subject to montage from the moment the theme is chosen until the 
film’s release in its completed form. In other words, it is edited during the entire process of 
film production”22.

18 Béla Balázs, Béla Balázs: Early Film Theory: Visible Man and The Spirit of Film, ed. by Erica Carter, 
trans. Rodney Livingstone, (New York: Berghahn Books, 2010), 5, 93. The position does not belong 
exclusively to Balázs. Vertov proposes a very similar idea: “The eye of the telescope reaches distant 
worlds, inaccessible to my naked eye. What about the camera then? What’s its role in my assault on the 
visible world? [...] Kino-eye is understood as ‘that which the eye doesn’t see,’/ as the microscope and 
telescope of time, / as the negative of time, / as the possibility of seeing without limits and distances, 
/ as the remote control of movie cameras, / as tele-eye, / as X-ray eye, / as ‘life caught unawares,’ etc., 
etc.” In Dziga Vertov, “The Birth of Kino-Eye”, in Kino-Eye: The Writings of Dziga Vertov, ed. by Dziga 
Vertov and Annette Michelson, trans. Kevin O’Brien (Berkeley, Calif; Los Angeles; London: University of 
California press, 1984), 41. Dulac also talks about cinema as a new organ: “The cinema is a big eye open 
to life, an eye more powerful than ours, which can see what we do not see.” Germaine Dulac, Writings 
on Cinema: 1919- 1937, ed. Prosper Hillairet, trans. Scott Hammen, 2nd ed. Eyewash Books Collection 
(Paris: Paris expérimental, 2021), loc. 1,296, https://read.amazon.com/?ref_=dbs_p_ebk_r00_pbcb_
rnvc00&_encoding=UTF8&asin=B07LFJHT6C.
19 Benjamin, “The Work of Art in the Age of Its Technological Reproducibility: Second Version”, 37.
20 Fernand Léger, “A Critical Essay on the Plastic Quality of Abel Gance’s Film the Wheel”, in Functions 
of Painting, The Documents of 20th-Century Art (New York: Viking Press, 1973), 20.
21 Léger, “A Critical...”, 20.
22 Dziga Vertov, “From Kino-Eye to Radio-Eye”, in Kino-Eye: The Writings of Dziga Vertov, ed. by Dziga 
Vertov and Annette Michelson, trans. Kevin O’Brien (Berkeley; Los Angeles; London: University of 
California Press, 1984), 88.
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The cinematic city results from the relationship between film form and urban architecture, 
with montage as its underlying formal principle of synthesis. The urban environment is 
articulated not only as a setting or stage for human action. At the turn of the 20th century, 
there was a proliferation of works whose primary concern was the representation of the 
urban landscape as a complex, heterogeneous, and omnipresent territory in the so-called 
“city symphonies” and as a utopian and dystopian future in works such as Fritz Lang’s 
Metropolis (1927)23.
Through the techniques and operations of cinema, the omnipresent city is transformed into 
a space for formal experimentation. City symphonies24 aim directly to display the internal 
dynamism, cycles, structures, and relationships of the capital cities:

In the 1920s, the ‘city symphonies’ identified the modern dynamism and luminosity of lar-
ge cities with the versatility of cinema for the coverage of the real and the plastic montage 
of its images, particularly through photographic techniques such as fades, double exposu-
res, and the kaleidoscope effect, which formalized the purpose of simultaneous attention 
as a control objective.25

It is possible to enhance four aspects of the city as a contemporary territory in early ur-
ban films: the reflexivity of a thematized media space, the formal framework created by 
montage, its interaction with a new realm of objects that were not previously part of the 
collective or artistic imagination, and light as a material of cinema and of contemporary 
experience.
Initially, city symphonies thematize the foundation of a new space via reflective cues that bind 
the territory to the filmic medium26. With critical gestures, these films show the impact of ci-
nema’s introduction on the development of urban space that is transformed into a rhythmic 

23 To this, we can add the explorations of social coexistence and abstract urban space in the case of 
the “The Glass House” project that Eisenstein plans, inspired by Lang’s work, according to Soo Hwan 
Kim, “A Cultural Genealogy of The Glass House: Reading Eisenstein with Benjamin”, E-Flux Journal, 
(March 2021), https://www.e-flux.com/journal/116/378537/a-cultural-genealogy-of-the-glass-house-
reading- eisenstein-with-benjamin/.
24 Explicitly belonging to this genre are Berlin: Die Sinfonie der Großstad (1927) by Walter Ruttmann, 
and São Paulo, Sinfonia da Metrópole (1928) by Rodolfo Rex Lustig and Adalberto Kemeny. However, 
Corro adds works like Rien que les heures (1926) by Alberto Cavalcanti, and The Man with the Movie 
Camera (1929) by Dziga Vertov to the genre. Through this expansion of the category, he proposes the 
analysis of Chilean works such as Santiago by Armando Rojas (1933); Día de Organillos (1959) by 
Sergio Bravo, and Ningún lugar en ninguna parte (2004) by José Luis Torres Leiva.
25 “En la última década del cine mudo, la del veinte, las ‘sinfonías de ciudad’ identifican el dinamismo 
y la luminosidad modernas de las grandes ciudades con la versatilidad del cine para la cobertura de 
lo real y el montaje plástico de sus imágenes, esto especialmente a través de las técnicas fotográfica 
del fundido, la sobreimpresión y el efecto de caleidoscopio, que formalizan el propósito de la atención 
simultánea como objetivo de control” in Pablo Corro, “Sinfonías de ciudad en el cine chileno: imágenes 
de modernidad, efectos de luz”, in Enfoques al cine chileno en dos siglos, ed. by Mónica Villarroel et al., 
1st ed. Santiago: LOM Ediciones: Centro Cultural La Moneda, Cineteca Nacional de Chile, 2013), 23.
26 I take the notion of “Medium” from the way Benjamin uses it in relation to the technical apparatus, a 
concept that Somaini has further developed in Antonio Somaini, “Walter Benjamin’s Media Theory: The 
Medium and the Apparat”, Grey Room 62 ( January 2016): 6-41, https://doi.org/10.1162/GREY_a_00188.
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matrix. In São Paulo, Sinfonia da Metrópole (1928), the opening titles express the purpose 
of showing the magnificent metropolis built with vertiginous rhythm due to the constructi-
ve power of its people. This introduction approaches the great city through a medium that 
manifests itself in the concept of a “symphony”, appealing to the rhythmic patterns that 
emerge from the visual contrasts produced by the assembly of the material components and 
the passage of the cycles of the day’s changing activity. Vertov begins The Man with a Movie 
Camera (1929) by stating that he will proceed “without the help of a story,” through a cinema 
devoid of theatrical and literary language. In an experimental and self-reflective gesture, the 
opening shot of Vertov’s documentary is a montage of the cameraman carrying and opera-
ting his equipment while standing on a large movie camera (fig. 2).

The man carrying his instrument passes across the theater’s curtains in a subsequent shot. 
Subsequently, the act of starting the film projection is paralleled by the audience’s entrance 

Figure 2. The Man with the Movie Camera (Dziga Vertov, 1929), photogram of the film’s opening.
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into the empty theater and the succeeding start of an orchestra’s performance27. Therefore, 
the opening sequence implies that the cinematic city is not recognizable through narrati-
ve but instead through musicality, which has been visually translated into a silent medium. 
Rhythm is conveyed in the spatial dynamism since the beginning of Ruttmann’s Berlin. The 
opening image of water waves expanding is followed by a train moving towards the city pla-
tform, a quote that celebrates the era of the machine and mechanical progress, and the film 
tradition whose origins can be traced back to Lumière’s moving pictures. The advancing lo-
comotive is alternated with views from the window in tracking shots that, in some moments, 
due to their speed, make the objects indistinguishable: tree branches, wiring, train lines, and 
distant buildings dissolve in the velocity as the musical notation becomes evanescent sound 
in the interpretation of a partiture.
Secondly, the framework that produces the rhythm is constructed by the formal operation of 
montage. Rhythm is a product of the interval or difference in a sequence time that Vertov will 
identify as the fundamental element of the medium28. As a shared material property of the 
audible and the visual, the interval between contrasting particles of light, motion, and photo-
grams generates the conflicts and relationships required to create the patterns that constitu-
te cinematic tempo. Through montage, this constructed tempo is transferred to the depicted 
city, and both enter a circular relationship that identifies with the style of contemporary urban 
life. In order to inhabit a modern environment, a cinematic rather than a pictorial synthesis 
is required. However, the medium does not introduce the rhythm unilaterally when external 
content is captured. According to Kuleshov, the kaleidoscopic juxtaposition of multiple im-
pressions as the form of modern experience and the principle of montage were introduced 
by the American capitalist culture, with its fast pace and commercial expectations.

The American film, on the other hand, at that time consisted of a large number of short 
shots filmed from various positions, because, it might be explained, for the price of admis-
sion the American viewer demands in return the maximum impressions, the maximum 
entertainment, and the maximum action. [...] Thanks to this commercial determinant of 
the American film, thanks to the very tempo of American life, much more accelerated than 
the tempo of Russian or European life, thanks to all this, what caught our attention in 
the American film is that they consist of whole series of very short shots, of whole series 
of brief sequences joined in some predetermined order, as opposed to the Russian film, 
which at that time consisted of a few very long scenes, monotonously following one after 
another.29

27 It should be highlighted that Vertov’s interest in cinema is framed within a broader project of sensorial 
apparatization that begins with his experiments with sound. Vertov’s project is carefully developed by 
Antonio Somaini in Antonio Somaini, “Enregistrer, monter, transmettre, organiser. Dziga Vertov et la 
théorie des médias”, in Le ciné-oeil de la révolution, écrits sur le cinéma, ed. by Dziga Vertov, François 
Albera, and Antonio Somaini, trans. Irina Tcherneva (Dijon: les Presses du réel, 2018), 649-768.   
28 Dziga Vertov, “We: Variant of the Manifesto”, in Kino-Eye: The Writings of Dziga Vertov, ed. by Dziga 
Vertov and Annette Michelson, trans. Kevin O’Brien (Berkeley; Los Angeles; London: University of 
California Press, 1984), 9.
29 L. V. Kuleshov, “Art of the Cinema”, in L. V. Kuleshov, Kuleshov on Film: Writings (Berkeley: University 
of California Press, 1974), 46.
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The accelerated beat of contemporary life that Kuleshov associates with montage develops 
in the cinematic metropolis as a framework comprised of discontinuous pieces of celluloid, 
with a maximum number of impressions in a sequentially organized series of shots. The 
mediated city is an archive or memory of fragments whose duration and position are deter-
mined by musical and dynamical criteria. In this framework, the architectural experience 
is deconstructed and transformed. The structure does not await a patient or functional tra-
versal by a viewer moving at her own pace. The observer is fixated as explosive sensorial 
collisions stimulate her nervous system. The landscape’s momentary stillness is intended 
to be contrasted and interrupted by movement. The morning view of a deserted street is im-
printed in the viewer’s memory to be juxtaposed, after an elliptical progression of time, with 
avenues traversed by crowds and trams flowing in choreographed straight lines that cross 
and interject each other’s paths. The façade of a building, the window presented in a static 
shot, or the complex networks of streets unfolding through a bird’s eye angle are relativized 
by the parallel montage —the valued resource whose poetic use was inherited from Griffith, 
along with the close-up—. City symphonies alternate flat frontages and deep shots of de-
serted streets, combining later their stillness with the mechanical cadence of industrial 
assemblages exerting their ceaseless movement at a progressively accelerating rate.
The Renaissance’s architectural structures were immutable and almost divine due to the 
stability of geometrical laws projected in a visual field by a static observer. However, these 
structures depended on a collective reception of the represented space, which relied on ma-
lleable habits of synthesis. City symphonies deconstruct edifices and bombard the spectator 
with a fragmentary multiplicity of angles, durations, and speeds, revealing that habitable 
space has exploded, is in movement and can be controlled, traveled, and examined in a new 
fashion through the innervation of technical apparatuses and procedures.30 With montage, 
the city is shattered and recomposed with shocking transitions that stimulate the body and 
sense organs31. Architecture becomes compartmentalized, modular, and reconceived as a 

30 Film’s omnipresence and ability to establish diverse sets of associations and conditions when 
recording, adding, and exchanging its material demonstrate its omnipotent relationship to the territory. 
This power is exercised in the act of perceiving through a technical mediation, as the machinery has 
amplified the sensory organs’ natural faculties and they can administer and access the data in a novel 
way. This changes the relation between human beings and the material world because it alters the 
perception of the action field and its objects.
31 The ideas are developed by R. Domínguez: “Gracias a Benjamin sabemos que los cambios en la 
sensibilidad contemporánea hay que buscarlos menos en la contemplación paciente y meditativa de 
obras singulares por parte del individuo, que en la penetración y bombardeo implacable de contenidos e 
imágenes reproducibles en el cuerpo colectivo. Lo que el cine inaugura para Benjamin es una sensibilidad, 
que de manera similar a ese arte antiguo y multitudinario que es la arquitectura, se define por la exposición 
consuetudinaria y distraída del cuerpo colectivo a sus estímulos (los edificios, las superficies, las sombras 
y el espacio en la arquitectura; el movimiento, los colores, el contraste y el montaje en el cine), pero que, 
a diferencia de la arquitectura, que penetra lentamente en el la colectividad, inerva rápidamente, es 
decir predispone y educa a ésta para una estética de shock. Si la contemplación para Benjamin es ante 
todo óptica, el shock es a su vez físico, táctil” in Román Domínguez, “De cómo el shock se hizo cósmico. 
pequeña historia fílmica de la sensibilidad”, Poliética 6, n.º 1 (2018): 65”. According to Benjamin, the 
medium generates a distracted and even hypnotic perception among the masses, in Benjamin, “The Work 
of Art in the Age of Its Technological Reproducibility: Second Version”, 38-39.
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serial shot-by-shot composition. Eisenstein compares the cinematic experience to the archi-
tectural because of this way of reconstructing a multidimensional totality through the jux-
taposition of partial views32, but now the views are not generated by spatial displacement of 
a subject in a fixed domain, but the relation is inverted. In The Man with the Movie Camera, 
Vertov celebrates the novelty of a superior machinic human who, when perceiving, has the 
analytical and synthetic capabilities to recompose the material world. The film draws ana-
logies between cinema and other techniques that dissolve the limits of natural physiology 
generating new junctions within the city: transports, secretaries typing their machines, te-
lephonic operators connecting the cables, and triumphing over the intervals of time and pla-
ce33. Through the assemblage of shots made possible by cinema, perception becomes a ma-
chine for constructing new structures. The city comprises apparatized sensible connections 
and procedures of second order that generate new medial space- time panorama.
Thirdly, urban space includes a set of objects and characters that become part of the city’s 
imaginary and were never before present in the representational field. The insertion of man-
nequins, shop windows, industrial workers, mechanical devices, streetlights, trolleys, and 
automobiles suggests the emergence of a new community based on the ambiguity between 
matter and the human, which was previously separated by a hierarchical structure that 
favored the subject (fig. 3).
In Berlin: Die Sinfonie der Großstadt, the sequence displaying the alternation of paper and 
pen and mechanical typewriters alludes to the passage of writing a cultural foundation of 
society and tradition. In The Man with the Movie Camera, the cart and horse alternate with 
the car as the modern mode of transportation. Their movement is altered in the frames 
showing the editing table managed by Svilova: reduced to photograms, frozen, ralentized, 
and accelerated. This implies that the new objectivity also emerges as a result of the analyti-
cal procedure of assemblage, which projects a collection of fragments from what was pre-
viously conceived as a whole: perspective and movement are deconstructed, and now it is 
even possible to build an artificial human from the pieces of different individuals34.

32 “Painting has remained incapable of fixing the total representation of a phenomenon in its full visual 
multidimensionality [...]. Only the film camera has solved the problem of doing this on a flat surface, but 
its undoubted ancestor in this capability is architecture”, in Sergei M. Eisenstein, Yve-Alain Bois, and 
Michael Glenny, “Montage and Architecture”, Assemblage, n.º 10 (December 1989): 117, https://doi.
org/10.2307/3171145.
33 Somaini, “Enregistrer, monter, transmettre, organiser. Dziga Vertov et la théorie des médias”, 723.
34 Kuleshov affirms: “By montage alone we were able to depict the girl, just as in nature, but in actuality 
she did not exist, because we shot the lips of one woman, the legs of another, the back of a third, and the 
eyes of a fourth. We spliced the pieces together in a predetermined relationship; and created a totally new 
person, still retaining the complete reality of the material. This particular example likewise demonstrated 
that the entire power of cinematic effect is in montage. With the material alone one can never achieve 
such unique, seemingly incredible things. This is impossible in any other spectacle excepting cinema, in 
addition to which none of this is achieved through tricks but solely by the organization of the material, 
solely by bringing the material together into this or that order”, in Kuleshov, “Art of the Cinema”, 52.
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Additionally, the properties of the physical are challenged. With motion montage, the soli-
dity and weight of the buildings are diminished, the scales are lost, and the contemplative 
distance necessary for appreciating ancient monuments is rendered impossible by the fuga-
city of time. The filmic city as an archive combines monumental structures with precarious 
and quotidian incidents, giving political significance to what was previously deemed insig-
nificant. The buildings are fleeting images rendered in electronic light before the indifferent 
machinic eye, which equalizes, atomizes, and divides. In The Man with a Movie Camera, the 
colossal occupies the same proportion of the frame as a woman putting on her stockings 
or beggars sleeping on benches. As prominent as the skyscraper is the industrial machine. 
The proportions of detail in the frame are the same as a human face or a train. Neither can 
be represented as a whole; rather, they consist of concrete, incomplete parts that can be 
connected in infinite ways.
Finally, the relationship with artificial light is of fundamental importance for photographic 
and cinematic apparatuses. The city symphonies establish luminous parallels that corres-
pond to the variations of daylight. But modern cities do not fade at night, because as cinema 
they are impulsed with electricity. The films insistently show the neon illuminating the bars, 
streets, theaters, and brothels where nightlife unfolds35. The rapid succession of shots and 
resources as fading superimposing images convey a sense of vertigo. In The Man with the 
Movie Camera, day and night converge in a movie theater, where the screen displays a group 

35 Corro, “Sinfonías de Ciudad...”, 26.

Figure 3. The Man with the Movie Camera (Dziga Vertov, 1929), mannequins and machinery in photograms 
of the film.
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of airplanes traversing the sunny sky. The connection between the shots of the planes and 
the audience watching from their seats is established by the intermediate shot of the came-
raman pointing at heaven, which reunites the past with the future effects of his work. Thus, 
cinema triumphs over nighttime’s darkness and historical and chronological distance by 
artificial light.

Moral parables
With the introduction of new supporting characters, the moral significance of the imaginary 
realm of the city as the scenery of modern lifestyle is developed. The parable of Sunrise: 
A Song of Two Humans by Murnau (1927) is well-known, as it contrasts the simplicity of 
rural life with the confusing accumulation of stimuli of modern urbanization. The city is 
the residence of the libertine woman who entices the protagonist into her shadowy world, 
tempting him to deceive his angelic wife and even consider murdering her. The temptress, 
introduced in the title as “a woman from the city,” dresses in black and seductively glides or 
dances frenetically. Her arrival for an extended vacation in the country induces corruption, 
doubt, and the loss of control of the protagonist’s passions, who once lived happily with his 
family (fig. 4).
“The farm” unfolds under the open sky, housing the wife in a setting of prolonged and idyllic 
shots illuminated by natural light, associating her existence with the sunrise that gives the 
film its title and resurfaces at the end. In contrast, “the city’s turmoil” is the territory of the 
artificial and the evanescent described by Baudelaire, highlighted by makeup, dance, bright-
ness, cigarette and train smoke, and the endless crowds entering amusement parks in den-
se shots overloaded with activity. Like in city symphonies, Murnau’s urban environment is 
deconstructed and fragmented. The work dissolves the distinctions between objects throu-
gh parallel editing, accelerated movement, and superimposition. Electricity overthrows the 
laws of natural cycles. Additionally, metallic scaffolding and glass as materials generate a 
collapse of the depth of shots, resulting in a whirlwind of dancing legs, balloons, alcohol, 
and excess (fig. 5).
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Figure 4. Sunrise: A Song of Two Humans (F. W. Murnay, 1927), movement, montage and superimposition to 
showing the woman for the city’s rhythm in a photogram of the film.
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As the culmination of this overload, a pig running through the establishment of a party re-
veals two lovers kissing behind a curtain.
This moral dimension suggests that the imaginary realm of the city is not limited to a fas-
cination with the present but acquires a symbolic character. It takes on a different form in 
utopian, dystopian, and political projects such as Eisenstein’s “The Glass House”36. The 
power of image mediation gives a sense of actuality and real consistency to a hypothetical 
scenario. As Sontag affirms, “Reality has bifurcated, into the real thing and an alternative 
version of it, twice over. There is the event and its image. And there is the event and its 
projection”. In this duality of reality, Sontag argues that “real events often seem to have no 
more reality for people than images” and “there is what is happening now. And there is 
what it portends: the imminent, but not yet actual, and not really graspable, disaster”37. Due to this 
quality, the city anticipates itself as the prophecy of an apocalyptic future that emerges from 
the consequences of modernity in Fritz Lang’s Metropolis, as well as in subsequent works 
like Ridley Scott’s Blade Runner (1982) and Kathryn Bigelow’s Strange Days (1995), among 
many others. Metropolis can still be seen today as an imaginary anticipation of contempo-
rary urban architecture, as well as a reflection of a mentality that reduces human beings to 
a collection of objects, to a mass that is treated as machinery (figs. 6-7).

36 Antonio Somaini, Les Possibilités Du Montage. Balázs, Benjamin, Eisentein (Paris: Mimesis, 2012), 
96.
37 Susan Sontag, AIDS and Its Metaphors, 1st ed. (New York: Farrar, Straus and Giroux, 1989), 90.

Figure 5. Sunrise: A Song of Two Humans (F. W. Murnay, 1927), city night in a photogram of the film.
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Figure 6. Metropolis (Fritz Lang, 1927), architecture and lights in a photogram of the film.
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Figure 7. Metropolis (Fritz Lang, 1927), the masses in a photogram of the film.
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In conclusion, the cinematic city stands as an intricate web that mediates and reshapes the 
relationship between human beings and the material world constituting the space where 
human societies inhabit since the dawn of the 20th Century. This dynamic realm restruc-
tures the urban landscape capturing the pulsating rhythm of modern life through the lens 
of montage and modifying sensibility and social habits. As architecture and humanity coa-
lesce within its frames, the cinematic city unveils its dual role: it is both a reflection of the 
immediate present and a prophetic projection of potential futures. Through its kaleidosco-
pic lens, cinema inaugurated and gave an identity to modern space and early theory of film 
recognized the status of this new media realm.
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