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The Splendor (and the Shining) of Space: Communication and 
Architecture as Storyline Catalysts in Kubrick’s Work
Esplendor (y resplandor) del espacio: la comunicación y la arquitectura 
como catalizadores argumentales en la obra de Kubrick

MANUEL VIÑAS LIMONCHI
Universidad San Jorge, mvinas@usj.es
ANTONIO ESTEPA RUBIO
Universidad San Jorge, aestepa@usj.es

Abstract
El presente estudio plantea el establecimiento de un dominio común emplazado entre la co-
municación y la arquitectura, prevaleciendo la esencia de diseño de la primera y la raíz com-
positiva de la segunda, para concluir en el cosmos creativo que fija Kubrick en El resplandor 
(The Shining, 1980). La praxis periodística ejerce aquí como esencia introductoria, fruto de 
su idoneidad en materia de construcción del mensaje mediante los principios visuales que 
determinan el orden y el impacto de la lectura.
Las teorías de Edmund Arnold prologan la metodología esgrimida en la investigación, ad-
virtiendo tanto la hechura escenográfica como el posicionamiento y la actividad de los per-
sonajes en el espacio interior del Colorado Lounge, dentro del Hotel Overlook. Un escenario 
que se articula como “un espacio de sucesos, de ocurrencias; activo, donde pasan cosas; 
condicionado, por lo tanto, por el tiempo, a cuyo encuentro el espacio avanza, haciéndole, si 
puede, su prisionero”1.

This study proposes the development of a common domain between communication and 
architecture, having the design essence of the former and the compositional foundation of 
the latter, and ultimately existing in the creative cosmos of Kubrick’s The Shining (1980). 
In this work, journalism serves as an introductory essence, given its appropriateness in 
terms of message creation based on the visual principles determining reading order and 
impact.
The theories of Edmund Arnold preface the methodology used in the study, detailing both 
the scenographic skill and the positioning and attitude of characters within the space of the 
Colorado Lounge, inside the Overlook Hotel. It is a setting described as “a space of events, 
occurrences; active, where things happen; conditioned by time, with the space advancing 
the encounter, making it, if possible, its prisoner”1.

Keywords
Comunicación, arquitectura, cine, espacio, El resplandor 
Communication, architecture, cinema, space, The Shining

1  Víctor d’Ors, Arquitectura y humanismo (Barcelona: Labor, 1967), 30.
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Introduction
The phenomenological apprehension produced in a space in movement demands reflection 
on the relationship existing between real and filmed space. According to the pedagogical 
experiments of Katarina Andjelkovic, “narrative articulation” requires more effort than that 
which is normally exerted from the architecture2. In other words, in cinema, the architectu-
re conveys a long-lasting and unflappable relationship of the protagonists with time, fashion, 
the plastic arts and styles which, through the images in the scenes, fuse individuals with the 
idiosyncrasy of a specific era.
“The undeniable narrative vocation of cinema and the eminently visual dimension of its 
language allows us to adopt the semiotic ingredients of the written story”3 and, with it, of the 
communication. As cinematographic discretion, communication introduces a narrative that 
utilizes space as a mechanism of mediation between the architecture and the film, addres-
sing the reading sequence described by theorists such as Edmund Arnold, who affirmed 
that “journalistic design should facilitate the communication process, attracting the reader’s 
attention [so that] each printed element and the placement of all of these elements carry out 
the necessary work as efficiently as possible”4. Thus, Arnold coincides with the most expli-
cit ideals of spatial analysis, suggesting that “an interaction between the intensity and the 
distance of the sensory impressions is frequently used in human communication”5.
With reference to The Shining (Kubrick, 1980), Richard Jameson sustained that “the 
Overlook’s spaces mirror Jack’s bankruptcy. The sterility of its vastness, the spaces that 
proliferate yet really connect with each other in a continuum that encloses rather than re-
leases, frustrates rather than liberates”6. These alienating spaces limit the character and 
simultaneously connect him to the exterior.

Methodology: architectural plan and page
This study is based, in part, on the theoretical framework of the doctoral thesis currently 
being prepared by the first author. It is based on an analysis of the content of the eleven sce-
nes filmed in the Colorado Lounge. Using an outline (table 1) and various infographs (figs. 

2  Katarina Andjelkovic, “Diseño arquitectónico con el cine: articulaciones narrativas y temporales”, EGA 
Expresión Gráfica Arquitectónica 22, n.º 31 (2017): 93. https://doi.org/10.4995/ega.2017.8866
3  [La indudable vocación narrativa del cine y la dimensión eminentemente visual de su lenguaje nos 
permiten adoptar los ingredientes semióticos del relato literario] Juan A. Ramírez et al., Los espacios de 
la ficción. La arquitectura en el cine (Valencia: Iseebooks, 2008), 14.
4  [El diseño periodístico debe facilitar el proceso de comunicación atrayendo la atención del lector 
[siendo que] cada elemento de impresión, y cada disposición de esos elementos, debe realizar un trabajo 
necesario de la manera más eficiente] Jesús Zorrilla, Introducción al diseño periodístico (Pamplona: 
EUNSA, 2002), 15.
5  [La interacción entre la intensidad y la distancia de las impresiones sensoriales se utiliza mucho en 
la comunicación de los seres humanos] Jan Gehl, La humanización del espacio urbano (Barcelona: 
Reverté, 2009), 77.
6  [Los espacios del Overlook reflejan el trastorno emocional de Jack. La frialdad de su inmensidad, los 
espacios que se expanden, pero que realmente se conectan entre sí en un estado que aprisiona más que 
desata, que frustra más que libera] Richard Jameson, “Kubrick ́s Shining”, Film Comment (1980): 30.
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2-5), the study process describes the spatial impact created by the camera’s activity (spatial 
sequence and representation) in a temporary manner (permanence of the protagonists in 
the scene) and, briefly, the incidence of the light sources.
As for the cinematographic medium, García-Roig suggested that “staging serves as the 
essential notion confining the analogy existing between the space-time idea that governs 
the concept of an architectural project and the planning carried out by the filmmaker to 
shoot a scene or sequence”7. Therefore, a cinematic review of space, applied to Kubrick’s 
staging has been proposed. This staging is in line with the principles of the ordering of ele-
ments within a communicative model surface, formulated by E. Arnold, based on a combi-
nation of two graphic representation mechanisms: the “Gutenberg Diagram” and the “10.30 
formula”.

Exemplifying both methods on the front page of Le Figaro (fig. 1), according to Arnold, the 
“Gutenberg Diagram” establishes that the reader’s maximum interest points are situated 
in both the upper lefthand angle, the so-called Primary Optical Area (POA), and the lower 

7  [La puesta en escena constituye la noción esencial que encierra la analogía existente entre la idea 
espacio-temporal que preside la concepción de un proyecto arquitectónico y la planificación que lleva a 
cabo el cineasta para el rodaje de un plano o una secuencia] José M. García-Roig, Cineastas y arquitectos 
(Madrid: Los Libros de la Catarata 2017), 17.

Figure 1. [Left] Copy of the Le Figaro (11th March 2010). [Right] Adaptation of its front page to the Gutenberg 
Diagram and the “10.30 formula”. Sources: Le Figaro archive and authors’ own creation.
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righthand area, or the Terminal Area (TA). The upper righthand and lower lefthand angles, 
having lower optical incidence, are referred to as the Fallow Areas (FA).
As a complement to this first reading system, the “10.30 formula” “respects this natural 
tendency and takes advantage of it to create legible pages from the perspective of page archi-
tecture”8, juxtaposing graphic elements of interest in the secondary visual points of interest 
and regulating the reading flow over the rest of the space through the systemized incorpo-
ration of news modules that extend across the page. All of this, subject to the physical laws 
of gravity that operate in the visual tracking performed by the reader. It is a reading rhythm 
that is included in this study as a paradigm of spatial sequencing applicable to the Colorado 
Lounge, in the heart of the Overlook Hotel.

Results: space and time, X-rays of an encounter
“Architectonic arrangements may be described as systems in which the various parts are 
organized in relation to a thematic idea”9. In Kubrick’s work, “the set represents the struc-
ture of the mind and the architecture of the soul”10. Thus, Jack’s brain waves transfer to the 
Colorado Lounge, enacting a type of continuation and itineraries of the characters, coded 
by the activity of the camera and lighting. As for the latter, it should be noted that “the cons-
tancy of artificial light throughout day and night creates a sense of timelessness, as if time 
does not advance at all”11.
Space, time and action...

The movement of the camera, the sound, the composition of the frame in each take make 
up a complete arrangement of how to architecturally construct space, within a sequence 
in which cinematographic time coincides with real time in the development of distinct 
actions taking place in the same.12

8 [Respeta esa tendencia natural y la aprovecha para construir páginas legibles desde el punto de vista 
de la arquitectura de la página] Zorrilla, Introducción..., 60.
9 [Las distribuciones arquitectónicas son definibles como sistemas con partes que se organizan en 
relación con un concepto base] Geoffrey H. Baker, Le Corbusier. Análisis de la forma (Barcelona: 
Gustavo Gili, 1988), 8.
10 [El decorado representa la estructura de la mente y la arquitectura del alma] Alexander Walker, 
Stanley Kubrick, director: A visual analysis (London: Weidenfeld & Nicolson, 1999), 290.
11 [La permanencia de la luz artificial durante el día y la noche crea una sensación de atemporalidad, 
como si el tiempo no avanzara en absoluto] Juhani Pallasmaa, “Monster in the Maze: The Architecture 
of The Shining”, Stanley Kubrick. Kinematograph, n.º 20, revised edition (2004/2019): 203. Frankfurt: 
Deutsches Filminstitut & Filmmuseum.
12 [El movimiento de la cámara, el sonido, la composición del cuadro en cada toma constituyen todo un 
tratado de cómo construir arquitectónicamente espacio, dentro de una secuencia en la que el tiempo 
cinematográfico coincide con el tiempo real de desarrollo de las diferentes acciones que tienen lugar en 
él] José M. García-Roig, Cineastas y arquitectos (Madrid: Los Libros de la Catarata 2017), 22.
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According to Andre Bazin, it is “a space created by the camera and the filmmaker’s eye; a 
real and existing space, which, therefore, can be described”13 in this study, through the de-
tailed record of the table in fig. 2. Subsequently, these same inputs have been represented 
by straight dashed lines (red for Jack; blue for Wendy; green for Danny) over the plan view 
of the Colorado Lounge; detailed both collectively (fig. 3), and for each of the eleven scenes 
(figs. 4-6) taking place in this interior space, the subject of this study.

13  [Un espacio que se construye mediante la cámara y la mirada del cineasta. Un espacio real, que existe 
y que, en consecuencia, se puede describir] Andre Bazin, Orson Welles (Madrid: Fernando Torres editor, 
1973).

Figure 2. Table with a register of the space-time impacts associated with the presence and activity of the 
protagonists in the Colorado Lounge. Source: authors’ own creation.
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Scene “1. Closing day” (fig. 4)
“Walking, we are transformed into a sort of traveling tribe with its own rules, having a 
unique and multiform body that engages in an experience from which we create our shared 
knowledge”14. Together with Ullman (the Overlook’s manager) and Bill Watson (his assis-
tant), Jack and Wendy enter the Colorado Lounge like a tribe whose leader, Jack, dreamed of 
frequenting the same space a century ago.
Viewed from the ground plan, the upper lefthand access area makes up the Primary Optical 
Area, that is, the highest initial reading point as stipulated by Arnold in the “Gutemberg 
Diagram”. This space is used by Kubrick as the prologue of the film’s plot, and to present 
the protagonists and the location.

Scene “2. Danny on the tricycle” (fig. 4)
Continuing to employ the tracking shot, Kubrick follows Danny’s tricycle with the camera, 
making his way down the hall, traveling longitudinally to offer viewers one of the film’s most 
memorable scenes. Given Allen Hurlburt’s theory on grids, Zorrilla refers to a “fragmen-
tation of space that offers undeniable advantages in the face of the rational organization of 

14  [Al andar nos transformamos en una especie de tribu itinerante con unas reglas propias, con un cuerpo 
único y multiforme que lleva a cabo una experiencia sobre la que construimos nuestros conocimientos 
compartidos] Francesco Careri, Pasear, detenerse (Barcelona: Gustavo Gili, 2016), 115.

Figure 3. Combination of space-time impacts associated with the presence and activity of the protagonists in 
the Colorado Lounge. Source: authors’ own creation.
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work in the distinct plots of human activity, such as architecture”15. This is similar to the in-
terpretation of space and movement carried out by Gilles Deleuze, according to whom “the 
space travelled is divisible and even, infinitely divisible, whereas movement is indivisible, 
or cannot be divided without changing its nature with each division”16. This is how Danny 
operates, travelling across this divisible matrix of carpets covering the hallway, without a 
proposed fragmentation of the scenographic order surrounding him, but rather, offering a 
guided exposition of the space.

15  Una parcelación del espacio que ofrece incuestionables ventajas de cara a la organización racional del 
trabajo en las distintas parcelas del quehacer humano, como la arquitectura]. Zorrilla, Introducción..., 
48.
16  [El espacio recorrido es divisible, e incluso infinitamente divisible, mientras que el movimiento es 
indivisible, o bien no se divide sin cambiar, con cada división, de naturaleza] Gilles Deleuze, La imagen- 
movimiento. Estudios sobre cine I (Barcelona: Paidós, 1984), 12.

Figure 4. Space-time impacts associated with the activity of the protagonists in scenes 1-4, as well as the 
transfer of the outline to the communicative composition. Source: authors’ own creation.
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Scene “3. Jack bounces a ball” (fig. 4)
Within the reduced space where he throws the ball, the ball’s trajectory longitudinally divi-
des the room into two areas, providing a transversal framing of the space which contains 
Jack’s desk and the central setting facing the chimney, on one side, and the piano and stair-
case on the other side. This is the clearest of the slanted shots from the group of sequen-
ces filmed in this location. Its pointed verticality is associated with the spatial depth of the 
Colorado Lounge. From this central point of the room, Jack’s figure serves as the nucleus 
around which Arnold would situate the rotation axis of the hands in his formula that establi-
shes the informative areas of a journalistic piece. Thus, the path of the ball thrown by Jack 
outlines one of the two hands, specifically, the one pointing towards the righthand side of 
the hall; the other adopts the perpendicular angle indicating the camera’s position.

Scene “4. Wendy interrupts Jack” (fig. 4)
Wendy enters the hall from the Fallow Area (according to “Gutemberg’s Diagram”) traveling 
in a straight line across the hall until reaching Jack’s location, situated in the spatial and 
thematic axis of the room, at the head of the same. This is the area which, in a journalis-
tic space, contains the publication’s corporate emblem, of unquestionable importance for 
Arnold when establishing the graphic and typographic elements of the same. And in the 
scene, it is here where, for the first time, a prolonged dialogue takes place between the film’s 
protagonists. Wendy’s trajectory initiates in a less relevant optical area (FA) and concludes 
in an area of importance on the visual spectrum, the head of the room, adjacent to the 
Primary Optical Area. It is here where the narrative takes on a greater verbal and gestural 
virulence.

Scene “5. Jack deep in thought” (fig. 5)
In the strictly spatial sphere, it is significant that “Kubrick does not establish hierarchy 
situating the protagonist of the action in the center. Although oftentimes, the protagonist is 
situated here, this is not an especially significant mechanism”17. In this case, an alteration 
of the focal distance highlights that “what is really important is how the director confirms 
this hierarchical order by closing the scene by focusing on the subject, who fills up the 
screen, almost entirely”18. Focusing on the journalistic symbolism, of the eight phases that 
Arnold established to determine the composition at an optical level, the sixth coincides with 
Jack’s position in the hall. Thus, according to Arnold, it is necessary “to situate an element 
immediately below the information appearing in the Primary Optical Area”19. In this way, 
the upper area of the page is visually reinforced, offering it an informative resource that 

17  [Kubrick no establece la jerarquía situando al protagonista de la acción en el centro. Aunque a menudo 
se encuentre allí, esto no constituye un mecanismo especialmente significativo] Ángel Camacho, “Kahn / 
Kubrick. Simetrías compositivas”, Cuaderno de Notas, n.º 14 (2013): 137-138.
18  [Lo realmente importante es la manera en que el director confirma este orden jerárquico cerrando 
el plano sobre el sujeto, que pasa a ocuparlo en casi su totalidad] Camacho, “Kahn / Kubrick...”, 138.
19  [Situar un elemento inmediatamente debajo de la información que vaya en el Área Óptica Primaria] 
Edmund Arnold, Diseño Total de un Periódico (México: Edamex, 1985).
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complements and permits the natural, diagonal descent, with the view going from the upper 
lefthand corner to the lower righthand one.

Scene “6. Jack writing” (fig. 5)
In yet another scenographic piece captured by Kubrick in an axonometric projection that 
provokes instability in the observer, Jack —together with his typewriter— clings to a surreal 
story within a reality: one taking place in the Overlook Hotel, where “the annulment of space 
and time awakens many of the dreams and desires that are rejected in real life”20. Kubrick 

20 [La anulación del espacio y del tiempo despierta en la memoria muchos de los ensueños y de los 
deseos implacablemente rechazados por la vida cotidiana] Anne-Marie Thibault-Laulan, Imagen y 
Comunicación (Valencia: Fernando Torres editor, 1973), 28.

Figure 5. Space-time impacts associated with the activity of the protagonists in scenes 5-8, as well as the 
transfer of the outline to the communicative composition. Source: authors’ own creation.
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places Jack at his desk, at the head or central part of the hall, which determines the purpose 
of his literary activity and from which the connection with the spectator is radiated, typing 
out his mental disorder with the harsh clattering of the keys. In journalistic terms and co-
rresponding to the story being told at the Colorado Lounge, this heading suggests the “iden-
tifying link between the newspaper and the reader, at first glance, suggesting its personality, 
while at the same time, offering a view of the characteristics of its surroundings”21.

Scene “7. Jack’s nightmare (I)” (fig. 5)
“Iconic drive reveals man’s natural tendency to impose order and sense on his perceptions 
through imaginary projections, although this order and sense appears widely diversified 
[...] according to the personal story existing behind each gaze”22. Jack’s gaze, serene in the 
scene in which he absently observes Wendy and Danny through a window of the Colorado 
Lounge, is now hidden by his deterioration.
Here, the geometry of the hall portrays its own scenography in the lengthwise shots that 
extend from the head of the room to the stairway and the transversal shots used to accre-
dit the interaction between the protagonists. In Arnold’s dialect, this transversality would 
emerge in this scene from the upper righthand Fallow Area, where Kubrick positions the 
camera, to be spatially and narratively implicated with the head of the room, where Jack is 
located.

Scene “8. Jack’s nightmare (II)” (fig. 5)
After Wendy’s concerned comforting of Jack, the mother and son interact at the far side of 
the room, in a framing that reveals the verticality of the gaze, extending over the longer side 
of the rectangular room. Regarding this inflexible gaze, Gubern suggested that “perception 
psychologists have discovered man’s natural tendency to visually overestimate the length of 
vertical lines”23. Here, they are perpendicular lines, resulting from the subsequent shots in 
which the camera focuses on the hasty entry of Wendy into the room and the hesitant entry 
of Danny. The layout of her path, leading first to the head of the room where Jack is situated, 
is repeated shortly afterward in the opposite direction, in her search for Danny; a horizon-
tal —rotation— symmetry results, returning to the Fallow Area located at the opposite edge 
of the initial transversal axis. It is clearly a declaration of intent, referring to the sequential 
nature of reading proposed by the methods opposing Arnold’s theories. These methods are 
subject to the procedures of B. Skinner or Kenneth Holmqvist’s eye tracking systematics, 
which affirms that “in the case of radial graphics, each reader decides the order in which 

21  [Vínculo de identificación entre el periódico y el lector, que debe sugerir a la primera mirada su 
personalidad, a la vez que ofrece una visión de las características de su entorno] Mario García, Diseño y 
remodelación de periódicos (Pamplona: Eunsa, 1984), 100.
22  [La pulsión icónica revela la tendencia natural del hombre a imponer orden y sentido a sus 
percepciones mediante proyecciones imaginarias, si bien tales orden y sentido aparecen ampliamente 
diversificados (...) según la historia personal que se halla tras cada mirada] Román Gubern, Del bisonte 
a la realidad virtual. La escena y el laberinto (Barcelona: Anagrama, 1996), 11-12.
23  [Los psicólogos de la percepción han descubierto la tendencia natural en el hombre a la 
sobreestimación visual de la longitud de las verticales] Gubern, Del bisonte..., 81.
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they want to read the distinct parts”24. This may be applied to the elliptical sketch formed by 
Wendy’s path in this scene.

Scene “9. Wendy reads the pages” (fig. 6)
At the head of the room, Wendy stands in front of Jack’s desk in a frontal medium close-up 
shot and another rearview one, accentuating the perspective of the Colorado Lounge. From 
here, an exquisite low-angle shot gives way to the reading of the text. Cryptic and concise— 
“All work and no play makes Jack a dull boy”—, it invites the reader to “pay attention to the 

24  [En el caso de los gráficos radiales, cada lector decide el orden en que desea leer las distintas partes] 
Kenneth Holmqvist, “La lectura de infografías. Estudios de seguimiento de la mirada en condiciones 
experimentales”, en 13 Premios internacionales de Infografía Malofiej, ed. por Capítulo Español de la 
Society for News Design (Pamplona: SND_E, 2005), 59.

Figure 6. Space-time impacts associated with the activity of the protagonists in scenes 9-11, as well as the 
transfer of the outline to the communicative composition. Source: authors’ own creation.
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typographical form as a perceived and not a ‘physical form’”25; in other words, transferred to 
paper from Jack’s mind, but inevitably continuing to live there.
In scenic order, the celebrated voiceover operates as a literary sentence enhancing one of 
the hall’s focal areas, exclusively restricted to Jack’s mundane intellectual activity. Within 
the communicative perimeter adopted on the cover, it meets the formal requirements of the 
repertoire of news-writing style and design, persuading and pushing the reader towards the 
corporate heading that crowns the architectural and grammatical space.

Scene “10. Jack discovers Wendy” (fig. 6)
A subtle tracking shot is used for the discovery of Wendy observing Jack’s text. At the end of 
this camera movement, he emerges in a rearview close-up shot, cropped over a majestic and 
illuminated perspective of the hall, to attract his wife’s attention. These few meters separa-
ting the adjacent hall from the head of the room where the desk is located define the colli-
sion area between the couple. From here, the succession of medium close-up shots of both 
characters assumes a psychological offensive that Jack undertakes against Wendy.
It is the prelude to the final conflict, the “true battle that is waged within Jack”26, and it 
should be presented with a large title (“All work and no play makes Jack a dull boy”) over 
the desk, within the quadrant that the grid reserves for the heading to establish a modular 
arrangement that “helps rationalize the space of the page”27, here a metaphor for the space 
occupied by the Colorado Lounge.

Scene “11. Fight between Wendy and Jack” (fig. 6)
The fight unfolds, determining two spatial nodes, established as the beginning and the end 
of the conflict between Jack and Wendy. Between these two points framing the couple’s ac-
tivity, Arnold assumes the specific idiosyncrasy of learning to read, affirming that between 
both characters “there is a type of magnetism, an attraction to what is difficult to escape. It 
is the seriousness of reading that constantly pulls the eye from the Primary Optical Area 
to the Terminal Area”28. A magnetism that leads the protagonists to wind in a straight line 
around the vertical line of the hall, from the head of the room where Jack is in front of the 
typewriter to the lower edge where the imposing staircase is situated. In terms of the jour-
nalistic metaphor, the head of the room is the Primary Optical Area, and the stairway is the 
Terminal Area of a publication.

25  [Prestar atención a la forma tipográfica como forma percibida y no como forma física] Jorge Frascara, 
Diseño Gráfico y Comunicación (Buenos Aires: Infinito, 2002), 46.
26  [Verdadera batalla que se libra dentro del propio Jack] Michel Ciment, Kubrick (Madrid: Akal, 2000).
27  [Ayude a racionalizar el espacio de la página] Zorrilla, Introducción..., 52.
28  [Existe una especie de magnetismo, una atracción a la que es difícil sustraerse. Se trata de la gravedad 
de lectura que tira constantemente del ojo desde el Área Óptica Primaria hasta el Área Terminal] 
Zorrilla, Introducción..., 60.
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Discussion and conclusions: Analysis of the encounter
Regarding the spatial vision of Kubrick, J. Polo argued that “the sumptuous tracking shots 
are the application of a personal world [used] as the most effective instrument for not limi-
ting the framing, for not narrowing the space that Kubrick always attempts to exceed”29. The 
New York director enhances the representation of spaces through a central perspective. 
Thus, according to R. Alcayde, the systematic use of framing with a sole vanishing point 
symbolizes the means of seeing and understanding space and the physical environment by 
Kubrick, so advanced in the aesthetics of his time30.
The dominant plastic discourse of the 1970s and, especially, the 1980s, is ratified by the use 
of representation strategies that reduce and simplify perspectives31. The frontal framings, 
much to the liking of American architects such as Richard Meier, Charles Guathmey and 
John Hejduk, splashed with primary colors (red in this case study), validate the compositio-
nal magnitude of a filmmaker that is truly tied to the artistic movements of this era.
This projection method amplified its physical size and storyline impact, turning the scene 
into a sharpened space, connotating pain. As Juhani Pallasmaa suggested:

Kubrick’s structural fear is built into the architectural setting itself instead of deriving 
from a succession of frightening events. Architecture serves as a metaphor for the hu-
man mind in accordance with the traditional psychoanalytical view: characteristics of the 
architecture are reflected in mental structures and mental contents are projected in the 
architecture.32

“In The Shining, the isolation of the protagonist is not only mental; it is also physical”33. 
Without a doubt, “The Shining is the most oppressive and claustrophobic film of Kubrick”34, 
and this same sensation that mixes space and psychology is evident, for example, in

29 [Los suntuosos travellings son la aplicación de un mundo personal [empleados] como el instrumento 
más eficaz de no acotar el encuadre, de no limitar un espacio al que Kubrick intenta siempre superar] Juan 
C. Polo, Stanley Kubrick (Madrid: JC, 1986), 153.
30 [El uso sistemático de encuadres con un único punto de fuga simboliza la forma de ver y entender 
el espacio y el medio físico por parte de un Kubrick muy avanzado a las estéticas de su tiempo] Rafael 
Alcayde, “La perspectiva como forma simbólica, una vez más. Elementos para una revalorización de la 
perspectiva y la visualidad en Arquitectura”, EGA Expresión Gráfica Arquitectónica, n.º 19 (2012): 231. 
https://doi.org/10.4995/ega.2012.1374
31 [El discurso plástico dominante en los años setenta y, sobre todo, en los ochenta es ratificado por el 
empleo de estrategias de representación que reducen y simplifican las perspectivas] María Salgado, 
Javier Raposo y Belén Butragueño, “El panorama gráfico arquitectónico de los ochenta. Arquitecturas de 
escape y dibujos de resistencia”, EGA Expresión Gráfica Arquitectónica 24, n.º 36 (2019): 200. https://doi. 
org/10.4995/ega.2019.10881.
32 [El miedo estructural de Kubrick está integrado en el propio entorno arquitectónico, en lugar de derivar de 
una sucesión de eventos aterradores. La arquitectura sirve como metáfora de la mente humana, de acuerdo 
con la visión psicoanalítica tradicional: las características de la arquitectura se reflejan en las estructuras 
mentales y los contenidos mentales se proyectan en la arquitectura] Pallasmaa, “Monster in the...”, 199-200. 
33 [En El resplandor el aislamiento del protagonista no es solo psíquico sino físico] José P. Pérez-Rufi, Kubrick 
y el antihéroe. Narrativa del personaje en el cine de Kubrick (Berlin: Editorial Académica Española, 2014), 84. 
34 [El resplandor es el film más cerrado y claustrofóbico de Kubrick] Polo, Stanley..., 150.
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... the abundance of the depth of field of the framings [which] Kubrick uses to signal two 
things: the physical distancing which little by little separates Jack from Wendy, and the 
smallness of the human figures within the grandeur of the Overlook.35

According to Marcel Breuer, at a purely architectonic level, this distancing is not caused by 
space or even —with reference to the Colorado Lounge— the location of the objects emer-
ging in the scenography. He suggested that “the furniture, even the walls of the rooms are 
no longer solid, monumental [...] but rather, they are open, airborne, drawn in space; they do 
not interrupt movement or sight through the room”36. And this is verified by Kubrick in the 
materialization of the agents making up this space and with it, the story itself.
The intervention of the film scenography, associated with landscape, architecture and the 
preparation of interior spaces, requires the reconstruction of the site to satisfy the viewer’s 
plausible assumptions37. Not in vain, the scenes filmed by Kubrick inside the Colorado 
Lounge serve as a manifesto on the importance of space as a catalyst of effects projected on 
the viewer. Note how the stairway or the typewriter are used as physical objects that permit 
the symbolizing of temporary features of the Overlook Hotel, as well as the distinct psycho-
logical disorders of the characters.
In summary, the essence of this study consists of a scene-based analysis that is based, on 
the one hand, on spatial precepts assuming the methodological principles of Víctor d’Ors 
to determine an order from the application of “nodes, poles, focus points and centers; with 
directions and zonings; that is, translated into normal geometry, with points, lines and sur-
faces; but all of which are active, acting in space”38and, on the other hand, on the creative 
domains of communication. This discipline acts as a mediator in the study, given its ability 
to systemize the message and, thus, the story’s narrative and scenic space, gathered toge-
ther in The Shining's scenario of momentary, spatial and interpretive dilemmas, leading to 
Kubrick's ultimate denouement.

35 [La abundancia de la profundidad de campo de los encuadres [que] le sirve a Kubrick para señalar 
dos cosas: el alejamiento físico que poco a poco separan a Jack y a Wendy, y la pequeñez de las figuras 
humanas dentro de la grandiosidad del Overlook] Polo, Stanley..., 152.
36 [Los muebles, incluso las paredes de las habitaciones ya no son macizas, monumentales [...] más 
bien son abiertas, aéreas, es decir, dibujadas en el espacio; no obstaculizan ni el movimiento ni la vista a 
través de la habitación] Marcel Breuer, “Metallmöbel und moderne Räumlichkeit”, Das neue Frankfurt, 
n.º 1 (1928): 11.
37 [La intervención de la escenografía fílmica, asociada al paisaje, a la arquitectura y al acondicionamiento 
de los espacios interiores, impone obligatoriamente la reconstrucción del lugar para satisfacer las 
plausibles pretensiones del espectador] Aurora Galán, “Cine, arquitectura y representación”, EGA 
Expresión Gráfica Arquitectónica, n.º 10 (2005): 109. https://doi.org/10.4995/ega.2005.10336.
38 Nodos, polos, focos y centros; con direcciones, con zonificaciones; es decir, traducido a normal 
geometría, con puntos, líneas y superficies; pero activos todos ellos, actuando en el espacio] d’Ors, 
Arquitectura..., 36.
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