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THE EXISTING

the hallway that appeared straight, .|
is in fact, not straight at all. B>
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the functions the wall holds;
the hidden complexity;
the running machine on the inside.




We see value in the niches that emerge along
the public hallway.

We recognize tension; a tension between the
public and the intimate private space, the
rooms of the former patients.

The hallway is distributive; small threshold
spaces function as connecting links; rooms
of the in-between.

The hallway is defined by two walls and
a suspended ceiling. The wall toward the
former patient rooms carries functions. The

the public. H
together, a
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THE FRAGMENT

THE NECESSITY -
THE STRUCTURE AND TECHNICAL INFRASTRUCTURE 6 7



THE FRAGMENT

MERGING MODEL PICTURES AND Al GRAFICS; OVERLAPPING



THE FRAGMENT

DISRUPTING AND REARRANGING
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It is about living together, about the niches that
emerge along the public corridor.

We recognize tension, a tension between the public
and the intimate, a tension of impatiently waiting;
walking up and down. It is not about separating the
private from the public; it is about how they func-
tion together.

This is a new interpretation of that. The two defi-
ning walls hold functions, providing the necessary
elements to transform the space into one for living.

It is about transparency; transparency in material
and transparency in living; intimate living unfolding
in a space that used to be a purely pragmatic

one. These elements make living next to and

with each other visible.

It is an interweaving of emerging spaces on both
sides each one of them finding its counterparts wit-
hin the private rooms. You come close to the people
on the other side of the wall, sharing one and the
same element.

OO -

It might be about seeing silhouettes and hearing
muted sounds. It is about sensing and suspecting,
and about not living alone.

How do we want to live together? \/

|

experimenting with the space of the inbetween.
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WHATIS IT ABOUT? 12 13



the hallway; mise en scéne placement - newly added elements.

the life behind the wall : moving and alive if the lights are on.
still if they are turned off; no one is home.

the people in the hallway control the level of privacy in the living space be-
hind the glass by opening and closing the elements, curtains for example.
a new interpretation of an already existing happening.
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the process of introducing colours;
how do colour and light change an atmosphere?
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COLOUR + LIGHTS 16 17
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ABOUT:

LIVING IN THE CORRIDOR

THE INTERVENTION

We are transforming a space; a space that once had a very clear,
purely pragmatic purpose and function. It was a required part of a
logical, highly efficient machine. Now its formal strictness is being

broken open, and it begins to take up more room. It breaks out.

The machine unveils itself; we make visible what it was and still
is capable of. But now, it is not only about the machine anymore,
it is about the people. It is no longer just a place for communal li-
ving during a brief process of healing; it is about to become a new
home for many. Four clustered apartments per floor, where peo-

ple can live and make use of the space in every way they want to.

The necessities required for living, the infrastructure, are frag-
mented and positioned within the former corridor. Each element
aligns itself with the existing shafts and settles into the space.
They interrupt the once long, oppressive hallway. Alongside the
circulation of people and technical systems, it has become part of

the living space.

These newly added elements grow out of what was already there:
pieces that have already been detached, pieces that are being re-
moved by us, and pieces we find elsewhere. We gather what alrea-
dy exists. Only a few parts are truly new. We take the old, estrange
it from its original purpose, and combine it with other fragments
to create something new. We shift the perspective from which we
see things, altering their function. In the act of putting things toge-

ther once more, something entirely new emerges.
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THE INTERVENTION

HOW CAN IT BETRANSFORMED INTO A CO-LIVING SPACE? 00 03



THE INTERVENTION

THEWHOLE PICTURE
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B NEW MATERIAL
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THE INTERVENTION
REUSED RESSOURCES

THE NEWLY ASSEMBLED WALL
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THE CLUSTER -DIVIDER; THE SINKS
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THE GLEANED - FROM ELSEWHERE
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THE GLEANED - FROM THE BUILDING
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THE ELEVATION
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THE ATMOSPHERE
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THE ATMOSPHERE
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THE ATMOSPHERE
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THE COLLECTION

OF THE REFERENCES
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corridor
fireplace
toilet
stair
escalator
elevator

ramp

eleme

elements of architecture - corridor
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PAGE 98
CORRIDOR SYNTAX

By e Overlook Hotel into an impos-
and illogical structure - The Shining (1980) ~ Staley
Kubrck the stable medium of

polymorphic enguege In motion. It hnts at lerger appice-
tions in fi rse as cognitive science and theoreti-

cal physics.

To ensure his haunted hotel masterwork remains effec-
tively sut al after repeated viewings, Kubrick locuszs
on his self-invented storytelling tool: ‘the mode-jerk.
These are signature weapons of continuity, their tools are
variable: any pattern in visuals or wordplay that can be
switched without an audience becoming aware en masse
s modoirk. Ina flmset prinardy i  sngle ocaton,
hing patterns without viewers taking notice can be.
o manage, 50 the sudience s e into stblkty

by at lin
to another, the hotel's corridors bocome a kind of syntac-

conditions. Action is shown instead of told, in a form
ol visual inguistics: [Subject] [Verb] (corrdor) (Ivhby)

e of frames, some that travel, others stationery.
The artificially bland information hotels generically engi-
neer into a dreamiike continuity to all travelers is used by
Kubrick ta insert trickery of the supernatural, the mirrored
realms or multiverse, the inner-outer of past and future. All
these indexes are subtly applicable to both the mundan-
ity of the modern world with its latent mythic realms, and
the visual doublespeak that creates new syntaxes in visual
cognkion, cbktaret yth b hacrting M f i AN
arive through the structure itself, an easily nmmn(ad and
shifting set. Both qualities of overlap and perspectiv
combine for distinctly cognitive sequences.

By examining the corridor outside Room 237, some of
the attributes Kubrick instilled the room with can be
revealed. With its bold abstracted carpet in similar colors.
as the flooring of the Gold Ballroom, except here are only
slulghl lines. Pure geometry. The colors seem to refer to
i hallway’s entrances: the doors are brown, i
are gold and the key-tag inserted in 237's knob is red
The first jarring mode-jerk that occurs to the corridor is
the switching of the room’s double doors, from the left
side, where first spotted, to the right side, where Danny
enters them [0:58:16]. But before this switch is shown,
another, stranger split occurs. At the moment the ball rolls
to Danny, the carpet pattern flips 180 degrees. It reorients
Danny as entering a mirror of where he approached previ-
‘ously riding his tricycle, a position far down the corridor,
‘where he first saw 237's doors. This becomes a loop to
the first scene in the corridor in an instant.

PAGE 100

Through latencies hidden in the film, Kubrick even names the corridor in adventurous isomor-
phic terms. Compare matchbox car playing Danny’s establishing shot in the corridor [0:57:09)
with an early scene driving up the mnunlnln and certain imagery appears knowingly duplicate
[0:02:01]. Both frames contain sur jery (the flare’s camera obscura sun image, the tennis
ball that rolls to him), m\.d oy po<ygons (the lens refraction, the carpet pattern). Take the
name of the filmed road “ e Sun,” which is a central path in Blackfoot mythology,
and compare it with the comduv, wnou pattern is revealed to be the Apollo launch pad array.
Later Danny stands, revealing he wears a woven emblem of a Saturn V launch rocket on blue
(“Apollo 11 USA”), and Kubrick has subliminally named this passageway in contrast: “Going to
the Moon” Road. Both are emblematically spiritual realms conquered by the U.S.A.

TWO OVERLOOKS

TENNS BALUSUN OBECT

WOVEN POLYGONAL
PAITERN DERVED FROM
APOLLO PROGRAM PICTOGRAMMATICALLY
AUNGH PADS RENDERED PLACE.
'GOMG TO THE MOON
ROAD'
"GOMNG TO THE SUN ROAD'
T TRGAL PAT
PAVED BY U'S. GOVERNMENT
FUES DOUBLE SUN
TEXT SENT SWARD
MMCRY OF APOLLO
REQURING ENGINE OR FUEL
PARKED CAR
POLYGONAL LENS FLARE

(GREATED BY CARPET PATTERN SWITCH:
ATEmuTE oF meosSB AYOUT
RO 257 OVERAPPIG

SORROOR

A
This corridor made from mirrors is shown yet left unez
plained, its logic never very visible.

And the role of the corridor continues even after it's ¢
screen: watch the orientation as 237 is entered. Mirrc
double doors sit left of the ajar door Danny enters. T+
mirrors show us this room has no other doors. We cu*
back 1o the view inside 237, now in Jack's gaze,a 10
deeper, where we are panning lef we can ¢
have entred from diretly bohind us Impossibly, this
overlaps the onto the corridor’s space as our ey
move. A room boldly distorted, yet entered only mom
ago. The final chamber of the suite is the bathroom, ir
;;ac-mzﬂl, it's far across the hall, where another Roo:
7

Now you're probably asking yourself, what does all th
mean, all this disorientation? What are Kubrick's goals
Well, what it means is the viewer's defin

‘without the viewer becoming dire
aware of any process. A glitch happening in some unf
seen place in the cortex. Two rooms of the same nam.
237, sit opposite one another, each entered through s
rate approaching mirrors. The corridor is a mirror with.
a visible reflection. Optically the suites seem to recor
in the bathrooms, where one’s bathtub holds the beat.
that greets Jack Torrance, the other’s the hag that me:
aced both Jack and Danny. Imagine the form made frc
the full architectural | long corridor with overla
ping, supematural wings made from mirrored suites.

— Higrly

Other Examples of Mode-Jerks

DEPTH & EXTERIOR
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THE END.

NICOLAS SCHWARZ

ISABELLA MUNDLE



