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Rezumat

Criza prin care trecem a generat o nevoie de schimbare si
adaptare mult mairapida fata de mersul obisnuit al lucrurilor.
Interioarele locuintelor au devenit locurile in care fiecare isi
desfdsoara programul zilnic — de la munca on-line la diverse
activitati recreative. Astfel, functiuni clar definite in locuirea
pre-Covid, precum locul de luat masa, zona de conversatie,
dormitorul, devin spatii multifunctionale, in functie de scena-
riul dorit de utilizatorii lor.

Petrecerea unui timp indelungat in locuinta a accentuat
diferenta dintre atmosfera dorita in acest spatiu privat, per-
sonal si atmosfera existenta. Se poate afirma c4, la nivelul
subconstientului, oamenii au inceput sa constate si sa incer-
ce sd controleze atmosfera spatiilor in care traiesc.

In aceastd perioadd, la nivel subconstient, obligati de con-
junctura, oamenii au simtit nevoia sa modifice spatiul
locuintelor pentru ca ,povestea”’ sa le apartind si pentru ca
,scenariul” vietii de zi cu zi sa se desfasoare cat mai lejer.

Abstract

The crisis we are experiencing has generated a need for
change and adaptation at a much faster rate than normal.
The interiors of the houses have become the places where
everyone carries out their daily schedule — from online work
to various recreational activities. Thus, clearly defined func-
tions in pre-Covid habitation, such as dining place, conver-
sation area, bedroom, become multifunctional spaces, de-
pending on the scenario desired by their users.

Spending a long time in the house has emphasized the dif-
ference between the desired atmosphere in this private, per-
sonal space and the actual atmosphere. It can be said that,
at the level of the subconscious, people began to notice and
try to control the atmosphere of the spaces in which they
live.

During this period, forced by the conjuncture, people felt the
subconscious need to modify the housing space in order
for the narrative to belong to them and for the “scenario” of
everyday life to unfold as smoothly as possible. These ac-
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Aceste actiuni generate de cdtre nevoi nu pot fi ignorate
in practica arhitecturii de interior, ci speculate si mai ales
studiate.

Astfel, intr-un asemenea moment, profesionistii in domeniul
arhitecturii de interior trebuie sa se adapteze si sa tina pasul
cu schimbdrile apdrute si, mai ales, cu nevoile beneficiarilor
lor.

Fiind vorba de o desfasurare a unei actiuni, de o poveste si
un scenariu de urmarit propunem scenografia de film ca
exemplu de buna practica in aceasta directie.

In articol se propune investigarea, inclusiv din punct de
vedere teoretic, a modului in care scenografia lucreaza cu
atmosfera spatiului interior, un mod care include latura
functionald si pe cea estetica, dar care reuseste sa mearga
mai departe si sa lucreze, prin ,coduri subliminale” la nivelul
subconstientului pentru a crea o anume atmosfera de care
povestea sa are nevoie.

Cuvinte cheie/ Keywords

tions generated by needs cannot be ignored in the practice
of interior architecture; they need to be speculated upon and
especially studied.

Thus, at such a time, the professionals in the field of inte-
rior architecture must adapt and keep up with the changes
that have occurred and, especially, with the needs of their
beneficiaries.

As this concerns an action, a story and a scenario to follow,
we propose film scenography as an example of good prac-
tice in this direction.

The aim of the article is to investigate, including from a theo-
retical point of view, the way in which scenography works
with the atmosphere of the inner space, a way that includes
the functional and aesthetic side, but which manages to go
further and to work through “subliminal codes” to create the
atmosphere required by the story.

atmosferd, scenografie, cinematografie, design interior, locuirea in pandemie/
atmosphere, scenography, cinematography, interior design, living in a pandemic

Introducere

In contextul actual, dupd aceasta perioada care a obligat Iu-
mea sa petreaca mult mai mult timp in propriul spatiu interior,
locuinta devine locul de desfasurare a unei mari diversitati de
activitati, de la munca in sistem online, pana la sala de sport,
centru de activitati practice si de recreere s.a., majoritatea
acestora desfasurandu-se inainte de aceasta criza in spatii
special dedicate si muténdu-se apoi in interiorul locuintei.

Toate aceste indeletniciri necesitd un spatiu adecvat, spatiu
care poate fi obtinut prin reconfigurari spatiale si recomparti-
mentari. Utilizatorii au devenit mult mai constienti de spatiul
locuintelor lor, de nevoile, lipsurile sau de limitarile acestu-
ia. La nivel de locuire, zona de zi este cea care sufera cele
mai multe modificdri, nu doar functionale, ci si la nivel de
atmosfera.

Crearea unei atmosfere anume in cadrul locuintei, prelu-
and din mijloacele utilizate de scenografia de film sau de
teatru, este cu atat mai necesara cu cat nevoia de schim-

Introduction

In the current context, during this period that has forced peo-
ple to spend much more time in their own indoor space, the
home has become the place of a great diversity of activities,
from work in an online system, to a gym, a center of practical
and recreational activities, etc.; most of these took place be-
fore this crisis in specially dedicated spaces and were then
moved inside the home.

All these occupations require a suitable space, a space that
can be obtained by spatial reconfigurations and partitions.
Users have become much more aware of their housing
space, its requirements, shortcomings or limitations. At the
level of housing, the day area is the one that has undergone
most changes, not only functional but also at the level of
atmosphere.

Creating a specific atmosphere within the dwelling, taking
over from the means used by the scenography of film or
theatre, is all the more necessary as the need to change the
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bare a cadrelor, a ceea ce apare ca fundal in online, te poa-
te transpune dintr-o intalnire oficiala intr-un mediu familiar,
neconventional.

Scenariile de viatd s-au mutat intr-un singur decor: locuinta
care a trebuit, ca intr-o piesa de teatru, sa serveasca cat mai
bine fiecare scena.

Aceste afirmatii au la baza faptul ca scenografia este arta
care lucreaza cu atmosfera si se bazeazd pe manipularea
acesteia pentru a-si spune povestea prin punctarea elemen-
telorimportante ale scenariului. Aceasta arta poate fi folosita
ca instrument de baza in amenajarile de interior prin utiliza-
rea codurilor subliminale cu care scenografia manipuleaza
atmosfera, influentand si schimband felul in care spatiul va fi
simtit si trait. Folosind principiile scenografiei, practica arhi-
tecturii de interior poate avansa de la crearea de spatii ce se
limiteaza la a fi corecte estetic si functional la spatii comple-
xe care sa actioneze, subliminal, la nivelul simturilor celor ce
le locuiesc sau viziteaza.

In conditiile create de pandemie oamenii au fost obligati s&
devina scenografii spatiului propriu.

Spre deosebire de perioada normala, cea de dinainte de pan-
demie, in care functiunile erau clare si fiecare, intr-un fel sau
altul, isi avea locul ei, un loc stabilit apeland la principii de
dimensionare sau pozitionare in plan, acum lucrurile s-au
schimbat. Daca ar fi sa reluam comparatia cu scenografia
am putea afirma ¢4, in urma pandemiei si a timpului petrecut
in casa, ,regizorii” nostri au devenit mult mai constienti de
doleantele lor, cerintele s-au canalizat mult mai clar intr-o
directie sau alta care sa slujeasca scenariul si, astfel, fiecare
scend este mult mai bine definita.

Aceasta noua abordare a clientilor presupune si o noua abor-
dare din partea profesionistilor in domeniu. Proiectele de
amenajare de interior vor trebui sd tind pasul cu noile cerinte.
Profesionistii in domeniu nu vor putea continua in acelasi
spirit, fard a lua in calcul schimbarea si noua provocare adu-
sa de schimbarea de paradigma.

Specificul acestei profesii, in principal, este adaptabilitatea
la schimbari si canalizarea pe fiinta umana, pe cerintele si
pe necesitatile acesteia din punct de vedere al spatiului pe
care il locuieste.

Astfel, se va discuta despre cerintele scenografiei de film,

despre locurile in care cele doua arte (scenografia de film
si arhitectura de interior) se intdlnesc, continuand cu felul in

frames of what appears as a background in the online space
can translate you from an official meeting into a familiar, un-
conventional environment.

The life scenarios moved into one setting: the house, which
had, as in a play, to serve each scene as best it could.

These statements are based on the fact that scenography is
an art that works with atmosphere and relies on its manipu-
lation to tell a story by pointing out the important elements
of the script. This art can be used as a basic tool in interior
design by means of subliminal codes that manipulate the at-
mosphere, influencing and changing the way space will be
felt and lived. Using the principles of scenography, the prac-
tice of interior architecture can advance from the creation
of spaces that are limited to being aesthetically correct and
functional to complex spaces that act, subliminally, at the
level of the senses of those who inhabit or visit them.

Under the conditions created by the pandemic, people were
forced to become scenographers of their own spaces.

Circumstances changed from the normal, pre-pandemic
period, in which the functions were clear and each, in one
way or another, had its own place, a place established by re-
sorting to principles of sizing or positioning in the plan. If we
were to resume the comparison with scenography, we could
say that, following the pandemic and the time spent in the
house, our “directors” became more aware of their wishes;
the requirements were channeled much more clearly in one
direction or another to serve the script and thus each scene
was much more clearly defined.

The customers’ new approach also requires a new approach
from professionals in the field. Interior projects will have to
be in accordance with the new requirements. Professionals
in the field will not be able to continue in the same spirit, with-
out taking into account the change and the new challenge
brought by the paradigm shift.

The specificity of this profession, mainly, is adaptability to
changes and the focus on human beings, on their require-
ments and needs in terms of the spaces they live in.

Thus, we will discuss the requirements of film scenography,
the points of intersection between the two arts (film scenog-
raphy and interior architecture), and the way in which the
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care este perceputd atmosfera in amenajdrile de interior si
cu cateva exemple de momente in care scenografii au reusit
sa spuna povestea prin atmosfera spatiului creat.

Se va incerca mai departe o abordare comprimata a subiec-
tului care este foarte vast.

Articolul de fata isi propune sa ofere doar niste directii, nu
niste solutii concrete. Fiecare proiect are beneficiarul sau
si fiecare beneficiar are propria sa poveste ce trebuie dez-
voltatd. Propunerea de fata oferd o alternativa teoretica de
citire si abordare a spatiilor, directie ce poate fl imbunatatita
permanent prin studierea modului in care scenografii propun
spatiul filmului. Avantajul acestei alternative teoretice consta
in primul rand in plaja mare de posibilitati de documentare,
dar siin modul simplu si distractiv in care aceasta documen-
tare se poate realiza, putand astfel fi folosit cu succes si in
predarea profesiei de arhitect de interior.

De ce scenografia de film?

In primul rAnd ne vom referi la scenografia de film si nu la cea
de teatru din pricina faptului ca cea de-a doua este mult mai
picturald, mijloacele de expresie sunt diferite, elementele cu
care se lucreaza sunt predominant butaforice si mult mai ar-
tistice si adaptate scenariului fata de film, ale carui decoruri
sunt mai ancorate in realitate.

Scenografia de film este arta care creeaza ambiantd, at-
mosferd, emotie, sentimente puternice, toate acestea insa
in slujba unui scop unic, acela de a spune povestea filmu-
lui pentru care este creata. Fiecare element, amplasarea sa
in legatura cu celelalte elemente, textura sa, culoarea etc.
sunt alese special, de multe ori continand mesaje sublimi-
nale, metafore sau diferite sugestii ce dezvoltd povestea.
Scenografia nu lasa nimic la intdmplare, socheaza, uimeste,
ingrozeste sau inveseleste, in functie de cerintele scenariului
si a viziunii regizorale.

Pe langd aimbraca spatiul in elementele enumerate mai sus,
scenografia de film descrie, prin intermediul acestora, perso-
najul care o locuieste sau actiunea care se desfasoara.

Scenograful de film trebuie sa tinda spre un anume con-
cept si sa mentina o anume disciplina pentru a putea atin-
ge idealul necesitatii productiei. Opera scenografica trebuie

atmosphere is perceived in the interior arrangements, with
some examples of moments in which the scenographers
manage to tell the story through the atmosphere of the cre-
ated space.

A compressed approach to this very broad subject will be
attempted.

This article proposes to offer only some directions rather
than concrete solutions. Each project has its beneficiary and
each beneficiary has their own story to develop. The present
proposal offers a theoretical alternative of reading and ap-
proaching the spaces, a direction that can be permanently
improved by studying the way in which the scenographers
design the film space. The advantage of this theoretical al-
ternative lies primarily in the large range of documentation
possibilities, but also in the simple and entertaining way
in which this documentation can be made, thus enabling
its successful integration in the teaching of future interior
architects.

Why film scenography?

First of all, we will refer to film scenography and not to thea-
tre scenography because the latter is more pictorial, the
means of expression are different, the elements with which
it works are predominantly fake, more artistic and adapted to
the script compared to film whose sets are more anchored
in reality.

Film scenography is the art that creates ambience, atmos-
phere, emotion, strong feelings, all in the service of a single
purpose, that of telling the story for which it is created. Each
element, its location in relation to the other elements, its tex-
ture, color, etc. are chosen especially, often containing sub-
liminal messages, metaphors or various suggestions that
develop the story. Scenography leaves nothing to chance: it
shocks, amazes, terrifies or uplifts depending on the require-
ments of the script and on the director's vision.

In addition to “dressing” the space in the elements listed
above, film scenography describes, through them, the char-
acter who lives in it or the action that takes place.

The filmmmaker has to strive for a certain concept and main-

tain a certain discipline in order to achieve the ideal behind
production. The scenographic work must reflect as much as
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sa reflecte cat de mult posibil filozofia si starea mentald a
subiectului in cauza. Scenograful trebuie sa introduca in or-
ganizarea spatiald conditiile sociologice, istorice si culturale.
Toate acestea trebuie sd se armonizeze perfect. Aceasta
intensificare a realitatii filmate se bazeaza in mare masura
pe plastica vizuald a imaginii care completeaza ciclul nara-
tiv. Aceasta sugestie corespunde indicatiilor lui Raymond
Durgnat, care sustine ca ,arhitectura filmului contine drama
iar acesta este cel mai bun mediu in care arhitectura si dra-
ma conlucreazd” (Durgnat, 1967, pp. 99-100).

Intr-un interviu acordat unei reviste online, Stephen Alesch
(unul dintre fondatorii firmei Roman and Williams Building
and Interiors), care s-a ocupat atat de scenografie de film,
cat si de amenajari interioare, cand a fost intrebat ce anume
a adus din practica scenografiei de film in proiectele sale de
amenajari de interior afirma cd scenografia merge mai de-
parte de crearea unui design interesant si reuseste sa cree-
ze un mediu inconjurator.

Modalitatea prin care scenograful gandeste acest mediu in-
conjurator este subiectul de la care Tsi doreste acest articol
Sa porneasca.

Confluente ale celor doua arte

Atéat scenografia cat si arhitectura de interior sunt arte care
definesc dimensiunile si esenta spatiului interior existential;
ambele creeaza scene experimentale din anumite situatii de
viatd. Ambele forme de artd definesc anumite secvente de
viatd, situatii referitoare la interactiunea umana si orizonturi
menite s& ajute la intelegerea lumii. In ambele cazuri avem
in fata un scenariu.

Un spatiu interior real nu poate exista izolat de cultura si so-
cietate, ci formeaza un sistem de corelare a relatiilor dintre
oameni, evolutie si lumea materiala.

In zilele noastre, amenajarea unui interior ar trebui sa
depaseasca stadiul credrii unor simple spatii functionale.
Cerintele societatii au crescut, spatiile trebuie sa cuprin-
da in interiorul lor valori culturale individuale sau colective,
sd antreneze simturi si emotii, sa tind pasul cu progresele
tehnice si sa formeze modalitati de perceptie asupra lu-
mii. Aceasta evolutie a rolului spatiului, evolutia sa de la
functional la emotional cere aplicarea unei metode centrate
mult mai mult pe latura umand, care sa includa produsele,

possible the philosophy and mental state of the subject in
question. The scenographer has to introduce into the spatial
organization the sociological, historical and cultural condi-
tions. All of this should be perfectly harmonised. This inten-
sification of the filmed reality is largely based on the visual
plasticity of the images that complete the narrative cycle.
This suggestion corresponds to the indications of Raymond
Durgnat, who argues that “the architecture of the film con-
tains drama and this is the best environment in which ar-
chitecture and drama work together” (Durgnat, 1967, pp.
99-100).

In an interview given to an online magazine, Stephen Alesch
(one of the founders of the company Roman and Williams
Buildings and Interiors), who dealt with both film scenogra-
phy and interior design, when asked what he had brought
from the practice of film scenography to his interior design
projects, has stated that scenography goes beyond creating
an interesting design and manages to create an environment.

The way in which the scenographer thinks of this environ-
ment is the starting point of this article.

Confluences of the two arts

Both scenography and interior architecture are arts that de-
fine the dimensions and essence of the existential interior
space; both create experimental scenes from certain life
situations. Both art forms define certain life sequences, situ-
ations relating to human interaction and horizons meant to
help understand the world. In both cases, we are looking at
a scenario.

A real inner space cannot exist isolated from culture and so-
ciety, but forms a system of correlation of the relations be-
tween people, social? evolution and the material world.

Nowadays, the arrangement of an interior should go beyond
the creation of simple functional spaces. The requirements
of society have grown: spaces must contain individual or col-
lective cultural values, involve the senses and the emotions,
keep up with technical progress and form ways of perceiv-
ing the world. This evolution of the role of space, its evolu-
tion from functional to emotional, requires the application
of a method focused much more on the human side, which
includes products, the evolution of technique and the envi-
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evolutia tehnicii si mediul intr-o retea de sisteme contextu-
alizata. Experimentarea spatiilor interioare, oricat de esteti-
ce ar fi acestea, este totusi o experienta curenta. Acestei
experiente, pentru a iesi in evidenta, 1i poate fi amplificata
valoarea odata ce devine, ca in cazul spatiului din film, mai
senzationald, mai stranie, mai uimitoare. Pentru a face acest
lucru, arhitectura nu este obligata sa introduca neaparat ele-
mente fantastice in spatiile sale, ci sd incerce sa gandeasca
spatiul in acelasi mod in care o face scenograful.

Walter Benjamin sustinea ca atat arhitectura, cat si filmul
sunt ambele percepute intr-o stare de distragere a atentiei
(Benjamin, 2008).

Scenografia si arhitectura de interior sunt artele prin inter-
mediul carora publicul larg poate fi cel mai usor educat si
culturalizat. Practicantii acestor arte nu trebuie sa piarda
din vedere acest lucru. Scenografia de film mizeaza puter-
nic pe aceastd capacitate a sa, mergand de multe ori catre
manipulare.

Unul dintre arhitectii care a discutat despre importanta at-
mosferei in arhitectura este Peter Zumthor; acesta dezvaluie
in cartea Atmospheres: ,Intru intr-o cladire, vad o incapere
si — intr-o fractiune de secunda — am un anume sentiment
despre ea” (Zumthor, 2006, p. 13).

Despre acest ,anume sentiment” este vorba. Un spatiu, prin
atmosfera pe care o contine, ne produce anumite sentimen-
te. Deci, prin extrapolare, pentru a amenaja un spatiu trebuie
sa cautam sentimentul in principal, iar sub umbrela sa sa
rezolvam toate celelalte probleme care apar in orice amena-
jare - functiune si functionalitate.

Fiecare element component joaca un rol important aici. Fie
ca ne referim la texturi, la culori, la iluminare, ajungand la sti-
lul general si la insdsi dimensiunea spatiului dat, nimic nu
poate fi lasat la voia Intamplarii sau tratat doar din punct de
vedere estetic. Esteticul nu mai este suficient intr-o amena-
jare de interior reusita.

Atmosfera in arhitectura de interior

Identitatea arhitecturii de interior se distinge prin
intelegerea si respectarea structurii ce inglobeaza spatiul si
recunoasterea rolului acesteia ca initiator al strategiei desig-
nului. Ea manipuleaza spatiul tridimensional, se foloseste de
stimulii senzoriali, foloseste lumina pentru a crea efecte si

ronment in a contextualized systems network. Experiencing
interior spaces, however aesthetic they may be, is never-
theless a common experience. This experience, in order to
stand out, can be amplified once it becomes, as in the case
of film space, more sensational, more peculiar, more amaz-
ing. To achieve this, architecture is not obliged to introduce
fantastic elements into its spaces, but merely to try to think
of space in the same way as the scenographer does.

Walter Benjamin argues that both architecture and film are
perceived in a state of distraction. (Benjamin, 2008).

Scenography and interior architecture are the arts through
which the general public can be most easily educated and
cultured. Practitioners of these arts must not lose sight of
this. Film scenography strongly relies on this ability, often go-
ing towards manipulation.

One of the architects who discusses the importance of at-
mosphere in architecture is Peter Zumthor; he reveals in the
book Atmospheres that: ‘| walk into a building, | see a room
and — in a split second — | have a certain feeling about it”
(Zumthor, 2006, p. 13).

This is the feeling we have in mind. A space, through the
atmosphere it contains, produces certain emotions. So, by
extrapolation, in order to arrange an interior space we must
seek the feeling mainly, and under its umbrella we must
solve all the other problems that arise in any arrangement -
function and functionality.

Each component plays an important role here. Whether we
refer to textures, colors, lighting, or to the general style and
size of the given space, nothing can be left to chance or
treated only aesthetically. Aesthetics are no longer enough
for successful interior design.

Atmosphere in interior architecture

The identity of interior architecture is distinguished by under-
standing and respecting the structure that encompasses the
space and recognizing its role as initiator of the design strat-
egy. It manipulates three-dimensional space and uses senso-
ry stimuli; it uses light to create effects and increase comfort
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a creste nivelul de confort si foloseste materiale si culori ca
elemente integrate ambientului. Limitele arhitecturii de interi-
or sunt dificil de definit, deoarece se afla la intersectia dintre
arhitecturd si design de produs, dar le contine pe ambele.
Se refera atat la partea functionald, cat si la aspectele ce tin
de materiale, constructii si tehnologie. Am discutat deja des-
pre faptul ca un proiect de interior bine dus la capat este cel
care depdseste ideea de nevoie, de necesitate si incepe sa-
si depdseasca latura functionala si sa-si largeasca holistic
perspectiva asupra modalitatilor prin care indivizii folosesc
si apreciaza spatiul pe care il ocupa. Avand ca obiect spatiul,
arhitectura de interior speculeaza caracteristicile arhitectu-
rale ale acestuia, definite de calitatile constructive ale cladirii,
addugandu-le elemente menite sa creeze o ambianta care
sd Imbunatateasca viata si perceptia asupra lui, a celor ce
il ocupd sau il viziteaza temporar. Aceste elemente fac par-
te din categorii diferite si sunt de facturi diferite, variind in
functie de situatie, buget si imaginatia celui care le foloseste.
Toate, Insd, sunt menite a crea ambianta din cadrul acestui
spatiu.
Cosma Jurov, in cartea Arhitectura ambiantelor explica
ambianta arhitecturald si ce contine aceasta astfel:
Ambianta arhitecturala este deci tot arhitectura de interior,
dar cu spatializari si amenajari care pot sa dea sensuri si
senzatii asociative atat configuratiilor izolate prin lumini,
culori sau proportii, cat si celor complexe prin relatiile din-
tre spatii, dintre spatiile interioare si mediul exterior, dintre
protagonisti si spatii, dintre persoane pentru comunicare, cu
scopul de a intensifica trdirile, starile emotionale si psihice,
sensibilitatile personale, confortul fizic si psihic etc. ( Juroy,
2006, p. 11)

De aici putem merge mai departe si afirma cd ambianta ar
trebui sa poarte amprenta celui pentru care arhitectura, prin
comanda sociald primitd, va constitui un cadru construit.
Este vorba de om si de aceea putem analiza doua mari cate-
gorii de ambianta arhitecturald: ambianta fizica si ambianta
psihologica, ca rezultat al acestei dualitati ce tine de structu-
ra umana. Privind din acest punct de vedere, ambianta fizica
a spatiului cuprinde nu doar partea vizuala (finisajele, deco-
rul), ci si energiile invizibile care au un efect esential asupra
ambientului: conditiile termice, acustice, atmosferice, lumini
si culori.

and it uses materials and colors as elements integrated into
the environment. The limits of interior architecture are diffi-
cult to define because they are at the intersection of architec-
ture and product design, but they contain both. It refers both
to the functional part and to the aspects related to materials,
construction and technology. We have already discussed the
fact that a well-done interior project is one that goes beyond
the idea of need, of necessity, and begins to overcome its
functional side and to holistically broaden its perspective on
the ways in which individuals use and appreciate the space
they occupy. Having as object the space, interior architecture
speculates on its architectural characteristics, defined by the
constructive qualities of the building, adding to them ele-
ments meant to create an environment that improves the life
and perception of it of those who occupy it or visit it tempo-
rarily. These elements belong to different categories and are
of different types, varying according to the situation, budget
and imagination of the user. All of them, however, are meant
to create the ambience within this space.

Cosma Jurov, in the book Arhitectura ambiantelor explains

architectural ambience and what it contains as follows:
The architectural ambience is therefore also interior archi-
tecture, but with spatialisations and arrangements that can
give associative meanings and sensations to both confi-
gurations isolated by lights, colors or proportions, as well
as to the complex ones through the relations between spa-
ces, between interior spaces and the external environment,
between protagonists and spaces, between persons for
communication, in order to intensify the feelings, emotional
and mental states, personal sensitivities, physical and men-
tal comfort, etc. (Jurov, 2006, p. 11)

On this basis, it might be argued that the environment should
bear the mark of the one for whom architecture, through the
received social command, will constitute a built framework.
We can thus analyze two major categories of architectural
ambience: physical ambience and psychological ambience,
as a result of this duality related to human nature. From this
point of view, the physical ambience of space includes not
only the visual part (finishes, decor), but also the invisible en-
ergies that have an essential effect on the environment: ther-
mal, acoustic and atmospheric conditions as well as lights
and colors.
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Atmosfera este, deci, sentimentul pe care intalnirea cu un
obiect arhitectural sau un spatiu interior il degajd. Contine,
astfel, deopotriva ambianta fizica si cea psihologica.
Arhitectura contine atmosfera, este creatoare de atmo-
sferd prin spatiile pe care le dezvolta. Primul lucru pe care
il invatam insa despre arhitectura si spatiile sale este sa le
observdm si evaludm prin intermediul entitatilor estetice si
vizuale. Cu toate acestea, atmosfera generald este, de mul-
te ori, mult mai puternica in determinarea starii pe care re-
spectivul spatiu ne-o provoaca. Deseori cladiri, detalii sau
interioare fara o valoare estetica vizibila reusesc sa creeze o
atmosferd senzoriald puternica si pldcutd. Deseori frumosul
poate sa includa detalii inspaimantatoare sau chiar urate.

In experimentarea spatiului arhitectural intervine percepe-
rea multisenzoriald in esenta sa, aici intervin toate simturile
iar atmosfera interioard este perceputa fara a constientiza
detalii palpabile ci, mai mult, prin senzatiile create in mintea
utilizatorului.

Cum putem invata de la scenografia de film sa
abordam atmosfera in amenajarile interioare

Vom incerca mai departe sa indicam cateva directii in care
putem citi scenografia filmelor astfel incat aceasta sa ne
sugereze moduri de a aborda amenajarile de interior jucan-
du-ne cu elementele care compun atmosfera.

Redarea atmosferei prin scenografia filmului si prin ele-
mentele componente ale acesteia se foloseste atunci cand
regizorul vrea sa spuna povestea nu numai cu ajutorul per-
sonajelor sau al dialogurilor. Mai exact, este un instrument
pe care cinematografia il utilizeaza atunci cand vrea sa pla-
seze spectatorul intr-o anume dispozitie pentru a-l face sa
perceapa partea nespusa a povestii sau sa o sublinieze pe
cea spusd. In cadrul limbajului arhitectural, in multe cazuri,
scenografii si regizorii apeleaza la metafore pentru a sublinia
anumite elemente ale povestii. Filmele insesi sunt metafore
ale felului in care oamenii experimenteaza viata la un nivel
profund. Crearea unui limbaj unic al metaforelor si simbo-
lurilor in cadrul unui film reprezintd un proces important in
redarea vizuald a povestii. Imaginile simbolice ne ajuta sa
intelegem conceptele abstracte ce nu pot fi intotdeauna
transpuse in cuvinte.

The atmosphere is, therefore, the feeling that the encounter
with an architectural object or an interior space generates. It
contains both physical and psychological ambience.

The architecture contains the atmosphere; it creates the
atmosphere through the spaces it develops. The first thing
we learn, however, about architecture and its spaces is to
observe and evaluate them through aesthetic and visual enti-
ties. However, the general atmosphere is often much strong-
er in determining the state that space causes us. Often,
buildings, details or interiors without a visible aesthetic value
manage to create a strong and pleasant sensory atmos-
phere. On the other hand, beauty can often include frighten-
ing or even ugly details.

The experience of architectural space involves multisensory
perception in its essence; all the senses intervene and the
inner atmosphere is perceived without an awareness of pal-
pable details but rather through the sensations created in the
user's mind.

How we can learn from film scenography to
approach atmosphere in interior design

We will suggest some ways in which we can read the scenog-
raphy of the films so that it should inspire ways to approach
the interior arrangements by playing with the elements that
make up the atmosphere.

The rendering of the atmosphere through the scenography
of the film and its components is used when the director
wants to tell the story not only with the help of characters or
dialogues. Specifically, it is an instrument that cinema uses
when it wants to put the spectators in a certain mood, to
make them perceive the untold part of the story or to em-
phasize the one told. Within architectural language, in many
cases, scenographers and stage directors use metaphors to
emphasize certain elements of the story. Movies themselves
are metaphors of how people experience life on a profound
level. Creating a unique language of metaphors and symbols
within a film is an important process in the visual rendering
of the story. Symbolic images help us understand abstract
concepts that cannot always be translated into words.
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Metaforele vizuale pot actiona la nivelul subconstientului, in
timp ce spectatorul urmareste constiincios subiectul, perso-
najele si corporalitatea designului. Aceste metafore vizuale
adresate subconstientului pot lucra la alte nivele, prezentand
straturi subtile ale poeticii imaginarului ce pot comunica idei,
concepte si semnificatii naratiunii.

Prin natura meseriei lor, scenografii interpreteaza vizual sce-
narii atat cu ajutorul fizic al designului ce este usor inteles, cat
si cu ajutorul metaforelor ce comunica la un nivel intelectual,
subconstient, psihologic si emotional. Pentru scenograf, me-
tafora poate fi un element de ghidaj in luarea anumitor decizii
de design privind multitudinea detaliilor ce tin de arhitectura
spatiului, culoarea, textura si a relatiilor spatiale. In filmele lui
Tarkovski, de exemplu, s-au folosit obiecte-simbol plasate in
locuri nepotrivite. In filmul Calduza (1979), cea mai importan-
t& metafora cinematografica si scenografica in egald masu-
rd este plasarea icoanei intr-un loc mizer, industrial, printre
seringi. Am putea merge cu analiza chiar mai departe si vom
observa cd in foarte multe dintre filmele sale plaseaza un
simbol al bisericii, in locuri lipsite de viata si de frumusete.
Folosindu-se de metafora-simbol si de contrapunctul care
o evidentiaza, Tarkovski vorbeste, de fapt, despre prapastia
dintre Divinitate si societate.

Texturile decorului reprezintd un alt element cu care sceno-
grafii ambienteaza povestea filmului. Un exemplu este cazul
peretelui celebru din filmul The King's Speech (2010) (regia
Tim Hooper, scenografia Eve Stewart). In incaperea in care
regele ia lectii de dictie, un perete vizibil vechi, cu nenuma-
rate straturi de tapet si culori asezate una peste alta, ce se
dezlipesc si se dezvaluie, este incarcat de simboluri ce spun
povestea filmului. Avem opozitia dintre lux si declin ce reda
metaforic conditia personajului principal, prin aldturarea de
elemente de mobilier pe fundalul peretelui, pentru ca apoi
acesta sa deving, prin imaginea sa de opera de arta realiza-
td In mod natural prin suprapunerea de straturi de-a lungul
timpului, o metafora la adresa lungului si dificilului drum pe
care regele il are de parcurs. Textura expresiva a peretelui ce
sustine puternic narativ actiunea si mesajul filmului este o
textura ce a fost recreata dupa o imagine intélnita de regizor
si scenograf in perioada de pregatire a filmarilor.

Visual metaphors can act at the subconscious level while
the spectator consciously follows the subject, the charac-
ters and the corporeality of the design. These visual meta-
phors addressed to the subconscious can work at other lev-
els, presenting subtle layers of the poetics of the imaginary
that can communicate ideas, concepts and meanings of the
narrative.

By the nature of their profession, scenographers visually in-
terpret scenarios both with the physical help of design that is
easily understood and with the help of metaphors that com-
municate at an intellectual, subconscious, psychological and
emotional level. For the scenographer, the metaphor can be
a guiding element in making certain design decisions regard-
ing the multitude of details related to the architecture of the
space, the colors, the textures and the spatial relations. In
Tarkovsky's films, for example, symbolic objects placed in in-
appropriate places were used. In the film Stalker (1979), the
most important cinematic and scenographic metaphor is the
placement of the icon in a miserable, industrial place, among
the syringes. We could develop the analysis to see that in
many of his films he places a symbol of the church, in places
devoid of life and beauty. Using the symbol-as-metaphor and
the counterpoint that highlights it, Tarkovsky speaks, in fact,
about the gap between the Godhead and society.

The textures of the scenery represent another element with
which the scenographers create an ambience for the story
of the film. An example is the case of the famous wall in The
King's Speech (2010) (directed by Tim Hooper, set design
by Eve Stewart). In the room where the king takes diction
lessons, an old wall, with countless layers of wallpaper and
colors placed on top of each other, which detach and reveal
themselves, is loaded with symbols that tell the story of the
film. We have the opposition between luxury and decline that
metaphorically expresses the condition of the main charac-
ter in the juxtaposition of elements of furniture against the
background of the wall, which then becomes, through its
image as a work of art made naturally by overlapping lay-
ers over time, a metaphor for the long and difficult road that
the king has to travel. The expressive texture of the wall that
strongly supports the narrative and the message of the film
is a texture that was recreated after an image encountered
by the director and the scenographer during the preparation
for the filming.
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Daca continuam sa ne gandim la utilizarea texturilor in deco-
rul filmului iar ne vom duce cu gandul la Tarkovski. In filmele
regizate de el, in multe dintre cazuri, texturile au mai multa
importantd chiar si decat derularea evenimentelor. Universul
creat de Tarkovsky este concentrat puternic in jurul texturilor
imaginilor, un univers in general umed, dardpanat, acoperit
de muschi.

Imaginile lui Tarkovsky sunt atat de puternic texturate incat,
de exemplu, acolo unde doreste sa redea umezeala, aceasta
pare sa se infiltreze prin ecran, cum se intdmpla in cazul fil-
mului Nostalghia (1983).

Pe langa texturi, un alt element important ce compune at-
mosfera unui film este culoarea. In general teoria clasica a
culorilor este valabila sin cazul filmelor, doar cd aici, acestea
sunt folosite pentru a spune povestea; nicio culoare nu este
intamplatoare in cazul filmelor bune, cum niciun element ce
compune imaginea cinematografica nu este intdmplator.
Toate sunt folosite cu un anumit scop, reprezinta un sim-
bol, o metaford, o referire la un personaj etc. Fiecare culoare
ne afecteaza in mod diferit. Chiar si cea mai mica variatie a
unei singure culori poate avea o influenta profunda asupra
comportamentului uman. Folosite cum trebuie, culorile pot
deveni unelte puternice pentru oamenii de film in a invalui
0 poveste in mod subliminal, a face o situatie ironica sau
absurda.

Patti Bellantoni, in cartea sa despre rolul culorilor in film, inti-
tulata If It's Purple, Someone's Gonna Die: The Power of Color
in Visual Storytelling, ofera cateva sugestii despre modul in
care culorile pot fi folosite in scenografia de film. (Bellantoni,
2005) Astfel culoarea poate fi subiectivd, dar anumite
nuante si game reprezintd, indica si comunica mesajul nara-
tiv catre audienta. Culorile calde tind sa redea sensibilitate si
umanitate. Culorile reci reprezinta raceala, lipsa emotiilor si
a sentimentelor, acestea pot reprezenta de asemenea putere
si forta. Culorile aprinse reprezinta sexualitate, furie, pasiune,
dar siinfierbantare fizica sau visceralda. O gama monocroma
poate reda atmosfera unei lumi lipsite de culoare, monoto-
nie, emotii mascate sau ideea de simplitate si armonie.

Ca exemplu de paleta generala de culori il avem pe cunos-
cutul regizor Wes Anderson ale carui filme sunt centrate in
aceasta directie.

If we keep thinking about the use of textures in the setting of
the film, Tarkovsky will again spring to mind. In his films, in
many cases, the textures are even more important than the
unfolding of the events. The universe created by Tarkovsky is
strongly concentrated around the textures of images, a gen-
erally humid, dilapidated universe covered in moss.

Tarkovsky's images are so strongly textured that, for exam-
ple, when he wants to render moisture, it seems to seep
through the screen, as in the case of the film Nostalghia
(1983).

In addition to textures, another important element that com-
poses the atmosphere of a film is color. In general, the clas-
sical theory of colors is also valid for films, except that here
they are also used to tell the story; no color is accidental in
good films, as no element composing the cinematographic
image is accidental. All are used for a specific purpose; they
represent a symbol, a metaphor, a reference to a character,
etc. Each color affects us differently. Even the smallest vari-
ation of a single color can have a profound influence on hu-
man behavior. Used properly, colors can become powerful
tools for filmmakers to envelop a story in subliminal conno-
tations, to create an ironic or absurd situation.

Patti Bellantoni, in her book on the role of colors in the film,
entitled If It's Purple, Someone's Gonna Die: The Power of
Color in Visual Storytelling, provides some suggestions on
how colors can be used in film scenography (Bellantoni,
2005). Thus, color can be subjective, but certain shades and
ranges represent, indicate and communicate the narrative
message to the audience. Warm colors tend to give back
sensitivity and humanity. Cold colors represent coldness,
lack of emotions and feelings, yet they can also represent
strength and power. Bright colors represent sexuality, anger,
passion, but also physical or visceral heat. A monochrome
range can convey the atmosphere of a world devoid of color,
full of monotony and surreptitious emotions, or the idea of
simplicity and harmony.

As an example of a general color palette we have the well-
known director Wes Anderson whose films pay great atten-
tion to this aspect.
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Obsesia sa pentru compozitie poate fi comparata cu cea a
lui Stanley Kubrick. Fiecare miscare de camera de-a lungul
elementelor decorului ne dezvaluie o paleta de culori ce cre-
eazd o atmosferd aproape hipnotica. In Moonrise Kingdom
(2012) aceastd paletd de culori naturale ale inceputului de
toamna calduros, combinate cu un design rafinat al decoru-
rilor redau o atmosfera calda, putin retro, evocand perioada
in care se petrece actiunea si dand o senzatie de siguranta
Si protectie.

Trecand de la paleta generala de culori la utilizarea anumitor
culori in cadrul unui film pentru a sublinia actiunea si a reda
atmosfera in diferite scene se va exemplifica cazul filmului
American Beauty (1999). Modalitatea in care culorile steagu-
lui american rosu, alb, albastru, apar in mod agresiv cat si
in mod subtil, atat in dialoguri, cat si in decoruri si obiecte
este un exemplu util de mesaj subliminal transmis prin cu-
loare. Patti Bellantoni observa aici aparitia repetata a culori-
lor steagului american care sunt folosite nu pentru estetica
ci, pentru a transmite un mesaj privitorului: ,Efectul sublimi-
nal al repetitiei tricolorului american este acela de a intipari
in constiinta noastra arhetipul clasic al familiei americane:
perfectd privitd de afard, dar torturatd si in descompunere in
spatele usilor (rosii) inchise” (Bellantoni, 2005. p. 26).

Un alt element extrem de important in cadrul compunerii at-
mosferei filmului este lumina. Aici discutia este foarte lunga
si exemplele nenumarate.

In contextul artei cinematografice, a vorbi despre lumi-
na inseamnd, de fapt, a face referire la folosirea luminii cu
semnificatie. A pune lumina inseamna, in limbaj cinemato-
grafic, a ilumina, a gandi, a imagina, a avea o viziune asupra
cadrului respectiv si a construi, din nevazut, vizibilul, folosind
metode fizice precise in scopul de a crea emotie.

Astfel, acest proces are doua parti, una tehnica si una artis-
ticd. Mecanismul creativ al luminii are rolul de a crea o stare
care sa fie transmisa spectatorului. Efectul iluminarii se dez-
volta dinamic. El poate si trebuie sa fie in legaturd cu dez-
voltarea actiunii si sa contribuie la expresivitatea imaginilor.

La baza originii artei cinematografice stau proportiile
suprafetelor luminate, gradatia densitatilor umbrei si ritmul
acestora. La randul sau, arhitectura luminii devine unul dintre
elementele componente ale atmosferei filmice.

His obsession with composition can be compared to that of
Stanley Kubrick. Every movement of the camera along the
elements of the decor reveals a palette of colors that cre-
ates an almost hypnotic atmosphere. In Moonrise Kingdom
(2012), this palette of natural colors of the beginning of the
warm autumn, combined with the refined design of the sets,
generates a warm, slightly retro, atmosphere, evoking the
period in which the action takes place and giving a feeling of
safety and protection.

Moving from the general color palette to the use of certain
colors in a film to emphasize the action and to convey the
atmosphere in different scenes the case of American Beauty
(1999) will be used for illustration. The way in which the
colors of the American flag, red, white, blue, appear aggres-
sively and subtly, both in dialogues and in sets and objects,
is a useful example of a subliminal message transmitted by
color. Patti Bellantoni observes here the repeated appear-
ance of the colors of the American flag, which are used not
for the sake of aesthetics but to send a message to the view-
er: “The subliminal effect of the repetition of the American
tricolor is to imprint in our consciousness the classic ar-
chetype of the American family: perfectly viewed from the
outside, but tortured and decomposing behind closed (red)
doors” (Bellantoni, 2005, p. 26).

Another extremely important element in the composition of
the film atmosphere is light. Here the discussion is very long
and the examples countless.

In the context of film art, to talk about light is, in fact, to refer
to the meaningful use of light. To shine a light means, in cin-
ematic language, to illuminate, to think, to imagine, to have a
vision of that frame and to build, from the unseen, the visible,
using precise physical methods in order to create emotion.

Thus, this process has two parts, a technical and an artistic
one. The creative mechanism of light is to create a state to
be transmitted to the spectator. The effect of illumination de-
velops dynamically. It can and must be related to the devel-
opment of the action and contribute to the expressiveness
of the images.

Underlying the origin of cinematographic art are the propor-

tions of the illuminated surfaces, the gradation of shadow
densities and their rhythm. In turn, the architecture of light
becomes one of the constituent elements of the filmic
atmosphere.
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Aceasta atmosfera este o complementaritate a elementelor
statice (arhitectura luminii, recuzita, scenografia, volumele
etc.) si a celor dinamice (actori, elemente din natura, obiecte
in miscare etc.). Lumina ne creeazd atmosfera atat in film,
cat siin arhitecturd. O lumina calda ne reda o atmosfera ro-
manticad, placuta, reconfortantd; lumina rece ne defineste o
atmosfera sumbra, stresanta, incarcata, cea de culoare pu-
ternica, spre exemplu rosu intens, creeaza un efect dur, sau
de avertizare.

In cartea sa Lumina in arta filmului, George Cornea explica
cat de importanta este lumina in crearea atmosferei din film
si cum, prin modelarea cantitatii si a calitatii acesteia, volu-
mele si personajele pot cdpata ,atribute expresive”. (Cornea,
2004, p. 55)

Ne putem aminti aici de lumina trandafirie si idilica a filmului
Le fabuleux destin dAmélie Poulain (2001), regizat de Jean-
Pierre Jeunet, ce contribuie la atmosfera locului in care se
desfasoara (Parisul) si aimaginiiidilice a acestuia evocata de
film. Tonurile sepia ale luminii ne sugereaza plasarea actiunii
intr-un alt timp si i ofera filmului un sentiment de eternitate,
adaugandu-se atmosferei nostalgice evocata de personaje
si de genul filmului (o poveste de iubire romantica).

Cele de mai sus reprezinta doar cateva exemple de cazuriin
care scenografia se foloseste de elementele decorului pen-
tru a-si spune povestea.

Atmosfera ne vorbeste despre lumea in care se desfasoara
actiunea filmului, despre felul in care se desfdasoara aceasta,
dramatic, romantic, inspaimantator. Atmosfera este o cali-
tate intrinseca a spatiului. Filmul nu lasa aceasta atmosfera
la intdmplare, ci o creeaza prin mijloace proprii si cu scopuri
precise, fie pentru a fi in concordanta cu povestea, fie pen-
tru a merge impotriva acesteia si prin opozitie subliniind-o.
Astfel, atmosfera este unul din elementele narative printre
cele mai importante in cadrul unui film si a imaginii vizuale
ale acestuia.

Variantele de utilizare a elementelor de design si de amplifi-
care a acestora cu ajutorul celor cinematografice sunt mul-
tiple, combinatiile de asemenea. Importanta de retinut este
modalitatea prin care scenografia vine in sprijinul povestii cu
ajutorul elementelor de design, felul in care ele sunt compu-
sein cadrul spatiului cinematografic pentru a sublinia diferite
actiuni sau a amplifica anumite senzatii care sustin subiectul

filmului sau conceptul cinematografic. De asemenea, atentia

This atmosphere is a complementarity of static elements
(light architecture, props, scenography, volumes, etc.) and
dynamic elements (actors, elements of nature, moving ob-
jects, etc.). Light creates atmosphere in both film and ar-
chitecture. A warm light gives us a romantic, pleasant, re-
freshing atmosphere; cold light defines a gloomy, stressful,
charged atmosphere while strong light, for example intense
red, creates a harsh or warning effect.

In his book The Light in Film Art, George Cornea explains how
important light is in creating the atmosphere of the film and
how, by shaping its quantity and quality, volumes and charac-
ters can acquire “expressive attributes”. (Cornea, 2004, p. 55)

We can remember here the rosy and idyllic light of the film
Le fabuleux destin d Amélie Poulain (2001), directed by Jean-
Pierre Jeunet, which contributes to the atmosphere of its
Parisian setting and to the idealized image evoked by the
film. The sepia tones of light invite us to place the action in
another time and give the film a feeling of eternity, adding to
the nostalgic atmosphere evoked by the characters and the
film type (a romantic love story).

The above are just a few examples of cases where scenogra-
phy uses the elements of the scenery to tell a story.

The atmosphere tells us about the world in which the film
takes place, about the way in which it takes place, dramati-
cally, romantically or frighteningly. Atmosphere is an intrinsic
quality of space. The film does not leave the atmosphere to
chance but creates it by its own means and with precise pur-
poses, either to be consistent with the story, or to go against
it and to emphasize it by opposing it. Thus, atmosphere is
one of the most important narrative elements of a film and
of its visual image.

The variants of using the design elements and of amplifying
them with the help of the cinematographic ones are multi-
ple, the combinations too. What is important to remember
is the way in which the scenography supports the story with
the help of the design elements, the way in which they are
composed within the cinema space in order to emphasize
different actions or to amplify certain sensations that sup-
port the subject of the film or the cinematic concept. Also,
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la detaliile cu care spatiul cinematografic este ambientat si
cu ajutorul carora urmadreste firul narativ reprezinta iarasi o
caracteristica importanta a scenografiei de film ce poate fi
studiata.

Jean Whitehead in Creating Interior Atmosphere: Mise-en-
scene and Interior Design afirma ca spatiul nu poate comu-
nica, in adevdratul sens al cuvantului, dar poate murmura
discret, soptind sugestii, creand sentimente, evocand emotii
si raspunsuri. (Whitehead, 2017)

Un exercitiu scenografic reusit este cel in care nimic nu este
ldsat la intdmplare. La fel poate sa fie gandit si spatiul ar-
hitectural interior. Fiecare gest sa aiba la bazd o motivatie
clard ancorata puternic in tema de proiectare, in actiunea
care urmeaza sa se desfdsoare sau in personalitatea celor
ce urmeaza sa il parcurga sau locuiasca.

Concluzii

Exemple de cum poate fi citita si folosita scenografia de film
ca inspiratie pentru imbunatatirea practicii in arhitectura de
interior sunt extrem de multe. Fiecare film si, mai ales, ceea
ce se afla in spatele actiunii si a personajelor propriu-zise
poate fi 0 sursa de documentare pentru arhitectul de interior.

Lumea fizica si notiunea abstracta a spatiului nu pot fi deco-
nectate din memoria, din visurile, fricile si dorintele existentei
noastre de zi cu zi. In colaborare cu regizorii si directorii de
imagine, scenografii au creat spatii ce inspira privitorii sa vi-
seze in modul in care Gaston Bachelard a scris despre locuri
si spatii in Poetica Spatiului (Bachelard, 2003). Spatiile cine-
matografice mizeaza neindoielnic pe modalitatile in care, de
exemplu, podurile caselor, pivnitele si dormitoarele detin ro-
luri diferite in viata omului, atat in cea de zi cu zi, cat siin cea
imaginard. In relatie cu subiectul filmului si personajele sale,
spatiile cinematografice evoca locuri unde cu totii am locuit,
crescut, ne-am simtit confortabil sau alienati, am fost uimiti
sau cuprinsi de groaza.

In cazul amenajarilor interioare, povestile existd in nsasi
tema de proiectare. Ele sunt comunicate intr-un fel sau al-
tul, dar nu intotdeauna coerent, de multe ori prezentand
informatii relatate fard o ordine sau chiar cu date lipsa.
Arhitectul ordoneaza informatiile si stabileste prioritatile in
transmiterea lor catre utilizatori, care, la randul lor trebuie sa
le puna cap la cap din punct de vedere al timpului si spatiului,
dar sd isi si clarifice cauzele ce afecteaza relatiile dintre ele-

the attention to the details with which the ambience of the
cinematographic space is created and which helps to follow
the narrative thread is another important feature of scenog-
raphy that deserves to be studied.

Jean Whitehead, in Creating Interior Atmosphere: Mise-en-
scene and Interior Design, states that space cannot commu-
nicate, in the true sense of the word, but can murmur dis-
creetly, whispering suggestions, creating feelings, evoking
emotions and answers (Whitehead, 2017).

A successful scenographic exercise is one in which nothing
is left to chance. The interior architectural space can be con-
ceived in a similar way. Each gesture should be based on a
clear motivation, strongly anchored in the design theme, in
the action to be carried out or in the personality of those who
are to pass through it or live in it.

Conclusions

Examples of how film scenography can be read and used
as inspiration for improving practice in interior architecture
are extremely numerous. Every film and especially what lies
behind the action and the characters themselves can be a
source of documentation for the interior architect.

The physical world and the abstract notion of space can-
not be disconnected from the memory, dreams, fears and
desires of our everyday existence. In collaboration with film
directors and directors of photography, scenographers have
created spaces that inspire viewers to dream in the way
Gaston Bachelard wrote about places and spaces in Space
Poetics (Bachelard, 2003). Cinematographic spaces un-
doubtedly rely on the ways in which, for example, the bridges
of houses, cellars and bedrooms have different roles in hu-
man life, both in the daily and the imaginary ones. In relation
to the subject of the film and its characters, the cinematic
spaces evoke places where we all lived, grew up, felt com-
fortable or alienated, where we were amazed or horrified.

In the case of interior design, the stories exist in the design
theme itself. They are communicated in one way or another
but not always coherently, often presenting related informa-
tion without any order or even missing data. The architect
orders the information and establishes the priorities in its
transmission to the users, who, in turn, must put together
the pieces from the point of view of time and space, but also
to clarify the causes that affect the relations between the ele-
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mente. Implicarea astfel obtinutd poate crea o relatie afecti-
va mai puternica intre utilizatori si spatiul amenajat. Filmul,
inca de la inceputurile sale, se foloseste de aceasta metoda
pe care o imbundatateste din zi in zi. Toate posibilitatile si ter-
tipurile de implicare a spatiului arhitectural in poveste sunt
deja discutate si perfectionate.

Astfel, una dintre variantele prin care arhitectura de interi-
or se poate raporta la scenografie, pentru a-si imbunatai
modalitatile de exprimare, este maniera acesteia din urma
de a urmdri si sustine vizual firul narativ, prin toate mijloacele
pe care le are la dispozitie. Nimic nu este lasat la intampla-
re, fiecare element are 0 motivatie clara a existentei sale in
spatiu, iar aceasta motivatie este legata puternic de actiunea
care se petrece sau de starea pe care trebuie sa o creeze.

Se poate concluziona ca studierea felului in care filmul Tsi
spune povestea prin intermediul spatiului arhitectural con-
struit de catre scenograf, atingand un nivelul ridicat de impli-
care afectiva a spectatorului sau, poate imbunatati calitatea
spatiului arhitectural real, atunci cand e aplicata practicii ar-
hitecturii de interior, dar si procesului educational.
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