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Harbor, Architecture, Film

Rotterdam, 1925-1935%

Floris Paglman

Between 1925 and 1935, there was a great deal of interaction between avant-
garde cinema and architecture. This is exemplified by the Dutch cinema club
Filmliga (1927-1933), founded in Amsterdam by the literary critics Henrik
Scholte and Menno ter Braak.

Branches were: quickly formed in other cities. The ones in Rotterdam, Utrecht,
and The Hague were all initiated by architects." Moreover, a close connection
existed betweenithe Filmlign and the architecture associations De § and Opbouw.
Why were these architects so committed to film? Set design might have been a
reason,” but the Filmliga mainly showed films without spectacular sets. Archi-
tects were also interested in designing cinemas, whose numibers were growing
exponentially. The architects of the Filmliga realized some, but relatively few. It
seems more important that many avant-garde films dealt with architecture, like
Joris Ivens's De BruG (The Bridge, 1928), which follows the logic of its subject:
Trains cross thelbridge, a train waits while the bridge is raised, ships pass by,
and finally, the train continues on its way. The movements are shown from dif-
ferent angles and broken apart in the editing. There are numerous other exam-
ples, such as Ivens’s Nreuwz ArcHITECTUUR (New Architecture, 1930), which
was part of Wiy BouweN (We Are Building, 1930) and included images of the
Van Nelle factory in Rotterdam, or MoDERNE NEDERLANDSCHE ARCHITECTUUR
(1930} by Mannus Franken. The question then could also be reversed:; why were
filmmakers interested in architecture? Bert Hogenkamp (1988: 49) remarked
that New Building lent itself well to experiments in image composition. Tom
Gunning? went a step further by arguing that there were intrinsic relationships
between architecture and cinema. Comparing DE Bruc with the architectural

theories of Siegfried Giedion, Gunning notes that Ivens came close to the archii-
tectural ideal of “visual simultaneity.”

Using; the railway bridge in Rotterdam as a base, Ivens.explores the reorganization of
space, but he also shows its functioning, its processes and rhythm through cinematic

time. Until then, no other avant-garde film had researched the visual characteristics of
one location so;profoundly.*

According to Gunning, both film and architecture framed the world anew. Dy
Bruc is then not so much about architecture as about a changed vision of the
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workd, made possible by new technological constructions, In this paper, 1 will
examine the broader conditions in which such relations came about, the way
that architecture has been studied, explained, exhibited, modeled, and pro-
moted by film. This examination links up with an argument made by Elizabeth

Lebas® with respect to municipal filmmaking in Britain between the wars,

Films could show both procedure and progress in ways that were practical, succinet’
and even entertaining. In turn, by showing the actual sites .and setfings of procedure
and progress to inthabitants who were called upaon to visit them and in the case of
new housing estates, actually occupy them, they played a vital role in assigning and ,
re-designating new spaces for another way of living (italics F.P.).®

Lebas makes two main points. Firstly, “these were not films about modern liv-.
ing, but for modern living” (p. 141). Secondly, they were not part of a regular
distribution system, but shown free of charge in town halls, clinics, schools, -
clubs, etc. (p.140), as well as at large exhibitions and fairs.?

Their function can be understood in light of Thomas Elsaesser’s three great “A: -
factors”: the Auftraggeber (commissioning body), the Anlass (occasion), and the
Anwendung (use).® These factors will be examined in the case of Rotterdam to'
understand film in relation to urban development. "

The image of the city

It has been said that, even befare World War IT, Rotterdam was the most mod-:
em city in the Netherlands.? Moreover, its harbor was one of the largest in the::
world. This affected all businesses in the city and made Rotterdam a city of
labor, which also had political consequences. In 1919, after general suffrage wag'
introduced, the socialists won the elections in Rotterdam. The conservative
mayor A.R. Zimmerman was compelled to install two socialist aldermen, in so- '
cial-service positions, -such as the Municipal Housing Department, and Educa~’
tion, including the Gemeentelijke Schoolbioscoop (Municipal School Cinerma).""
While the department of housing directly improved everyday living conditions,
educational films did so by providing the means to understand them, The first :
achievement .of the housing department, directed by August Plate, was the
Spangen quarter, the location of the exemplary Justus van Effencomplex (1919-.
1922, Michiel Brinkman). It was followed by the projects of J.L.P Oud (Witte
Dorp, Hoek van Holland, Kiefhoek), which became paradigms of social housing,
worldwide. The school cinemas, on the other hand, were an institution estab-
lished in several cities, first in The Hague in 118 by the socialist David van
Staveren,"' and soon after thatiin Rotterdam by AM. van der Wel."* Unlike the

others, the one in Rotterdam produced its own fiims — more than 30 in total.
Similar to the case referred to by Lebas,'? these films were not about, but for
modern living, and they dealt with many subjects: One of the first omes (1920)
is aboutimilk products, the subject of the last one (1933) is a “school for women's
labor.” The latter encouraged working-class girls to continue their education
while promoting a modem style of housekeeping; architect Han van Loghem
did the same by designing the renewed school building, including a model
kitchen and two mode] dwellings."* The school cinema and the housing depart-
ment fell victim to the economic crisis and to political reforms, but construction
of social housing continued; August Plate continued this work with his private
firm, Vdlkswoningbouw Rotterdam, which built the first high-rise housing pro-
jects in Rotterdam."?

Figure 1 Ship in the dock

[Photo by Andor vom Barsy, 1430

Besides housing projectsithe most important example of modernist architectuve
in Rotterdam, and one that resulted from the trade in the harbor, is the Van
Nelle factory (1925-1931), which was commissioned by Kees van der Leeuw
and built by Jan Brinkman, Leen van der Vlugt, and Mart Stam. With its con-
crete columns and glass-and-steel fagade, it became an icon of the modern
movement, which was heralded by Le Corbusier and others. Other functionalist



industrial complexes were built, such as the cooperalive TIAKA factory (1931~
1932, Hermann Mertens). Along with architecture, Rolterdam became a stage .
for industrial and graphic design and indeed a center for avant-garde cinema
Besides Ivens's DE Brug, other famous examples include the filtn HoogsTraaj
{High Street, 1929), about the main shopping street in Rotterdam, made by the
Hungarian filmmaker Andor von Barsy, and MaasBrUGGEN (Maas Bridges,
1937), by Paul Schuitema,*® ,

The image of Rotterdam was also shaped by a number of feature films, sev:
eral of which used Rotterdam as a stage of modern urbanism and industry.'”
One of them is LENTELIED (1936, Simon Koster), an early example which was
shot on location. Archaic images of the countryside make Rotterdam, in cons
trast, look even more modern. The film contains a montage sequence with:iconsg
of modern Rotterdam that were located in different parts of the dity. Although it
was still an-old city, with alleys, canals, and old warehauses, the sequence sug
gests that it is utterly modern, which was reinforced by.emphasizing the harbog
and its industry. LENTELIED provided a frame of reference for how to perceive
and envision the city: From that perspective we might also consider a particular
documentary genre, that of “construction films,” which also emphasized the
promise of modernity.

Censtruction film

In the late 1910s, Dutch film pioneer Willy Mullens documented the construc-
tion of the garden village Vreewijk. Later on, he also made a film about the
construction of the Van Nelle factory. Other filmmakers started making similar
films, which are more than simply records of new construction.. They are cele.
brations of progress and urban development, characterized by ani optimism that
the future can be built. Notwithstanding this common goal, these films were
made for different reasons, depending on the factors mentioned above of come
~ mission, occasion, and use.

A particular case is that of the department store chain De Bijentkorf. In the late
19208, it commissioned architect Willem Dudok to build a modern department
store with a glass-and-steel facade. In the ten years of its existence ~ it was de-
stroyed during World War II ~ it became a symbol for modern Rotterdam, to
which many films contributed.”® One that is particularly worthy of a closer look
is the construction film Groz1 (Growith, 19281930, J. De Haas), produced by
Polygoon. The film makes use of modern aesthetics, mobile framing, superim-
position, thythmic editing, and special compositions. There is, for example, a
shot from the roof, showing a construction elevator coming up, while dewn iy
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the street a tran comes into the film image from top to bottom. This “three-
dimensional graphic” of double movement, seen from an unusual perspective,
distorts the viewer’s perception by using .opposed movements and depth, re-
sulting iin “cinematic plasticity.” it establishes an analogy between tram and
elevator, and at the same time between urbanism and architecture. Other
images show ram machines and cement transporters, followed by informal
shots of workers having lunch and then workhorses eating and drinking in a
similar way — a humorous example of associative filmmaking. At the conclu-
sion, the completed building is shown. The architectural composition, with a
tower and a large rectangular building, is transferred into a cinematic composi-
tion. The camera frames the tower diagonally, then moves to the right along the
building so that the top corner of the rectangular building is shown diagonally.
The building has changed into a floating architecture of moving graphics. Final-
ly, the film shows the opening, with about 70,000 people attending. They had
been waiting for this moment for two years, and were regularly kept informed
by the Polygoon newsreels made from the footage. In this way De Bijenkorf
bought itself into the news, or rather, it took advantage of an occasion (Anlass),
similar to what commercials would later do." Thus, GRoEI expressed the iden-
tity of the store. The construction, as a seemingly functional concern, was above
all a way to show modernity, progress, hence “growth,” as the title notes. Func-
tionalism dictated style and fashion, and style and fashion were the trade of De
Bijenkorf. Trade, architecture, and film reinforced each other.

Whereas Groer was based on modernity as trend, similar films like Ivens’s
W1 BoUWEN (1930), on building in the Netherlands, and the related film BeTO-
NARBEID (1930, Ivens),* on the construction of embankment walls iin Rotter-
dam, had other goals, Since they were commissioned by the Union of Construc-
tion Workers (ANBB), they above all promoted the building industry and its
workers.. Different cases again show different reasons, like the Polygoon film
DE CoOPERATIEVE PRODUCTIE GROEIT (The Cooperative Production Grows, 1932),
about the new cooperative HAKA factory. The film presents manuallabor and
mechanical production as extensions of each other, ithe individual engagement
-and collective force of the workers, and, as the title also suggests, the very idea
-of progress and growth. Bouw MAASTUNNEL (1937-1941, Dienst Gemeentewer-
ken), a film about the construction of a tunnel under the Maas River, takes the

'viewer along the design and engineering process in order to gain support for
the project from both professionals and citizens.

Industrial film

The construction film is a variant of the industrial film. In total more than 200
dindustrial films were made in Rotterdam between 1925 and 1935. Willy Mullens




and Polygoun were among the first to make such films, which were often res
lated to enterprises in the harbor, like Steenkolen Handels Vereeniging and Hols
land-Amerika-Lin. After the mid 1920s, other producers came to the fore, l'ik'e;
the Rotterdam-based Transfilma, which made many industrial films, for examy
ple about the municipal electricity and gas works, and about food production,
In these films, raw materials (e.g,, coal, barley) are brought into the harbor,
transported through the city to the plant, processed there, and brought into the
city again. The end of the gas film shows how the product is enjoyed by twe
fashionably dressed women in a kitchen, who move elegantly about the heated
room; a man with snow on his coat entering a house, and a young girl playing
in a light, spacious bathroom. Other images show a big bakery, a hotel kitcher;
and an ironing workshop. They either promote the idea of modern housing or
frame the places as extensions. of the factory and a continuation of the produg:
tion process. The flow of energy relates all (modern) environments. Other pros
ductions by Transfilma include the feature film DE MAARSCHALKSTAE (The Mar
shal’s Baton, 1929, Luc Willink), commissioned by the Centrale Bond var
Nederlandsche Verbruikscotperaties (Central Union of Dutch Consumer Coor:
erations), which promotes a socialist production model disguised as a love story
and, despite its fictional character, exhibits a common agenda with certain in
dustrial films.

Besides films for private firms, we might also consider documentaries abou
the city in general, and which promoted the urban economy as a whole. In 1926,
for example, businessmen collaborated and commissioned FiLm over pe Rot
TERDAMSCHE HAVEN EN PLAATSELIJKE INDUSTRIE EN HANDEL (1927, Th. Giisten)
produced by Germania-Film. As it only summed up a number of firms, it wz{;
generally considered a failure, except for its cinematography,®* which was the
work of Andor von Barsy. After that/he and Transfilma were asked to make
eight short films for companies in the harbor. Additionally, the municipality
commissioned a feature-length documentary on Rotterdam D Stap pre Noor
Rust (The City that Never Rests, 1928, Andor ven Barsy).* The film starts with
the historical growth of Rotterdam, using maps and animation, followed by an
overview of the city and the harbor. The film is a whirlpoo! of movement, with
rushing traffic, including trains, cars, trams, trucks, airplanes, and ships, whil
the camera itself is mounted om vehicles. The harbor gets special attention and is
shown as a highly dynamic dity in itself with “moving architecture” — vessels
that are state:of the art in terms of industrial design and engineering, and barge
that turn the harbor. into a Waterstad. Porters carry heavy loads, while crane
make a veritable choreography out of unloading all kinds of :cargo. Besides
overviews, including shots taken from an airplane, von Barsy also had an ey
for:detail: a pedlar takes orders on a victualling boat, :a man washes his hair
over the railing of his fast-moving ship.
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Figure 2 At the havbour

Photo by Andor von Barsy, 1930

Nico Brederoo,* writing on the influence of the Filmliga, remarked that the
film is less experimental than von Barsy’s: HoogsTrRAAT. Nevertheless, it was
shown by the Hlmligu Rotterdam, though under a different name (Van
VISSCHERSDORP TOT WERELSTAD). It is undlear which version Brederoo referred
to, since the film was reedited and shortened several times due to ongoing
changes in the harbour.?® In Germany, it was even cut into three different filrms,
with titles like WELTHAFEN (World Harbor), ROTTERDAM, .and KANALE UND
GracuTEN (Canals and Waterways).” Moreover, Albrecht Vikfor Blum subse-
quently “recycled” the material into five short educational films, which also in-
cluded images shot in Rotterdam for his feature film JENSEITS DER STRASSE
(1929). Thomas Tode® classifies the recydled work as “a rather conventional
cultural film series,” while Bert Hogenkamp™ views the original film as a pro-
gressive step in the Dutch documentary tradition. fnstead of categorizing this
and other films as experimental, educational, or documentary, it makes more

sense to frame the circumstances and reasons of ithis film, hence Elsaesser’s
three A’s.
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Industrial exhibition

In 1928, when the Olympic Games were held in Amsterdam, Rotterdam sought
to profit from it by organizing the Nenijto international trade and industrial ex
hibition (Nederlandsche Nijverheids Tentoonstelling). Nenijto, with exhibitors fron -
the Netherlands, Belgium, Germany, Great Britain, France, Denmark, and Aus
tria, was a heterogeneous combinations of product information and entertain
ment. Its actual purpose was to promote the city and its industry. The even
attracted almost 1.5 million visitors in four months.>® During this period Nenijl
became part of big city life, at the expense of other entertainment in the city,
especially the cinemas.?’

According to Marlite Halbertsma,>* Nenijto was the beginning of a city mar
keting strategy that highlighted modern architecture and the harbor. The exhi
bition itself was a showcase of contemporary architecture, with pavilions in th
modernist style, designed by the young architect C.B. van der Tak. The entranc
of Nenijto consisted of a large semi-circular building flanked by two monumen:
tal towers. This provided access to an avenue with more than twenty kiosks
each six meters tall, in Cubist style, and four large halls made of iron with-woo
den panels and white plaster. They offered space to all kinds of firms, many ¢
which were related to the harbor. This strategy was most noticeable in the Rot
terdam Pavilion by the architect Adrianus van der Steur, which presented
huge scale model of Rotterdam and its/harbors, with the Maas River as a walk
way.

Halbertsma® argues that Nenijio made use of tactics from theater and adver
tising. It even encompassed one of the biggest amusement parks in Europe,*
while across the exhibition a small steamn train ran over a 2.5-kilometer railwa
track. The Oranjeboom brewery set up the Ober-Bayern beer hall, with drink
ing, singing, and games, next to the attraction of an African village where on
could observe the daily life of a hundred Senegalese people. Andor von Barsy -
wittily referred to both, though implicitly, in his film OraANJEBOOM, HET Birp~
BROUWERIFBEDRIF (The Oranjeboom Beer Brewery, 1927) by showing a Bavariar,’
an African, a Dutchman, and a Chinese man®® uniting the world at the end by:
drinking beer together. A variety of media were introduced at the exhibition; -
design, architecture, performance, print media, photography, film, and sound. :
This reflects Thomas Elsaesser’s notion of the Medienverbund, that is, strategics
in which different media are used to promote.a social, political, or economic:
agenda,®® :

Several activities were organized during Nenijto. John Logie Baird presenled:
his invention of television,”” and Philips installed loudspeakers all over the ex-
hibition, which surprised journalists with violin music and other sounds.* The-
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press was highly involved in the exhibition. Rotlerdamseh Nicuwosblad ipublished
a daily Nenijte paper, while Nicuioe Rotterdamsche Courant published a weekly
Nenijto edition. In addition, the event was covered by newsreels, in particular
those by Polygoon. Nenijto also concluded an agreement with the distribution
company Haghe-film to arrange ongoing film screenings.’® Some of ven Barsy’s
films were made for this reason, like those commissioned by “harbor baron”
Danjél van Beuningen,*” the mainfinancial backer of Nenijto, as well as the film
OranyeBoOM.*' In view of these and other films, the municipality realized that
the city as a whole needed a film too; De!STaD DIE NoorT RusT was commis-
sioned just before the beginning of Nenifto, with the requirement that it be
ready within only two and a half months, so that it could be shown during the
event.*

A promotional booklet designed by Piet Zwart was published for the exhibi-
tion under the title “Visiting Rotterdam.” It is likely'that thisbooklet and Andor
von Barsy’s film went together. This idea seems to be confirmed by looking at
the wotld exhibition in Antwerp in 1930, for which von Barsy was commis-
sioned to make both the film RoTTERDAM (1930) and a promotional booklet. Its
cover was designed by Hendrik Wijdeveld, the architect of the Dutch pavilion.
According to Helbertsma, the book was created “in a newly objective language
of forms which underscored the modern character of Rotterdam.”4* The most
appropriate description of von Barsy’s films would in fact be that of “functional
cinematography,” analogous to functionalism in architecture. This is also true of
his other films, such as TUsSCHEN AANKOMST EN VERTREK (Befween Arrival ard
Departure, 1938), that present similar perspectives, possibly in connection to the
World's Fairs such as the one in Paris int 1937 and the one in New York in 1939.

Institutions:and networks

The cross-disciplinary development of cinema and architecture has been largely
directed by three structuring powers: industry and trade, the municipality, and
the press. In concordance with the network theory of Ulf Hannerz,** these
powers might be embodied in particular organizations, which, moreover, oper-
ate in different .capacities, as institutions, associations, and individuals. Net-
works are formed across institutional borders in environments where formal
and informal activities take place simultaneously. New organizations can thus
emerge..

The first power, industry and trade, played a pivotal role by commissioning
films and buildings and by shaping organizations through membership and
support. Of special importance were the shipping companies Steenkolen Han-
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delsvereeniging and Holland-Amerika Lijn, the financial firm of Mees & Zoo-
nen, and most importantly, the coffee, tea, and tobacco factory of Van Nelle,
directed by Kees van der Leeuw. He and his industrial designer, Willem Gispen,
actively supported the Filmiliga, while the factory’s architect Jan Brinkman was a
member of the board in Rotterdam.*s Van Nelle was already using film for pub-
licity purposes at an early stage, for example, there is the film Dg Turee, van
PLANTAGE TOT HET PAXJE (Tea: From the Plantation to the Package, 1920) by Willy
Mullens, who also filmed the construction of the fa

ctory: Bouw vaN DE van -
NEeLLE Fasriex (Construction of the Van Nelle Factory, 1930). Later the: factory

commissioned Polygoon to make the diptych Acmrer Gras (Behind Glass,

1931), a film which celebrated both coffee and tea production as well as the

new factory’s operation. A more experimental film was made. for the Filmliga,
De GEBOUWEN van DE Erven Wep. J. Van NevLvLE (The Buildings of De Erven
Wed. |. Van Nelle, 1931, Jan Teunissent*S), showing the factory from different per-
spectives, shot with a mobile camera;, so that it seemed to defy gravity. Van der
Leeuw also supported the architectural organization Opbouw, while its head of
publicity, Jacob Jongert, was active in the Volksuniversiteit, which was supported
by Van der Leeuw, and organized presentations on architecture, painting, film,
theatre, and more.

The second structuring power was the municipality. The Department of Pub-
ic Works (Dienst Gemeentewerken), directed by Willem Witteveen, con-
structed many public buildings, like those by city architect Adrianus van der
Steur.*” The Municipal Information Service commissioned films to promote the
city and its harbor. The municipality also encompassed the Housing [Depart-
ment, for which J.J.P. Oud worked, who at the same time was active in the Film-
liga, Opbouw, and the Volksuniversiteit. In comparison, director A.M. van der Wel
of the municipal Schoolbioscoop, collaborated with different organizations,
such as the production company Polygoon, which resulted in De RN van Lo-
BITH TOT AAN ZEE (The Rhine from Lobith to the Sea, 1922), for example, and,
among others, the Municipal Traffic Department, which is reflected by the film
VEILIG VERKEER (Sdfe Traffic, 1930). Furthermore, Van der Wel was a member of
the Association for Educational and Development Films, with F ilmliga program-
mer Mannus Franken as its chairman.

‘The third power was the press, such as the weekly Groot Rotterdam,*® the
newspapers Nietwe Rotterdamsche Courant and Rotterdamsch Nieuwsblad, as well.
as the publishers Brusse and Nijgh & Van Ditmar, which promoted new forms i
of design and publicity. Groot Rotterdam also commissioned a feature-length:
documentary, GRooT ROTTERDAM (1930, Co van der Wal), about journalists’
working in the city. The film makes it clear, through a double self-
move, that events become important when the media is present..

reflective’
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The newspapers were of general importance, for city reports, for their sup-
port of events like Nenijto, and for architecture and film criticism. Nieuwe Rotter-
damsche Courant even had its ownarchitecture editor, Han van Loghem, while it
had also jts own film section. The latter was headed by Coen Graadt van Rog-
gen, who edited a series of ten monographs on film, published by Brusse ?Je—
tween 1931 and 1933. Among the journalists contributing to the film section
were the foreign correspondent and filmmaker Simon Koster and editor Johan
Huijts, who was the chairman of the Filmliga Rotterdam. This commitment to
film is articulated by a short ironic fiction film, REpACTEUREN ZIEN U AAN (Edi-
tors Walch You, 1933, anonymous), about Nieuwe Rotterdamsche Courant editors.
In this “practical joke” in avant-garde style, an editor (Victor van Vriesland)
goes crazy: the atmosphere in the office is too poor, the pressure too great, the
pay too low. He tries to commit suicide, but does not succeed. In 1935, Nieuwe
Rotterdamsche Courant opened its own cinema, Cineac, which showed news-
reels, documentaries, and cartoons and linked the newspaper directly to the
film industry.%? .

Economically and politically, the powers of industry and trade,.the. munici-
pality, and the press exercised a great deal of influence on organizations and
studios involved with film and architecture. A further structuring power can be
seen in the socialist movement, including organizations such as Links Richten
and IVAQ/Ons Huis, but in Rotterdam, it was partly institutionalized by its role
in the municipality. Notwithstanding the importance of theithree main powers,
we can see other forces, of individual and social nature at work as wéll. We can,
for example, note the films that were initiated by filmmakers themselves, like
Ivens’ Tue BringE and von Barsy’s HoocstraAt, which at the same time offer
possibilities for drawing, extensive social networks. In the case of Ivens, we
could, first of all, look at the role played by women (such as his wife Germaine
Krull). Meanwhile, we can observe the Hungarian connect?i(?ns in the case of
von Barsy. Professional ties are also impottant here; which is illustrated by von
Barsy's industrial film OranyEBOOM (1927), of Which parts were used f.or the
avant-garde film and stage play NuL Uur NuL (1927, Simon Koster), being an
instance of the “functional” meeting the “experimental.” Similar argumenits

could be made for others, in particular, Kees van der Leeuw, not just:as a repre-
sentative of Van Nelle, but as an influentisl individual.

Whereas the main powers largely directed the cross-disciplinary develop-
ment of cinema and architecture, a number of individuals certainly. offered, in
their turn, new (organizational) perspectives. They were supported in these ef-
forts by international organizations and networks such as C.L.C.I (cinema) and
C.ILAM. (architecture), whose members also visited Rotterdam.>®

The intention of this article has been to trace some of the links found between
film and archilecture, Starting from Thomas FElsaesser’s three A facters, [ have
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come to thiree C factors, content, conditions, and conneclions. The creation of in
dustrial film has shown itself to be framed by social-order networks, but also b ¥
a.cultural and aesthetic order. There are also clusters within the network that, in
farn, create networks within the network. The foremost factor here has beet
how the network relates to its environment, in this case Rotterdam, whose filmg
and buildings can be seen as its “fixation points.” This network has determin
both the infrastructure through which the buildings and the films are produced
and the frame of reference for what they show. As my case study has.demon
strated, the emergence of any image of the city can be described in terms of such
communication processes and sociocultural forces that constitute a complex of
similarities and differences, of common goals and contrasting movernents.

Notes

JJP. Oud was the founding chairman of F ilmliga Rofterdam. As such, he also sign
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Hague architect C. van Eesteren and designer V. Huszir. See T. Gunning, C. Lir

sen, H. Schoots (eds.), Het Gant Om De Film! Een Nieuwe Geschiedenis van de Ned

landsche Filmliga, 1927-1933 (Amsterdam: Bas Lubberhuizen / Filtnmuseum, 19y
pp. 183-18s. :
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