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Abstract

Intersections between cinema and architecture originated when moving images started recording actual buildings
and urban environments and, from their inception, they have been accompanied by extended theoretical reflections
on authenticity and objectivity of spatial representation. In recent times, disruptive transformations in the modes and
techniques of architectural expression introduced by digital production have originated a fundamental rethinking of
these questions. Looking at the impact of technology advances on mechanisms of spatial narrative in cinema, this paper
explores how the new forms of architectural expression configure elements and contexts that radically challenge the
traditional notions of authenticity and objectivity. Although the new forms of visual narration of architecture in cine-
ma are well understood, the way in which they enhance film narrative is not. With the help of relevant philosophical
concepts developed by Gilles Deleuze, this study explores this complex architectural phenomenon to shed light on the
mechanisms operating behind it by decoding exemplary cases that transcend the conventional limits of spatial individ-
uation. Through a case study on hybrid, complex and multiple speculative spatialities found in the Marvel movie series,
this study offers a theoretical frame to understand the emerging architectural typologies and morphologies. By apply-
ing assemblage theory to decode these spatialites, this study offers a description of the novel means used in cinema to
redefine architectural types and forms by creatively deterritorializing and reterritorializing consolidated ones. Through
the engagement with the Deleuzian understanding of the productive capacity of repetition, the new architectural el-
ements are described as assemblages that expand their both material and intangible boundaries, endowing them with
narrative forces of differential individuation.
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1 - Introduction It firstly recognises the relations between the under-
This study originates from the observation of the radical standing of space in architecture and cinema by seeing
enhancements recently brought by new technologies in film and moving images as important drivers of change
the modes and techniques of architectural expression in in our understanding of space and place, as posited by
cinema. Concentrating on the new mechanisms of spatial Richard Koeck (2013) and Andong Lu and Francois Penz
narrative, this exploration focuses on how this expres- (2011). Since its inception, cinema has constituted a
sion configures its elements and contexts and challenges prime experimental laboratory for innovation in archi-
the traditional notions of authenticity and objectivity. tectural expression, originating spatial representations
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with original design experiments, such as Robert Wiene’s
The Cabinet of Dr. Caligari, and new architectural visions,
such as Le Corbusier and Pierre Chenal’s LArchitecture
dAujourd’Hui. By making space a primary interpreter of
performative, functional and symbolic tasks, cinema has
greatly expanded the role of spatial narrative. Exploiting
its potential to “develop a new architecture of time and
space unfettered by the material constraints of gravi-
ty and daily life” (Vidler, 1993: 46) cinema has fostered
the production of spatial representations that redefine
the understanding of the relations between reality and
representation. Even when actual architecture is repre-
sented, authenticity and objectivity have been subjected
to powerful spatial narratives that recreate its locality,
culture and identity. Technological advances have pro-
gressively strengthened this representational capacity,
increasingly expanding the autonomy of narrative from
the actual, material architectural expressions.

Literature on this phenomenon is abundant and consis-
tent over a long period of time. Seminal works include
Dietrich Neumann'’s (1996) Film Architecture, which pro-
vides a close look into set-design and how it informs the
narrative of the film; Francois Penz and Maureen Thom-
as'’s (1997) Cinema and Architecture, one of the pioneer-
ing studies on architecture as quasi-protagonist of film;
and Nezar Alsayyad’s (2006) Cinematic Urbanism, which
demonstrated the central narrative role gained by archi-
tecturein film.

The discussion in this paper is different from the above
perspectives. As mentioned by Tim Bergfelder (2007),
there are few studies on architectural scenes in films,
focusing on how they are “beyond their subservience
to narrative”, and have an impact on the audience and
film narrative. With the help of Deleuze’s related philo-
sophical concepts, this paper examines the complex ar-
chitectural phenomenon in cinema under the equality of
architecture and narrative. Narrative is considered as a
key factor in the construction of architectural represen-
tation in cinema.

Following this perspective, this study furthers the dis-
cussion on the breadth of the narrative enhancements
both in theoretical and practical areas, offering a the-
oretical contribution to the discourse on architecture
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and placeness. In dialogue with studies on authenticity
in material architectural emplacements, this research
identifies and delineates emerging perspectives for
architectural phenomena. Specific spatial narrative
genres, such as theming, are discussed by engaging with
literature on non-places and hyperspaces, such as Disn-
eyland, the integrated casinos of Sands Corporation and
the copycat towns in China (Augé 1995; Boorstin [1961]
2012; Bosker 2013; Eco [1967] 1986; Huxtable 1997;
Relph 1976).

A review of key theoretical positions in the discourse
on the mechanisms of cinema’s architectural represen-
tation, focused on the problems of its authentic and ob-
jective reproduction, provides the basis for a discussion
on the enhancements supported by the recent digital
turn. This review addresses the question of differenc-
es and similarities between representation and reality
in cinema during the 20th century’s rapid evolution of
techniques of production and reproduction, which has
constantly been central to film theory and criticism.
Such a discussion engages with the multifaceted dis-
course located at the intersection of wider visual and
performative art fields that has often involved empirical
developments and produced exemplary architectural
expressive outcomes such as the spatial gesticulations of
Hans Poelzig (Scheffauer 1960; Vidler 1993) and the du-
rations of Robert Mallet-Steven (Becherer, 1996).

To disentangle this discourse and illuminate the com-
plex relationship between reality and representation in
its contemporary development, this review develops an
interpretive framework that, hinging on the Deleuzian®
notion of differential repetition, identifies cinema’s rep-
resentations as forms of individuation that are subject
to the endless play of steadily returning, yet differential
underlying forces.

1- Asanoutstanding poststructuralist writer and philosopher,
Gilles Deleuze’s research covers many fields, including cinema,
music, literature and so on, and his works has been widely stud-
ied in the contemporary era, including his concepts such as “as-
semblage” and “rhizome”. Deleuze advocates the attention to
the “becoming” process, as well as the differences in it. He pays
more attention to the self-organizing processes and becoming
rather than substance and being (Lorraine, 2011: 1).
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1.1 - An overview of the discussion on film representa-
tion

The overview of the modern discourse on film represen-
tation addresses key interpretations of the questions
on reproduction, authenticity and differentiation that
have contributed to the contemporary understanding of
the agency and potential of architecture in film. It also
includes an introduction of Gilles Deleuze's concept of
differential repetition.

Siegfried Kracauer’s (1947) Psychological History of the
German Film saw authenticity as the key definer of film
approaches towards realism in the first half of the 20th
century. On the one hand, he identified a realistic ap-
proach aimed at arranging “real-life material with veraci-
ty as his sole object” (168). He used the work of Austrian
film director G. W. Pabst to exemplify the efforts to make
“feel ‘how [the represented is] true’ rather than ‘how
beautiful” (169). Conversely, Kracauer described the
non-realistic approach as derivative and unreal, underlin-
ing how it resulted from the impossibility for sets design-
ers to “allow the screen to explore that very reality which
they abandoned” (95).

This split contrasted with the theoretical and creative
elaborations of theatre architect and film director Rob-
ert Mallet-Stevens who recognized how the apparatus
of production confined cinema in an “in-between space”
constructed through and inhabited within the settings
(Becherer, 2000: 584). Mallet-Stevens (1922) referred
to this space as a “middle truth,” terming it as le vrai moy-
en(157-159), and systematically integrating it in a design
practice that rearticulated the lineage in modern the-
atre that led from Adolphe Appia’s new realism (Krasner,
2008) to the Brechtian Verfremdung (Shklovskii & Sher,
1990). For Mallet-Stevens, cinema could not be attribut-
ed to either real or unreal dimensions, but constituted a
mirror image that, as Richard Becherer (2000) posited,
uses the abstractive machinery of the filmic image to es-
cape from the binary oppositions of “verisimilitude and
vraisemblance” (584), i.e., what Kracauer termed realistic
and non-realistic approaches. Asserting that what Mal-
let-Stevens comes to explore as reality was only a resid-
ual element, Becherer (2000) noted that the studio was
the only reality since the “little realism that does even-
tuate from the ‘realistic’ setting... is accomplished at the
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expense of the reality of another aspect of the sight be-
fore him, that is, film production” (585).

This understanding of realism is further elaborated by
film theorist André Bazin (1971) who submitted that
film’s essence is its capability to automatically represent
reality. Automatism, as an artificial production process,
reasserts the inauthenticity of film representation pre-
cisely because it ensures objective relations between
reality and film (Bazin, 1971). As clarified by film theorist
Robert Stam (2000), Bazin’s argument that the machin-
ery can keep film’'s representation consistent with the
reality constitutes the basis for a style that focuses on
formal aspects in the completed awareness “of the arti-
fice required to construct a realist image” (61).

This form of illusory realism resulting from the mechan-
ical reproduction in film was also central to Walter Ben-
jamin’s (2007) The Work of Art in the Age of Mechanical
Reproduction. There, this form of realism is identified
as able to “reveal entirely new structural formations
of the subject” (16) through the affordances of “a spec-
tacle unimaginable anywhere at any time before this”
(13). Its “equipment-free” aspect of reality is described
as the “height of artifice” (13), engaging the public in a
distracted form that guarantees a unique state of ab-
sorption (18). Notwithstanding the destructive force on
authenticity and cultural heritage of this illusory realism,
for Benjamin this kind of absorption entirely preserves
all its authority and capacity to form and inform habits
and adjust reality to the masses and the masses to reality
(18-9).

A decisive contribution to support the interpretation
of the productive capacity of the illusionary character
of representation in contemporary cinema is offered by
Gilles Deleuze’s concept of repetition as creative force.
In Difference and Repetition, Deleuze (1994) identifies
repetition as a subversive force of differentiation. Rep-
etition institutes instances of individuation by appropri-
ating reality through a “despotic overcoding,” rather than
creating homologating, inauthentic and impure copies
(Deleuze & Guattari 1983; Manfredini 2019c; Smith
2006). Deleuze exemplifies this idea using a work of
Borges, who describes animaginary writer, Menard, who
recreates Don Quixote. Deleuze (1994) quotes Borges
(1962): “The text of Cervantes and that of Menard are
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verbally identical, but [the expression of] the second is al-
most infinitely richer” (52), showing how even “the most
exact, the most strict repetition has as its correlate the
maximum of difference” (xxi). Fredric Jameson (2005)
synthesised this differential capacity of repetition to
create realities with independent narrative and expres-
sive abilities by asserting that in cinema representation
de-realises reality, while realising non-reality (188).
Drawing upon Deleuze’'s work, this paper considers
authenticity and objectivity in film representation as
features established through processes of differential
repetition within new and independent realities. What
is presented in films is considered as a generative reality
specifically located and framed by a narrative construct-
ed through repetition. Our understanding of the Deleuz-
ian concept of the creative force of repetition is present-
ed in the following discussion to clarify how it has been
used in the exploration of the mechanisms behind com-
plex representations of contemporary cinema.

1.2 - Framework

The framework of this discussion draws upon Deleu-
zian concepts to establish an interpretation of the re-
lations between the film representation and reality.
The notion of assemblage is used to disentangle and
describe the relational systems between heteroge-
neous elements as it is developed by to shed light on
complex concatenations of elements. The assem-
blages are constellations by of multiple elements
that, under the guidance of embedded agents, have
dynamic sets of relations with emergent properties.
From this perspective, cinema is an assemblages with
repetition between two autonomous entities, the filmed
objects and the film itself, where the content is the re-
peated objects (the images of the film) and the filmed
ones; the relations are the associations between the two
sets of objects; and the agents are the multiple narra-
tives that activate them.

Focusing on architecture, the representational elements
of its spatial assemblages are object of a tripartite study
of objectual materiality, associative network and nar-
rative agency. The objectual materiality is the concrete
visual content of architectural representation, includ-
ing the material, spatial, morphological and typological
aspects. The associative network is the set of relations
between the architectural elements that constitute the
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assemblages and creates the provisional unities or con-
ditions that structure specific domains. Film narrative is
the agent that guides the formation and transformation
of the associative networks and defines the frameworks
and agency of the overall architectural expression.

The analysis concerns relevant case studies of architec-
tural scenes selected from science fiction films in the last
decade. It provides a description of the representational
process in which these scenes constitute expressive as-
semblages.

2 - Theoretical discussion

To frame an understanding of film’s representational as-
semblages, this section discusses the theoretical instru-
ments that help decoding the force of differential repe-
tition and revealing the narrative association between
reality and film representation. It addresses the partici-
pation of film narrative in the generation of architectural
expression and the ability of films in constituting dynam-
ic assemblages of variable heterogeneous elements.

2.1 - Filmrepresentation is a form of repetition activat-
ed by film narrative

The force of differential repetition, according to Deleuze,
operates with complex mechanisms to generate realms
of possibilities, production and creativity. According to
Deleuze, repetition is a “positive power [puissance] of
transformation,” which can “dissolve identities” (Parr,
2010b: 225) to create new individuals and cyclically re-
produce itself via difference (Parr, 2010b: 225).

To exemplify the difference activated by repetition,
Deleuze (1995) describes the decorative motif com-
posed of multiple repeated figures combined by disloca-
tion. He observes that what appears as simple reduplica-
tion is always marked by a disequilibrium, instability and
dissymmetry caused by missing parts and displacements.
Those parts which are missing or displaced embody “an
internal difference” which is a self-sustainable “acting
cause” of repetition (Deleuze, 1995: 20) that does not
depend on a subject or object, as it is “the full force of
difference in and of itself” (Parr, 2010b, 226). Moreover,
the productivity of differential repetition in the decora-
tive motif operates through dislocation of the figures,
determining the state of the figures and the association
between them.
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Repetition is a key instrument of cinema narrative as it
is used to define the set of rules regulating the relation-
ship between representation and reality. The narrative
localises the repeated objects, including any architec-
tural element, in the film environment by determining
their connotation and state in participation. This agency
of narrative in cinema can be explained, using Deleuze’s
concept of assemblage, as the operation of two autono-
mous entities (the repeated objects and the film narra-
tive) connected by external relations.

2.2 - Narrative as agent of change through repetition
Deleuze and Guattari (1987) define an assemblage as
multiplicity of elements constituting concatenations in
continuous transformation with three basic conditions.
Assemblages are composed “through the establishment
of the lines of articulation or segmentarity, strata and
territories, and lines of flight, movements of deterrito-
rialization and destratification” ( Deleuze and Guattari,
1987: 3).

The interpretation if this concept is multifaceted. Gra-
ham Livesey (2010) proposes that assemblages are
“complex constellations of objects, bodies, expressions,
qualities, and territories that come together for varying
periods of time to ideally create new ways of function-
ing” (18). Thomas Nail (2017) adds that an assemblage is
a fragmentary multiplicity, highlighting that it is defined
solely by the external relations between self-subsisting
fragments (23). He thinks that an assemblage is open and
flexible, and always in the state of becoming, as it has no
final state and is not a complete product, rather “a vast
network of processes [that] continue to shape it” (23).
Jeffrey A. Bell (2010) specifies that an assemblage can
“maintain itself without being reduced to either side of
adualisticrelation” (19), as assemblages “swing between
territorial closure that tends to restratify them and a de-
territorializing movement that on the contrary connects
them with the Cosmos” (Deleuze & Guattari, 1987: 337).
Ultimately, in an assemblage, it is the in-between, the set
of relations that counts ( Deleuze & Parnet, 1987, viii).

Cinema assemblages involve particularity and complexi-
ty in a process that make specific arrangements between
film representation and reality. As a repetition of reality,
film representation is intended a form of individuation
with its own narrative and expressive capacity. The as-
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sociative force of the narrative is not innate, but a kind
of external relations created through the repetition that
is not static, but it is adjusted during the life of each film.
An assemblage, which can also be the concatenation
between film and reality, can be interpreted in terms of
three basic conditions:

The first condition required is the presence of concrete
elements that can be associated in a whole entity (Nail,
2017: 26). In the film-reality assemblage, the repeated
objects (the images of the film) and the filmed ones are
the concrete contents. The second condition required is
the existence of a set of relations? This is the network
of specific external relations that Deleuze calls “ab-
stract machine” and, according to Nail (2017), support
the “conjunction, combination, and continuum” (25) of
all the elements that appear to be meaningfully related.
For film-reality assemblage, this is the narrative associ-
ations between the two sets of objects. The third con-
dition is the presence of agents; what Deleuze calls the
“personae”. Agents are the “mobile operators” that “draw
the relational diagram and establishes a correspon-
dence” between the elements and the relations (Nail,
2017: 27). For film-reality assemblage, the agents are
the multiple narratives that activate the content.

This assemblage model how narratives can lead to a dif-
ferent assemblage result. Reality can be understood as
the result of the contents in this assemblage being ac-
tivated by realistic narrative. In this process, narrative
reconstructs the relations, and localises the contents in
their relations. The shift of different narratives thus can
create different expression beyond the appearance of
the same content, as narrative transforms the relations
rather the content.

2 - For Deleuze, although the elements have a tendency
toward “territorial closure” that tends to restrict them, and

the relations between them, on the contrary, connect them,
the relationship between the elements and the relations is

not one-way (Bell, 2010: 19; Deleuze & Guattari, 1987: 337).
Deleuze proposes that there is a “coadaptation” (Deleuze &
Guattari, 1987: 71, 91) or reciprocal presupposition of the two
(Deleuze & Guattari, 1994: 74, 77), so that the elements and
the relations are “mutually transformative” and act “in a kind of
reciprocal feedback loop” (Nail, 2017: 26).
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The interpretation of the operation of narrative lays a
foundation for a further exploration on architectural
expression in film. The way in which film narrative par-
ticipates in architectural expression is the constitution
of one of the three conditions of the representational
assemblage. It activates the content, which is the objec-
tual materiality of architecture as the set of architectural
elements visually represented in films, including the ma-
terial, spatial, morphological and typological aspects. It
also activates the relations within the network that as-
sociates the architectural elements.

In such assemblages, film narrative gives architectural
elements different weights. Some are thus active, while
some are inactive. Some are emphasized, while others
are ignored. This reconstructs and strengthens the state
and portion of different architectural elements partic-
ipating in the relations. The operation of narrative in
repetition realises architectural associations by chang-
ing the relations between elements and designing their
participation. It does not change the appearance of the
architecture, but realizes its localization to the film envi-
ronment, enriching its expression.

2.3 - The activation as absolute positive deterritorial-
ization

The discussion above describes how the film narrative
realizes its associative task by completing the recon-
struction and strengthening of the relations between the
material architectural elements. This function, in assem-
blage theory, is defined as deterritorialisation. Deterri-
torialization is described by Parr (2010) as a “movement
producing change”, holding that it indicates the creative
potential of an assemblage as “transformative vector in
a territory” (69). He proposes that to reterritorialize is
to “free up the fixed relations that contain a body all the
while exposing it to new organisations” (69). Deterritori-
alisation is associated to reterritorialization, which is the
way in which separated elements recombine and enter
into new relations (Patton, 2010: 73).

Deleuze and Guattari (1987) use the concept of “deterri-
torialization” to describe how an assemblage works and
distinguishit in four types along the twin axes of absolute
and relative, positive and negative (508-10). There are
four types of deterritorialization: relative positive de-

104

Vol.1, Issue 1, Exploratory Strategies, 2020

territorialization, relative negative deterritorialization,
absolute positive deterritorialization and absolute neg-
ative deterritorialization. Deterritorialization is relative
when it concerns the movements within the actual order
of things, while absolute deterritorialization acts as its
“internal dynamic” concerning the state of things (Pat-
ton, 2010: 73-4). Relative deterritorialization involves
the escape of an element or agency from an established
assemblage (Nail, 2017: 35). The difference between the
positive and the negative lies in the result of the escape.
Relative negative deterritorialization aims to maintain
and reproduce an established assemblage, while the pos-
itive leads to an ambiguous result: both the possibility of
a new world and the possibility of co-optation (Deleuze
& Guattari, 1987: 297, 256-7). For absolute deterrito-
rialization, the difference between the positive and the
negative corresponds to the difference between “the
connection and the conjugation” of deterritorialized el-
ements (Patton, 2010: 74). Absolute deterritorialization
is positive when it leads to the creation of a new assem-
blage (Nail, 2017: 35-6; Patton, 2010: 74), while it is neg-
ative when it undermines all the assemblages (Deleuze &
Guattari, 1987: 510, 636).

Among these four types, this paper focuses on the abso-
lute positive deterritorialization. According to Deleuze
and Guattari (1987), this type “prefigures” a new world,
which does not “emerge ex nihilo” (Nail, 2017: 36), but is
created in the shell of the old (Deleuze & Guattari, 1987:
142, 177) with “subjects and objects that are continually
escaping from all assemblages” (Nail, 2017: 36).

Such a process is in line with the above observations on
the nature of rich architectural expression in films that
repeat reality with independent narratives and auton-
omous expressive abilities. The narrative enhancement
can be understood as a kind of “invasion” into the ma-
teriality of the represented architectural content. The
absolute positive deterritorialization is thus conceived
as the mechanism of the generation of architectural ex-
pression. It entails the information exchange in the asso-
ciation between film narrative and architectural objec-
tive materiality. Specifically, when film narrative changes
the state of the architectural elements by reconstructing
and strengthening a set of new relations among them, it
deterritorialises and reterritorialises their information
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under the guidance of the new narrative agents.

The boundary of the architecture is thus expanded as
the architectural elements can carry not only the archi-
tectural information, but also the film narrative informa-
tion. In this process, architecture and narrative cocreate
each other. On one hand, architecture can break through
the traditional spatial dimension and be redefined in a
larger scope, creating a polysemic complex space expe-
rience. On the other hand, architecture can present the
narrative information in its unique visual way and help
the film visualize the abstract narrative agent.

3 - Case Study

The application of the theory of differential repetition
assemblage on actual case studies to unveil the power
of narrative emplacement has been carried out on rel-
evant instances of digital architectural space in cinema.
Fictional architecture, traditionally deemed essential
to performing arts such as theatre and cinema to pro-
duce meaningful emplaced repetition (Rohmer, 1948;
Manfredini, Salotti & Taut, 1998), with the application
of digital technology has radically improved the power
of its spatial constructs with a deep sensual experience.
Science fiction films have developed an eminent capacity
in world-building storytelling and developed consolidat-
ed mechanisms for the construction of hyperreal repre-
sentation. Within science fiction, the Marvel Cinematic
Universe (MCU) film series stand out for the innovative
application of digital technology in the construction of
emplaced narratives.

The recent progress in this area can be observed by
comparing older physical sets, such as those in 2001: A
Space Odyssey (1968) or the Star War Series, with MCU'’s
digital sets. The spatialities MCU films are much more
perceptually intuitive and convincing (Prince, 2012). The
efficient transduction of narrative realised with their
technology has taken the medium to a incomparably
immersive aesthetical experience, as stated by Robert
Neuman (2009), a supervisor of stereoscopic film pro-
duction for Walt Disney Animation Studios.

On this basis, the representativeness of MCU films is
reflected in their double confirmation of the important
role of narrative emplacement in this immersive experi-
ence. On the one hand, as Alison Griffiths (2008) defines
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the digital space as eliciting a bodily sense of participa-
tion from viewers (18-9), she describes it as “neither
fully lost in the experience nor completely in the here
and now” (3). When viewers see the imaginary world
simultaneously as a technological achievement and as
an authentic part of the imaginary narrative world, it is
the film narrative that settles this dialectic. On the oth-
er hand, the dialectic in the narrative in the MCU films
goes one step further, as it is born with a source of ten-
sion between different worlds (the “super” world and
the “normal” world) (Gaine, 2011) that requires a higher
immersive qualities. In addition, MCU films have devel-
oped novel hypernarratives though transmedia forms
(Menard, 2015) that have expanded the conventional
structure of serial repetitioning cinema (Shaham, 2013)
by producing multimodal integrated actual and virtual
systems of redoubling reality.

The study of MCU films complex systems of repetition
and assemblage concentrates on two differential repeti-
tion assemblage processes. One concerns narrative em-
placements that combines “super” world and “normal”
world. This process produces architectural assemblages
through synchronic iterative juxtaposition that make pos-
sible the concurrent coexistence of incompatible spaces
that contain multiple and variable horizons. Coincident,
multi-level contexts are produced through a disjoint
blending of various concatenations of consistent types
and forms. The other regards narrative emplacements
that make homologous contrasting worlds. This feature
occurs over different films of the same series with archi-
tectures of diachronic iterative juxtaposition that present
homologous element subject to radical substitutions
over time.

3.1 - Synchronic iterative juxtaposition

The Marvel Movie series has as main characters super-
heroes that, as Vincent Gaine (2011) posited, concur-
rently occupy the “normal” and the “super” worlds. The
prime source of tension in the superhero narratives the
clash between these two worlds (113-23). The worlds
constructed in Marvel series films are future worlds full
architectural scenes constructed by impossible juxta-
position. A typical example of the synchronic iterative
juxtaposition assemblages is Hannah Beachler’s Gold-
en City capital of Wakanda, a key set of the film series
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where an umbrella Afrofuturistic narrative macrotheme
hosts a multilevel set of assemblages, such as the ver-
nacular architecture of the traditional South African
rondavel huts, the modernist comics urbanism of Jack
Kirby’s high-rises and the ultra-modernist concrete city
of Hadid’s Wangjing Soho towers. The Palace, a key the
architectural scene in The Black Panther (2018), epito-
mises this assemblage type.

The Palace is presented with the help of the special ef-
fects’ technology in multiple forms that show a variety of
differently connected architectural elements. All these
elements have clear references in the contemporary
material reality. The main structure is a high-rise build-
ing composed of a podium and two interconnected tow-
ers. The tall buildings are made of many superimposed
or substitutive architectural elements which are repre-
sented in a rather traditional and detailed way. These
elements form complex concatenations hold together by
multiple sets of relations controlled by the narrative.
From the perspective of assemblage, these architectural
elements are the representational contents all related
by tight architectural significations. Taking the shed as
an example, the architectural arrangement includes a
sloping roof that forms a part of the smooth outline and
serves as a balcony for several actions. In the relational
system constructed by the narrative, the shed is a com-
ponent that does not stop at a single configuration, rath-
er it affirms its spatiality as part of the whole assemblage
also when its context changes. For instance, in one case
the shed is situated in a virtual African country with de-
veloped technology where the opposition and integra-
tion of traditional African culture and future technology
reflect the central theme of the film narrative.

The narrative strengthens the relationality between jux-
taposed architectural elements constructed by different
architectural typology and morphology. The concurrent
coexistence of juxtaposed incompatible spaces of the
modern and abstract architectural elements and the
traditional and concrete architectural elements result-
ing from architectural arrangement are assembled by
the narrative. In this process, the modern architectural
elements are manifest disruptive technology, while the
traditional architectural elements are assigned with the
role of cultural heritage. Their assemblage reconciliates
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the architectural inconsistency by carrying the narrative
and architectural information into the seamless expres-
sion of the film.

Film narrative thus localizes these architectural ele-
ments repeated from discordant realities to the film
environment through constructing a set of variable and
instable hyperspatialities. This relation rationalizes the
juxtaposition of these elements and provides an expla-
nation for the representation. The juxtaposition of var-
ious architectural elements in architecture is crucial to
a narration where opposition and integration of differ-
ences are the prime vehicle for the understanding of a
novel type of multiple and plural spatialities. The assem-
blage created by architecture and narrative produces a
rich expression thar uses repetition to produce realities
of difference.

3.2 - Diachronic iterative juxtaposition

Serializationis another feature of the Marvel series films.
In the same series, the development of narrative often
requires an architectural scene to be represented in mul-
tiple films repeatedly. However, they neither choose to
copy the architecture completely, nor choose to replace
it. Instead, the architecture is represented in an iterative
way, “growing” with the development of narrative. This
kind of repetition leads to a situation in which the archi-
tectural materiality remains unchanged to the greatest
extent, while the expression of it changes according to
the narrative. The Avengers tower, a key architectural
scene in The Avengers (2012, 2015), epitomises this.

As far as the materiality of the architecture is concerned,
after the first film, its representation in the second film is
a precise repetition. Take the decoration on the facade as
anexample. Inthe first film, a sign with the word “STARK”
is hung on the facade of the architecture. In the end of
the film, the sign is destroyed, leaving only the letter “A”.
Similarly, in the second film, when the architecture is
represented again, the letter “A” also appears, designed
as part of the facade. It can be concluded that from the
first to the second, the architecture keeps the continuity
of its materiality.

However, the architectural expression realizes iteration.
It comes from the superimposition of film narrative, be-
cause from the first to the second, it is the shift of the
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focus of film narrative from Tony Stark to the Avengers
that completes the architectural iteration. Specifically,
take the letter “A” as an example. Firstly, it is an architec-
tural element participating in the architecture-narrative
assemblage in the first film. The assemblage is generated
by connecting both the architectural information and
the narrative information, in which the letter “A” takes
“STARK” as the agent and is connected by the relations
constructed by the film narrative in the first film.

(AN

Then in the second film, the letter “A” is represented
as an architectural element again, but it is given a new
agent to participate in a new relation. As an abbreviation
for the Avengers, the letter “A” in the second film is as-
signed the agent of “the Avengers”. It leads to a situation
in which the new architecture-narrative assemblage
generated in the second film consists of the architectur-
al elements repeated from the first film and connected
under the relations constructed by the narrative in the
second film. When the architecture is represented in the
second film, loyal audiences can perceive the whole nar-
rative development from the first to the second from the
letter “A”. Architecture thus becomes the epitome of the
development of the narrative through iteration, narrat-
ing visually and autonomously in films.

4 - Conclusion

By using Deleuze’s concept of repetition and assem-
blage, this paper interprets the complex mechanism
behind the production of emerging architectural hyper-
spatialities in cinema. The discussion submits that these
representations accomplish a project of implementing
a spatial production that transcend the limits of actual
reality that has been pursued by filmmakers since the
inception of moving image technology. Through a theo-
retical speculation around representation as reality pro-
duced with differential repetitions and rhizomatic multi-
level concatenations. Architecture in film is described as
arealmthat enables the production of territories in form
of variable assemblages of heterogeneous elements (the
fragments forming the concrete content), associating re-
lations (the regime of signs forming the expression) and
narrative enhancements (the agents of reterritorialisa-
tion of deterritorialised elements and relations).
Spatially, these enhancements change the relations
between the repeated architectural elements through
an information-exchange process which, in Deleuzian
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terms, is capable of producing an absolute positive deter-
ritorialization that “does not function to represent, even
something real, but rather constructs a real that is yet
to come, a new type of reality” (Deleuze, 1987: 142). A
study on two types of assemblage production through
differential repetition discussed how iterative juxtapo-
sition has been deployed in synchronic and diachronic
forms to establish hyperreal concatenations of novel
types of (in)consistent realities. By applying assemblage
theory to decode the spatiality of these realities, exem-
plarily found in the Marvel series films, this exploration
contributes to the investigation on the progressive capa-
bility of contemporary speculative architecture to tran-
scend the conventional limits of spatial individuation. By
engaging in a theoretical discussion on the construction
of architectural emplacements supported by the new
technologies, it foregrounds the reterritorialisations
mechanism emerging in the age of digitally augmented
and transduced repetition.

Beyond the cited sources, the theoretical underpinnings
of hisresearch include multiple studies on contemporary
spatial (re)production. Reflections on experiential au-
thenticity in mechanically reproduced spatialities have
engaged with social and cultural problems resulting from
research on themed environments in our everyday life
(Gottdiener, 1997; Manfredini, 2019a; Straub, 2012);
intersections of conceived, perceived and lived spaces
(Heidegger 1971; Lefebvre[1974] 1991; Soja 1996); and
emerging narrative contexts resulting from transcultur-
al, transnational and transductive processes (Berg 2016;
King 2004; MacKenzie, 2006; Manfredini, 2019b; Sas-
sen 1991). Important references for this discussion were
also analytical descriptions of novel spatialities of net-
worked translocalisation (Appadurai 1995; Blommaert
2010; Carpentier 2007; Greiner & Sakdapolrak 2013).
Particularly relevant were those addressing question of
pluralism in the production of multiple and competing
narratives informing counterhegemonic discourses (La-
clau & Mouffe, 1985; Manfredini, 2017, 2019b, Mouffe,
2016) as they guided the interpretation of the new het-
erotopic realities as instances of affirmations of maxi-
mal difference that deploy the potential of machineries
of forces, flows, and breaks of realities towards radical
emancipatory processes for the construction of a better
society.
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