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ABSTRACT

A smart city lives in the intersection of architecture and information. Screens constitute the 
most visible aspect of this mutation and its extensive existence in contemporary landscape 
resonates from the potential of transductive technology – one of them is its relational side. In a 
rupture with the medial purity (Greenberg) one could say that architecture, like cinema, has 
expanded itself to accompany the inter-medial tendency of visual arts.
However, an analysis to these (relational) screens requires an archaeological exercise, where 
one discovers in architecture the most seminal relation between visual devices and space. That 
urban experience evoked by Walter Benjamin in the Arcades Project, on the city life of Paris 
of the XIX century, was anticipating the conditions of reception of another apparatus, cinema, 
one which, like Sergei Eisenstein, Benjamin considered to be a consequence of architecture. 
Citizens in circulation, absorbed in walking, led Benjamin to consider that the reception of 
architecture is consummated collectively, in a state of distraction. 
With this proposal we will approach the tectonic hypotheses of this expanded architecture. 
What was potential in the experience of the city, and which was later materialized in cinema, 
now returns transductively to the city with these architectures of information, distributed in the 
most diverse supports. Through the archaeological exercise, it is apparent how the city already 
was experimented as a screen, even before the age of the screens.
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1. Cities and Screens
Given the current paradigm of smart cities, the experience of urban space increasingly takes 
place at the intersection of architecture and information1. The materical solidity of architecture 
gradually involves the lightness of moving images, transmitted or projected on the most varied 
surfaces. Impressions are thus conveyed to the senses through screens; and they are every-
where.
Let’s open this discussion with a science fiction tale. 
In a metropolis, on a November evening in the year of 2053 at 8:00 p.m., a man walks. Alone, 
he wanders through empty streets, “and it was not unequal to walking through a 
graveyard where only the faintest glimmers of firefly light appeared in flickers 
behind the windows”. Leonard Mead is a lonesome citizen in a Television-Centred Era 
and “in the ten years of walking by night or day, for thousands of miles, he had 
never met another person walking, not once in all the time”. Unexpectedly, a car 
stops: it’s the police. Mead is arrested. “Walking, just walking”2 was too suspicious. 
This is the tale of “The Pedestrian”, a dystopian short-story written by Ray Bradbury in 1951, 
1 Although architecture is information, insofar as it is materialized information, I point here 
to the intersection between built environments and information as data, which supposes 
codification and decoding.
2  Excerpts between quotation marks retrieved from Bradbury’s (1951) “The Pedestrian”.
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and that Gilles Deleuze and Félix Guattari recall on a foot note in Thousand Plateau’s 
(1980) “7000 B.C: Apparatus of Capture”. Gregg Lambert explains that Deleuze and Guattari 
use television to describe a general machine comprised both of human and technical parts, 
functioning as a whole, as “an apparatus composed of micro-assemblages of sub-
jection and control”3 (Lambert, 2006).
In fact, assailed with a multitude of monitors and projections, the TV screen form Bradbury’s 
tale freed itself from the space between walls to hang outside, in the streets, expanded or 
miniaturized in a plethora of sizes – some fit citizens’ hands and pockets. In fact, it is inescap-
able to consider these new models of realization – MUPI4, monitors, projections, androids and 
smartphones (with their apps) – when talking about the contemporary landscape.  
This experience raises the question: is it possible to consider screens as Expanded Archi-
tecture?5

This essay is an attempt to frame the tectonic hypotheses of information subsuming into Ex-
panded Architecture. A technical mutation has made media converge into a broader planetary 
experience, which supposed a transductive operation.

2. Transduction as Post-Medial Condition
The disseminated existence of screens in the contemporary landscape lives on the potential-
ities that contemporary technology allows. One of them is its relational side.Transgressing 
Clement Greenberg’s rigid version of modernism, that of the purity of the medium, the 
attempt here is to think of the way architecture has expanded itself onto screens, thus following 
the inter-medial trend of the arts, in which all medium are levelled, and interchangeable but 
without hierarchies.
Envisaging the post-medium condition of arts, Rosalind Krauss observed that video and other 
screen practices in contemporary art are aggregative, i.e., “a matter of interlocking 
supports and layered conventions” (Krauss, 1999:44). This tendency for a mediation 
on the medium (Krauss, 1999: 53) implies a mutation on the technical paradigm. No more 
that of production, nor of reproduction, but of transduction.
The passage from the production to the reproduction mode was unravelled by the indispensible 
“The work of Art in the Age of its Technical Reproduction”, an essay written by Walter Benjamin 
between 1936 and 1939. The paradigm of reproduction was thus characterized by ways of 
a liberation from the auratic structure of the work of art, destabilizing ever since the property 
regimes. In the words of Benjamin:
“One might generalize by saying: the technique of reproductiondetaches the reproduced object 
from the domain of tradition. Bymaking many reproductions it substitutes a plurality of copiesfor 
a unique existence. And in pennitting the reproduction tomeet the beholder or listener in his 
3 In an apparatus (dispositif), power lines can always be broken and fractured (see Deleuze (1989) 
“What is a Dispositif?”). Steaming from this, the work of the American artist Jenny Holzer lives on the 
potential of words (and screens) as the site of social transformation: through LED signs and projections 
comes the appeal for a subjectification. This is one of the examples of the pool of practices of the Cy-
berParks project – in COST Action TU 1306, entitled “Fostering Knowledge about the Relation between 
Information and Communication Technologies and Public Spaces supported by strategies to improve 
their use and attractiveness”, where I am a member and co-leader of the working group “conceptual 
reflection”, we seek to think the encounter of ICT and the use/making of Public Spaces. See in this case 
the artist’s projections at the New York Botanical Garden in 2015. More in: http://cyberparks-project.eu/
example/141-jenny-holzer-projections-new-york-botanical-garden-2015
4  MUPI stands for “mobilierurbain pour l’information” and is a trademark of the multinational corpora-
tion JCDecaux, a company founded in 1964 in France.
5 The problematization of the screen as a transformation of the wall is worked by G. Bruno in (2014) 
Surface: Matters of Aesthetics, Materiality and Media.
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own particular situation, it reactivates the object reproduced. These two processes lead to atre-
mendous shattering of tradition which is the obverse of the contemporary crisis and renewal 
of mankind. Both processes areintimately connected with the contemporary mass movements. 
Their most powerful agent is the film”. (Benjamin, 1936-39: 221)
Still, as Rosalind Kraus puts it, “[…] photography’s status as a multiple, a function of 
mechanical reproduction, restructures the condition of the other arts” (Krauss, 
1999: 46). This was probably why Benjamin jumped into cinema, where the problem of the 
object does not arise. The object of cinema only exists if projected; it is defined in-motion 
through the operation of projection. This enables not only its immediate mass dissemination, 
but also imposes it6. It is in this priority given to connection – between subjects and 
subjects, subjects and objects, but also between objects and objects – that lays the passage 
to the paradigm of transduction. Transduction enables the proliferation and dissemination of 
images and sounds, permitting everything to be captured, sampled, restored, manipulated, 
transformed, interchanged, and introduced again in the endless massive flow of circulation, 
with a new energy.The contemporary world system of media operates under this premise.
The concept of the transduction made a key appearance in the work of Gilbert Simondon 
and comprises the operation through which one domain submits information to another, thus 
changing its mode of existence. It is a process that is vital and absolutely transverse to all 
domains – from biological to social processes, and technical ones. Accordingly, in a singular or 
collective entity, either being organic or technical, transformations carried through the process 
of individuation and suppose thetransmission energy, informing matter – not only as a sign 
or message, but as a process in which something is affected or modulated by something else, 
but always through exchanges of information (a principle which Simondon calls internal res-
onance). In the words of Gilbert Simondon: 
“This term [transduction] denotes a process in which an activity is gradually defined in motion, 
propagating in a given domain, by basing its propagation on a structuring carried out in different 
areas of the domain: each region of the constituted structure serves as a constituted principle 
to the next, so that a progressive modification extends itself, at the same time of this structuring 
operation. Transductive operation is an individuation in progress; it can occur physically in the 
form of a progressive repetition”. (Simondon, 1964: 30)
It is clear that between form and matter there always has been transduction: as matter is 
never inert in itself, since it always contains information that define directions, just as form can 
not be absolute, given that it works in transductive terms7. But for the purposes of our argu-
6 Completing the idea: “In the case of films, mechanical reproduction is not, as with literature and 
painting, an external condition for mass distribution. Mechanical reproduction is inherent in the very 
technique of film production. This technique not only permits in the most direct way but virtually causes 
mass distribution”. (Benjamin, 1936-39: 244)
7  In order to understand the process of individuation it is necessary to consider being as a system, 
and not as substance or matter, or even as a form. The consequences will be profound. Simondon 
discards, in one thrust, all Plato’s philosophy up to Descartes and all the classical metaphysics, which 
claims that the essences and substances are fixed and stable. Thus, in considering the individual, 
there were two traditional ways of conceiving it: one was the substantialistview, which conceives 
the oneness of being as essence – “provided by itself, based on itself and which creates it 
to itself, given by it resistant to what is not itself” (Simondon, 1958: 13). The other was the 
hylemorphic schema, based on the duality of form / matter and determines that a passive and inert 
matter is carved or shaped by a form that imposes itself. This distinction is never total in Simondon. 
However, the philosopher does not share the monism of substantialist ideas, which assert that reality is 
reduced to a single principle and that there is unity in the forces of nature. The antagonism between the 
two classical positions is clear: the monism of substantialist thinking opposes hylemorphic bipolarity. But 
there is something in common: both presuppose a principle of individuation prior to individuation itself. 
Simondon summons pre-individuality to emphasize the impossibility of matter being inert in itself, since 
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ment, this medial transduction concerns the condition of possibility of a planetary operation 
through the total connection (qua transduction) of all machines and entities, human and 
non-human. Something similar to what Benjamin pursues in (1925-26) “To The Planetarium”, 
and that is precisely the planetarization of all humans, linked together with nature through 
technics. Only technology can re-enact the ancient Rauschand make modern man commune 
with cosmos, “For it is in this experience alone that we gain certain knowledge 
of what is nearest to us and what is remotest to us, and never without the oth-
er” (Benjamin 1925-26: 103). In fact, Benjamin understood very well the potential of touching 
from a distance, for that is also the core issue in “The Work of Art in the Age of its Technical 
Reproduction”.
Now the problem of circulation, and of connection, is much more fundamental today than that of 
production or reproduction: because it exceeds it. Firstly, due to circulation, objects, sensations 
and relations are also being produced. Secondly, because of the sequential layers of 
immaterial objects (or rather objects whose materiality are algorithms or bits), objects tend to 
reproduce or multiply at an ever-greater pace.Benjamin’s attack to the production, held in 
“The Work of Art in the Age of its Technical Reproduction” only makes sense in this framework, 
that is, in the logic of this “erotic body”composed by the set of all humans linked together with 
nature through technics.Furthermore “technology is not the mastery of nature but 
the relation between nature and man” (Benjamin, 1925-26:104). Hence machines and 
objects are also a part of this hyper-body.
As a provisional conclusion, at the core of the post-medial condition lies the inner complexity 
of information technologies: its transductive processes. This is an implication now grounded on 
the reticularity of a world that can’t abide points outside the great mesh of networks.
The conditions of possibility of mediated experiences aroused by new technologies have been 
covered so far. Nevertheless, the analysis to these relational screens must entail an archaeo-
logical exercise, one that will reveal that the most seminal relation between visual apparatuses 
and space is architecture8.

3. A Change in the Mode of Participation
As Walter Benjamin showed in TheArcades Project – on the Parisian commercial gal-
leries of the nineteenth century, written between 1927-1940 – that urban experience was 
predictingthe conditions of reception of another apparatus, cinema, one which, like Sergei 
Eisenstein9, Benjamin considered to be a consequence of architecture. The mass of peopleen-
gaged in walking led Benjamin to consider that the reception of architecture is consummat-
ed collectively, in a state of distraction:
“Reception in a state of distraction,which is increasing noticeably in all fields of art and issymp-
tomatic of profound changes in apperception, finds in thefilm its true means of exercise. The 
film with its shock effectmeets this mode of reception halfway. The film makes the cultvalue 
recede into the background not only by putting the public in the position of the critic, but also by 
the fact that at the movies this position requires no attention. The public is an examiner, but an 
it always contains structures and potentials that define directions, just as form can not be absolute and 
never simply imported from the outside, given that form works in transductive terms, that is, translating 
itself transductively into matter.
8 “The tensile surface of the screen canvas is an archive. It contains several ‘sheets’ of the past, which, 
unfolded, lead all the way back to the birth of modern vision and its history of visual surfaces”. (Bruno, 
2014: 6)
9  “An architectural ensemble... is a montage from the point of view of a moving spectator.... Cine-
matographic montage is, too, a means to ‘link’ in one point - the screen - various elements (fragments) 
of a phenomenon filmed in diverse dimensions, from diverse points of view and sides”. (Eisenstein apud. 
Bruno, 2002: 56)
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absent-minded one”. (Benjamin, 1936-39: 240-241)
It follows from this that a kinaesthetic way of life is taking place. This model of the modern in-
habiting supposes the masses and images, in their constant movement. But the naturalization 
of the state of distraction is also crucial: because it is the way of seeing (screens). Siegfried 
Kracauer, Benjamin’s contemporary, similarly anticipated modernity as a screen, recommend-
ing the analysis of the manifestations that occur at the level of the surface of things – here the 
sheer sincerity of screens. And it is the gaze of that certain surface-level expressions(Kra-
cauer, 1927: 75) that revealed the communalexperience brought about by contemporary 
technics.In Kracauer’s words:
“A current of organic life surges from these communal groups-which share a common des-
tiny-to their ornaments, endowing these ornaments with a magic force and burdening them 
with meaning to such an extent that they cannot be reduced to a pure assemblage of lines”. 
(Kracauer, 1927: 76)
The interchangeable media have given rise to a full convergence whose analysis must ac-
knowledge different forms of participation and construction where “the mass is a matrix”. 
Therefore, the ever-growing possibility of a transductive medial apparatus “has produced a 
change in the mode of participation” (Benjamin, 1936-39: 108).

4. Expanded Architecture
All the arts tended toward cinema, as Eisenstein foresaw it, but also all sciences and knowl-
edge –landscapes unveiled by drone-based cameras, the imagery collected by NASA satellites 
or by submarine probes, or in endoscopies and other cartographies of the invisible. And Eisen-
stein said even more: cinema came to help understand its method. And thuscinema as become 
the grid of apprehension of the world.
This is what “Expanded Cinema” (Youngblood, 1970) is: precisely the filmic becoming of man, 
of things and of knowledge. Expanding consciousness, cinema forced a re-reading of the 
world, leading to the recognition that cinematographic spatiality and temporality existed before 
the era of cinema.
But what was perceived through the archaeological exercise was that the city was already 
being experimented as a screen, even before the age of screens. And thus, what was already 
latent in the experience of the city, and which was later achieved in cinema, now returns to the 
city with the expanded architectures distributed in the most diverse surfaces.These are new 
materialities, as Giuliana Bruno puts it inSurface(2014),whose language 
“[…] has become an actual material condition of our existence, for its geometry is not only ev-
er-present but also manifold. The digital has enhanced the potential of the filmic screen to hold 
multiple planes, host simultaneity, and foster combinatory patterns and virtual connectivity”. 
(Bruno, 2014:7)
The new territories where we are installed exude the experience of an architecture now made 
flat on screens. But this flatness is ultimately a relational space, and it is received collectively. 
Of course we are aware that devices such as a smart phone are individually accessible, but the 
problem of reception today entails a collective experience insofar as a simple viewgenerates 
a concatenation of metric associations that are traceable and recorded – and might produce a 
chain of new associations. With the problematization of reception within a collective experience 
framework, we might have solved the question of transductivereproduction.
As for the domain of architecture, if what happens on the screen is an expanded architecture, 
this means that a remediation (Bolter &Grusin, 2000: 44-50) is taking place, i.e., a variation 
of a medium within a medium.
And in the end let us return to the beginning and to the tale of the pedestrian.Gregg Lambert 
wisely explained that Deleuze and Guattari made television a model to describe a general 
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machine composed of both human and technical parts, functioning as a whole.The compound 
idea of the apparatus smart city, as “an apparatus composed of micro-assemblages”, 
finally reveals the medium aggregate condition and its impact upon the experience of urban 
space. However, for this aggregation of elements to happen, a principle of planetary transduc-
tion prior to it must occur: nor film, neither projection or projector, as Rosalind Krauss as 
put it, neither the walls nor the screens, to which I would had, nor architecture nor information 
as well, but all of these taken together, including the audience10. No longer a pas-
sive audience, but an audience that, even if absent-minded, produces11.
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