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Abstract: The Critical Research Paper’s logic progresses from theory to application and finally to implication. It first 

establishes a framework for reading space as a “social machine.” It then systematically applies this framework to analyze 

how different power structures—totalitarian and capitalist—are manifested in dystopian architecture. The argument 

evolves to explore more complex narratives, including critical utopias and architectural simulacra, before culminating in a 

conclusion that connects these fictional allegories to contemporary spatial politics. The core thesis is that architecture’s 

ultimate function is the construction and enforcement of a collective narrative. 

 

1. INTRODUCTION: FROM THE VIRTUAL TO THE NARRATED WORLD 
 

In a previous study on virtual architecture, this author explored how technology-driven space shapes individual 

perception, often leading to alienation through personalised “pleasure traps.” When the physical constraints of 

architecture are removed, it develops a powerful allegorical function. This dissertation follows from that finding, 

shifting the analytical focus from individual immersion to that of collective narrative. It expands the analysis from 

‘bodily experience’ to ‘social experience,’ reconsiders the ‘dematerialisation’ of space as a complete 

‘renarrativization,’ and understands ‘technological alienation’ in terms of ‘spatial allegory.’ 

 

This brings us to the main research question: In speculative fiction, how do architecture and spatial design do more 

than just their physical functions to become key mechanisms for shaping social structures, examining the human 

condition, and constructing collective narratives? Furthermore, when we consider these “narrated spaces” as a 

form of “disembodied architecture” that is parallel to, yet more critical than, “virtual space,” what perspectives can 

they offer for understanding our ever-more virtualised collective life? 

 

2. PART ONE 
 

2.1 Chapter One 

 

This research is built upon a logical extension of the previous study, elevating its findings from individual 

phenomenology to collective socio-politics through four core theoretical shifts. 

 

2.1.1 From ‘Bodily Experience’ to ‘Social Experience’ 

 

While previous research showed the body as the starting point of spatial experience, the big stories of speculative 

fiction highlight architecture’s function. It is no longer just a container for individual perception but a vast machine 

that shapes society. In Metropolis, for example, the city’s vertical layering makes class into physical reality, 

moving the focus from individual bodily experience to collective social experience. 
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Metropolis 1927 

2.1.2 From ‘Dematerialisation of Space’ to ‘Renarrativization of Space’ 

 

The ‘dematerialisation’ of virtual architecture changes into a deep ‘renarrativization’ in speculative fiction. As 

space loses its physical side, it takes on symbolic and allegorical roles. Architectural form, style, and layout are no 

longer just about building; they now serve the story, turning into a visual language used to show ideology and 

power relations. This makes it a key tool for questioning reality. 

 

2.1.3 From ‘Individual Immersion’ to ‘Collective Narrative’ 

 

When individual immersion is amplified into a collective experience, architecture becomes a “social theatre” 

designed to immerse all citizens in a narrative scripted by the ruling class. From the omnipresent telescreens in 

Nineteen Eighty-Four to the transparent glass buildings in We, spatial design forges a unified, inescapable 

collective consciousness. This study thus shifts its focus from individual immersion to how space constructs 

collective memory and identity.  

 

2.1.4 From ‘Technological Alienation’ to ‘Spatial Allegory’ 

 

Technology-driven alienation is further understood here as an allegorical mechanism. The architecture of 

speculative fiction is the ultimate allegory for this condition. Whether it is the colossal pyramids in Blade Runner 

or the labyrinthine attics in The Trial, these spaces become symbolic apparatuses that extremise and visualise 

latent social problems, endowing architecture with a powerful critical function.  

 

Through these four shifts, this research transforms the reflections on virtual architecture from the prior study into 

the theoretical cornerstone for analysing fictional architecture. 

 

2.2 Theoretical Framework – A Toolkit for Reading Fictional Cities 

 

To systematically decode the socio-political connotations of the built environment, this study will construct a 

multidisciplinary “toolkit” composed of three core theories. This framework integrates Henri Lefebvre’s spatial 

production theory, architectural semiotics, and Michel Foucault’s model of Panopticism to provide a solid 

theoretical foundation for the subsequent case studies. 

 

2.2.1 The Production of Space: Lefebvre’s Spatial Triad 
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Lefebvre’s Spatial Triad 

The macro-analytical framework of this dissertation is rooted in the core thesis proposed by the French Marxist 

philosopher Henri Lefebvre in his work The Production of Space: space is not a pre-existing, neutral container, but 

a social product. For the analysis of speculative fiction, Lefebvre’s theory is crucial because it offers a dialectical 

method to reveal the complex tensions between top-down power intentions, the everyday practices of the populace, 

and potential acts of resistance within a fictional world. 

 

The core of Lefebvre’s spatial theory is his spatial triad, which deconstructs space into three interconnected 

dimensions: 

 

⚫ Spatial Practice (le perçu / Perceived Space): This refers to the space that is perceived and experienced in a 

given society, closely related to daily life, urban rhythms, and the division of labour. In fictional worlds, this 

is embodied in the daily movements and behavioural patterns of inhabitants—for instance, the monotonous, 

mechanised commute of workers in Metropolis from their subterranean city to the factories. Spatial practice 

forms the basis of social reproduction and is the everyday level at which power structures are maintained and 

materialised. 

 

⚫ Representations of Space (le conçu / Conceived Space): This is the space of planners, architects, 

technocrats, and rulers—the “conceived space.” It is an abstract, rational, and coded space that reflects the 

ideology and knowledge systems of the ruling class. In speculative fiction, this directly corresponds to the 

master plans, laws, and architectural blueprints of dystopias. For example, the pyramid headquarters of the 

Tyrell Corporation in Blade Runner is the materialisation of a conceived space where corporate power 

dominates society. Through its grand scale and commanding position, it defines the entire social order of the 

city. 

 

⚫ Spaces of Representation (le vécu / Lived Space): This is the crucial third term in the triad, the “lived 

space.” It is a space passively experienced and actively imagined, filled with symbols, memories, emotions, 

and myths. It is within this space that inhabitants assign their own meanings to the oppressive conceived 

space, thereby creating enclaves of resistance or alternative cultures. For example, the room above Mr. 

Charrington’s shop in Nineteen Eighty-Four, filled with Victorian relics and free from the telescreen’s 

surveillance, becomes a precious lived space 

 

These three dimensions do not exist in isolation but are in a state of continuous dialectical interaction. The 

conceived space attempts to plan and control spatial practice, while the lived space emerges in the interstices of 

this control and may, in turn, subvert the other two. Thus, Lefebvre’s theory provides this study with a dynamic 

macro-framework, enabling an analysis of the perpetual tension between power’s intent and human experience in 

fictional architecture. 

 

2.2.2 The Language of Architecture: The Built Environment as a Semiotic Text 
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If Lefebvre’s theory explains that space is a social product shaped by power, then architectural semiotics explains 

how this product communicates ideological messages to its users. This study will bring in architectural semiotics 

as a way to apply Lefebvre’s theory. Architecture, especially in fictional works, acts as a language that uses signs 

to create meaning, shaping how viewers see things. Using the semiotic theories of Roland Barthes and Umberto 

Eco, architectural elements can be broken down into two basic parts: 

 

⚫ The Signifier: This refers to the physical form of a building or space—its materials, scale, style, colour, and 

light. For example, in Nineteen Eighty-Four, the Ministry of Truth is described as a “vast pyramidal structure 

of glittering white concrete, soaring up, terrace after terrace, 300 metres into the air.” This is its signifier. 

 

⚫ The Signified: This refers to the abstract concept, ideology, or cultural value represented by the form. In the 

case of the Ministry of Truth, the signified is the absolute authority of the Party, its omnipresent power, the 

suppression of the individual, and a cold, inhuman bureaucracy. 

 
Ministry of Truth 1984 

In speculative fiction, authors and directors meticulously select specific architectural signifiers to evoke particular 

signifieds in the audience’s mind, thereby subconsciously constructing a perception of the fictional world. 

Therefore, when this study later analyses the use of Brutalism in Blade Runner 2049, it is not merely an aesthetic 

style being examined, but how the director appropriates this style (the signifier) to critique the coldness and 

inhumanity of a hyper-capitalist society (the signified). 

 
Brutalism in Blade Runner 2049 

Architectural semiotics and Lefebvre’s theory are profoundly complementary. The ideological blueprint of the 

conceived space is materialised and communicated to the populace through the symbolic language of architecture. 

Semiotics provides a systematic decoding tool, enabling a “reading” of the fictional built environment to reveal the 

social and political commentary embedded in its design choices. 

 

2.2.3 The Discipline of Space: Foucault’s Panopticism 

 

Michel Foucault’s model of “Panopticism” reveals how architecture disciplines subjects. Originating from Jeremy 

Bentham’s prison design, its key mechanism is unverifiable surveillance, which induces individuals to internalize 

the gaze of power and self-regulate. In speculative fiction, this offers a powerful lens for understanding control. 

The “telescreen” in Nineteen Eighty-Four, for instance, is a perfect literary embodiment of the Panopticon, 
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extending surveillance into every corner of social life and turning individuals into their own monitors, thereby 

achieving the automated functioning of power. 

 
Foucault’s Panopticism 

In summary, this tripartite “toolkit” combines Lefebvre’s macro-level spatial politics, micro-level architectural 

semiotics, and Foucault’s theory of disciplinary power. It will be applied throughout the subsequent case analyses 

to answer the core research question. 

 

3. PART TWO: CASE STUDIES: ARCHITECTURE AS SOCIAL CRITIQUE 
 

3.1 Dystopian Architecture (I): Totalitarian Monumentality and the Bureaucratic Labyrinth 

 

In speculative fiction, architecture is the embodiment of ideology. This chapter explores how totalitarian regimes 

use distinct spatial strategies to dominate the individual by comparing two classic paradigms: the monumental 

architecture in George Orwell’s Nineteen Eighty-Four and the bureaucratic labyrinth in Franz Kafka’s The Trial. 

 

3.1.1 The Semiotics of Power: The Intimidation of the Monument and the Erosion of the Labyrinth 

 

In Orwell’s Nineteen Eighty-Four, power proclaims its existence through monumentality. The four ministries are 

“enormous pyramidal structures of glittering white concrete, soaring up... 300 metres into the air.” The 

architectural signifier—vast scale, cold concrete, and imposing form—points to its signified: the Party’s absolute 

authority and the individual’s insignificance. This architecture is a “monument of power,” designed to 

psychologically intimidate and make the Party’s rule concrete and indisputable. 

 
Nineteen Eighty-Four 

This architecture is a “monument of power,” designed to psychologically intimidate and make the Party’s rule 

concrete and indisputable. 
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The Trial, 1962 

In stark contrast, Kafka’s The Trial presents an anti-monumental architecture of power. The court is not in a grand 

public building but is hidden in the attics of dilapidated residential tenements. The architectural signifiers—a 

mundane setting, spatial dislocation, cramped offices, and labyrinthine corridors—point to a different signified: an 

inhuman, omnipresent yet unlocatable bureaucratic power. This power does not intimidate through grandeur but 

erodes the individual’s will through spatial absurdity and oppression. The individual is not crushed by a monument 

but is worn down in an endless, illogical labyrinth. 

 

3.1.2 Variations of the Panopticon: Visible Surveillance and Invisible Judgement 

 

Nineteen Eighty-Four and The Trial each present classic variations of Foucault’s Panopticon. Orwell’s 

“telescreen” is the perfect literary allegory for this model. Installed in every Party member’s home, its constant 

potential for surveillance compels individuals to self-regulate, turning them into monitors of their own behaviour 

and achieving the automated functioning of power. 

 
The Trial, 1962 

Conversely, constructs a more subtle, psychological panoptic system. The protagonist, Josef K., is arrested for an 

unknown crime and feels constantly watched by an unseen authority. The “watchtower” is intangible, existing 

within social relations and K.’s own anxiety. This omnipresent scrutiny forces K. into constant self-examination, 

internalising the external trial as a form of self-judgement. Kafka thus reveals a mode of power that no longer relies 

on specific technology but makes surveillance a pervasive state of being. 

 

3.1.3 The Erasure of History and the Dissolution of the Individual: Architecture as an Ideological Vehicle 

 

Totalitarian regimes must control the past. In Nineteen Eighty-Four, architecture is a key vehicle for erasing 

collective memory. The London of the novel presents a stark contrast between the grand, new ministry buildings 

and the “rotting nineteenth-century houses.” This is a deliberate “conceived space.” The dilapidated relics carry a 

historical memory independent of the Party and are therefore a threat. The Party’s strategy is to physically erase 

history by allowing these old buildings to decay while erecting new monuments disconnected from the past, 

leaving collective memory with no anchor but the Party’s ever-changing narrative. 
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Ultimately, both Orwell’s monument and Kafka’s labyrinth aim to dissolve individual subjectivity through spatial 

design. Orwell’s architecture makes the individual feel powerless through scale, while Kafka’s makes them lose 

reason through absurdity. In both, architecture is no longer for human existence but for the operation of power, 

transforming the environment into a social machine for ensuring absolute submission. 

 

3.2 Dystopian Architecture (II): The Vertical Stratification and Environmental Decay of Capitalism 

 

This chapter turns to a dystopian model dominated not by state ideology, but by the logic of capitalism. By 

analysing Fritz Lang’s Metropolis and Ridley Scott’s Blade Runner, it explores how urban space materialises class 

consolidation through vertical stratification and specific architectural forms. When corporate power replaces state 

power, it engenders a landscape of environmental decay and social alienation, inscribing the logic of exploitation 

onto the architectural fabric of the city. 

 
The wall of Metropolis 1927 

 

3.2.1 The Vertical City: Metropolis as a Physical Manifestation of Class Consolidation 

 

Fritz Lang’s 1927 silent film Metropolis provides the archetypal example of the “vertical city” as a dystopian 

architectural trope, its influence enduring to this day. The futuristic city in the film is spatially organised into two 

very different worlds: an upper world, filled with sunlight, where the intellectual elite and city planners live; and a 

dark, harsh underground world where the workers work and live. This up-and-down split doesn’t just come from 

urban planning; it is the clearest and harshest physical sign of the class system of industrial capitalism. Applying 

Lefebvre’s theory, the entire city of Metropolis can be seen as a perfect example of a ‘conceived space,’ designed 

by its ruler, Joh Fredersen. The main plan of the city—centred around its ‘New Tower of Babel’—is only for 

production efficiency and the luxurious lifestyle of the elite. The skyscrapers of the upper world, which mix the 

richness of Art Deco, the machine-worship of Futurism, and the dramatic angles of Expressionism, create a strong 

system of architectural signs. What these buildings show (their signifiers)—huge geometric forms, gleaming stone 

surfaces, and shapes that cut into the sky—point to (or signify) overconfidence in technology, the total power of 

money, and the total control over the working class. The Art Deco style, a symbol of economic prosperity and 

modernity at the time, is used in the film as a tool serving oppression and inequality. Its grand exterior is a sharp, 

ironic contrast to the exploitation it is built on. 

 

Meanwhile, the “spatial practice” of the workers is strictly confined to the underground. Their daily life is reduced 

to a monotonous, pendulum-like motion dictated by the rhythm of the machines: from the bleak workers’ city to 

the perilous machine halls, and back again. This rigidly prescribed pattern of behaviour is the very embodiment of 

the conceived space’s complete colonisation of “lived space.” The workers are stripped of their individuality, 

becoming biological components of the city’s vast machine. Thus, through its pioneering design of the vertical city, 

Metropolis provides a powerful spatial model for subsequent speculative fiction: in an unrestrained capitalist 

society, social inequality ultimately evolves into physical spatial segregation, where architecture is no longer a 
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bridge connecting communities but a high wall consolidating class divides. 

 
The Metropolis and the Tower of Babel 

3.2.2 The Corporate Pyramid and Cyberpunk Decay: The Post-Industrial Landscape in Blade Runner 

 

If Metropolis depicted an allegory of industrial capitalism, then Ridley Scott’s 1982 cyberpunk milestone, Blade 

Runner, advances this critique into the era of post-industrial, globalised corporate capitalism. In the film’s Los 

Angeles of 2019, the urban landscape is no longer shaped by the state or city planners but is defined by colossal 

corporate entities. Here, the ultimate symbol of power is the pyramid headquarters of the Tyrell Corporation—a 

massive structure looming through the smog-filled skyline. 

 

This pyramid is a prime example of a ‘conceived space’ where corporate power is replacing state power. Its 

architectural form is a powerful sign: the pyramid, as the tomb and temple of ancient pharaohs, has its form (the 

signifier) borrowed here, while its meaning (the signified) is changed to the god-like status of the corporate 

founder and his almost total control over society. This up-and-down structure borrows from and adds to the theme 

of Metropolis, but the power has moved from the city’s manager to the CEO of a multinational corporation. 

 
Tyrell pyramid in Blade runner  

In stark contrast to the grandeur of the Tyrell pyramid is the “lived space” of the streets below. This is a space of 

complete environmental decay and high cultural hybridity, where constant acid rain, crowded streets, and 

enormous neon billboards create a scene of social alienation. The city is no longer an organic community but a vast 

factory serving corporate interests, its inhabitants reduced to alienated individuals consumed by a massive 

economic system. 

 

3.2.3 Appropriated Styles: The Semiotic Inversion of Brutalism in Blade Runner 2049 

 

In his 2017 sequel, Blade Runner 2049, Denis Villeneuve levates the critique through a masterful appropriation of 

architectural style, deliberately using the aesthetic of Brutalism. Historically associated with post-war socialist 
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utopian ideals, Brutalism was envisioned by architects like Alison and Peter Smithson as a socially responsible 

form of architecture, its raw concrete and massive forms signifying social welfare and collectivism.  

 

Blade Runner 2049 performs a profound semiotic inversion. It adopts the Brutalist aesthetic but places it within a 

context of hyper-capitalism and social desolation. The headquarters of the Wallace Corporation and other 

structures feature immense, cold concrete forms. Here, the same signifier is given a new signified: not social care, 

but the inhuman logic of corporate power and extreme loneliness. This reveals that the meaning of architecture is 

not inherent in its form but is constructed by its social and narrative context. 

 
London Barbican Centre 

4. PART THREE: BEYOND AND BACK: SPATIAL NARRATIVES FROM THE 

CRITICAL TO THE VIRTUAL 
 

4.1 Architecture as Interrogation: The Spatial Dialectic of the Critical Utopia 

 

After analysing architecture as an instrument of oppression, this study now turns to a more dialectical speculative 

mode. This chapter uses Ursula K. Le Guin’s 1974 novel, The Dispossessed, as its main case study. It argues that 

by contrasting two very different architectural environments, she builds what literary theorist Tom Moylan defines 

as a “critical utopia,” making the reader think about social organisation, property, and freedom. 

 

4.1.1 Beyond the Binary: Tom Moylan’s Theory of the Critical Utopia 

 

To understand Le Guin’s unique spatial narrative strategy in The Dispossessed, one must first introduce the 

concept of the “critical utopia,” as proposed by Tom Moylan in his key work, Demand the Impossible: Science 

Fiction and the Utopian Imagination. Tom Moylan’s concept of the “critical utopia” describes a narrative mode 

that is naturally self-aware, full of contradiction, and open-ended. Unlike traditional utopias that offer a perfect, 

static social blueprint, the critical utopia questions existing ways of living by presenting an imperfect but hopeful 

alternative. Its purpose is not to display a perfect “conceived space” but to get people thinking critically and show 

the many possibilities of the future. 

 

4.1.2 An Architectural Dialogue Between Two Worlds in The Dispossessed 

 

The Dispossessed, subtitled “An Ambiguous Utopia,” is the perfect literary embodiment of the critical utopia. Le 

Guin stages a profound socio-philosophical dialogue by juxtaposing two planetary societies, with the starkly 

different architectural environments of the two worlds serving as the most direct vehicle for this dialogue. 

 

⚫ Anarres: The Functional Architecture of Anarchism. On the barren planet of Anarres, the anarchist, 

anti-propertarian ideology is translated into its built environment. The architecture is a faithful representation 

of its “conceived space”: plain, functional, and communal. Buildings are unadorned, serving only collective 

needs. The signifier of this spatial design (plain materials, functional forms, open layouts) clearly points to its 

signified: equality, mutual aid, and anti-ownership. 
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⚫ Urras: The Hierarchical Architecture of Capitalism. In stark contrast is the lush planet of Urras, whose 

capitalist and patriarchal social structure is reflected in its architecture. The buildings are opulent, 

hierarchical, and privatised. Architecture is a direct symbol of wealth and status, and space is strictly divided 

into public and private. The signifier of this architecture (ornate decorations, vast scales, clear boundary walls) 

points to its signified: the triumph of individual wealth, social stratification, and consumerism. 

 
The Dispossessed 

4.1.3 Architecture as a Dialectical Stage 

 

Le Guin’s brilliance lies in her refusal to portray one world as good and the other as evil. The communal 

architecture of Anarres, while creating social equality, also brings a different kind of oppression through a lack of 

privacy and strong social pressure. On the other hand, while the privatised architecture of Urras offers personal 

freedom and comfort for the elite, it comes at the cost of huge social injustice. Through this two-sided picture, Le 

Guin doesn’t show a perfect model. Instead, she turns the built environment into a place for a thought experiment, 

making the reader think about deep questions about freedom, community, and ownership. 

 

4.2 Return to the Virtual: Architecture as the Ultimate ‘Conceived Space’ 

 

This chapter pushes the argument to its philosophical extreme, exploring how speculative fiction presents the 

entire world as a virtual or simulated space, entirely “conceived” by an “architect.” Through an analysis of three 

escalating levels of simulation—recorded, psychological, and digital—this chapter answers how the ultimate form 

of architectural control provokes our ultimate reflections on collective narrative, free will, and reality itself. 

 

4.2.1 The Recorded Simulacrum: Architecture as an Eternally Looping Theatre 

 

Adolfo Bioy Casares’s 1940 novel, The Invention of Morel, conceives of a simulacrum based on recording. A 

fugitive on an island discovers that its inhabitants are not real but are complete sensory recordings projected by a 

machine, eternally replaying a single week from the past. The island’s buildings—a museum, a chapel, a 

swimming pool—become the stage for this simulacrum. They are real physical spaces, yet they become uncanny 

by hosting an unchanging, looping narrative.  
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The Invention of Morel film 

The island is thus an extreme form of Lefebvre’s “conceived space”: a place entirely scripted by its creator, 

stripped of any possibility for new “lived space.” Control is achieved through an absolute, unalterable narrative 

loop, a fatal “pleasure trap” that proves so alluring the fugitive ultimately chooses to record himself into it. 

 

4.2.2 The Psychological Simulacrum: Architecture as a Social Incubator 

 

A completely conceived space need not be technological. J.G. Ballard’s 1975 novel, High-Rise, demonstrates that 

a sufficiently powerful and self-contained building can itself become a psychological simulacrum. The novel’s 

self-sufficient “vertical city,” designed for efficiency and modernity, severs its residents’ ties to the outside world, 

allowing the building’s interior to evolve its own primitive social laws. 

 
High-Rise 2016 

The residents’ ‘lived space’ clashes hard with the architect’s ‘conceived space,’ as the building’s vertical layout 

makes class tensions worse, causing society to fall back into brutal tribal fighting. The building, by providing for 

every material need, becomes a ‘gilded cage,’ showing that when an architectural environment becomes 

inward-looking enough, it becomes its own kind of virtual world. 

 

4.2.3 The Digital Simulacrum: Architecture as a Code-Prison 

 

Jean-Luc Godard’s 1965 film Alphaville explores the city as a code-prison. Godard uses Paris’s then-cutting-edge 

modernist architecture to transform a real city into a technocratic metropolis ruled by the supercomputer Alpha 60, 

where emotion and poetry are forbidden.  

 

The city’s modernist architecture—cold glass curtain walls, repetitive corridors, and rigid geometric 

forms—becomes the direct embodiment of a “conceived space” designed by pure logic to eliminate all 

individuality. Alphaville is a reverse “pleasure trap,” achieving control not by providing pleasure but by 

systematically stripping it away. The protagonist’s rebellion through poetry and love represents the ultimate 

rebellion of the repressed “lived space” against this technological cage. 
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Alphaville 1965 

4.2.4 Conclusion: The Simulacrum as an Allegory of Ultimate Control 

 

In summary, these three progressive classic case studies directly answer this dissertation’s main research question. 

These three case studies expand the role of architectural control from shaping social behaviour to locking down 

collective reality itself. They show that whether a simulation is recorded, psychological, or digital, its core is the 

use of an architecturalised narrative to control collective consciousness. This connects directly to our modern 

digital lives, where social media, algorithms, and future metaverses are becoming the new ‘architects’ designing 

our ‘spatial practice’ and ‘lived space.’ These works serve as a warning that thinking critically about these 

‘disembodied architectures’ is vital for protecting human autonomy. 

 

5. PART FOUR: THE CREATION OF SPACE AND ITS FUTURE 
 

5.1 Architecture as Social Experiment: The Rational Utopia and Its Paradox 

 

The imagination of speculative fiction does not stop at critique; it also explores architecture as a radical, 

constructive force aimed at creating entirely new social forms. This chapter shifts the focus from architecture as 

critique to architecture as blueprint, asking how it is imagined as a tool for creating new, rationalised societies. By 

analysing cases that attempt to reshape humanity through a comprehensively designed environment, this chapter 

argues that the ultimate ambition of social engineering through architecture reveals a profound paradox: the pursuit 

of a perfect, calculable social order inevitably leads to the oppression of humanity. 

 

5.1.1 Theoretical Foundation: Architecture as Manifesto and Social Engineering 

 

The modernist architectural movement, in its most radical expressions, was an experiment in social engineering. 

Avant-garde architects like Le Corbusier, in works such as Towards a New Architecture and his “Radiant City” 

plan, viewed their designs as manifestos. 
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Radiant City Le Corbusier 

They believed that through standardised “machines for living in” and rational urban layouts on a tabula rasa, a 

more efficient and moral society could be created. As critiqued by James C. Scott, this “high-modernist” belief 

represents an extreme application of Lefebvre’s “conceived space,” where the abstract blueprints of planners 

attempt to completely engulf and replace the spontaneous, contradictory practices of “lived space.” This utopian 

impulse receives its most profound rehearsal in speculative fiction.  

 

5.1.2 The Transparent Cage: The City of Glass in Yevgeny Zamyatin’s We 

 

Long before modernist architects realised their blueprints, Yevgeny Zamyatin’s 1921 novel, We, provided a 

chilling literary model for this rational utopian experiment. The “One State” is a society built on mathematics, its 

ideal realised through an ultimate architectural form: completely transparent glass buildings.  

 

The signifier of this design—transparency—does not signify openness but total, institutionalised surveillance. The 

glass walls eliminate privacy, exposing every “number” (citizen) to the gaze of all, a mode of control more 

thorough than Foucault’s Panopticon. The boundary of this rational space is the “Green Wall,” an ideological 

barrier separating the predictable, artificial order within from the chaotic, organic freedom outside. 

 
Yevgeny Zamyatin’s We  

5.1.3 The Inherent Paradox of the Utopian Blueprint: When Perfect Design Encounters Humanity 

 

The lasting power of We comes from its showing of the built-in conflict in all planned-out utopian building 

projects: the search for a perfect social order always ends up in crushing the human spirit. The glass buildings, 

designed to create group harmony, become a prison where everyone is watched that chokes out any real life. The 

protagonist D-503’s personal crisis, as his irrational emotions awaken, shows clearly the conflict that can’t be fixed 

between the ‘conceived space’ of the state and the ‘lived space’ of human desire. The novel ends up arguing that 
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any social experiment trying to totally remake people through a perfect architectural blueprint is bound to fail, 

because the parts of human nature you can’t measure will always find a way to break through the clearest 

architectural cages. 

 

5.2 Conclusion – The Politics of Imagination and the Future of Space 

 

This dissertation started by asking how architecture in speculative fiction goes beyond its physical function to 

become a key way of shaping social structures and building collective narratives. By looking closely at classic 

texts, this study shows that fictional architecture is not just a passive backdrop; it is an active social machine and a 

powerful tool for understanding power, ideology, and the human condition. 

 

5.2.1 Summary: Fictional Architecture as a Diagnostic Tool 

 

The dissertation first showed how architecture presents total power in two different ways. The Orwellian model, 

from Nineteen Eighty-Four, uses big, scary buildings and open surveillance to show power plainly, while the 

Kafkaesque model in The Trial uses a confusing maze of offices to wear down a person’s will with strange spaces 

and mental pressure. The analysis then moved to capitalism, where the vertical cities of Metropolis and Blade 

Runner show how architecture physically writes class divisions into the city. The flipped meaning of Brutalism in 

Blade Runner 2049 also showed that a building’s meaning is not set but is built by its social setting. 

 
Blade Runner 2049 

The study also explored more complex spatial narratives. Ursula K. Le Guin’s The Dispossessed uses architecture 

to construct a “critical utopia,” forcing a dialectical reflection on freedom and community. Finally, the analysis of 

architectural simulacra in The Invention of Morel, High-Rise, and Alphaville showed that when architectural 

control reaches its ultimate form, it no longer disciplines the body but imprisons reality itself within a collective 

narrative.  

 
The Metropolis 1927 

In conclusion, the architecture in speculative fiction consistently serves as a core diagnostic tool for power, 

ideology, and the human condition. Through exaggeration, allegory, and thought experiments, it reveals the latent 

spatial politics of our own real world. 
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5.2.2 From Fiction to Reality: Implications for Contemporary Spatial Politics 

 

The architectural imagination in speculative fiction is not merely a fantasy detached from reality; it provides an 

invaluable theoretical lens for understanding and critiquing contemporary spatial politics. The analytical 

framework established in this dissertation can be directly applied to two of the most urgent spatial issues of our 

time. 

 

⚫ The Metaverse and Platform Urbanism: The analysis of ‘simulacra’ in Chapter Six, along with the early 

research on ‘virtual architecture,’ directly leads to thinking about the Metaverse. Today’s tech giants are 

designing the digital public spaces of the future. The Metaverse platforms they build aren’t just places for 

entertainment and socialising but also new types of ‘conceived spaces’ that guide how people interact, do 

business, and share stories. These virtual worlds, run by companies, are mainly designed to keep users 

hooked and make money. They will probably turn into the ‘pleasure traps’ and Baudrillardian ‘simulacra’ 

warned about in the early research—a perfect copy used to hide the fact that nothing is real, full of 

consumerist lures. So, who designs the Metaverse, and for whom, becomes a key political question. 

 

⚫ Spatial Justice and the Right to the City: The vertical layers and social divides shown in Metropolis and 

High-Rise are reflected in the layouts of big cities around the world today. Development driven by money has 

led to more gentrification and made social injustice worse. This is where Henri Lefebvre’s theory of ‘the right 

to the city’ gives us a strong way to critique this. He said that ‘the right to the city’ isn’t just about one 

person’s freedom to use city resources, but a right for everyone—how city dwellers can take part together in 

shaping and changing where they live. 

 

5.2.3 The Future: Unfinished Imaginations 

 

The analysis in this dissertation has primarily focused on classic, Euro-American-centric speculative fiction texts 

of the 20th century. However, the territory of spatial imagination is far from fully explored. Future research can be 

deepened in the following three directions to address the new challenges of our time. 

 

⚫ Ecological Crisis and Architectural Imagination: Future stories about space need to tackle the ecological 

crisis. Unlike the decay of cyberpunk, the growing ‘Solarpunk’ movement gives a hopeful vision for 

architecture. It moves from critique to building, picturing a future that lasts, beyond capitalism, where 

nature-filled buildings and renewable energy bring together technology and nature. 

 

⚫ Posthuman Architecture and Bio-integration: Future research could explore a “posthuman” architecture 

that is no longer anthropocentric. Posthuman theory, particularly Donna Haraway’s concept of the “cyborg,” 

provides a theoretical basis for thinking about this hybrid subjectivity of human-machine/human-nonhuman.  

 
“Third Hand”, Stelarc, 1980 

This would envision architecture as a living entity fused with bodies and ecosystems, designed for the symbiosis of 

multiple species and raising new questions about subjectivity and spatial ethics. 
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⚫ Decolonial Spatial Narratives: Research must turn to non-Western speculative fiction, such as 

Afrofuturism. These traditions offer unique urban imaginings and, through their architectural narratives, 

provide profound critiques of colonialism’s legacy in urban planning, proposing alternative spatial politics 

rooted in indigenous knowledge systems. 

 
Solar punk 

Ultimately, the real value of the architectural imagination in speculative fiction is how it works as a form of 

political action. By building alternative worlds, it gives us a “cognitive estrangement,” letting us examine our own 

built environment with a new, critical eye. At a time when the boundaries between the physical and the virtual are 

blurring more and more, this kind of imaginative politics is especially important. 
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