	
	
	



Architecture and Authoritarianism: the use of Urban Design in Dystopia. 
The use of architecture as a storytelling tool is often underappreciated by both filmmakers and audiences, belying its true importance as an essential tool within a visual storyteller’s arsenal when it comes to portraying themes and narratives. The use of cinematography is also crucial in determining how a building or location is portrayed; seemingly insignificant choices such as shot type, angle, or lens choice can have huge implications on how the audience perceives a location, and can help or hinder its characterisation.  
Through an examination of three case studies, I plan to study how architecture, and how the cinematography used to portray it, can be used as a storytelling device, and can be used to reinforce the presence of class structures within dystopian film. This essay will be mostly concerned with the theoretical implications, evaluating creative choices through the theory of semiotics, and analysing certain psychogeographical perspectives, including the work of Edward Soja. I will be examining the role architecture plays in establishing the disparities between the three classes of society in Oceania (Nineteen Eighty-Four, 1984, Radford, M.), the Kafkaesque bureaucratic dreamscape as portrayed in Brazil (1985, Gilliam, T.) or the contrast between the Appalachian-style mining area that is District 12, and the neo-Roman splendour of the Capitol (The Hunger Games, 2012, Ross, G.). 
For the purposes of this essay, the concept of Dystopia will be defined as per the Cambridge English Dictionary’s definition (2024) as being “a very bad or unfair society in which there is a lot of suffering, especially an imaginary society in the future, after something terrible has happened”.
This essay is one aspect of my research; the other will be presented in a video essay, which will focus on the use of Brutalism in the world of Bladerunner 2049 (2018, Villeneuve, D.), and its relevance to real-world architecture. 
Nineteen Eighty-Four (1984, Radford, M.) is set in an authoritarian regime, whose citizens are under almost total surveillance by the ruling Party. While the majority of Oceanian citizens accept the way life is, a few characters rebel against the core ideals of the Ingsoc ideology adopted by the state, resulting in their torture and subsequent re-indoctrination. This surveillance varies heavily depending on which social class a citizen is part of, with the three strata of Oceanian society living under three very different levels of surveillance. Architecture is used to visually represent the differences between the classes of society in Oceania, with the proles living in terraced slum housing, the outer party living in soviet-style apartment blocks, and the inner party living in luxurious flats. 
[image: Winston walking home
]The sequence starting at 07:37 is an excellent example of the living conditions of the Outer Party. It follows protagonist Winston Smith, an Outer Party member, returning to his house after a day of work. At the beginning of the sequence, he walks past a large residential building, as seen in Figure 1, that has light grey slab walls, with windows that are reminiscent of the arrow-slits of a castle. The building’s design has very little aesthetic value, but is notable for its grand scale, which is perhaps a representation of the state’s size and power. The design is Brutalist in style, characterised by Campagna (2020, p. 26) as making extensive use of concrete and “heavy, rugged forms forged of new industrial materials that disguised nothing at all”. It appears reminiscent of certain Soviet designs, drawing parallels with life under similar regimes, yet is incredibly plain and functional even by Brutalist standards. The only decorations present are Party posters, one of which, featuring a soldier looking directly at the viewer, is positioned above Winston’s height, yet far down enough on the wall that it still looks minuscule by comparison. This lack of ornamental features, aside from propaganda posters, is reflective of the Party’s approach to the Outer Party, giving them basic necessities but little else besides.  Fig. 1 – Brutalist Building

We see this unnamed building through a low shot, looking up at the wall. As Brown notes in Cinematography Theory and Practice (2012, p.65), a low-down camera can make a character, or in this case a location, feel ’ominous and foreboding’. The scale of the building, combined with Winston’s small size within the frame, contributes to the impression that these citizens are insignificant in comparison to the power of the state that built them. The copious amounts of rubble in the foreground are representative of two facts; the first being the party’s wishes to constantly portray a state of war, seen elsewhere through other devices like flying bombs, and the second being its lack of care for its people, simply leaving the rubble where it stands rather than trying to clean it up. 
When Winston steps through the battered wooden door of Victory Mansions, one of the first things we see is a Telescreen, positioned high in the hallway to survey the room, in much the same manner as a CCTV camera. This constant surveillance through telescreens is comparable to that of a Panopticon, which as Yates describes (2022, p.1),  
is a disciplinary concept brought to life in the form of a central observation tower placed within a circle of prison cells. From the tower, a guard can see every cell and inmate, but the inmates can't see into the tower. Prisoners will never know whether or not they are being watched.
The omnipresence of this surveillance places great limitations on the activities of the populace of Oceania, with many resorting to self-censorship in an effort to avoid detention by the Thought Police. As Winston remarks, the average person is never sure whether their screen is being watched, but to be incorrect is to be in grave danger. This game of chance draws many parallels with Pascal’s Wager, described as “You have two things to lose, the true and the good; and two things to stake, your reason and your will, your knowledge and your happiness; and your nature has two things to shun, error and misery” (cited in A. Hájek, 2024). Adding to the impression of surveillance is an overbearing mural of Big Brother, a personification of the authority of the state, but is also a further nod to the notion that citizens here are under constant surveillance. This reflects the status of the outer party as being the most surveilled class of society within Oceania, with surveillance apparatus being a very common fixture in areas frequented by members of that group. 
As Winston walks along a corridor, we see a number of alcoves and recesses within the walls, which create a large number of hiding places; a fact which works in favour of those trying to subvert the regime, but also for those who uphold it, such as the Spies member we see watching him enter his flat. 
One of the most striking elements are the numerous propaganda posters in his flat, which are in a style reminiscent of Socialist Realism, common in government artworks of former Eastern Bloc countries. The flat is incredibly spartan otherwise, lacking any substantial furniture, and being dominated by party propaganda in both the posters, and the telescreen. The interior windows are large, cloudy single pane windows, which are not effective at retaining heat, or keeping sound in or out. This furthers the impression of a lack of privacy for the occupant, adding to the impression of residing within the observation area of a panopticon.  
If the loose brickwork represents the foundations of the regime, then Winston removing it represents his attempts at defection from the ideals of Ingsoc. The corner he sits in is incredibly plain, devoid of decoration or propaganda, yet this emptiness allows him to think freely and provides him with a small place of freedom. 
The housing of the Proles is presented very differently to that of the Outer Party, reflecting the Party’s different approach to dealing with them. Similarly to the Outer Party, the Proles live in a [image: ]largely drab, colourless, and dirty environment, as seen in Figure 2. The most notable example of the housing of the Proles is that of Mr Charrington’s house, seen in several scenes. 
As Clapham notes, (2018, p.175) "A house is also an important positional good in many societies in that it signals status as well as access to resources. Therefore, housing can be important in issues of social cohesion.” This is evident in the quality of the housing inhabited by the Proles, which is reminiscent of Victorian-era terraced housing, but very poorly maintained. The houses are packed very close to one another, with almost everything that could be outside being outside, perhaps being representative of the lack of space inherent in the design combined with a level of overcrowding. Fig. 2 – A typical Prole residence

Perhaps the greatest difference, however, is the almost total lack of surveillance tools and propaganda; this further symbolises the Party’s lack of interest in the Proles, and shows that they do not consider surveillance of the proles to be necessary or worthy of effort on the Party’s part. Another difference worth noting is the relative prevalence of decorative features; Prole houses appear to be furnished with ornamental items such as lamps, although these appear very old and worn down, as though they were from before the revolution, again reflecting that the Party is less fastidious about exerting control over this class.  
Interestingly, despite the lack of care they receive from the Party, the Proles seem to live in high spirits, singing songs and generally maintaining a very jovial way of life, even though their living conditions are not good. This focus on experiences rather than possessions may be emblematic of the Party’s ‘panem et circenses’ approach to dealing with the Proles, giving them just enough food and entertainment to keep them from revolting, but little else besides. 
Cinematography is used to portray the Proles differently too. The camera is typically at eye-level, and uses closer framing, avoiding creating an impression of scale and grandeur. Handheld shots are commonly used too, with elements like over-the-shoulder shots creating the impression that Winston is an outsider here, watching the Proles from a distance just as we as an audience watch him from a distance.
By way of contrast, the Inner Party live and work in relative luxury. O’Brien, an Inner Party member, works in a well-appointed office, coloured with dark wood and leather furniture. These luxuries seem very out of place within the austere, warlike narrative world shown to us before through the lenses of the Outer Party and the Proles. Whilst there is a telescreen watching, he is able to turn it off completely, a privilege that sets him apart from the rest of Oceania’s population. Interestingly, his office has notably less propaganda than is present in Outer Party environments, and what items are there are in much better condition, implying that the Party places a much greater emphasis on the maintenance of Outer Party residences. All of these elements serve to highlight the difference in relationship that the Party has with its innermost core; instead of being one of suspicion, mistrust and constant surveillance, they are allowed a level of individuality and luxury that the other strata of Oceanian society could only dream of.  
In stark contrast to all of this however, is the almost total wilderness that Winston and Julia visit during their first meetup. The journey to get there is presented as being somewhat arduous, requiring a number of steps to ensure both of them arrive safely, without being shadowed by the Thought Police. Once they arrive, the difference is almost total; they sit in a beautiful forest clearing, without any of the defining elements of Oceanian life. There is a total lack of telescreens, rubble, propaganda, spies, and party doctrine, which gives the clearing the air of a rebel’s hangout. This absence of design, and the subsequent lack of oversight and control by the Party, highlights the ubiquity of the Party within everyday life, and is a visual reminder to the audience that change, and rebellion is possible. 
Brazil (1985, Gilliam, T.) is set in a bureaucratic dystopian world, driven by documentation and paperwork, that seems to value information over all else. It uses architecture both as a tool for absurdist humour, but also as a symbol of oppression. In particular, the use of monolithic architecture plays a big part in showing the oppressive nature of the state, towering over the people; one specific example is the Shangri-La Towers, a powerplant-turned-residential building. In semiotic terms, the imposing nature of the tall, looming towers signifies the grandiosity and power of the state compared to the tiny insignificance of one person.  
As in Nineteen Eighty-Four (1984, Radford, M.), the ornamentification of anything even remotely official is also notable, compared to the absence of any decoration embellishment in any of the other buildings. This represents the grandiosity and power of the state and says a lot about how state sees itself. The adornment signifies the high regard in which they hold themselves.  They believe themselves worthy of decadent luxury, which is in contrast to the poverty in other areas of the film. It also acts as a social commentary about governments willing to have excess, while citizens burn furniture to stay warm.  
In the scene starting at 39:15, we see Sam Lowry heading to Mrs Buttle’s house in an effort to deliver her a compensation cheque for her husband’s wrongful arrest. Lowry’s tiny Messerschmidt microcar is almost laughably small compared to the construction machines he passes, which makes him seem insignificant compared to his surroundings. The location of Shangri-La Towers is introduced with a wonderful miniature shot, showing the former power plants as they are now, having been converted into housing. The design is very industrial in nature, and despite a few alterations, gives off the air of having been hastily converted to being a residential building. There have been a few attempts at beautification; for example, the cooling towers have been painted with a cloudy sky motif, and everything looks clean. The name ‘Shangri-La Towers’ is interesting too, clearly being intended to echo the mythical paradise of Shangri-La, as depicted in James Hilton’s novel Lost Worlds (1943). Altogether, the miniature version presents a place that does not look too bad to live in. 
[image: ]The reveal of reality is very telling, and abrupt. As seen in Figure 3, we suddenly see the face of a drunk man looming above us, pressing his face against the glass case. The subsequent wide shot reveals the true nature of the building; a dirty, grimy place that has not been looked after very well. The dirtiness and general state of disrepair implies that the people of this place have been forgotten, and largely left to fend for themselves. As Stubbs and Kiessel remark (2024, pp. 498), “Shangrila [sic] Towers evokes the low-cost brutalist mass housing projects which were designed between the 1950s and 1970s. In particular, the scene embodies the idea that the progressive ideals of modernist architecture have failed: a future-oriented utopianism has degenerated into presentist dystopia”. Fig. 3 – Shangri-La towers model

With this in mind, it appears that even though the Government is trying to make an effort to provide for its people, albeit a tokenistic one; everyone has a house, but with only minimal care, effort and money put towards its construction. 
The placement of an advertising board is interesting; we see a happy family talking about happiness, positioned right in front of some children playing happily despite the squalor. The cloudy sky motif of the cooling towers forms an almost sarcastic contrast between the idyllic intentions of those who designed it, and how the building is actually used and experienced by those who live in it. 
Lowry is presented as looking uncomfortable and insignificant, awkwardly adjusting his clothing; the low camera angle highlights the scale of the structure relative to Lowry (who is himself a tall man), which is also in a Brutalist, concrete style. His Messerschmidt microcar is the only intact vehicle present in shot, implying that the area is not especially well off. The pairing of awkward camera angles, and the sheer scale of the building, create a feeling that he is very much out of his element here. Again, we see another interesting advert placement; a group of kids with toy guns carry out a mock police interrogation, right in front of an advert discussing top security holiday camps. The scale of structure is visible again in the left hand third of the screen, absolutely towering the remnants of cars below it. The design is very sparse, with not much variation or ornamental features on this wall. 
Overall, this building appears to be incredibly functional without any real consideration for aesthetics, aside from the relatively half-hearted attempts by the designers to make the building somewhat welcoming to its inhabitants. In a similar fashion to Nineteen Eighty-Four (1984, Radford, M.), this serves as an example of the approach of the Government to house lower-class members of society, and the tokenistic nature of these efforts. 
Of note as well is the implications of Soja’s theories around space, as discussed in Keeping Space Open (1999). On a physical level, there is a clear divide between the idealised version of the Shangri-La Towers as presented by the model, and the real-world version we see before us. This is brought into sharp focus through elements such as the cloudy sky painted onto the former cooling towers in a vain attempt to trick its potential occupants. 
A homeless-looking character looking through the glass serves to subvert the idealistic vision that is presented to us. On a social level, it is clear that there is a sharp class divide in the quality of housing available, with purpose-built houses being available for wealthy people and middle class. Working class people, on the other hand, have former industrial places converted into flats. On an imagined level, the Government is visibly making an effort to provide for its people, but it is very tokenistic in nature; everyone may have a house, but they are not necessarily fit for purpose. Of note also is the level of uniformity. We see a few houses within the complex that all look the same, even down to small details like the furniture, or layout of the interior. This lack of differences hints at the occupants not being able to afford to make their homes unique, or having time to dedicate to having different pastimes and tastes that would make their homes unique. It implies that the wealthier residents of this society can afford to express their individuality through their homes and living spaces, while poorer people are forced to live in a much more homogenous fashion.
[image: ]Power plants are a recurring theme; as well as their literal role, in generating power for the citizenry, they are used in other ways too. As discussed, Shangri-La Towers is a former power plant, but also of note is the power plant cooling tower that appears at the end of the film, which is used as an interrogation centre by the state’s security apparatus (figure 4). The use of a cooling tower is very interesting; the scale of the tower, combined with its featureless concrete walls, serves to highlight Lowry’s insignificance and total oppression by the state during his interrogation. The use of wide shots, and low camera angles make his interrogator, Jack Lint, look positively minuscule, implying that he is a small cog in a much larger machine, a metaphor helped by the industrial nature of the setting. Perhaps the most interesting implication, however, is that the state is run by this system of interrogations and information gathering, and that it is a central part of the government bureaucracy, in much the same way that a power station is a central part of an electricity grid. It is possible to conclude that the state sees information as being more important than power. Fig. 4 – Cooling Tower interrogation

Another interesting element of infrastructure that is worth discussion is the use of ducts within the film; they appear to snake everywhere, winding their way through buildings in a very obtrusive manner, yet with no real explanation. Ducts seem to be a part of everyday life, in much the same way as wallpaper or furniture; indeed, the opening shots of the film show an advertisement for different colours of ducts, suggesting that they are seen as a necessity to be beautified, much in the same way as a plain wall. They are an interesting part of the architectural style common in the world of Brazil, suggesting a sense of function over form when it comes to the design of buildings. Indeed, the ducts appear to be something of an afterthought, as many of them are positioned very obtrusively in a way that suggests their installation was not necessarily considered. 	
Perhaps the most interesting way of looking at them stems from their role as a symbol of the government’s control. Despite their ubiquity, the only people who are allowed to work on the ducts are personnel from the government-run Central Services. Indeed, Central Services is shown to be able to wield an astonishing amount of power where ducts are concerned, even repossessing Sam Lowry’s house as punishment after he resorts to using the services of Archibald Tuttle, a renegade repairman. The very concept of a renegade repairman, who is treated in the same vein as a terrorist, suggests that the ducts hold some kind of secret. As Stubbs and Kiessel note (2024, pp. 496), the pipes function as a “physical manifestation of Brazil’s asphyxiating bureaucracy, sprouting into public and private spaces alike across social strata”. We only see inside the ducts once during the film, when Tuttle is repairing them, and they appear to be a living, breathing entity, almost functioning like the vascular system of the building in which they are installed. This ‘aliveness’ bears great resemblance to a parasitic organism, which has invaded and taken control of a host body, perhaps representing the pervasiveness of the power the government wields. 
The Hunger Games (2012, Ross, G.) is set in a post-apocalyptic dystopian version of America, split into 12 districts who supply the Capitol. On each anniversary of the end of the civil war, the eponymous Hunger Games are held as a commemoration of the civil war, orchestrated by the Capitol as a tool of fear and compliance. The Hunger Games presents two clear styles of architecture; the glitzy neo-Roman splendour of the Capitol, and the rural Appalachian-style mining villages that District 12 is based on. The contrast serves to highlight the differences between life in the Capitol, and life in the districts, showing a very clear class disparity between the two. 
The scene in which the Reaping takes place, starting at 12:17, is a good example of the architectural style present in District 12. One of the most immediately noticeable elements is the lack of colour; all buildings are grey and largely featureless, with function placed above all other considerations. The video screen, which plays a propaganda film made by the Capitol, dominates the square. In the centre of the square is positioned a huge sea of people, who are all kept in line by white suited peacekeepers. As Jiang notes (2012, pp. 217), the colour white typically symbolises peace and innocence, which is ironic given the Peacekeepers’ role in maintaining the Capitol’s iron grip over Panem. High camera positioning creates a sense of dominance, looking down over the people below. 
[bookmark: _Int_LKGL4pDM]The coal train wagons in the background bear the sigil and name of the Capitol; a clear reminder that the coal mined in District 12 is for the Capitol’s benefit, not theirs. As Stubbs and Kiessel note (2024, pp. 504), “The architecture of Panem thus has a disciplining effect on its population, expressing the authoritarian character of the state and the subjugation of the people within it.”[image: ] The surrounding areas, however, bear much more resemblance to Depression-era Appalachia, characterised by low, single level wooden dwellings. In an interview with The Atlantic (2012), Angela Riechers noted that “Production designer Philip Messina has said he wanted to create a ‘retro-futuristic’ look, throwing Depression-era America into the distant future and adding high technology”. Fig. 5 – The Reaping

As seen in Figure 5, this is reflected in the strong contrast between Effie Trinket and environment around her. Even here, stood in front of a Capitol-built building, she looks out of place with her surroundings. Indeed, Effie is symbolic of the decadence and gaudiness of the Capitol, with her bright costuming, heavy makeup and affected accent. The wall was also built by the Capitol, but is much darker and more domineering in nature, clearly having been designed as a tool of functionality and oppression, rather than as one of luxury and leisure. 
A subsequent shot uses shallow depth of field to obscure the mining buildings in proximity to the stage, creating a very industrial feel to the area and giving the impression of the area being much larger; this square is a well maintained but small enclave within the district. A wide shot of the government building reveals the megalithic, unfriendly nature of the design; grey stone blocks, imposing rustication giving the illusion of columns, double-height doors, and otherwise minimal ornamentation. These elements hint at a Roman-esque style of architecture, but fall short of embodying it. As in Nineteen Eighty-Four (1984, Radford, M.), the government building is noticeably taller, and better maintained than its surroundings, which also implies a distinct lack of care and attention from the Capitol towards anything that is not for their direct benefit. Effie is towered over by the structure that exerts control over the District, reflecting the insignificance of the people under the Capitol’s rule.
The lack of aesthetic value in this relatively featureless area that is devoid of colour is representative of the Capitol’s approach to the districts, treating them purely as resource extraction hubs. The sea of people being held in check by a relatively small number of peacekeepers is also interesting; there is enough of them that the people could all rebel, yet something is seemingly holding them back from doing this.  
The Capitol seal behind the area where the Tributes stand is a symbol of their power, hoisted high over the people, looking down upon them. The use of a red and gold eagle is likely a nod to the Roman Empire, which as Garipzanov notes (2018), used both as symbols of power and authority. Whilst the architecture of the Capitol is notably influenced by that of the Romans too, this example here in District 12 is much more reserved. The space is designed to be very imposing and create a sense of insignificance and subordinacy in the people of District 12, reminding them that they are being governed by the Capitol, and that they have no real say in how their district is run. In particular, the use of relatively ostentatious materials relative to other buildings in the district is also a reminder that the Capitol cares little for the quality of life and wellbeing of the ordinary people of District 12.  
The Capitol, on the other hand, could not be more different. During the Opening Ceremony parade, beginning at 31:50, we see the Capitol in all of its splendour. The design of the parade area that the Tributes are brought through is very reminiscent of the Roman “Circus Maximus”, as noted by Stubbs and Kiessel (2024, pp. 503), with pitched seating that looms high over the tributes. Looming even higher over that is a raised dais, flanked with Tuscan-style columns and [image: ]stained glass. As seen in Figure 6, the raised platform President Snow speaks from is reminiscent of an Ima Cavea, the lowest tier of seats at an amphitheatre, which as Bomgardner notes (2002, pp. 9), is where rich and influential members of society would have sat. This is a clear indication of his seniority and importance within the power structure of the Capitol. Fig. 6 – The Tribute Parade

Most interesting of all, however, is the use of Roman imagery; red and gold banners with a stylised eagle. This is a deliberate reference to the Roman Empire, which carried out similar gladiatorial events, but is most likely a reference to their societal ideals, with the Capitol serving as the hub of a mighty empire of their creation. The Capitol Seal is everywhere, serving as an inescapable reminder of the Government’s authority, and is another callback to the Roman Empire, who used seals commonly as a means of authentication. President Coriolanus Snow, whose Latin-influenced name is another example of a nod towards the Roman Empire, is sat on a raised chair, in much the same manner as an Emperor. Chariots bring the Tributes from one end of the avenue to another, before settling in a wide, open area that is reminiscent of an amphitheatre’s Arena. These references toward Roman culture and ideals are twofold in purpose; they not only set up the premise of the Games themselves as being gladiatorial in nature, but are also symbolic of the power and authority that the Romans themselves once held. 
The sweeping camera movements, comprised mostly of high, birds-eye angles, portray the scale and splendour of the Capitol well, making the 24 tributes in their chariots look positively tiny compared to their surroundings. This has the effect of showing just how insignificant the Districts are to the Capitol, deliberately portraying the representatives of each District as being small and ineffectual in the face of the power and authority of the Capitol.  
This contrast between the living standards of the Districts and the Capitol serves as a critique of the Capitol’s rule, and the regard in which they hold themselves, especially when it comes to the inequality between them. In particular, the lack of care and consideration by the Capitol reflects their attitude towards the districts; they see them as only being valuable for the labour they provide. 

To conclude, all three films exploit architectural design as a means of portraying the dystopian story world in which their respective narratives take place. In particular, a common theme is class-based disparity in the quality and standard of architecture, with lower class inhabitants living in significantly worse conditions than upper class citizens. Screens are also a common trait, with all three films using propaganda that is disseminated through them as a tool for creating social compliance. 
Nineteen Eighty-Four does this through the use of varying architectural styles, each representative of the social class that inhabits them. The role surveillance plays is also noteworthy, as instruments and devices aimed to aid the government of Oceania in achieving these aims were built right into the basic design of many buildings inhabited by the Outer Party, the demographic under the most scrutiny from the regime. Scale is a crucial element, with many buildings appearing almost monolithically large compared to their occupants; a reminder that the power the state wields is not just metaphorically, but literally, greater than theirs. Cinematography, in particular, the careful use of camera angles and positioning, is used to great effect to compound this. 
Brazil also employs a range of architectural styles, with wealthier citizens living in purpose-built housing, and poorer citizens living largely in converted industrial buildings. Again, the use of scale is notable, with enormously large and relatively minimalist buildings that have the effect of making their inhabitants seem absolutely tiny by comparison. Brazil also employs design of a more organic nature; the ducts that worm their way through many of the spaces in the film are a visual reminder of the power of the state, and the surveillance apparatus it runs. The mysterious nature of these ducts is enhanced by the secrecy that surrounds them, with only those trusted by the Government allowed to look at them. 
Finally, The Hunger Games uses a range of architectural styles to highlight the discrepancies between the lifestyle and power afforded to the residents of the Capitol, and those in the subservient districts who supply them. Scale is again an essential element, with buildings in District 12 scarcely reaching more than a few stories tall, whilst those in the Capitol are often exceptionally large and grandiose in scale. Ornamentation is also important, with decorative features like rustication, columns, gilding, and banners being regular fixtures on buildings within the Capitol, whilst those out in the districts are much more modest. Instead of a secret police force, the paramilitary Peacekeepers are the most literal representation of the difference in governance style relative to the other two societies, often forming walls of their own that encircle the people they police. 
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Lange, A. and Riechers, A. (2015) Designing ‘The Hunger Games’, The Atlantic. Available at: https://www.theatlantic.com/entertainment/archive/2012/04/designing-the-hunger-games/255317/ (Accessed: 08 December 2024). 
· This article details some of the creative choices that went into the design of The Hunger Games, and the considerations that went into each of them. Very useful for understanding the context in which certain decisions were made, and the meanings behind them.
Radford, M. (1984) Nineteen Eighty-Four. United Kingdom: Virgin Films. 
· This film was chosen due to its iconic nature as a symbol of the dystopian genre.  This adaptation makes ample use of different architectural styles to clearly differentiate the three classes of Oceanian society. The characterisation and representation of the Ministries through architecture is also very interesting, and worth examination. 
Ross, G. (2012) The Hunger Games. United States: Lionsgate Films.  
· This film was chosen due to the clear divide between the architectural styles of District 12 and the Capitol, which is representative of the enormous social and political divide between them. The influence of Roman architectural design on that of the Capitol is also very interesting. 
Soja, E. (1999) Keeping Space Open. Annals of the Association of American Geographers, 1999-06, p.348-353.   
· This article discusses Soja’s idea of the ‘socio-spatial dialectic’, building on the work of Henri Lefebvre, which notes the relationship between social processes and built structures. In this article, Soja argues in favour of incorporating the social production of space into Marxist analysis, and emphasising the link between built spaces and the social relationships that take place within them. 
Villeneuve, D. (2017) Bladerunner 2049. United States: Sony Pictures Releasing International  
· Not relevant to this work; mentioned incidentally as a reference to the Video Essay which forms the other half of this submission
Yates, M.D. (2022) ‘Panopticon’, Monthly Review, 74(2), pp.1-10. 
· Defines the concept of the Panopticon, which is highly relevant to the nature of surveillance depicted in Nineteen Eighty-Four. It serves as a refinement of Bentham’s ideas regarding the concept, and highlights its relevance in the 21st century.
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