





Metropolis,Fallout and Retro-Futurism
Question 4. Time, Memory and the Archive: In what ways do contemporary artists and designers reimagine time, memory, and archival practice, whether through repetition, rupture, slowness, or non-linear temporality? How do these temporal aesthetics intersect with cultural, technological, or historical concerns?















Abstract
This project takes time, memory, and archive as its central motifs, analyzing how contemporary retrofuturist artists and designers in the Fallout video game series use retrofuturist aesthetics to present contemporary social mentalities, as well as the connections between these contemporary social mentalities and those of the past. To this end, this paper examines the origins and basic definitions of retrofuturism, alongside its various aesthetic categories, their historical contexts, and their artistic compositions.Subsequently, by analyzing and comparing the utopian futurist aspirations in the aesthetics of the 1927 film Metropolis with the predominantly atompunk and dieselpunk retrofuturist aesthetics employed in the Fallout series, this paper finds that the social mentalities depicted in retrofuturist works often stand in contrast to the optimistic futurist visions of the past, instead conveying a sense of pessimism and nostalgia. Finally, this paper concludes that in the retrofuturist creation of Fallout, the most iconic, satirical, and expressive elements from those eras and works are extensively utilized to meet narrative needs, establishing parallels within the game. In Fallout, atompunk which holds an extremely optimistic view of space exploration and technological development and is closely tied to the era of the game's creation that is used to depict the pre-war world within the narrative. On this foundation, dieselpunk, which originates from an era further removed from the game's creation and possesses a more primitive aesthetic, is employed to construct the playable post-apocalyptic world. Through the stark contrast between these two aesthetics, the work reflects the pessimistic sentiment in contemporary retrofuturist creation that a disillusionment with the present reality, stemming from the unfulfilled technological promises and idealized visions of the past.








Metropolis,Fallout and Retro-Futurism

1.Introduction
Fallout is a famous and also a typical retrofuturism vedio game seires.This essay will evaluate the background of the time and the social environment of the vedio game series Fallout to findout how does contemporary artist use retro futurism aesthetics to show the social mentality of the present day. Therefore, we must first understand where retro-futurism comes from.
Photostaic was a magazine begun by Lloyd Dunn in 1983, in 1987, to reflect changing interests,the zine was renamed Retrofuturism(Phillpot,1990).Lloyd did it partially for a laugh, but also because he thought there was a resonant validity to it, given the kind of work he was interested in at the time. Over the years Dunn has used "retrofuturism," "retrofuturist," and "retrofuturistic" in a variety of ways.Early on it appeared on a poster advertising the pseudo-event "Retrofuturist Manifesto: Reading and Brunch," attributed to the pseudonyms "Smut Monkey and Warren Ong." (Paul, 2000). This apparently internally contradictory word has shown itself to be surprisingly useful. Retrofuturism, unlike the academically descriptive word "postmodern," is prescriptive. It fails to define a specific type of art or artist. Instead what it does is more valuable: it describes possible work, and it is then up to the cultural worker to go out and make it. It is presciptive in that it provides pathways to the production of interesting and meaningful work in a context where the cachet of originality is excessively valued.
Currently, retrofuturism primarily refers to the contemporary artistic imitation of early futurist design styles which a stylistic approach that combines retro aesthetics with a technologically imbued futurism, typically reflecting early artists’visions of the future as a kind of parallel reality to the actual world. It constructs an imagined past through the futurist aspirations of specific historical eras (particularly those shaped by the First and Second Industrial Revolutions), or through extrapolated or exaggerated depictions of the actual technologies of those periods. Consequently, based on these different historical prototypes, retrofuturism has given rise to a variety of distinct subgenres: for instance steampunk, inspired by 19th-century  machinery and design,typically features steam-powered machinery rather than advanced technology(Oxford University Press,2012).Influenced by the age of steam, typically set in the late Regency, Victorian, and Belle Époque eras; dieselpunk,that combines the aesthetics of the diesel-based technology of the interwar period through to the 1950s with retro-futuristic technology and postmorden sensibilities(Amyett,2011); atompunk, shaped by the nuclear age and predominantly popular in the United States and the Soviet Union, which blends Cold War nuclear technology with the pop culture aesthetics of the 1980s to depict an atomically advanced society, among others.[image: ]
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Retrofuturism incorporates two overlapping trends which may be summarized as the future as seen from the past and the past as seen from the future.
The first trend builds on ideas of futurism, directly derived from the visions of the future imagined by writers, artists, and filmmakers before the 1960s.These futurism is "an early optimism that focused on the past and was rooted in the nineteenth century, an early-twentieth-century 'golden age' that continued long into the 1960s' Space Age"(Guffey,2014).They attempted to predict the future, or did so through serious technological foresight. Futurists took their promise for granted, retro-futurism emerged as a more skeptical reaction to these dreams(Guffey,2014). These futurist visions have been reinterpreted and updated to fit the present, presenting a nostalgic, counterfactual picture of the future—showing what the future might have looked like, but is not.
The second trend is futuristic retro. It starts with the nostalgic charm of old-fashioned art, clothing, and customs, then grafts modern or futuristic technology onto them, creating a mash-up style that blends elements of the past, present, and future. For example, most of today’s steampunk simply applies modern technology to a steam-era aesthetic.
Although retro-futurism does not offer a unified thematic purpose due to the different historical periods and future visions it refers to, what it shares in comm on is a sense of dissatisfaction or unease with the present; retro-futurism provides a nostalgic contrast to this. Such as the German architecture critic Niklas Maak, see retrofuturism as "nothing more than an aesthetic feedback loop recalling a lost belief in progress, the old images of the once radically new"(Niklas,2005,p.117). Bruce McCall calls retrofuturism a "faux nostalgia"—the nostalgia for a future that never happened. 
Obviously, as we can see in many retro-futurist works like Twenty Thousand Leagues Under the Seas, Space Station 76 and 2001: A Space Odyssey. These futurist visions which vastly exaggerate the technological capabilities of a given era and promote the notion that technology is a panacea capable of building utopia reveal a prevailing, unbridled optimism characteristic of societies experiencing rapid technological advancement. In stark contrast, contemporary retro-futurist creators, informed by historical hindsight or even by having directly witnessed the collapse of those once-cherished utopian fantasies, have grown disillusioned with a reality that failed to fulfill the beautiful promises of the past; as a result, a profound undercurrent of pessimism permeates most retro-futurist artistic works. Retro-futurism design can create a strong visual style, which is conflicting and dramatic, while these different visual styles have similar inner spiritual traits: psychedelic, nostalgic and a kind of obscure pessimism. The objects, images and spaces with strong style of times are in subtle contrast to the daily life of today, thereby creating a strong sense of space-time dislocation, surprising, confusing and full of mystery(Jihong, 2019). This pessimistic tendency in social mentality is also reflected in video game series such as Fallout, Bioshock, Bladeruner, Cyberpunk 2077, and Atomic Heart. 
2.THEORETICAL OVERVIEW
Retrofuturism is a philosophical and aesthetic concept centered on "reconstructing the imagined futures of past eras." Its core lies in imitating and reinterpreting early futurist design styles from a contemporary perspective, forming an aesthetic system where the old and new intertwine. As opposed to futurism, which is an artistic movement anticipating upcoming technological advancements, retrofuturism is the remembering of that anticipation(Guffey,2014). 
Futurism as its ideological precursor was an artistic and literary movement that originated in Italy in the early 20th century, a time when industrialization and urbanization were fundamentally reshaping humanity's relationship with the world. Its reverence for what its progenitors perceived as progress ended up fetishizing modern developments (such as planes and cars) with an emphasis on values that were frowned upon at the time, such as speed, technology, and youth. With planes crossing oceans and rockets racing into space, the throttles of scientific and technological progress were pushed even harder as the century sped on. Reflecting on this acceleration in 1920, poet Ezra Pound wrote, “The age demanded an image of its accelerated grimace” (Harlock,2024).
Retrofuturism has two main viewpoints that it stems from either an optimistic viewpoint or a pessimistic view(Rogers,022).
As mentioned above, one trend within retro-futurism is based on the imagination and reflections of past futurism, with its development stemming from technological progress aimed at exploring the mysteries of science. Because it emerges from a rapidly developing and peaceful era, the resulting works and reflections are primarily optimistic in nature.Today, futurism is widely regarded as a speculative optimism of the early 20th century an optimism that persisted in other forms into the Space Age of the 1960s, a time when sci-fi works like Star Trek and The Jetsons were immensely popular, and ray gun-hemed gothic science fiction emerged (Harlock,2024). However, retro-futurism is not always optimistic. When its reference points touch upon the dark histories of World War II or the Cold War, retro-futurism itself can become pessimistic, metaphorical, and dystopian. In such pessimistic retro-futurist creations, technology is often portrayed as the catalyst for humanity's downfall. It has been argued that retrofuturism, through finding hope in the disappointment and dystopia, and using that hope to push towards a brighter future, can be optimistic. Similarly, the visions of utopias depicted in retrofuturistic pieces can re-instill that hopefulness in audiences that have lost it (Davidson,2019).
As a creative practice, retrofuturism existed in some form throughout human history long before the term itself was coined. However, it was not until the 1970s that retrofuturism became an articulated concept and gradually developed into a reflective intellectual current. Its emergence initially stemmed from writers and scholars questioning futurist visions of flying cars and ray guns. Subsequently, in light of the environmental crisis, the energy crisis, Cold War nuclear anxieties, and the seemingly endless Vietnam War, the public began to question whether technological progress would truly improve people's lives in the way futurists had once predicted. By the turn of the new century, as people came to realize that the optimistic prophecies of the past flying cars, nuclear-powered homes had not materialized, they began to look back upon these "lost futures" with a gaze that was both nostalgic and critical.  As Lynn Spigel maintains in her study of the home of tomorrow and a number of sf films, 'much of the current corporate wisdom on technological progress is steeped in a sense of nostalgia, not for yesterday per se but, more specifically, for yesterday's future' (Spigel, 2001,p.382).
Although retrofuturism is typically presented through the recreation of iconic future visions from the past, it is neither merely a fusion of past and future styles, nor simply a pastiche of anachronistic historical styles in the manner of Fredric Jameson’s postmodernism; the complexity of retrofuturism lies in the tension between “retro” and “futurism,” for it is the historical movement of futurism itself that constitutes the true origin of retrofuturism ( Jihong, 2019). Retrofuturism employs the iconic imagery of past visions of the future such as jetpacks, futuristic homes, ray guns, and other symbols of Space Age technological progress because our perception of the future is often tinged with nostalgia for those futures that never came to be. As technology advances, people become aware of the possibility that reality could be entirely transformed; thus, they begin to imagine the ultimate outcomes of such changes that is to say, they begin to imagine the future. When these imaginings and speculations are given concrete form, those forms can be striking and may even evoke intense emotions such as fear. Objects, images, and spaces imbued with a strong sense of their era create subtle contrasts with everyday contemporary life, thereby generating a powerful feeling of temporal dislocation one that is surprising, perplexing, and shrouded in mystery. Their nostalgic quality evokes both warmth and melancholy. It is precisely this complex and contradictory emotional texture that serves as the enduring source of the style’s appeal (Sharp, 2011). Moreover, these nostalgic forms trigger reflection upon profound existential questions.
In practice, the retro character of retrofuturism derives from retrospect, citation, and drawing upon the design contexts of past eras by referencing the imagined futures depicted in period projections or science fiction works; these imagined futures are reinterpreted to fit the present and to offer counterfactual possibilities for the future, or alternatively, retrofuturism employs the aesthetics of vintage styles while introducing technologies that were either extant at the time or speculative, thereby seeking to fuse the past, present, and future together (Harlock, 2024). Consequently, the use of period-appropriate modeling elements constitutes one of the essential means of achieving a retrofuturist design style. Atompunk aesthetics, for instance, make extensive use of the popular styles from their era of origin, namely 1950s America, such as Googie-style architecture, motifs based on atomic particles, planets, or rockets, the incorporation of jet-age elements, and automobiles with prominent tailfins. "Space Age design is closely tied to the pop movement ... the fusion of popular culture, art, design, and fashion"( Elder,2005).
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Beyond employing specific elements of period modeling to articulate the design theme, the characteristics of color, texture, and light within a product or environment also exert a significant influence on the emotional expression and atmospheric creation in retrofuturist design. Two categories of color appear in retrofuturist design: vibrant hues and metallic tones; both highlight and emphasize the artificial nature of materials, reflecting a fundamental characteristic of human life in the industrial age.
3.Metropolis(1927)
It is important to note that, although Fritz Lang’s 1927 film Metropolis is sometimes categorized today under the retrofuturist subgenre of steampunk due to its aesthetic style, strictly speaking it does not qualify as a work of retrofuturist cinema. For Metropolis appears retro only in relation to the contemporary era by virtue of its age, whereas at the time of the film’s creation in 1927, its aesthetic was unequivocally futurist. However, as mentioned above, retrofuturism is a concept that emerged from the retrospective summation and critical reflection on the futurism of past eras. Therefore, the contrast between Metropolis which representing the optimistic side of futurism and Fallout which as the representing the pessimistic side of retrofuturism serves as an interesting case study in exploring how retrofuturist aesthetics articulate contemporary social mentalities.
The story of Metropolis set in a dystopian city in the year 2026, Metropolis tells the story of Freder, the son of the city’s ruler, and Maria, the spiritual leader of the workers, as they strive to bridge the class divide and reconcile the laboring class with the city’s ruler, Joh Fredersen. The film concludes with an intertitle articulating its central thesis: “The mediator between head and hands must be the heart.” The narrative of Metropolis is deeply rooted in the cultural context of World War I and the Weimar Republic, as Lang explores industrialization and mass production two developments that profoundly shaped modern warfare while simultaneously engaging with Weimar-era perceptions of American modernity and reflecting upon fascism and communism (Kaes, 2009). To a significant extent, these reflections are conveyed through the film’s visual imagery. 
In Germany at the time,World War I had placed a tremendous burden on civilians.It is estimated that between 100,000and 250,000(Howard,1993). Immediate post-war industrial production fell to the levels of the 1880s, or 57 percent of its value in 1913. The 1919 per capita GDP was only 73 percent of the comparable 1913 figure(Boldorf,1914).After four years of war and famine, many German workers became disillusioned with the capitalist system and looked forward to a new era of socialism or communism. It was only between 1924 and 1929 that the Weimar Republic achieved relative stability. In Germany, this period is known as the "Golden Twenties." It was characterised by internal consolidation, a relaxation of foreign relations, economic growth, and a resulting reduction in social unrest. The stability was partly borrowed and, in the end, only superficial(Longerich,1995,p. 145).The economic consolidation following the hyperinflation came largely at the expense of the working and middle classes. The eight-hour workday was weakened or abolished in many cases; the civil service suffered large-scale job cuts and salary reductions; and the rationalisation and concentration of large enterprises continued, squeezing many small and medium-sized businesses out of existence. Savers and creditors affected by inflation received virtually no substantial compensation(Mommsen, 2001,p. 234). Meanwhile, industrialization was advancing rapidly, and the tensions between the working class and the bourgeoisie were becoming increasingly pronounced.
[image: ]This class antagonism is concretely and exaggeratedly manifested in the film: the wealthy reside in soaring skyscrapers, portrayed as a pristine, heaven-like realm of leisure and luxury. Director Fritz Lang once remarked in an interview that “this film was born from my impression of the skyscrapers of New York when I first saw them in October 1924,” recalling, “I looked at the streets, the glaring lights, and the towering buildings. It was then that I conceived Metropolis” (Minden & Bachmann 2002, p. 4). Thus, the design of the skyscrapers in the film was heavily influenced by the prosperous, affluent Manhattan of that era, and accordingly, the Art Deco aesthetic of American skyscrapers became symbolically equated with wealth, progress, and clean. The New Tower of Babel in the film
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In stark contrast, the workers who actually operate the machinery sustaining the city are confined to the catacomb-like underground cramped, squalid, and grim where they toil mechanically day after day. The machinery depicted in these subterranean sequences incorporates numerous totemic and Gothic elements, portraying the machines as monstrous, gaping maws that consume the workers, juxtaposed with the workers’ synchronized, mechanized movements. Beyond directly illustrating the exploitation and oppression of laborers in industrial society, these visually potent images also encapsulate a pervasive cultural anxiety about technology prevalent at the time.
[image: ]
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The film reveals a deep-seated anxiety within the modern male subject confronting technological modernity: a simultaneous desire to control technology (as embodied by the inventor Rotwang) and a profound fear of being subsumed or consumed by it. This anxiety is symbolically articulated, moreover, through the demonization of femininity in the figure of the robotic false Maria. The film extensively draws upon biblical narratives for its key scenes: Maria’s first speech to the workers invokes the Tower of Babel as a parable of the division between intellectuals and laborers, while Freder’s hallucination envisions the false Maria as the Whore of Babylon astride a many-headed dragon, thereby overlaying this futuristic narrative with a distinctly primal, religious atmosphere(Huyssen,1981).
Therefore, although Metropolis is set in a future a century ahead of its time, its depictions whether of the Art Deco skyscrapers of the wealthy district, the Gothic underground caverns of the poor quarter, or the futurist automaton of the false Maria were profoundly shaped by the overt and latent social mentalities of its own historical moment.
However, although the visual elements in Metropolis so explicitly depict the social contradictions of its time, both the story's resolution in which Freder mediates the conflict between the bourgeoisie and the working class and its central thesis that "the mediator between head and hands must be the heart" reveal a shared social mentality: namely, that in the futurist creations of that era, what was primarily expressed was an optimistic belief that the future would inevitably become better.
4.Fallout Series
Fallout is a classic series of computer role-playing games developed and published by Black Isle Studios and Interplay Entertainment. Interplay originally intended to make the game a direct sequel to the 1988 role-playing game Wasteland, but due to licensing issues, it could only become a spiritual successor(McLaughlin,2010). The team drew inspiration for the game's retrofuturist art style from literature and media related to the 1950s and the Atomic Age. The game is set in the 22nd century, yet its story background and artistic style are deeply influenced by the nuclear anxieties of the 1950s(Dransfield, 2018).
The historical perspective of the Fallout series is built upon the concept of "golden age science fiction." The game takes place in an alternate history version of the United States, meaning that the year 2077 in the Fallout universe is, in fact, the 2077 envisioned by people in the 1940s and 1950s of our own reality. Unlike our own world, this civilization realized the techno-utopian visions depicted in mid-20th century American popular science fiction and futurist public exhibitions. Players traverse the ruins of Washington D.C., Las Vegas, and other locations, encountering the remnants of a destroyed world. In this setting, what William L. O'Neill termed the "American High" a post-war American consensus characterized by the belief that society was fundamentally good and that anything could be achieved with sufficient effort persisted not merely until the mid-1960s but all the way until 2077, when it was destroyed in a nuclear war with communists.reflects that, during the era in which the Fallout series was created, American society still harbored a lingering fear of communism and nuclear deterrence stemming from the Cold War(November, 2013). The series' iconic line, "War. War never changes," encapsulates this sentiment.
The retrofuturist visual construction of the game is primarily divided into two parts. The first is the pre-war United States, built upon an atompunk aesthetic and inspired by golden age science fiction, comic books, and popular culture such as rockabilly and jazz a world of immensely advanced technology yet one shadowed by the fear of communist nuclear deterrence. The second is the post-apocalyptic wasteland constructed after the war, a world formed by blending visual elements of steampunk and biopunk with the doomsday-themed comic books and films popular at the end of the century. According to designer Chris Taylor, they took major inspiration from the the novel A Canticle for Leibowitz and the films Mad Max 2 and The City of Lost Children(Taylor,2022).
Atompunk constitutes a crucial element in the depiction of high-tech bases, towns, and Vaults within the game, also serving as the underlying foundation of the wasteland. In the world depicted in Fallout, many of the technologies optimistically predicted in the mid-20th century have been realized: laser guns, talking robots, fission engines, and cybernetic prosthetic medical devices are ubiquitous. The popular design elements prevalent in the 1950s are also seamlessly integrated into the game's environments. These include Googie-style architecture characterized by upward-sloping roofs, curvilinear geometries, and the bold use of glass, steel, and neon; posters and signage incorporating elements such as boomerangs, flying saucers, atoms, parabolas, and other free-form motifs like the "soft" parallelogram; automobiles with enormous tailfins, merging iconic aircraft structures to convey a sense of speed and power, alongside rocket wreckage; and electronic devices built from transistors. The team drew inspiration for the game's retrofuturist art style from literature and media related to the 1950s and the Atomic Age, particularly the 1956 science fiction film Forbidden Planet and various optimistic Cold War posters items reportedly cherished by Fallout's art director, Boyarsky (Pitts, 2012). These stylistic elements reflect American society's fascination with the Space Age at the time, as well as the market's emphasis on and celebration of futuristic design. These visually evocative period-specific elements thus fully demonstrate the nostalgia and yearning felt by creators in the post-Cold War era for the golden age of the pre-Cold War period a time brimming with wildly imaginative, optimistic visions of the future and the American Dream propagated during that era.
Post-apocalyptic fiction is a subgenre of science fiction, science fantasy, dystopia, and horror that focuses on the technological civilization of Earth being in a state of collapse or having already collapsed. By the end of the first half of the 19th century, even before the publication of Mary Shelley's novel The Last Man, doomsday-themed fiction had already emerged (Booker,2009). Following World War II, such works became widely popular as the advent of nuclear weapons and the potential for global annihilation began to enter public consciousness. This precisely corresponds to the nuclear anxiety lurking beneath the utopian imaginings of the Atomic Age as depicted in Fallout.
The period from the late 20th century to the early 21st century, during which the Fallout game series was created, was an era marked by the recent end of the Cold War following the dissolution of the Soviet Union and a tumultuous international landscape. Having experienced economic crises such as the 1973 oil crisis and the 1987 stock market crash, witnessed the devastation wrought by the Vietnam War, the Gulf War, and the Iraq War on society, and observed the rise of terrorism, anarchism, and esotericism, the creators found themselves disillusioned with a social reality that had failed to realize the beautiful fantasies of the past, falling into a pessimistic mentality that saw no clear path forward for the future. It was precisely this disappointment with past futurist imaginings that led them to adopt retrofuturism as a means of re-examining and critiquing the blind optimism of the past. Retrofuturism leverages our fixation on the future to create a world that is simultaneously familiar and strange; in turn, it cleverly capitalizes on our nostalgia and anxieties (Harlock, 2024).
In conclusion it is easy to understand why the main stage of the Fallout series is set in a post-apocalyptic wasteland following a nuclear war. The visual construction of this wasteland, beyond inheriting the stagnant Atomic Age ruins from the pre-war era, incorporates numerous new visual characteristics. In the wasteland of the game world, although humanity has endured a catastrophic calamity that has destroyed almost everything, there remain high-tech Vaults that have been preserved, organizations willing to rebuild the structures of civilization, and tribes of feral madmen who have completely lost their humanity. On this level, humanity in the game can be said to be preparing for a second Industrial Revolution a premise that aligns closely with the visual aesthetics of dieselpunk. Survivors utilize rusty, dust-covered materials found across the wasteland to rebuild a world with steel and oil, a world that lags far behind the futurist fantasies of the Atomic Age. It is filthy, chaotic, primitive, and wild. More importantly, this technological regression perfectly expresses the creators' pessimistic outlook.
It is evident that the advanced, pristine Atomic Age world of the pre-war era representing positivity and optimism stands in stark contrast to the filthy, primitive dieselpunk wasteland of the post-war era. Through its retrofuturist aesthetic, the work expresses a pessimistic social mentality regarding future development, thus contrasting sharply with Metropolis, which concluded on an optimistic note.
5.Conclusion
This paper analyzes the retrofuturist aesthetics in the Fallout video game series to explore how contemporary artists and designers, through the reconstruction of time, memory, and archive, present contemporary social mentalities while drawing comparisons with historical visions of the past.
The study finds that retrofuturism is not merely an imitation or pastiche of past styles, but rather a critical and reflexive creative practice. Centered on the concept of "looking back at past visions of the future," it constructs a sense of temporal dislocation that is "both familiar and strange" by reimagining the techno-utopian visions of specific historical periods particularly those of the two Industrial Revolutions and the Cold War era. In this process, creators leverage nostalgia and historical hindsight to express disappointment over "unfulfilled promises of a better future" and a pessimistic attitude toward the present reality.
Through a comparative analysis of the 1927 film Metropolis and the Fallout series, it becomes evident that although both works are deeply influenced by the social contexts of their respective creative periods, the social mentalities they convey are markedly different. While Metropolis depicts class antagonism and technological anxiety, it ultimately expresses an idealistic optimism through the notion of "the heart as mediator." In contrast, Fallout creates a stark visual juxtaposition by employing atompunk aesthetics to depict the pre-war "golden age" and dieselpunk aesthetics to construct the post-war wasteland, thereby revealing the creators' profound skepticism and pessimistic outlook regarding technological progress and the future of civilization.
In conclusion, in contemporary retrofuturist works such as Fallout, the most iconic and satirical historical elements are deliberately employed to construct narrative worlds, serving as a critique of the unfulfilled utopian promises of the past. Such works not only represent a retrospective gaze at past visions of the future but also function as metaphorical reflections on contemporary social realities, embodying the complex emotions of both creators and society in the face of technological development and the failure of historical promises to materialize.
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