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iinteraction between cinema and architecture in the past. More recent research shows
ithat the manifestation of architectural styles in cinema has been studied to a limited
i extent. Few people have studied how to use architecture in cinema and also to create a
i place for the ideas of architectural designers to appear. The majority of research in this
;farea has been disseminated through articles in art and film magazines, which have been
i more beneficial to filmmakers. However, this article aims to produce practical results that
i can be utilized by architects, including designers. When analyzing the use of architectural
i elements in futuristic films, the focus is on examining the items utilized by filmmakers
§and stage designers. After identifying the architectural items used, the issue of their
i compatibility with futuristic styles is evaluated. To accomplish this, an analogy was made
iwith the field of archaeology, which coincided with the emergence of futuristic films
iand placed significant emphasis on humans and their critical choices. The present study
examines the relationship between architecture and cinema from a reference perspective
iin the type of architectural presence in cinema. The type of films reviewed in this article
iis futuristic, considering the research intentions and focusing on examining architectural
i items, after an overview of different cinematic styles, according to the context of the event
{in futuristic films. This cinematic style is chosen because the interior location is typically a
f}futuristic residence.

ETHODS: The research method utilized in this study is a relative kind of correlation
: method. In this approach, the relationship between variables is investigated
ibased on the research objective. A homogeneous collection of 24 science fiction films,
i chosen from among the top-rated films in the history of cinema, were analyzed from
Ethe perspective of reputable websites that focused on futuristic films. The films were
i categorized and reviewed as part of the study. In this study, the researchers analyzed the
i content of film sequences using architectural styles identified through library and Internet
i research. Important sequences and frames were selected for analysis, and a questionnaire
éwas developed. The questionnaire was distributed to architecture students, graduates,
iand professors to collect their opinions. The results were then analyzed and reviewed.

INDINGS: After analyzing the collected data, the researchers identified five main
;0 architectural factors that create a sense of presence in the future. These factors include
ithe use of specific materials and colors, the presence of massive singular buildings and
i spatial structures, the scale of the buildings, mixed-use buildings with symbolic meaning,
and a return to traditional architectural styles. The results of the research indicate that 88%
i of the 24 films analyzed contain sequences depicting futuristic architecture, indicating a
i significant presence of such elements in science fiction movies. The analysis of the research
i results reveals that architecture has a significant presence in futuristic films compared to
éother factors. However, this presence is not always very prominent. The use of materials
iand the creation of large buildings are the two most commonly used architectural factors

https://dx.doi.org/10.30475/isau.2023.248688.1518

* Corresponding Author:
Email: s.molanai@uok.ac.ir
Phone: +98(87)33662965



https://orcid.org/0000-0003-1228-0882
https://orcid.org/0000-0002-3099-0872
https://orcid.org/0000-0002-9988-1930

Sense of Presence in the Future; The Manifestation of Futuristic Architecture ...

Fattahi, M.N.; Ghaslani, N.; Molanaei, S.

Extended ABSTRACT

?in these films. The use of cold, lifeless, and often metal materials is also a prevalent feature
{ of futuristic architecture in these films.

ONCLUSION: The research results confirm the hypothesis that futuristic architecture
has a significant presence in science fiction films, with a combined total of over 88%

i between films that feature purely futuristic architecture and those that incorporate a
i combination of styles. The analysis of the most successful films reviewed revealed that
%the most effective factors were the use of huge monoliths, unusual metal materials,
i scale, and spatial structures. These factors were found to be present in at least one of the
i scenes analyzed in 92% of cases, indicating their significant impact on the overall futuristic
i atmosphere. The film industry is an important platform for architects to express their
ideas and showcase non-executed designs. Science-fiction films are created by filmmakers
ito give audiences a glimpse of the future, including architectural styles. Therefore, it
i would be beneficial for architects to advise and collaborate with filmmakers in creating
§futuristic films. Additionally, the definition of architecture needs to be reevaluated, as it
{is not solely about constructing physical structures for human habitation but also about
designing virtual spaces for avatars to inhabit in the digital realm.

{ HIGHLIGHTS:

i - From the perspective of how to use the works of architects in cinema and also to create a
i place for the ideas of architectural designers, the present study is an innovation.

i~ The method used in the research, while using the correlation method of the relational
type, has used a visual questionnaire designed by the authors and specific to the research.
i - To create science-fiction films, filmmakers use futuristic architectural styles to instill a
i sense of audience presence in the future, using the advice of architects.
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Fig. 4. Sant Elia designs for future cities
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Table 1. The combination of futuristic and non-futuristic architecture in futuristic films
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Table 3. Abundance of emphasized architectural options related to futurism in movies
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Fig. 9. The Stark Tower in Avengers, an example of archeological architecture in cinema, taken from the movie

Fig. 10. Huge settlements and vehicles used by futurists, taken from the sixth episode of Star Wars

Fig. 11. Special use of colors and lights in the cold
spectrum in the interiors of the spaceships of the fifth
episode of Star Wars
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Fig. 12. Large-scale buildings, an example of futurism in the film “Inception”, taken from the movie

Fig. 13. The inhuman scale of the buildings in “Metropolis”, taken from the movie

Fig. 14. Symbolism and a return to the past in “Metropolis”, taken from the film
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Fig. 15. Large yellow metal scale futuristic vehicles in
episodes 4 to 6 of “Star Wars”
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Fig. 16. Pie charts of futurism in futuristic movies and the extent of archeology in them
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Fig. 17. Chart bar comparing the options used in the movies
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Fig. 18. Diagram of the frequency of emphasized architectural options related to futurism in movies

32. Aliens (1986), James Cameron.

33. Alien (1979), Ridley Scott.

34. The Terminator (1984), James Cameron.

35. Terminator 2: Judgment day (1991), James Cameron
36. Star wars: episode IV — A new hope (1977), George
Lucas.

37. Star wars: episode V — The Empire strikes back (1980),
Irvin Kershner.

38. Star wars: episode V1 - Return of the Jedi (1983),
Richard Marquand.

39. Inception (2010), Christopher Nolan.

40. Gravity (2013), Alfonso Cuarén.

41. The Matrix (1999), Andy Wachowski & Lana
Wachowski.

42. The Matrix reloaded (2003), Andy Wachowski & Lana
Wachowski.

43. The Matrix Revolutions (2003), Andy Wachowski &
Lana Wachowski.

44. Metropolis (1927), Fritz Lang.

45. WALL.E (2008), Andrew Stanton.

46. Blade Runner 2049 (2017), Denis Villeneuve.

47. Mad Max: Fury Road (2015), George Miller.

48. Interstellar (2014), Christopher Nolan.

49. Stark

10. Zhiga Vertov

11. Vesvold Podefkinn

12. Alexander Davjenkov

13. Expressionism

14. 2001: A Space Odyssey (1968), Stanley Kubrick.
15. Star wars

16. Star trek (2009) J.J. Abrams.

17. Arcology

18. Paolo Soleri

19. Arcosanti 5000

20. Lean linear city

21. Nudging space

22. Two Suns Arcology

23. Original arcology

24. Blade Runner (1982), Ridley Scott.

25. Equilibrium (2002), Kurt Wimmer.

26. Matrix

27. Aeon Flux (2005), Karyn Kusama.

28. The Avengers (2012), Joss Whedon.

29. The Avengers: Infinity war (2018), Anthony Russo, Joe
Russo.

30. The Avengers: Endgame (2019), Anthony Russo, Joe
Russo.

31. Back to the future (1985), Robert Zemeckis.
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