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Abstract

There are moments in history where what was coraidstable and safe
starts to lose its protection value. Fears areasele@ and architecture and urban
design have to provide answers. Starting from thesl, particularly the 60's
suburban residence, moves into the 70's marketedwélsly-paradises
Commercial Malls and it reaches to the concepthef gated-city/community,
which arouses today as the safest place to st&y;ptper examines these
shelters through horror films. By examining themgle structure (people under
attack, fortifying themselves into an edifice) ianoection to the historic and
social context as well as the urban and architeghalicies, the paper tries to
define this instinctive quest for a shelter. Esplégiin the last decade fear has
been a basic instrument to control people's relatoth public space, as
symbols of a whole society slowly fail, we try mrtress our space; we crave for
order and security.
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Introduction

Every generation has its own fears. Events andtsitos may lead to similar
terrifying emotions in large groups of people, despdifferent cultural
backgrounds. These phobias urge a need of seaititgncing our behaviour,
our reactions to the world and resulting to spatfnges. Afraid of possible
“attacks” we seek for a shelter or a fortress amdtmnsform our space, with
intense alterations on the limits of the privatd #re public realm. As Nan Ellin
(1997) describes until the end of modernity urbdmmping and architectural
practices seemed to have the time to come up wslvers to everyday fears;
but since the 60’s there is an ongoing tranfornmatmf our fears and
disquietudes. In fact Brian Massumi (1993) desecriingr times as “the epicentre
of a constant crisis”; a crisis which, during tlastlmonths, becomes more and
more obvious. Still urban design and architectoyad answer these fears and a
“Form Follows Fear” logic arises (Ellin, 1997).

The use of cinema in order to observe urban phenangnot a new idea.
Cinema has been directly connected to modernitythto human and social
movements, always being a result of events andruat circumstances (Stam,
2005). The same happens with the rarely recogniwetor genre, as people



rushed into the cinemas from the very beginningamdy to laugh or cry but as
get scared as well. Through time more and morerigteand critics discover
what may lie behind the violent images (Deliolai@0Q7)

There are moments when horror cinema managed tosenpself no matter
how hard critics and cinephiles tried to cast it. Mhile in general these films
are based on the shock value and a series of egp@adtives try to make
audiences jump back in their seats, there are fimat managed to reflect on
their monsters realities and everyday fears, ssm@sthe initial shocks and
actually scaring spectators. As happened with hditevature before, cinematic
fears don’t come on their own, the narration anel ¢imematic elements go
beyond simple shocks; they address the spectd&atful memories and social
truths (Deliolanis, 2007). Especially horror moyi@®m their roots in German
Expressionism of Dr.Caligdri put space on the first spot. In these movies
architecture is not just an additional elementhmcontrary it participates in the
emotional process; the set-pieces are not a baskdrdout they enter into the
cinematic experience and are intergraded into mc{isner, 1952)

The paper uses the horror film genre in order tlmfiosuch changes in the
limits of safety. More specifically | refer to Gem Romero’s Series of the
Dead and the way the director projects on supernafesak terrors that exist in
our social realities. These five movies work a®agoing scenario, placed each
time in a new era, starting from the raging 60’d amaching the actual critical
days. There is the same basic plot - a group oplpeunning away from
carnivorous zombies — every time though there ameschanges that connect
the films directly to their time, changes deteatedobur fields: The composition
of this group of people, the image of the zombihs, place the heroes try to
hide and the way this space is filmed.

heroes us
the living dead virtual threat
the shelter homely
visual cinematography

! Das Kabinett des Doktor Caligari, 1920, directgdRobert Wien, written by: Hans
Janowitz, Carl Mayer, Germany, 71’

% The series of the dead consists of the five filvith the living dead directed and written
by George Romero: The Night of the Living Dead @960o-written with John A. Russo),
Dawn of the Dead (1979), Day of the Dead (1985)d laf the Dead (2005), Diary of the
Dead (2008)



Most of Romero’s analysts stay on the social dineenand rarely mention
the spatial relations (Lightning, 2000; Harper, 2005till the spaces in these
films are not randomly chosen. While one can spsgrées of demonizations of
various groups of people (the obstacles for thenbay promised by politicians
and advertisers), still the most interesting elemen the way Romero
incorporates in his films characteristic architeatwand urban phenomena: from
the idealized suburbs of the 60’s and the eartldsagises of shopping and
entertainment malls to underground shelters fropossible nuclear attack and
the gated communities that impose their presertee thle 90's. Romero’s films
deconstruct these fabricated shelters proving thmpuissance to actually
protect from the real dangers.

By placing Romero’s movies in their historical bgotund and following
the parallel urban and architectural practicey tarsense the relation between
fear and space. A series of phenomena that raglicainge the image of the
city, as they attract the urban public that hagestademonizing, apart from the
various minorities (in a great variety of discriraiions), the city itself.

Attacking the house

In 1968 a small-budget film entitled The Night dfet living Dead is
released; four decades later the cinematographersethe list of the most
important directors (Akstoglou, 1998). These are days of John Kennedy’s
assassination, the end of the new utopias, theé @igonspiracy theories and
McCarthy’s black lists, which underline the dangén pure American “turning
red”. In the beginning of the Vietham War the gaoweent and the army is
guestioned, in addition the struggles for racights and the assassination of
Martin Luther King push the dispute to the limikdgssumi, 1993).

It's the peaceful days of suburbia. After a finah@rash and another World
War, it's the time of the baby boom and the demfmchousing rises up. The
cities reach to their limits and start declinindieTmedia promote the typical
American household of the house with the gardetirfgpghe nuclear family of
a mother, a father, two or three children, a car amlog. Various financial aids
from the government motivate the transfusion frowe ¢ity to the suburbs. The
new pure suburbs that are not available to everyibiey are an investment and
multiracial neighbourhoods are not attractive irsexretly but clearly racist
society. The white middle class family moves awlagaving the old housing
stock to be bought or rented by the “coloured”, 8panish, the single-parent
families and the poor. (Ford, 1994)

Modernism, in an effort to order space, left outcofhsideration the urban
density, mixture and succession of various functioAs a result we had a
dismantled wurban tissue, divided communities, docdscrimination,
degradation of women, public space and environneamd an aesthetical



#® the dead

& living

living - the stranger
The caged heroes in the suburban house of the Nighe Living-Dead

monotony (Vidler, 2000); minor issues compared e fact of the WASP
family re-discovering nature and having the perfegighbours, away from the
immigrants and the contaminating urban streetslatsd houses in big
residential areas, offer a simplified and peacefaly of life, away from the
boiling centres. (Baxendall, Ewen, 2000)

It's no surprise then that the seven heroes in Night of the Living Dead
run for cover in an isolated suburban house aetige of the city. Seven people
enclose themselves in this house in order to béeged from the dead that
came back to life with cannibalistic tensions. Ttlearacters are based on
stereotypes: the helpless girl, the young Amermaumple representing hope, the
American family that rejects all the others andhisaid of anyone different —
zombie or not — and finally Ben, the rational guyons faced with fear because
of his colour. Ben is the actual hero of Romerdis;f he is the only one who
manages to survive the attacks and is the viewlass hope of survival.
Unfortunately he is a pre-defined enemy and astitleorities watch him getting
out of the house, automatically consider him a zenamd shoot him dead. The



possible “happy ending” of the menace being ovebesrayed by people’s
prejudices (Lightning, 2000).

Prejudices and fears are further enforced by tbaization of the living-
dead. The zombies’ image is not grotesque; on ¢th&ary they wear everyday
cloths and look normal with a bizarre way of watkirBasically they are our
transformed neighbours and relatives and the disbim between friend and
enemy is really blurred (Dillard, 1987). Additiohathe fact that there is nearly
no effort to scientifically or supernaturally explaheir apparition underlines
the feeling that the enemy is not out there. Welageenemy.

The hut in the beginning protects, especially aglas it is lit, but even if
successful in keeping the zombies outside, it capnatect you from the ones
inside. The seven of them irrationally suspect eattter and the dreamer’s
house is turned into a cage, which only temporaitgludes external danger.
Romero edits with short shots, continuous chanfesews, and a rapid, sharp
rhythm disorientating the viewer. The camera regigitis placed on a strange
angle succeeding in shocking the viewer and atsdrae time exhibits the
difficulty of the people to move into the house&mow limits. Moreover these
angles leave no space for the hypothetical viedestabilising simultaneously
the universe inside and outside the frame. On dmérary the shots of the TV
are symmetrical and calm, transmitting a senseopffart and credibility, even
if presenting fake information (Dillard, 1987).

When the lights go out, the dead attack and thedsehaving spent so much
time on sealing their space, have no escape rodted. like the LA fire
department’s reports that underline: most of thasks in LA don’t have the
automatic unlocking mechanism demanded by law |treguto a series of fires
that burned whole families, trapped by their owcusity systems (Davis, 1999).

heroes the family, the young couple, the
weak girl, the stranger

the living dead everyday people, not distinguisaabl
the shelter the archetypical house
visual Strange camera angles, tight shots in

contrast to the calm and relaxed tv shots

The safety of consumption

During the decade that separates the Night fromOd&n of the Dead, the
background dramatically changed. Hippies, studermivements, antiwar
protests, a constant doubt for the authorities: wioeld needs something to



believe in. The answer is the products. The workat@ss doesn’t stop in
guantity, needs quality of life. Consumption was thest to way to control a
society with its fundamental principles fading. Thati-racial, feminist and
gueer movements doubt the traditional principleg,tbey never attack product
acquaintancgMassumi, 1993).

While in the distanced suburbs existed shops faicbaeeds, the luxury
products remained downtown. Big shopping malls @énedmulti-stores came as
an answer, following the industrial revolution’sndend for mass production,
mass distribution and mass consumption. While thea iderives from the
Parisian Arcades, there is a huge ideological §hp.narrow commercial streets
offered luxury products for the wealthy, but thegmained approachable by
anyone, making possible the encounter of varioosigg. On the contrary, the
new shopping malls target on consumption and dbse#& doors to the urban
tissue. When technology allows it - thanks to tlrecanditioning systems-
openings to the outside disappear (Ford, 1994) th& post '68 days, when the
cities were identified with riots, marches and pst$ in a global level. The
government’s efforts to decentralize and dividertieesses are more intense with
more obvious the example of the universities realonaoutside the cities. (Ellin,
1997)

The huge commercial spaces seem to replace pyidmesand at the same
time they are full of exclusion signs, preventihg entrance of the “stranger” of
an inferior class. Usually architects and theaesid to neglect the ways built
environment provokes discriminations, the variotmugs of outcasts get a clear
message (Davis, 1999). In the big Malls the visemerges in an earthly
paradise, detached from the previous urban expmri@vioraitis, 2006), a place
where he won't have to face the annoying “otherheve entertainment and
shopping is protected and abundant. Access is nbbbcharge and always
controlled (Rifkin, 1999).

The enormous shopping and entertainment malls ewben located
centrally, strip off their streets elevations, @sahg any public activity in the
controlled interiors. The consumer is left into l@arthly heaven, safe and
protected. The suburban family finds anything ndedithout making the trip to
the city (Ford, 1994). The right to the city canbmeight, or to be more precise
can be loaned.

In the second film Romero makes it clear that thengy is us and opens to
the zombie conquered city. He shows zombies ofyeage, social and financial
group, zombies that become more and more repugsidegraphic. Still, in the
first scenes, the policemen are unable to distsigthe new threat - the dead-
from the usual scapegoats -the immigrants (Grifg@03a). After surviving
some attacks, two policemen and two reporters leswva helicopter heading
away from the decaying city. They arrive in a shogpMall, where some



zombies walk around:It's an instinct, a memory. They just keep doingaitv
they used to’mentions one of the characters. Instantly thek litee doors,
secure a part of the edifice and they start to aepkheir heaven, full of
products, forgetting the rest of the world.

|

f the polluted city of the dead

® the dead
E 3 the pirates

E3 the living
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From the city to the shopping mall, spatial relasion the Dawn of the Dead

=
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Romero films the mall in a complete different wagn the suburban house.
His shots are open and the cameras are lifted esigig the size of the
building. The close-ups are limited to the peopid ¢éhe numerous doors that
simultaneously protect and remain possible pasdagd¢se enemy. Despite the
size permitting to the heroes to move, the spadeey®nd human scale and
seems incontrollable.



Once more destructions are caused by people thessseAs a group of
“street-pirates” run for cover to the mall, the fdweroes prepare for a fight, to
protect their “rightful property”. The pirates bkean and the zombies follow.
Apart from the gory images, what really shocksthgescenes with the zombies
walking around, which are too similar to a Saturdagrning in the malls:
people wondering around, concentrating whereveretigan attraction (in this
case human flesh). The consumption society sh@awsamnibalistic tendencies
and the two last survivors escape by helicoptahaut knowing how much fuel
they got or where to go.

heroes a couple (a reporter and a pilot), two
policemen

the living dead from every class, more graphic and
gory

the shelter A commercial centre, in contrast to

the block of apartments in the beginning
that ends up being a death-trap

visual Long shots, underlying the size of the
edifice, close-ups to the people and the
doors

Underground shelters and invisible fears

During the ‘80’s fears are not obvious. Politicahges do not happen in the
spotlight and the crisis is something we startite Wwith, just postponing. The
spatial utopian premise of the modernists’ ordedt #re warmth of the 60’s
suburbs are long gone. Probably that's why Romerbis third film tries to
make more clear parallelisms. In 1985's The Daytleg Dead Romero’s
zombies personify the invisible fears of a cold warclear attack and the
sexually transmitted diseases - especially AIDSq3diani, 1993). Their image -
so similar to Hiroshima photos- and the pollutedobl mythology sketch the
allegory. Moreover the living are divided into saists (trying to find a cure of
this zombie disease), soldiers (who appear as bi@ldsagainst chaos, the
promise of order), and a couple of citizens losbaghthe games of power
(Griffin, 2003b).

In the third film the limits of safety subvert sj@trelations. The dead walk
in the cities and the living hide underground, shéety plan in case of a nuclear
attack. Space seals tightly, there are no windomd e cinematography
underlines the claustrophobic atmosphere: constasé ups, people surrounded



by walls and an anaemic lighting. Specialists immawour psychology after
conducting experiments with rats have concludetidahahe rats enclosed under
similar conditions of inaction and incapability e§cape ended having maniac
crisis and mangled each other (Davis, 1999). Inetig the zombies invade the
underground shelter, after a crazed guy lets tmerstill most of the living have
been already killed each other.

# living - soldiers
s living - scientists
living - citizens

¢ dead

city

entrance

military base

science lab

shelter

.
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The dead rule world and the underground shelténeDay of the Dead

The third film still stands as a weak link: neithiee phobias described were
part of everyday life; neither the shelter desatibbas something too familiar, in
order for the deconstruction to really destabili@riffin, 2003b) Still in our
times of climate changes, and the underground amigin promoted as an
ideal solution, Romero’s and other storytellersderground shelters move from
the imagination realm to our actual reality.

heroes soldiers, scientists, citizens
the living dead Desease, nuclear consequences
the shelter underground shelter
visual Tight shots, close-ups behind various
kinds of walls, long shots in the deserted
city



Crisis and gates

Twenty years later we arrive to the days of thestamt crisis, everything is
doubted, but the capitalistic system knows hovake tadvantage. The capitalist
cycle, of an inevitable periodical crisis, is salv&y the perpetuation of the crisis
without loosing profits. There is no pre or posastr period, we just close our
eyes and care for our personal bliss, leadingeaitifdebit, while inequalities
become more intense (Massumi, 1993); inequalitieat tead to further
insecurity and more and more people craving fotgmteon from a world ready
to explode.

From the fortified houses and malls we move toftiréfied communities
and cities. Post '68 the roads have been the sairpeoblems, and the moto
“The government won't surrender to the streets”r{iddn, 2001) is the way the
authorities decide to confront the raging massé® fEchnological evolution
permits the expansion of controlled spaces, whieavNJrbanism offers the
needed theoretical background. The New Urbanishear-traditional Urbanism
despite opposing any kind of enclosing, promotee ‘tstable and original
principles of the past” in combination to new teslogies, looking forward to a
new utopia. Its ideas deny cultural differences dedd to residential
developments unable to easily host more residéRéss, 2000)

Argentine, Brasilia and Mexico are full of gatedbstbs, while in a lot of
Asian countries new city departments are createmtder to host the foreigners
working there; benefits that attract investors anthpanies, as they forbid the
penetration of the “third world environment”. Highend middle classes
demand more protection from the decaying city strefeel safe only in their
properties and they retrieve from any place “withouwder”. Today 3 out 4
people in the USA want to live in a gated communégd the phenomenon
expands globally (Rifkin, 2000).

Gated communities don’t just sell a house, but & wé living, they
represent more a style than neighbourhoods wheualggeople live. Anyone
who doesn’t have the financial means or the presiigenter the gates is left
outside in the “hostile” environment. The remainWASPs in the cities or the
declining suburbs, blame the immigrants and theidmers for the decay of
their areas and not the ones that left these &wesdswly rot. (Davis, 1999)

The notion of the public open space is blurred gnedsocial interaction is
limited to a minimum. Fear of violence, crime ahe thostile other” is enough
to justify any strategy of social exclusion andhtgy violation. The suburban
house and the malls are not enough to protect. Antlo& houses and the malls
there is fear; fear is the linking part of the radier private spaces. The city is
offered to the real estate, one buys the rightaanside the walls away from
“the barbaric invasions”. Even if the “barbariarsé the people he used to build
his house in lower cost.



This is probably the reason, why Mr. Kauffman ir028 The Land of the
Dead earns a fortune by selling the notion of sgcur a zombie ruled world.
He builds a tower, fences a large area and inatg®ne who can pay into his
ideal community. Around the tower, but still insitthee fence live a great number
of people who serve the upper classes and dream mhce into Fiddler's
Green’s heaven, willing to suffer in order to haeeess inside the gates.

The rest of the city is left to the dead, but ndtevéhow much money there
is inside the gates, all the products come fronsidat The production is
transferred into the “Third World” and special gpsugo out to find goods for
the upper class. In this decaying world the zombsesm to evolve,
mechanically they start imitating life, stoppingatihey do only to find food.

A diagrammed representation of the gated city efltand of the Dead

Once again the allegory is clear, the zombies m®ssed humans that at a point
take the guns, Mr Kauffman sounds like Bush, amdhthroes represent various
social stereotypes. As the living lose their idigniin a virtual world, the dead



gain a leader. Big Daddy is another black figurbpwubverts the upper class’s
peace of mind and leads his own kind towards thseto The zombie
appearance returns to human form, symbolizing agvehich is demonized and
neglected, but still struggles for its right to ®xi

While the tower's look is a cinematic ‘clin d'oeil’ to Fritz Lang’s
Metropolis, it refers directly to the gated comniigs, especially the TV spots
that advertise Fiddler's Green, that are too simila the way Disney
Corporation promoted life in Celebration City.

"The special charm of an American family town”

Cameras are omnipresent in the area and there aeus levels of
accessibility. The strongest architectural elemeptsain the security doors,
barriers and barb wires. One shot into the contyom offers fragments from
the whole city; a fragmented vision that cannotegas view of the ensemble,
leaving vulnerable points. Outside the walls, tlaekdshots underline that the
land of dead is limitless, in opposition to the dnx cage humans live in. A
group of people chose to live in an enclave, igadne rest of the world, feeling
protected from what watches on the screens. Inhgbitrns into luxury, the
game of the market goes on until the crisis arrbeesur door. Away from the
filthy and dangerous city the dreamer’s house sriter market.

heroes from the authorities to the lower
classes, everyone with his own
motivations
the living dead the revolving “Third world”, more

human looking

the shelter a gated community with various
levels of accessibility

visual Constant changes from the zombie

world, to the comfortable but enclosed

area of Fiddler's Green, framing people
behind various barriers and cages.

% “There used to be a place where all the neighbsaics hello to each other in the calm
summer evening. Where the children chased firefllésere the cradling in the front porch
offered an escape from everyday troubles, whereciteama showed cartoons on Saturdays.
Where the grocery delivered things to your home.ybo remember that place? Maybe from
your childhood or just from stories. It has its oelrarm. That special magic of an American
family town. If you build a house in Celebratiomuybuild something much more than a
house on a lot. You build a community.” Ritkin, ZD@17



Epilogue: what really scares us?

2008’s Diary of the Dead is the dreadful conclusidrthe previous films’
“happy ending” escapes: the quest is endless amy eew shelter proves to be
insufficient. A group of media students and ondhafir professors, people that
according to Rifkin (1997) belong to “the generataf access”, they are trapped
in a constant runaway strategy, as one by onedheus shelters are destroyed.
The only thing they can do is to record their tripey shoot small films,
fragments of their reality, try to upload them iougube, they prefer being
informed by the “independent” blogs, they are tegppehind their screens and
cameras and there are points where reality anérsc@em inseparable.

Spaces even if hermetically sealed remain penetréobm the houses and
the shopping malls, to the war shelters and thedgeities nothing is fireproof.
Capitalistic relationships create various uniongljectivities are formed and
reformed; continuously creating an “other”, a difeadtranger that becomes the
scapegoat for every failure of the utopian premae,external intruder that
pollutes our order and peacefulness (StavrakaR@9)l It's not accidental at all
the fact that in every movie the number of zomloases, as society finds more
and more enemies among us.

Modernity’s effort to create precise collectivitiesushed on the western
man\s atomicity. The great expectations had tmeded in order to respond to
the needs of the one, resulting the spreadingeotity in order for everyone to
have his own piece of land (Muynck, 2004). The eovation of the fantasy of a
utopian harmonic taxis demanded that all elemehtaaifunction and disorder
had an external source and strongly denying thetliat they may be part of our
own nature (Stavrakakis, 1999). In order to faeséhexternal dangers we act in
an additive way, placing various objects in pulgicprivate spaces. Ad hoc
conditions and really specific ways that all thekaments enter our realities lead
to a persistent feeling of social dissatisfactias,we wait for the problems to
arise before looking for any kind of answer. (Mukn2004)

The quest for the homely is a need, turned int@g@ Iby our inability to see
beyond what is promoted as safe. While such a ehaiall horror movies is so
obviously naive, reality shows that we always cdmaek to the same strategy,
considering the private realm as our only shielce Wst try to fortify our
personal sphere, from the helmets and the hatseaehrto the CCTV, the
alarms and the panic rooms (Muynck, 2004), trymgxclude anyone who may
be different and disturb our idealized world. Ewvamen we design public spaces
the notion of control and limitation of access iprarity. We try to create an
scenery that will virtually cover the needs of arsatisfied population (Davis,
1999).

Thankfully one can spot examples of new public epabat attract crowds
without excluding some. There are the exampleb®Parisian plages along the



Seine, which responded to the need for contact matiire and new attractions,
without creating any gates (Augustine, 2006). Muegacovered spaces do not
equal exclusion as the commercial centre Les Hahle®Paris and Berlin's
renovated Potsdamer Platz prove by offering a tehétom the storm”, while
remaining passages and not closed boxes. (VeltcRe0&)

In a way this constant construction and de-constmicof shelters and
fortresses is a medium to expand the need for asadéev place. Residence is a
valuable product and it is important to keep cornssmmotivated to buy. The
last example in this logic are the new mansions sterted appearing in Los
Angeles: the house “run away” from the decayingy aientre, attracted
commercial uses as well, to end up locked into dyakeas; now there is a
constant demolition of houses in order to be regaaoy new villas equipped
with defence systems copied from embassies andamjilstations. The panic
room, against terrorist attacks -supplied with bimg needed for the nuclear
family to survive- becomes a requirement (Davis99)9 Space as a product
expands as new needs arise and the notion of secuianother promotional
element.

The homely is being criticised by a number of aestis and theorists, the
same way that Romero faces it as a death trap.eYMB&njamin considers the
notion of the shock fundamental, and any aesthetpmerience should be a
continuous unhomeliness, in contrast to the horartythe safe (Sideris, 2006).
On the other hand Bernard Tschumi refers to thhitaetural shock, strongly
believing that the architectural oeuvre has to atekte the world and the
conception of things (Tschumi, 1996). During thensgperiod Rem Koolhaas
stated: “If a new Urbanism will ever exist, it wilbt be based on the identical
fantasies of order and omnipotence; it will be tise of insecurity” (Aisopos,
2007). Coop Himmelblau as well underline: “we dowant architecture to
exclude anything discomforting” (Coop Himmelbla@98).

Lefebvre’s call for the social right to the cityplcault's heterotopias,
Deleuze’'s and Guatari’'s nomadism tried in variousysvto describe other
places, often through gendered approaches andtidenhtensely overlooked
by modernism. Still few architects tried to recalesi the structures of the
fundamental building volumes of modernity (Vidl@Q00), despite the already
existing demand of connecting nature and the lapsto the built environment
and not being separated. An idea that has beeressen already by the 19
century when Olmsted conceived New York's CentralkP and is met in
Tschumi’s park La Villette in Paris, the Schouwlplegn square in Rotterdam
by West 8 Architects and Koolhaas’ Downsview in drdp. These proposals
instead of offering a final product try to integrad variety of urban functions.
(Aisopos, 2007)



Architects and urban designers cannot ignore tbkeni encounter between
user and space (private or public). No matter howeasful the idea of comfort
and functionality may be, we cannot in the nama sefrict architectural brief to
cut off the user or to stray from the social p@gi The question is how can
anyone answer to the actual cultural plurality, tlestalgia of an idealized past
and the realm of the image. Practices that have bgected return in a new
mask; as happened with the shopping malls of the Which concentrate today
on the entertainment value to support the commeusies. Additionally Robert
Ellickson in this nostalgic look to the 50’s subsirignores the outcome of their
development, proposes the separation of the pubhém in three zones of
different accessibility (Mitchell, 2003). But hovwart anyone propose such a
thing without making discriminations and limitingraeone’s liberty?

The pacification of the cities cannot turn onteality as long as inequalities
exist and access is limited to some “pure” sociaugs. Various demons
personify our inner fears and the differences beconore and more intense.
The ones inside the walls look to the ones outth@ewalls as an aggressive
mass threatening their property. On the other hhadones denied access feel
their rights gradually limiting and the dream ofpp@ess distancing. If in
modernity property was what defined one’s existeaisd social place, in our
post-modern era it's access that becomes the mettisocially distinguish a
group. Furthermore access is possible to even dlesnmaumber of people
augmenting inequalities — creating more zombiesw&aneously the notion of
property is still present causing even more clashes capitalistic system of
living dreams on credit (Rifkin, 2000).

No matter how many walls we tried to build therdl wiways be these
places of a possible meeting with this “scary” othend Mr. Kauffman’s
sterilized citizens will never be able to even imaghe next outbreak. The right
to the city must be inclusive. It's not about shlegvcompassion to those outside
of the walls; it's the belief that exclusive anerdized cities lead to massive
social stereotypes and a series of fragile andfuleapaces, citizens and
communities (Mitchell, 2003). Recent events in Ahe reflecting similar
outbreaks in Paris and 1992's Los Angeles prové tkactions to these
inequalities lead to violent solutions where reaisdost. There are large groups
of people ready to explode in order to gain rightsy/'ve been deprived of. The
governments’ reaction vary and no one can be dugaah riot's outcome. What
Is obvious in any case is that after any socialcthe presence of police force is
reinforced and people’s tendency to fear (othepfgeor the city’s bad regions)
intensifies.

The movies without being documents can be a lvaud@ntation of space.
They can show how space was conceived or try tordsiuct various promoted
spatial stereotypes. Phenomena that have beenveldser previous decades



have global influence, and as they return we aleusiprepared to face, still
looking for the notion of safety, but not for adtsalutions.

The series of the dead hide a cinematic proof isfghuation: the remakes
of the first five film$ may have transferred the plot to our times, bateiwas
no need for radical updates to the stories anditsain order to address to the
new public, despite the forty years distance.
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