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ABSTRACT

This book begins with a mysterious illness in Florence and ends in the half-
light of  an American desert night.  Notes are gathered, impressions taken, 
sketches made, and objects found, all leading to and from six buildings, 
represented in twelve objects.  These pieces – mute miniatures of  the void 
inside and outside these six buildings – organize this mix of  voices, images, 
and ideas.  In six parts we wander through a baptistery in Florence, an 
orangerie at the garden of  Versailles, a long-gone tower in Coney Island, a 
palace bath at the Alhambra, the Tate Modern’s Turbine Hall, and the Great 
Pyramid of  Giza.  

One way of  looking at architecture in the midst of  too much – too much 
to feel, too much to think, too much to know, too much to see – this is a 
record of  how to make do with what is left.  
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1

The Architect’s Dream, Thomas Cole, 1840

Jorge Luis Borges’s “The Garden of  Forking Paths” is the tale of  the great grandson of  Ts’ui 
Pên, the Chinese governor of  Yunan, who renounced his political offi ce to devote himself  
to writing a novel of  inestimable complexity, and to creating “the garden of  forking paths,” a 
labyrinth so intricate that all who enter would be lost within.  Centuries later, no trace of  the 
labyrinth exists, and what remains of  the novel is deemed totally incoherent.  Yet his great 
grandson fi nally unravels the mystery:  Ts’ui Pên’s book and his labyrinth are one – a labyrinth 
of  symbols.  The meaning of  this labyrinth of  labyrinths is time itself. The very incoherence 
of  his novel is due, paradoxically, to its adequacy as an image of  the universe; time, permitting 
every possibility, demands a narrative where every option is maintained, and where no single 
plot determines the course of  events.  For time is the possibility of  possibility.

Allen S. Weiss
Mirrors of  Infi nity: The French Formal Garden and 17th-Century Metaphysics 1
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I am sick of  this.  I don’t like my thesis anymore.  I’m not so sure I ever did;  
or if  I can even call this a thesis, or if  I can state with confi dence that it is, 
in fact, mine.  Can something be yours if  you’ve never truly had it in your 
sights?  Can it just be a feeling, a hope, a vague desire?  This thesis just kind 
of  happened (mostly under duress), consolidating into something that has 
nothing to do with anything anymore.  

I suppose you can say we had our moments, my thesis and I.  The 
best of  it was when I forgot about it altogether.  No, I’m not referring to 
the amount of  time I spent avoiding it, but those times that felt so natural 
I forgot it was actually a thesis, that I was doing schoolwork, something to 
be done because it had to be.  

If  this thesis seems messy and incomprehensible, so are my feelings 
about architecture.  After ten years trying to learn it, ‘master’ it, come to 
know and understand it, form my own thoughts and opinions of  it, I am 
tired.  The early years were all right – massive doses of  information taken 
in and half-digested, programs to learn, work to do, projects to fi nish, no 

1

D E A R  R E A D E R ,

[     ]
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time to think.  Feelings of  stress, of  being overwhelmed, became normal 
– stress that my work was good, right, beautiful.  And eventually the stress 
became more about logistics (layouts, lines, deadlines) than about the work 
itself.  We trained ourselves to do everything quickly, passably, and in the 
least amount of  time.  The magic wasn’t exactly gone, but it was buried in 
other concerns.  

When I say I’ve fallen out of  love with my thesis, I really mean architecture.  
Not buildings, not places, not rooms, not the profession, but architecture, 
in the broadest sense of  the word.  It’s too large for me, too ungraspable.  
How can you like something if  you don’t even know what it is, still can’t 
recognize it after years and years?

This thing is so messy that I don’t even know how this letter will fi t in.  
I can appreciate a good mess probably more than most, but this is, in my 
opinion, not a good mess, especially since I’m in the middle of  it.  A good 
mess would’ve included Gordon Matta-Clark’s cut houses.  But he’s not in 
here.  Lots of  good things aren’t in here:  things close to my heart, things I 
admire and want to learn from, have learned from.  So much missing, too 
much left out.

Sometimes I think this thesis is about time travel.  Wishful thinking, 
remembering, regrets, questions for a former time.  I’ve looked back to the 
pyramids, to early Christianity, to other times long gone, looking for how 
people lived, saw and constructed their world.  How they found meaning in 
things, simple and great, larger and smaller than themselves.
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My own time travel begins and ends with 2001, when I was accepted 
to this school and, without looking, jumped in.  Many times since then 
I’ve wanted to bail but have been too afraid.  There was always this elusive 
feeling holding me back from taking the real step to leave this burning 
house.  Fear?  Pride?  Politeness?  Is there ever a good time to quit, to walk 
out with no explanation?   

 
I began the graduate program with the idea that it was my time to forget 
what I’d learned from school and work.  I was going to leave all that baggage 
behind and focus on what was truly important to me, even if  on graduation 
I’d have to go back to that former self.  And so this thesis developed slowly, 
very slowly, as I tried, simultaneously, to follow rusty intuition and to get this 
thing to make sense.  Of  course I wanted to be done as soon as possible.  
The problem was I had forgotten what drew me to architecture in the fi rst 
place.  I suppose this thesis was supposed to be the way back, the thing that 
would help me remember.

To remember I went back.  Back to iconic places and buildings that 
were once signifi cant but are now defunct, former shells of  what they were.  
They were as forlorn as I was.  They endure, physically or in our memory, 
but they are not the same.  The baptistery, the garden, the amusement park, 
the bath, the power station turned museum, and the pyramid.  One of  them 
was destroyed and replaced with iterations of  the same, hoping to remain 
in the past.  Another fi nds a new use, and new life with it.  The rest are now 
tourist traps, drawing people from all over the world with the promise of  a 
snapshot or souvenir.  
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For my thesis I plotted to make objects and an exhibition of  these 
objects.  In making them I would work out what exactly turned me on 
about architecture.  Exhibiting them, I would be able to show others what 
I learned.  Or at least show them another small side of  the thing, the side I 
was interested in.  The trouble lies with the necessity for explanation:  for 
myself, for the objects, for the exhibition.  It seems that, in architecture, and 
maybe everything, all hinges on the explanation.  Explanation is the proof  
of  the value of  the thing.  My struggle over the last year to tie this together 
into a coherent book is laid out in these pages.  I don’t know how to explain 
it.  Every attempt feels more and more off  track.  I doubt that what I’ve 
done has any value to anyone but me.  

Looking back at what has amassed, any explanation that may arise 
comes doubly bound with questions:  How does architecture work?  How 
do we employ it? How is it experienced?  Is it better as an object?  So we 
can possess it, worship it, bury it? Is it ever only innocent space between 
four walls, ready to be occupied, to protect us, defi ne us?  Is it the solid or 
the void?  Is it the thing or the surface of  the thing or the thing the thing 
holds?  

When I started I was looking for something greater than myself.  And 
for a certain focus and clarity that would at least get me by to the end of  
this.  I didn’t fi nd it but what I’ve learned is that is all we ever do, and must 
do.  We look back and we look forward.  We look around at this world and 
we just want to know that there is something meaningful and true within 
us, and more importantly, around us. 

Even as I near the end I feel as if  I’m only beginning, all the time, as 
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I have for the past three years.  I can’t see the end, but I can feel it.  The 
end has been with me since the beginning, just over the horizon.  This 
is me quitting, once and for all - to fi nish I must quit.  Quit looking for 
architecture and the world in fragments, hoping I’d get closer to a resolution 
one piece at a time.  Finding only questions in pieces and answers in shards.  
Fragments don’t always add up to unifi ed wholes.  Or wholes at all.  Or 
maybe it just depends on how you look at it.  I’m still looking for that place 
and time from which it all makes sense.

This thesis became a maze, a labyrinth, a trap.  Seeing the same old sights, 
noting the same old things, growing confi dent with every parallel but then 
confused as I pass by the same walls over and over again.  For how much 
longer can I try to puzzle together something, anything, that might make 
sense, have an answer, possibly ‘work’?  When in the end, I want to accept 
that it just doesn’t.  The pieces are just the pieces.  Maybe the only sensible 
thing about this book is that it doesn’t make sense, because that is essentially 
what drew me to architecture – it was something mysterious, beautiful, and 
unknown.  An incredibly large world, a dream, that promised to satisfy my 
curiosity – with places, ideas, and images that only made me want more.  
And I want to see it that way again.  

(Why did I shrink all those places down?  Not sure.)
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2

N O T E B O O K S

[     ]

Before writing, communication is evanescent and local; sounds carry a few 
yards and fade into oblivion.

James Gleick 
The Information: A History, a Theory, a Flood 2
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Precedents for actual book
  ― Nick Bantock’s The Forgetting Room
  ― Atlas of  Novel Tectonics - Reiser & Umemoto 

Nov 15 · 2008 ― Saturday

... and so on

inside here another world
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November 15, 2008
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 Hejduk ― narrative in architecture
· provides for richness in meaning
· read in many ways
· what is real?  what is important?
· subject/object to object to 
 subject relationship
· expression of  architecture/building/
  dwelling/habitat is 
 intimately tied to occupier

projects  ― Lancaster/Hanover Masque
    (community)
  ― VICTIMS - see Vidler -
"absurd integrity between FORM + FUNCTION
 where it’s no longer possible to tell
 what is being designed ― HABITAT
 or INHABITANTS, the container or 
 contents, institution or moral/
 political characters themselves."

Nov 27 · 2008 BIG LIBRARY RUN

Dec 1 · 2008 · Monday
What are my obsessions?

   artifacts · art + facts
          nonsense + sense

         time over form,
         form over time.

no absolutes, NO ANSWERS

people in interaction w. architecture
incompleteness of  human body by
        itself.
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November 27, 2008
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Beuys  "explaining pictures to a dead hare"

totalising explanations absurdities.
  can only explain itself  to itself.
     speculative and practical
       productively collapsed.

traveler in hotel
   home is not own
   words are not own

take what is the other and move it inwards
incorporating, enveloping, naturalising.

hahaha ― Harold Bloom "strong poets make history
  by misreading one another, so
  as to clear imaginative space for themselves"

   virtual = interpretation

Stan Allen
on Hejduk

"Nothing 
 but 
 architecture"
   - very good
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December 2, 2008
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ETHER - The nothing that connects everything
    by Joe Milutis

― Floating signifi er     p.x
― ether is mediating substance btwn technology, science, spiritualism,
    and historical relations between these 3 terms
    determines its perfume.

― placeholder, expressing relations as they shift + 
    transform through time.

Timeline  - Pre-Enlightenment - cosmology in science
     science becoming rational, separate
         from mystical + philosophical.

April 28 · 2009

ENLIGHTENMENT
  ― ether becomes synonymous w. irrational
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April 28, 2009
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perfume store
w. scent booths scent tunnel

   · O. Eliasson

fan hole?
 infl atable
 shell.

 mattress
 (enclosed
 w. curtains)
 

passive/impassive

      revolving
       shelves
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November 11, 2009
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John Lilley · isolation tanks.

remember - there are any number 
of  ways to arrive at the same point
not really any right way so
just                         decide + go with instincts

November 24 · 2009. tuesday

ILLUSORY INTIMACY

body
/bodies know.

TEST IT OUT W. MY BODY

peephole,
 layers of  glass
 ghosting.

lighting
glass
height 
mirror        Derek Revington on patio

   baptistery vs confessional. 
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November 24, 2009



22

find method to distill smell w. gelatin
              (molecular gastronomy)

like cuts of  meat

can my entire thesis be lists?
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November 24, 2009
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Things I believe in:                  (and their opposite)

 the possibility of  transformation
 the presence of  things + people
 anything can be anything
 nothing is fi xed or known
 interpretation is all
 the world isn’t necessarily what you feel
      or see

I want this exhibit to be
 both object and environment
 both isolating and intimate

stories of
what happened
in those
places
and why
they smell
this way.

too much

 like a

confess
ion

   booth?

butted

up against

a w
all

with photos.

 
    p

roject
ions on ceiling

 or on walls
     or fl oor?

(inside) 
scent 
refl ections

if  long then
photos + everything.

lighting
structure
enclosure
objects
refl ections
mirrors @ angles?
magnifying glasses

some more 
hidden than 
others? ―

(chair)
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December 1, 2009
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tea pot?

light
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January 20, 2010
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relationship of  NOSE TO BOX  (CLOSENESS)  -  TO SMELL + MYSTERY

              OBJECT TO BOX    (HIDING)   -    FROM SIGHT

        BOX TO OUTSIDE OBJECT   -   VISUAL
      (from both sides) 

“IDEAL”  or possible      experience
                    @ exhibition 

      FELT?

INSIDE,
OUTSIDE?

FELT
COZY.

MITERED CORNERS.
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February 1, 2010
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too big

1 1/4” opening1” opening

FIGURE OUT ON COMPUTER
  6  x  7  cm

wide x tall
        1.25 cm  x 1.75 cm @ 1/4 scale

baptistery



31

February 10, 2010
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          GOLDEN  SECTION

  rects.  3 : 5    5 : 8     8 : 13    13 : 21     21 : 34        34 : 55   
       proportions?
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February 10, 2010
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BASE OF NOSE?
 2x2
 2x3
 3x3
 3x5

PLYWOOD

PLYWOOD

FELT ON PLY

PLY
FELT

FELT
PLY

THINNER?

centred
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February 12, 2010
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Unfi nished Dissertion:
BORIS MIKHAILOV

published in 1998,
started in 1984, 
born in 1938

       xxxxxxx
       xxxxx
       xxxxxxx
ie (my crisis situation)
    (a strange feeling) 

ENGLISH
TRANSLATION,   8pt serif

PAGE #    - bold sans
     serif

HANDWRITTEN  NOTES,  QUOTES
POETRY,  BLUE  BALLPT.  PEN

SCAN OF       PAGE

2  PHOTOS/SNAPSHOTS
OF  COMMUNIST  RUSSIAN  LIFE
BLACK  &  WHITE,  PRINTED  IN
BATHTUB    DARKROOM

AT VERY END:

Photography as a 
remedy for stammering

       xxxxxxx
       xxxxxxxxxx

   
   

 x
xx

xx
xx

xx
xx

xx
   

   
 x

xx
xx

xx
x

   
   

 x
xx

xx
xx

xx

ORIGINAL   (M’s stuff
   glued on back
of  someone’s unfi nished
   dissertation)

TOILET

            ESSAY

            TEXT

TEXT           TEXT        TEXT     TEXT

                        NOTES
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February 16, 2010
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March 10, 2010
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1      SLABBY?

2      FELT

3      WOOD

4      POWDER

FELT.

CUT OUT TO FIT OPENING.

10mm / 15mm

50 or 60 mm

5mm
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March 26, 2010
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Butt
s u

p a
gai

nst

 

an
oth

er.

outside ???

  over

larg
e ro

om

window

window

Highest.

looking
from here.

just
  a bunch
     of  roofs

(don’t take too
       long !)
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May 4, 2010
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The strangeness of  this task.
Futility absorbed by doing work
that will not be seen.  By
avoiding the centres, the (obvious) point -

talk about the detective work ― documenting 
these places I’ve never been to, don’t 
have much info on.  These famous places
that have been visited, “experienced,” by
so many people.

Absurdity of  modelling so carefully only the
surface ― every edge must match, join,
become a solid.
Also the selective abstraction/deletion,
exaggeration, muting.

then only to 3D print (NO HANDS!) an 
object no larger than this book, all the
details blurred, minute, 
of  powder that will erode + turn to dust & 
fall away itself  in no time

FOSSILS.

INVERTED



45

May 9, 2010
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May 16 . 2010

OK BOX
Felt is 1/4” thick
   3’ x 72” wide

5 x 13
 base of
  box

taller box?

- CHECK/MODEL OPTIONS
   IN RHINO.

 would models
  look too small?

 do I have enough
  felt?
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May 16, 2010





49

October 5, 2011
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October 5, 2011
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F R O M  H E R E  M A S K E D  &  A N O N Y M O U S

T H E N  W E ’ L L  S E E  PA I R E D  T A B L E S

B E Y O N D  A S  W E  M OV E  A R O U N D.  T H E Y

F O R M  A N  A I S L E  /  C O R R I D O R ,  W H I C H

W E ’ L L  WA L K  T H R O U G H .            E N O U G H

S PA C E  T O

WA L K

B E T W E E N

T A B L E S

T O O ?

T O  S T A I R ST O  S T U D I O S

O R  D O  W E  S E E  C O R R I D O R  F I R S T ?

X   -  where  to  t a lk

A  WA L L  - 
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October 5, 2011
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AISLE
CORRIDOR
PROGRESSION
PROCESS

BUT - 
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October 7, 2011
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3

M A K I N G  S T U F F

[     ]

I spent about four months working in this room, casting the piece, and replacing it against the 
wall as it was cast.  I really had no sense of  what it was until I relocated it in the studio.  By 
looking at the light switch, I had suddenly realised what I had done.  I had made the viewer 
become the wall.  It was a very strange feeling.  Somebody asked me why I blocked up the 
keyhole in the doorway.  I had to, otherwise I’d have ended up having to cast the next room, 
and the outside of  the house, and then the street . . . there had to be a point at which things 
stopped.

Rachel Whiteread on her sculpture Ghost
Working Notes 3
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September 7, 2009 to October 25, 2009 
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September 29, 2009 to November 10, 2009 
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November 12, 2009 to November 17, 2009
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April 4, 2010 to May 11, 2010



62

April 7, 2010 to May 10, 2010
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April 28, 2010 to May 10, 2010
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April 26, 2010 to May 10, 2010
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May 4, 2010 to May 11, 2010
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4

S I X  PA R T S

[    ]

He believed in an infi nite series of  times, in a growing, dizzying net of  divergent, convergent 
and parallel times.  This network of  times which approached one another, forked, broke off, or 
were unaware of  one another for centuries, embraces all possibilities of  time.  We do not exist 
in the majority of  these times; in some you exist, and not I; in others I, and not you; in others, 
both of  us.  In the present one, which a favorable fate has granted me, you have arrived at my 
house; in another, while crossing the garden, you found me dead; in still another, I utter these 
same words, but I am a mistake, a ghost. 

Jorge Luis Borges
The Garden of  Forking Paths 4
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T H E  D O O R

San Giovanni Baptistery, Florence, Italy.  

AN UNEXPECTED MADNESS sometimes arises in visitors to Florence.  
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1.01

1.01 Untitled (Sheet)
 by Elise Rasmussen, 2007 

1.02 Untitled (Pillow)
 by Elise Rasmussen, 2007

1.03 Untitled (Foot)
 by Elise Rasmussen, 2007 

The Uffi zi Gallery, a popular locale for victims 
of  this affl iction, houses a recovery bed in a 
small room off  of  the gallery’s main corridor 
for those in need of  rest or further care at 
nearby Santa Maria Nuova Hospital. 

Elise Rasmussen
Stendhal Syndrome 5
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1.02

1.03
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WIDELY CONSIDERED THE BIRTHPLACE  of  the 
Renaissance, this Italian city is known for its intense concentration of  
signifi cant art and architecture.  There, suddenly surrounded by cultural 
artefacts that span the city’s long history, tourists must be careful not to lose 
themselves in its museums, palaces, monuments, and churches.  

In 1817, the French author Stendhal, for whom the syndrome was 
posthumously named, found himself  reeling in the Florentine cathedral of  
Santa Croce, where Michelangelo, Machiavelli, and Galileo are buried under 
a ceiling of  Giotto’s frescoes.  A passage in his book of  travel diaries, Rome, 
Naples and Florence, tells of  his experience.  In an entry dated January 22nd, 
1817, he wrote:

I was in a sort of  ecstasy, from the idea of  being in Florence, close to the great 

men whose tombs I had seen. Absorbed in the contemplation of  sublime 

beauty. ... I reached the point where one encounters celestial sensations. ... 

Everything spoke so vividly to my soul. Ah, if  I could only forget. I had 

palpitations of  the heart, what in Berlin they call ‘nerves.’ Life was drained 

from me. I walked with the fear of  falling.6

Also known as Hyperkulturemia or Florence Syndrome, Stendhal Syndrome is a 
psychosomatic illness that quickens the heart and dizzies the brain, causing 
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paranoia and disorientation.  Even hallucinations and amnesia have been 
reported by those affl icted by the presence of  “too much” beauty. 

These symptoms were named for Stendhal in the 1980s by Dr. Graziella 
Magherini, head of  psychiatry at Santa Maria Nuova Hospital, after years 
of  seeing foreign tourists come to her emergency clinic debilitated with 
panic attacks and such. It is notable that Florence was declared a UNESCO 
World Heritage site in 1982, no doubt adding to the rush.  Magherini’s 
book, La Sindrome di Stendhal, published in 1989, describes and dissects this 
extreme effect of  art on the mind.  In 2008 she spoke to journalist Maria 
Barnas for Metropolis M magazine:  

The Stendhal Syndrome is a normal aspect of  artistic-aesthetic awareness. I 

have treated 106 cases in the last 10 years. They are very important, because 

they represent the tip of  the iceberg in a process that is in fact very common, 

striking anyone who goes to see a work of  art with an open mind and a desire 

to feel emotions.  I feel it is important to understand the factors that infl uence 

us and, indeed, can awaken these reactions in anyone who visits an exhibition 

or a work of  art.  Particularly when things go wrong you can learn a lot.7      

The hospital where Dr.Magherini works is just steps away from Piazza del 
Duomo, Florence’s spiritual heart and home since the 12th century.
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1.04 Nova Pulcherrimae Civitas Florentiae, detail
 Stefano Bonsignori, 1584

1.05 Florentia, illustrating Ptolemy’s Geografi a
 artist unknown, c. 1420

  Carved out of  the dense city 
fabric to prominently hold the Santa Maria 
del Fiore Cathedral (better known as the 
Duomo), its famous Campinile, and the San 
Giovanni Baptistery, this site has long formed 
the core of  Christian faith in Florence.  From 
above they appear together as colleagues or 
family, a unit separate unto themselves in a sea 
of  landmarks.

1.04
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1.05
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1.06 Piazza del Duomo
 aerial photograph 

1.07 Plan of  Piazza del Duomo
 Giovanni Battista Nelli, 1733

1.08 SS. Annunziata Basilica to Boboli Gardens   
 axonometric view

  From its position west of  the 
cathedral, the baptistery sets the scene for the 
fi rst in a series of  acts that move eastward, 
toward Jerusalem.  Baptism, the fi rst of  the 
seven Catholic sacraments, is a rite through 
which a person is incorporated into the 
spiritual church, and thus takes place before 
entry into the physical church.  

1.06

1.07
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1.08



78

1.09 Wade in the Water, postcard of  river baptism
 New Bern, North Carolina, c. 1900

  The fi rst baptisms were 
performed in natural waters – rivers, lakes, 
streams and ponds.  The baptizer would 
stand breathing holy words above while the 
supplicant lay fully immersed, underwater, 
momentarily blind and dumb.  This descent 
into water to be born again is described as a 
mirroring of  Jesus’ death in The Ante-Nicene 
Fathers, a translation of  Early Christian 
writings.   
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1.09
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1.10 The Baptism of  Christ
 Andrea del Verrocchio, 1475

1.11 Interior of  baptistery
 looking west toward altar

This baptism, therefore, is given into the 
death of  Jesus: the water is instead of  the 
burial, and the oil instead of  the Holy Ghost; 
the seal instead of  the cross; the ointment 
is the confi rmation of  the confession; the 
mention of  the Father as of  the Author and 
Sender; the joint mention of  the Holy Ghost 
as of  the witness; the descent into the water 
the dying together with Christ; the ascent out 
of  the water the rising again with Him.

 
Constitutions of  the Holy Apostles

Book 3, Section 2: XVII 8

1.10
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1.11
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1.12 Dome and cupola 
 from scarsella

1.13 Mosaic ceiling of  dome
 begun c.1270, fi nished early 14th century
 
1.14 Marble mosaic fl oor, with astrological wheel
 and outline of  octagonal font

  A tiny cupola soars above an 
immense volume of  fi ltered light and fl oating 
mosaics.  The mosaics depict stories from 
the Bible, including a most striking Jesus, 
hovering over the altar, with his angels at the 
Last Judgement.  And below, in the centre of  
all this circling and spiralling upward, lies the 
outline of  original baptismal font that once 
welcomed generations of  Florentines into the 
church.

 

1.12
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1.13

1.14
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1.15 Interior of  baptistery 
 looking at north doors

1.16 Gate of  Paradise
 Lorenzo Ghiberti, 1452
 
1.17 “Adam and Eve” panel 
 Lorenzo Ghiberti, 1452

  Of  the baptistery’s three sets 
of  grandly wrought doors,  the ones that 
face the Duomo to the east were the last to 
be completed in 1452.  Designed by Lorenzo 
Ghiberti and made over a period of  27 years, 
the surface of  the Gate of  Paradise is wholly 
dedicated to the depiction of  ten stories from 
the Old Testament, all in exquisite relief.  
Collapsed in the perspective space of  the 
fi rst panel is the story of  Adam and Eve told 
in four parts.  In the centre God pulls Eve 
free of  Adam’s body while to their right, in 
an earlier time, he has just created Adam who 
lies slumped next to a rock.  Behind him, in a 
grove of  trees, Adam and Eve stand together 
in the future, holding an apple with the serpent 
between them.  And in the corner, they nearly 
spill off  the frame as they are fi nally expelled 
from the garden of  Eden. 

1.15
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1.16 1.17
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1.18 Salome with the Head of  John the Baptist
 Caravaggio, 1607 

1.19 Eastern facade, with The Baptism of  Christ
 Andrea Sansovino, 1505

1.20 John the Baptist (Reception of  his face)
 illustration from Koran
 

  The fi gure of  John the Baptist, 
patron saint of  Florence, once overlooked all 
three of  the baptistery’s portals:  to the east, 
above the Gates of  Paradise, he was seen 
baptising Jesus; above the north doors he 
preached to a still audience of  two; and over 
the south doors - whose panels illustrate his 
life alongside Hope, Faith, Charity, Humility, 
Fortitude, Temperance, Justice, and Prudence 
- he knelt to the ground at the moment of  his 
beheading.   

1.18
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1.19

1.20
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T H E  S T A G E

The Orangerie at the Court of  Versailles, France. 

IT CAN BE SAFELY ASSUMED that, at least during the winter months, the most 
fragrant room in all of  Versailles was the Orangerie.
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2.01 Orangerie, Versailles
 exterior parterre

2.02 Orangerie, Versailles
 interior with palm trees

2.03 Orangerie parterre
 with orange and pomegranate trees

2.04 Cent Marches Staircase
 forms roof  of  orangerie interior 

Much of  the popular literature on Versailles 
has stressed the legendary side of  its story.  
People are riveted by the descriptions of  a 
palace whose main apartments were furnished 
with solid silver furniture and many of  the 
great art works now in the Louvre.  Tales 
– true stories at that – of  how the colour 
scheme and scent of  the garden outside the 
king’s bedroom at the Grand Trianon could 
be changed from morning to evening by the 
moving of  ten thousand fl owerpots set into 
the ground still impress us.

Guy Walton
Louis XIV’s Versailles 9

2.01

2.02
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2.03

2.04
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THE ORANGERIE WAS CONSTRUCTED in the late 17th 
century dur ing the reign of  King Louis XIV.  He had just established the 
royal court in Versailles, a move to consolidate his power by centralizing 
the government in a place separate from but close enough to Paris.  He 
chose his father’s former hunting lodge in the village of  Versailles as the site 
for his new palace complex.  Over the next century it grew into an eight- 
hundred acre stage for the aristocracy’s political rituals. The palace and its 
gardens became a self-contained and ordered world unto itself, with its own 
subsidiary city to serve it.  And not only did it reinforce the monarchy’s 
divine right to rule, but representations of  it, drawn up and dispersed by 
court artists, also did the same from afar.    

The Orangerie was a single room in a palace of  over two thousand, but 
its dignifi ed utility is notable among acres of  groomed topiary and statued 
fountains, and wings of  mirrored walls and elegant furnishings.  Terraced 
into the ground and modelled on the military architecture of  the time, its 
sole purpose was to ensure the survival of  delicate foreign plants during 
the cold French winter.  It is said that its long vaulted hall once held over a 
thousand boxed orange trees, themselves a symbol of  France’s wealth and 
wide-ranging reach throughout the globe.  

From November to April, this room, privy only to the gardeners, must 
have been a wonderful oasis from the odours pervading the gilded halls of  
the chateau; it wasn’t until “shortly before Louis XIV died in 1715, [that] a 
new ordinance decreed that feces left in the corridors of  Versailles would 
be removed once a week.”10  In contrast, the tropical air of  the orangerie, 
warmed by the south sun through arched windows, was perfumed by orange 
blossoms that, by some trick, bloomed all year.  
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Meanwhile, the rest of  France lived its life never knowing the taste 
or the scent of  sweet orange.  In his novel, Perfume: the Story of  a Murderer, 
Patrick Süskind gives this description of  life in 18th century France:       

In the period of  which we speak, there reigned in the cities a stench barely 

conceivable to us modern men and women.  The streets stank of  manure, 

the courtyards of  urine, the stairwells stank of  moldering wood and rat 

droppings, the kitchens of  spoiled cabbage and mutton fat; the unaired 

parlors stank of  stale dust, the bedrooms of  greasy sheets, damp featherbeds, 

and the pungently sweet aroma of  chamber pots.  The stench of  sulfur rose 

from the chimneys, the stench of  caustic lyes from the tanneries, and from 

the slaughterhouses came the stench of  congealed blood.  People stank of  

sweat and unwashed clothes; from their mouths came the stench of  rotting 

teeth, from their bellies that of  onions, and from their bodies, if  they were 

no longer very young, came the stench of  rancid cheese and sour milk and 

tumorous disease.  The rivers stank, the marketplaces stank, the churches 

stank, it stank beneath the bridges and in the palaces.  The peasant stank as 

did the priest, the apprentice did as his master’s wife, the whole of  aristocracy 

stank, stank like a rank lion, and the queen like an old goat, summer and 

winter.  For in the eighteenth century there was nothing to hinder bacteria 

busy at decomposition, and so there was no human activity, either constructive 

or destructive, no manifestation of  germinating or decaying life that was not 

accompanied by stench.

And of  course the stench was foulest in Paris, for Paris was the largest city 

of  France.11

This squalor was the hastily forgotten backdrop to Versailles.
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2.05 Facade of  Orangerie
 
2.06 Fireworks on the Canal (18 August 1674)
 engraving by Le Pautre, 1676

2.07 Fireworks at Versailles
 engraving by Israel Silvestre

In both the idyllic and the grotesque renderings 
of  court life at Versailles, the elements of  
appearance and performance were always in 
the spotlight.  There is good reason for this.  
At Versailles in the late seventeenth century, 
to play, act, dance, or attend parties was no 
casual affair.  These things were part of  a 
politics of  performance that celebrated the 
monarchy, signifi ed submission to absolutism, 
kept the nobility under surveillance, and used 
the royal residences and their gardens as sites 
for public display of  state power.   

Chandra Mukerji
Territorial Ambitions & the Gardens of  Versailles 12

2.05
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2.06

2.07
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2.08 Louis XIV equestrian portrait
 Charles Le Brun, 1668

2.09 Caricature of  Louis XIV 
 cartoon by Thackery
 
2.10 The King in Ballet Position
 Hyacinthe Rigaud, 1701

In spite of  his mediocre stature, about fi ve 
feet four inches, though his wig and high 
heels added another ten inches to his height, 
Louis XIV had succeeded in giving himself  
an aspect so majestic, so solemn, that his 
presence always seemed formidable.   

Jacques Levron
Daily Life at Versailles in the 17th and 18th Centuries 13

2.08
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2.10

2.09
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2.11 Marie Antoinette
 fi lm still, dir. Sofi a Coppola, 2006

2.12 View of  Fountain of  Dragons
 engraving by Pierre Aveline, 1686

2.13 View of  Orangerie and Chateau
 engraving by Pierre Aveline, 1686

Nobles did not verbally claim loyalty to the 
French crown in this period as much as they 
expressed it through their attendance at 
court, their adherence to French-led fashion, 
their use of  fi nely tuned gestures and forms 
of  etiquette blessed by the court, and their 
loyal participation in any festivities the king 
wished to see.  Whether enjoying parties or 
watching the king’s ritual awakening in the 
morning, aristocratic participation signifi ed 
the authority of  the king through physical 
gestures.  

Chandra Mukerji
Territorial Ambitions & the Gardens of  Versailles 14

2.11



99

2.12

2.13
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2.14 Marie Antoinette
 fi lm still, dir. Sofi a Coppola, 2006

2.15 Marie Antoinette
 fi lm still, dir. Sofi a Coppola, 2006

This scenario of  power and desire was never 
better staged than in the Hall of  Mirrors at 
Versailles. ...  This gallery provided the ultimate 
specular baroque spectacle:  each gesture is 
doubled, each movement is observable from 
all sides, each representation represented.  
And, seen in the infi nitely refl ective depths 
of  the mirrors, across the expanses of  the 
garden’s length, is the refl ected double of  
infi nity at the vanishing point as the sun enters 
the gallery at sunset.  

Allen S. Weiss
Mirrors of  Infi nity 15

2.14
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2.15
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2.16 Diagram showing promenade in the Arc de
 Triomphe bosquet, Catherine Szanto

2.17 The Gardens of  Le Notre at Versailles
 engraving, Jacques Rigaud, detail 

2.18 Plan of  Versailles

[The king’s hand-written itineraries through 
his gardens, Maniere de montre les Jardins de 
Versailles] told visitors how to walk in a 
semi-circular pattern through the parterres 
and bosquets of  the petit parc, and where to 
look as they moved.  When they approached 
intersections of  walkways they were told how 
to turn to appreciate a view or to see the 
artwork or chateau from a different angle; they 
had their attention focused on the garden’s 
spatial design and the objects punctuating it.  
Thus they were taught to inventory the lands 
and wealth of  the French king.

Chandra Mukerji
Territorial Ambitions & the Gardens of  Versailles 16

2.16

2.17
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2.18
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2.19 The chateau at sunset
 
2.20 Marie Antoinette
 fi lm still, dir. Sofi a Coppola, 2006

At Versailles, the sun sets at the infi nite 
horizon, its full splendor refl ected off  the 
canal.  And, in turning to view the chateau at 
sunset, one is met again with the refl ection 
of  the sun’s rays off  the chateau’s windows.  
Here, the window no longer serves as the 
Renaissance frame through which the world 
is to be viewed and represented; it now 
functions as a baroque mirror, to distort and 
multiply effects.

Allen S. Weiss
Mirrors of  Infi nity 17

2.19
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2.21 Plan of  Labyrinthe de Versailles
 Sebastien La Clerc, 1677
 
2.22 Orangerie parterre
 orange trees being put out for spring

2.23 Interior of  Orangerie
 

It all begins with gardens, the most trusting 
and innocent of  human constructions.  Yet, 
inspecting them, the supposed innocence of  
gardens, one is tempted to call it, for they 
are places where the undeclared war between 
architecture and its antitype, nature, between 
growth and the ordering impulse, is presented 
as a delicious harmony.  They are places which 
fl irt with allowing art to disappear, which seem 
to embrace principles hostile to form of  any 
kind – irregularity, change, an urge to destroy.  
This is the hubris of  gardens, to think that 
they could really improve on or collect the 
unruliness of  natural forces and make a scene 
of  it, like a play in which the actors were all 
wild animals.

Robert Harbison
The Built, the Unbuilt, and the Unbuildable 18

2.21
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T H E  P Y L O N

Luna Park’s Electric Tower, Coney Island, New York.

ONCE, DISASTER STRUCK Coney Island with startling consistency.
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3.01 The Fall of  Pompeii
 Dreamland 

3.02 Fighting the Flames
 Dreamland

3.03 Fire and Flames
 Luna Park

The amusement park and the historical 
reconstruction often promise to bring history 
to life, and it is here that we must pay particular 
attention once more to the relation between 
miniature and narrative.  For the function 
of  the miniature here is to bring historical 
events “to life,” to immediacy, and thereby 
to erase their history, to lose us within their 
presentness.  The transcendence presented 
by the miniature is a spatial transcendence, 
a transcendence which erases the productive 
possibilities of  understanding through 
time.  Its locus is thereby the nostalgic.  The 
miniature here erases not only labor but 
causality and effect.

Susan Stewart
On Longing 19

3.01
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3.02

3.03
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EVERY HOUR A FIRE LIT WITH AN employee’s match appeased 
the hungry crowds in Dreamland.  Another perpetually raged at Hell Gate, 
while the fl ames in Lilliputia, the Midget City, were more intermittent.  Only 
in the disaster fetish wonderland called Coney Island could you witness 
the devastation of  San Francisco by earthquake, a volcanic eruption bury 
ancient Pompeii, a wild west buffalo stampede, and the storming of  Peking, 
before ending the heart-racing night with a ride over a waterfall under a sky 
bright with fi reworks.  

These unnatural disasters drew visitors by the million every summer, 
May to September, from the turn of  the century until the last of  its brilliant 
heyday in the late 1940s.  For fi fty years people came, entered, and watched.  
They paid to see these constructed destructions, fi nding amusement in a 
kind of  fatal attraction - to taste near death, near danger, near but not quite 
visceral experience.  In his book, Coney Island: The People’s Playground, Michael 
Immerso writes about Coney’s twisted relationship with fi re:

Fire was a regenerative element at Coney Island.  By periodically burning itself  

down it was able to re-create itself  in a new guise.  Combustible in a literal 

as well as fi gurative sense, it was most potent at that point where the illusion 

of  danger ignited into confl agration.  The fi re that decimated Dreamland 

began in an attraction called Hell Gate and released lions into the streets.  

During another of  Coney’s many fi res, seventy thousand people gathered 

to watch, while just beyond the engulfed area the dancing and concert halls 

played on.20

Coney Island had been a site of  escape from the city and its strictures from 
its fi rst stable connection, a bridge constructed in the early 19th century.  
One end of  the island grew into a resort town that tastefully catered 
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to Manhattan’s idle rich, while at the other, a loose refuge for boozing, 
gambling, prostitution, and corruption took root.  Both fl ourished in 
relative isolation from the growing city until 1865, when the fi rst railroad 
made it to the island.  Now able to bring in average pleasure-seekers by the 
trainload, the island’s centre quickly bloated with beachside amusements, 
attractions and distractions., all at affordable prices squarely aimed at the 
urban masses of  New York – from the tenement dwellers, sweatshop 
workers, and immigrants to the growing middle class.  

At its height, Coney’s trifecta of  amusement parks – Steeplechase, 
Luna Park, and Dreamland – fi lled the city’s growing need to escape.  Every 
weekend they swelled with people driven to consume every grotesque, 
obscure, foreign offering of  the island:  one-legged dancers, wax museums, 
minstrel shows, giants and dwarves, exotic beasts, mechanical horses, 
illusionists, Venitian canals, Swiss mountains, Middle Eastern bazaars 
replete with belly dancers and camels, even The End of  the World next to 
the moon, all on a single strip of  sand.  Rem Koolhaas’ Delirious New York 
delves into this architecture of  subliminal desire and movement:

According to an intuitive cartography of  the subconscious, Reynolds 

[Dreamland’s creator] arranges 15 facilities around his lagoon in a Beaux-

Arts horseshoe and connects them with a completely even supersurface 

that fl ows from one facility to the next without a single step, threshold 

or other articulation - an architectural approximation of  the stream of  

consciousness.21  

It was as if  the travelling circus tired of  its endless wandering from town to 
town and found its resting place by the sea.  Here the castaways collected 
into the strangest seasonal exhibit in the world, at least for a time.  
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3.04 Coney Island beach, illustration from
 Harper’s Weekly, 1867

3.05 Brooklyn and Manhattan
 

Coney Island is discovered one day before 
Manhattan – in 1609, by Hudson – a clitoral 
appendage at the mouth of  New York’s 
natural harbor, a ‘strip of  glistening sand, 
with the blue waves curling over its outer 
edge and the march creeks lazily lying at its 
back, tufted in summer by green sedge grass, 
frosted in winter by the pure white snow....’  
The Canarsie Indians, the original inhabitants 
of  the peninsula, have named it Narrioch - 
‘Place Without Shadows’ - an early recognition 
that it is to be a stage for certain unnatural 
phenomena.

Rem Koolhaas 
Delirious New York 22

3.04
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3.06 Coney boardwalk, c. 1890 

3.07 Midget City, Dreamland

3.08 Illusionist at work

Midgets, giants, fat ladies, and ape-men were 
both stigmatized and honored as freaks.  They 
fascinated spectators in the way they displayed 
themselves openly as exceptions to the rules 
of  the conventional world.  Their grotesque 
presences heightened the visitors’ sense that 
they had penetrated a marvelous realm of  
transformation, subject to laws all its own.  
The popular distorting mirrors furnished the 
illusion that the spectators themselves had 
become freaks.  Thus Coney Island seemed 
charged with a magical power to transmute 
customary appearances into fl uid new 
possibilities.

John Kasson 
Amusing the Million 23

3.06
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3.07

3.08
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3.09 Topsy the Elephant, 1903

3.10 Elephant Colossus, hotel sections

3.11 The Cairo Pavilion

The most celebrated Luna elephant was 
the ill-fated Topsy, who was electrocuted at 
the park in 1903 after killing several of  her 
trainers.  The sad spectacle was recorded in 
an early fi lm by Thomas Edison, who also 
conducted the electrocution.

Michael Immerso
Coney Island: The People’s Playground 24

3.09
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3.10
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3.12 Coney Island beach
 1930s

3.13 The boardwalk
 circa 1929

3.14 Coney Island Beach
 by Weegee, 1940

Coney Island appeared to have institutionalized 
the carnival spirit for a culture that lacked 
a carnival tradition, but Coney located its 
festivity not in time as a special moment on 
the calendar but in space as a special place 
on the map.  By creating its own version of  
carnival, Coney Island tested and transformed 
accustomed social roles and values.  It attracted 
people because of  the way in which it mocked 
the established social order.

John Kasson 
Amusing the Million 25

3.13

3.12
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3.15

3.15 Promenading  in Luna Park

3.16 View of  Luna Park at night, Coney Island, N. Y.
 postcard

3.17 Luna Park at night
 postcard

Fred Thompson’s Luna Park was arguably 
the greatest amusement park ever devised.  
An entirely original form of  environmental 
sculpture for mass amusement, Luna Park 
was a dazzling Arcadia of  minarets, trellises, 
spires, promenades, and swirling fountains of  
electric lights.

Michael Immerso
Coney Island: The People’s Playground 26
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3.16

3.17
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3.18 A Coney Island of  the Mind
 Lawrence Ferlinghetti, 1958

3.19 The Electric Tower
 Luna Park, c. 1905

3.20 Entrance to Luna Park at night, Coney Island
 postcard, c. 1906

Thompson has designed and built the 
appearance, the exterior, of  a magic city.  But 
most of  his needles are too narrow to have an 
interior, not hollow enough to accommodate 
function.  ...  Luna’s astronauts may be stranded 
on another planet, in a magic city, but they 
discover in the skyscraper forest the over-
familiar instruments of  pleasure – the Bunny 
Hug, the Burros, the Circus, the German 
Village, the Fall of  Port Arthur, the Gates of  
Hell, the Great Train Robbery, the Whirl-the-
Whirl.  ...  Luna Park suffers from the self-
defeating laws that govern entertainment:  it 
can only skirt the surface of  myth, only hint 
at the anxieties accumulated in the collective 
unconscious. 

Rem Koolhaas 
Delirious New York 27

3.18
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3.19

3.20



126

3.21 Cyclone , 1928

3.22 Coney Island Beach, c. 1994

3.23 Parachute ride, 1940s

Twenty million people visited during the 
summer season of  1909, as compared to 
the 5 million annually who were attracted to 
Disneyland when it opened in 1955.  The era 
of  the great amusement parks was, however, 
short-lived.  In 1911, Dreamland burned to the 
ground in a spectacular fi re that transformed 
its 375-foot-high beacon tower into a shaft of  
fl ame. 

Michael Immerso
Coney Island: The People’s Playground 28
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T H E  F R A M E

Bath at the Alhambra Palace, Granada, Spain.

AT THE ALHAMBRA, in the 14th century, leisurely afternoons were often passed 
picnicking in the cemetery-garden.
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4.01 Generalife garden
 
4.02 Tower of  the Captive and Tower of  the Infantas
 view from Generalife

And once you enter here, you are struck fi rst 
by the smell, which awakens the recollections 
of  a visit to the Alhambra.  Here are two 
varieties of  lavender fl owers; citrus trees, 
bearing sour oranges, lemons and calamondin; 
jasmine vines in bloom, winding up pillars; 
crepe-myrtle, saffl ower, rosemary and valerian 
arrayed in geometric beds. And the scents, 
with their sweet spice, seem to invoke the 
mythic imagery of  the place and its hold on 
the imagination. 

Edward Rothstein
Temptations found in Gardens of  Islamic Delight 29

4.01
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UNDER THE SHADE OF TREES AND AMONGST fragrant 
fl owers, visitors would pass the day in the company of  friends and family 
in the rawda, just outside the palace.  Rawda translates into both garden and 
cemetery, and it is understood that the two are interchangeable, one and 
the same, inseparable in image and atmosphere.  Rawdas, and the heavenly 
paradise they represented, were so revered by the Andalusian Moors that, 
in the 12th century, garden-poetry and fl ower-poetry were their own distinct 
genres of  Arabic literature.  Gardens were integral to buildings and the daily 
life that unfolded within them. Views constructed from one to the other 
were encountered around every corner.  Special meals and events took place 
in these outdoor rooms, as described by Islamicist Robert Irwin:  

In the Muslim world cemeteries, with cypresses, myrtles and other plants, 

were popular places for picnics and musical entertainments.  Presumably 

the sense of  transience afforded by such a site gave a pleasingly melancholy 

edge to the picnickers’ enjoyment.  The earthly funerary garden presented 

an image of  the paradise to come.  According to a saying of  the Prophet, 

‘Between my tomb and my pulpit there is a garden [rawda] which is one of  the 

gardens of  Paradise.’30 
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This sensibility permeates the entire palace – the labyrinthine movement 
from one space to another, the rhythmic fl ow of  water and light, the 
surfaces that dematerialize, the suggestion of  multiple realities and worlds 
to be inhabited.  From room to room, courtyard to belvedere, everything 
enhanced the perception of  a truer paradise to come, an unfamiliar message 
to those of  us who gaze upon its ruins.   And so the story of  this place, the 
only Muslim palace to survive from the Middle Ages, is one of  ambiguity, 
one of  time passed and lost and of  fragments that remain, some perverted, 
some illusory; so much so that Irwin begins his book, The Alhambra, with 
this caveat:

As we shall see, there is uncertainty and dispute about every single feature of  

the Alhambra – its architecture, chronology, iconography, nomenclature and 

the way it was originally occupied.  We are dealing not so much with a body 

of  knowledge as with a body of  wild guesses.31  

When trying to decipher its architecture, the clouded nature of  its past adds 
to its mystery from the original purposeful design and construction to the 
numerous erasures, additions, and renovations in the centuries since.
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4.03 Partial plan of  Alhambra

4.04 Tower of  the Infantas, interior

4.05 Plan of  Alhambra, c. 1840 

  The Alhambra itself  was a city 
of  palaces at its peak – within its red walls 
were six palaces with an attendant town 
to service them.  What began as a fortifi ed 
citadel on a spur of  the Sierra Nevada in the 
9th century became, by 1238, a proper town 
with a perimeter wall enclosing 14 hectares of  
land and aqueducts to water the growing town.  
Gardens, meadows, orchards and vineyards 
grew on all sides, always within view.

4.03
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4.04

4.05
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4.06 Cuarto Dorado
 south facade 

4.07 Cuarto Dorado
 north facade with portico to Darro Valley

Parts [are] separated from each other in such 
a way that the passage from one to the other 
is never obvious.  There are no portals or 
vistas leading from one unit to the other.  The 
Cuarto Dorado is a gate, but it is also a trap, 
for it does not indicate the correct direction 
to take.  In fact, the whole palace is like the 
City of  Brass of  The Thousand and One 
Nights, where secret passageways and small 
doors lead the visitor, accidently and secretly, 
from one marvellous architectural setting to 
the next. 

Oleg Grabar
The Alhambra 32

4.06
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4.08 Muqarna ceiling 
 The Court of  Lions

4.09 The Court of  Lions
 sections, NS + EW 

The overwhelming objective of  the 
Alhambra’s elevation lies in its seeking to 
provide what may be called illusions, that is, 
impressions and effects which are different 
from the architectural or decorative means 
used to create them.  From the very rough 
contrast between its external and internal 
profi les all the way to the analysis of  a single 
bay in the Court of  Lions or the muquarnas, 
we may discover a consistent attempt to give 
the impression that things are not quite what 
they seem to be.

Oleg Grabar
The Alhambra 33

4.08
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4.10 Court of  Lions
 view from arcade

4.11 Arcade 
 south side of  Court of  Lions

4.12 Bath 
 steamy dome

4.13 Detail of  wall decoration in alcove 
 Hall of  Ambassadors

The sensuousness of  the forms, whereby 
walls, columns, ceilings, water, at times space 
itself  are not fi xed constants and defi nite 
compositions but become almost alive with 
sinuous lines and profi les, with moving 
surfaces or ornament, and are endlessly 
affected by a changing and contrasting light. 

Oleg Grabar
The Alhambra 34

4.10

4.11



141

4.13

4.12
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4.14 Court of  Lions
 looking north

4.15 Court of  Lions
 looking west

The garden would have been a sunken one, so 
that the carpet of  fl owers did not impede the 
view of  the fountain.  Four raised walkways 
of  stone would have then converged on the 
fountain.  An account of  the Court of  the 
Lions in 1602 indicates that each quadrant 
of  the courtyard contained six orange 
trees, growing amid fl owers.  It has further 
been argued that the shape of  the garden, 
a rectangle divided by four water channels, 
was based on the chahar-bagh, the traditional 
‘fourfold plot’ Persian garden design.  From 
this point of  view, it is possible to imagine 
that the buildings were hardly more than a 
frame for the luxuriant garden.   

Robert Irwin
The Alhambra 35

4.14
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4.16 Decorative tiling 
 Hall of  Ambassadors

4.17 Bath, ceiling of  the main hall
 Sala de las Camas

4.18 Niche for water jar 
 Hall of  Two Sisters

This kind of  aesthetic objective, which seeks 
to emphasize a frame and to endow it with 
physical beauty in such a way that the quality 
but not the nature of  what happens within 
the frame is affected, was deep imbedded in 
at least one side of  medieval Islamic tradition 
– that of  the great carpets and gardens of  
Safavid Iran or the ceramics and metalwork 
of  earlier times. 

Oleg Grabar
The Alhambra 36

4.16
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4.17
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4.19 Bath, section with small plan
 Goury-Jones, c. 1840

4.20 Court of  Myrtles, looking north 
 to portico and Tower of  Comares

4.21 Bath, main hall
 Sala de las Camas

Practically invisible and insignifi cant from 
the courts, these windows can be used to 
look into the courts from the bath.  Private 
though its activities may be, the bath becomes 
a place from which the offi cial or semi-offi cial 
business of  the palace can be witnessed.  

Oleg Grabar
The Alhambra 37

4.19
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T H E  R O O M

Turbine Hall, Tate Modern, London.

THE ESSENCE OF ROTTERDAM was distilled from a dubious mixture that 
included Rhine water, dog, hashish, cinnamon, patchouli, algae, and tangerine. 
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5.01 St. Paul’s Cathedral from 
 Bankside Power Station site, 1947

5.02 Giles Gilbert Scott’s fi nal design
 Model of  power station and site

5.03 Bankside Power Station 
 

  In another city, by another river, 
a power station faces St.Paul’s Cathedral from 
across the Thames.  Though the building was 
specifi cally designed to be a counterpoint to 
St. Paul’s by respected British architect Giles 
Gilbert Scott, there was strong opposition to 
its location directly opposite the Cathedral, 
symbol of  the Church of  England and seat 
of  the Bishop of  London.  Nevertheless, the 
Bankside Power Station celebrated its offi cial 
opening in 1963. 

5.01
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5.02

5.03
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IN 2005,  TO COINCIDE WITH AN EXHIBITION of  
their work (Beauty and Waste in the Architecture of  Herzog & de Meuron) at 
the Netherlands Architecture Institute in Rotterdam, Jacques Herzog and 
Pierre de Meuron created a perfume.  The scent, named Rotterdam, was 
meant to conjure the Dutch city - to encapsulate the feeling of  walking its 
streets, purely by olfaction.  In an extended interview with Philip Ursprung, 
Herzog explains:  

The really interesting thing about perfumes is not actually the scent itself, but 

rather the memory that is stored with the scent.  Smells and scents can evoke 

experiences and images of  the past, almost like photographs.  For us certain 

smells always produced architectural images and spatial memories - almost 

like an inner fi lm.  So we were never interested in producing a specifi c scent; 

we wanted rather a library of  smells and scents that one might access like a 

kind of  interface between fi ction and reality:  perfumes that smell like sweat, 

like oil paint, like wet concrete or warm asphalt on which it has rained, or like 

an old kitchen.  ...  
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And another thing about scents that come and go:  there is an aspect of  this 

that applies to architecture as well, namely that it leaves a mark on us and 

reminds us of  our own history.  ...  Memories and experiences are always 

individual.  This element of  the elusive emotions that defi ne the aura of  

a place plays a role in our perception of  architecture.  Architecture cannot 

be neutral and is, in a sense, a very old-fashioned medium inasmuch as it 

completely involves us physically and refuses to let us be detached about it.38

The limited run of  one thousand 15 mL bottles was sold, among other 
places, at the Tate Modern in London, where the architects had just 
renovated a power station into a museum of  modern art.  In the design 
of  both, Herzog & de Meuron show that in the consideration of  places in 
particular and space in general, the invisible and the atmospheric should 
not be ignored in favour of  easier images. Favourably reviewed by perfume 
and architecture fans alike, Rotterdam is now gone, impossible to fi nd save 
perhaps for the remains of  a bottle here or there, hidden away in scattered 
stashes around the world.  
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5.04 Turbine Hall, 1994
 · before removal of  plant

5.05 · after removal of  plant
 · removal of  fl ooring 
 · supports for ramp
 · construction of  ramp

  The Bankside power station 
was the fi rst large generating station to be 
fi red by oil rather than coal.  Construction 
began in 1948, and would continue in phases 
for another 15 years before its full completion.  
Then, on October 31, 1981, it was shut down 
due to the increased cost of  oil which made 
coal and nuclear power generation more 
economical.  So there it lay by the river, 
dormant and untouched, for another 14 years 
until 1995, when it was taken apart from the 
inside out for its transformation into the Tate 
Modern. 

5.04
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5.06 Marsyas
 Anish Kapoor, 2002

5.07 Shibboleth
 Doris Salcedo, 2007

One of  the things about a museum is that it 
is a public space but it is also a place in which 
people create their own personal space. One 
of  the interesting experiences for a visitor to 
Tate Modern is going to be the combination 
of  that sense of  sharing experience as you 
move through the building, but also having 
your own intimate and individual relationship 
with a work of  art or with a part of  the 
building.  I think you need that absence in 
certain parts of  the building in order to give 
room for the mind to move. 

Nicholas Serota
 in conversation with Rowan Moore

Building Tate Modern 39

5.06
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5.07
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5.08 House, 1993-1994 (East London)
 Rachel Whiteread

5.09 Turbine Hall, competition entry
 Herzog & De Meuron, 1994 

5.10 Embankment
 Rachel Whiteread, 2005

5.11 Test Site
 Carston Holler, 2006

The Turbine Hall is an extraordinary place, a 
very diffi cult place to work with. ...   I wanted 
to make something that was like a landscape 
and sort of  awe inspiring. And I was especially 
thinking about children and how they would 
respond to that — they have a freedom in 
the Turbine Hall that you don’t get in any 
other museum situation. I wanted to make 
something that was profound, like being in a 
landscape, or being in a cathedral, something 
that had some elemental force to it.

Rachel Whiteread
A Talk with: Rachel Whiteread 40

5.08

5.10

5.09
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5.11
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5.12 The Weather Project, from the fl oor
 Olafur Eliasson, 2003

5.13 The Weather Project, from the bridge
 Olafur Eliasson, 2003

The weather, in all its shades, is really about 
tactility.  It is, in an odd way, about mental 
tactility – trying to imagine something – 
but also about “Oh, I got wet” or “I’m 
cold” or “I’m sweating.”  It has these really 
physical aspects, but it’s also physical on an 
intellectual level.  When you think about the 
cosmological potential of  weather, it becomes 
almost physical.  And yet, the weather also 
holds unbelievably profound questions:  what 
is time?  What is unpredictability?  What 
is chaos?  What is the turbulence of  our 
atmosphere and universe?  

Olafur Eliasson
in conversation with Hans-Ulrich Obrist

Olafur Eliasson 41

5.12



161

5.13
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5.14 Dome Room, rendered perspective
 Sir John Soane Museum, London

5.15 The Picture-Room, panels closed & open
 Sir John Soane Museum, London

Reduced in scale, inward-looking and 
cocooned within themselves, [they] seem to 
contain infi nity, to reach to the very limits 
of  the visible.  Thus we may marvel before 
ninety-six goblets that fi t precisely one into 
the next, or attempt to count the hundred 
heads engraved on a cherry stone, or the 
twenty-four minuscule spoons concealed 
within another cherry stone.  Each tinier than 
the last and contained within it, these virtuoso 
exercises in the art of  miniaturization are 
another demonstration of  the general rule 
of  containment and encapsulation, of  
treasures nestling one within the other, that 
was the governing principle of  cabinets of  
curiosities.

Patrick Mauries
Cabinets of  Curiosities 42

5.14
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5.15
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5.16 Untitled (Hôtel de la Duchesse-Anne)
 Joseph Cornell, 1957

5.17 Sculpture gallery
 Tate Modern

5.18 Ballet of  the Woodpeckers in Tate Modern
 Rebecca Horn, 1986
 

The cabinet of  curiosities fi nds its raison d’etre 
in a multiplicity of  frames, niches, boxes, 
drawers and cases, in appropriating to itself  
the chaos of  the world and imposing upon it 
systems – however arbitrary – of  symmetries 
and hierarchies.  It is like a shadow cast by the 
‘unknown’, an unknown that dissolves into a 
shower of  objects. It offers an inexhaustible 
supply of  fragments and relics painstakingly 
slotted and fi tted into the elected space, heavy 
with meaning, of  a secret room.

Patrick Mauries
Cabinets of  Curiosities 43

5.16
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5.17

5.18



166

5.19 Turbine Hall 
 view from bridge
 
5.20 Tate Modern 
 nearing end of  construction
 

Herzog & de Meuron’s approach to Tate 
Modern embodies an understanding of  human 
experience that is contradictory, uncertain, 
strange and many-shaded.  It includes the 
knowledge that things are not always what 
they seem, the possibility or rather certainty 
of  imperfection, the co-existence of  shadows 
and light, the intertwined relationship of  hope 
and pessimism. 

Rowan Moore
Building Tate Modern 44

5.19
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5.20
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T H E  PA S S A G E

The Great Pyramid of  Khufu, Giza, Egypt.

AS KHUFU ASCENDED the throne of  Egypt, he buried his father and began 
preparations for his own highly anticipated death.
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6.01 The pyramids of  Saqqara seen from the Nile
 Napoleonic Edition

6.02 View of  the Great Pyramid at sun rise
 Napoleonic Edition

6.03 View of  the Second Pyramid from the east
 Napoleonic Edition

Articles lost.  What makes the very fi rst glimpse 
of  a village, a town, in the landscape so 
incomparable and irretrievable is the rigorous 
connection between foreground and distance.  
Habit has not yet done its work.  As soon as 
we begin to fi nd our bearings, the landscape 
vanishes at a stroke like the facade of  a 
house as we enter it.  It has not yet gained 
preponderance through a constant exploration 
that has become habit.  Once we begin to fi nd 
our way about, that earliest picture can never 
be restored. 

Walter Benjamin
 One-Way Street 45

6.01
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6.02

6.03
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FROM GIZA, KHUFU COULD SEE THE NILE and its fertile 
fl oodplain to the east, while to the south, the pyramids of  his ancestors 
lay in the distance.  This desert plateau is where he, son of  Sneferu and 
father of  Khafre, chose to build his eternal home, his pyramid.  In his 
book Mountains of  the Pharaohs, archaeologist Zahi Hawass explains Khufu’s 
choice in site: 

It lay in the western desert, already the traditional location for a royal tomb, 

with its links to the setting sun.  The geology of  the plateau was ideal for 

pyramid building, for it included an outcropping of  a limestone formation.46

The building of  his tomb was the most important undertaking of  his 
reign as king, not only for his personal glory but also for the future of  his 
people, and for the world as they knew and understood it.  He began almost 
immediately, and as if  overnight, a city grew between the desert and the 
river, its existence solely dedicated to the construction of  his tomb.  

During this time in Egypt, a pharoah was considered the earthly 
manifestation of  Re, ruler of  the gods and embodiment of  the sun.  Upon 
his death, he would, through proper death ritual and burial in a pyramid, 
rise transformed to his divine station in the sky, from which he could keep 
the world in order and hold chaos at bay.  

Today, well over four thousand years after the peak of  pyramid-
building, undiscovered pyramids are still being sought, found, and 
unearthed in Egypt.  The meaning and function of  their form continue 
to be the subject of  much fascinated research despite the impossibility of  
ever arriving at a defi nitive answer.  In Building the Great Pyramid, the authors 
discuss its possible origins:  

One modern theory suggests that the pyramid derived its shape from 

observations of  the sun’s rays as they cut down in a triangular wedge through 

gaps in cloud formations.  This seems plausible:  from the time of  Sneferu’s 

rule, the solar deity became more and more important to Egyptian religion, 

and the pyramid texts state that the sun’s rays can be used as ramps by means 

of  which the king can ascend to heaven.  According to this reading, the 

pyramid was regarded as the immaterial made material: light into stone.47    
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Hawass’ theory describes a more organic derivation of  the pyramid form,  
with its roots in the cyclical changes of  the seasons year to year:

The regularity of  the agricultural cycle – the dryness of  summer, the 

inundation followed by the reemergence and renewed fertility of  the earth 

– so impressed the Egyptians that most of  the different creation myths that 

have come down to us incorporate the image of  a primeval mound arising 

out of  the waters of  chaos that existed before time, a mythological echo of  

the islands of  earth that appeared each year at the recession of  the fl ood.48

The pyramid functions in a number of  dimensions.  It seems that, for these 
Egyptians, the physical and metaphysical aspects of  life and death were 
intertwined, inseparable.  Every action, every object, literal or fi gurative, 
miniature or gigantic - they all were capable of  affecting the order of  the 
universe, and of  life itself.  This can be seen in the Egyptian death ritual, 
particularly as it relates to royalty, as detailed by J.P Lepre in his guide to the 
pyramids, The Egyptian Pyramids: A Comprehensive, Illustrated Reference:  

The liturgy manifested at this time emphasizes that the monarch is not of  

human parentage, has escaped death and shall be transformed to everlasting 

life, departing in the West and shining anew in the East, thus becoming an 

imperishable star.  Later, during the course of  this lengthy ceremony, mention 

is made of  the pharoah’s senses being restored, with the opening of  his eyes, 

ears, nose, and mouth, and his body members being symbolically reassembled.  

These incantations and physical acts were believed to constitute the crux of  

the embalming process.49 

After seventy days in preparation, the body would have crossed the Nile 
from east to west, toward the pyramid and the setting sun.  Once inside 
the complex, the coffi n would have been carried up to the pyramid’s tiny 
entrance, down the descending passage, up the ascending passage and into 
the Grand Gallery, the fi nal climb to the heart of  the mountain: the King’s 
Chamber.  In this granite room his preserved body would be sealed inside 
a granite sarcophagus placed precisely on the central axis of  the pyramid.  
From there, his spirit could transform as it travelled through to the surface, 
towards the sky.
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6.04 Plan of  Giza Complex
 
6.05 General plan of  Memphis and surroundings
 Napoleonic Edition

Peret or ‘emergence’ was a period roughly 
corresponding to our winter, running from 
mid-November to mid-March, when the 
fl ood waters drained from the fi elds and 
farmers could begin to work on their land 
again.  Shemu or ‘dryness’ lasted from mid-
March to mid-July.  The Nile sank to its lowest 
level, the fi elds drained completely dry and 
the soil began to crack and turn to dust. ...  
Akhet or ‘inundation’ ran from mid-July to 
mid-November.  At this, the hottest time of  
the year, rain fell on the high ground and the 
Nile overfl owed with life-giving water.

Kevin Jackson
Building the Great Pyramid 50

6.04
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6.05
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6.06 Inside the Grand Gallery, upper tier and lower tier
 Napoleonic Edition

6.07 Sections of  Grand Gallery, including King’s
 Chamber and Antechamber
 Napoleonic Edition 

6.08 Section of  Great Pyramid, before discovery of  air
 shafts and subterranean chamber
 Napoleonic Edition

The Great Pyramid was called Khufu’s Akhet 
– his “horizon” – but the similarity of  the 
word akh is more than a coincidence, for 
most of  the pyramid names that have come 
down to modern times allude to the place 
where transformation from mortal remains 
to immortal being took place.  So though 
we are fully justifi ed in saying that a pyramid 
is a king’s tomb, we must recognize that for 
Egyptians a royal tomb was much more than 
a place where remains were kept.  It was the 
king’s gateway to the stars – a launch-pad to 
the afterlife.

Kevin Jackson
Building the Great Pyramid 51

6.06
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6.07

6.08
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6.09 Diagram of  Great Pyramid
 relationship of  air shafts to constellations

6.10 Diagram of  Great Pyramid
 major passageways and chambers

6.11 The King’s Chamber
 

[Khufu’s pyramid] is the only pyramid to 
contain “air shafts,” mysterious tunnels, each 
about twenty centimeters square (three square 
inches), that lead outward from the north and 
south walls of  the two upper chambers of  his 
pyramid.  ...  One of  the two air shafts in the 
King’s Chamber is located on the central axis 
of  the southern face of  the pyramid and is at 
right angles to the east-west axis of  the two 
boats.  It may be that the soul of  the king was 
to be able to magically travel through this air 
shaft in order to board his boat.  The shaft 
also points toward Orion, identifi ed by the 
Egyptians with the god Osiris.  The northern 
shaft is directed toward the circumpolar stars 
and most likely represents a magical path on 
which the soul of  the king would have traveled 
to join these stars, his fellow gods.

Zahi Hawass
Mountains of  the Pharaohs 52

6.09
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6.11

6.10
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6.12 Tourists on the Giza Sphinx, 1890

6.13 Entrance of  Great Pyramid
 
6.14 Arab guides helping tourists on the Great Pyramid
 1850

Our most fundamental relation to the gigantic 
is articulated in our relation to landscape, our 
immediate and lived relation to nature as 
it “surrounds” us.  Our position here is the 
antithesis of  our position in relation to the 
miniature; we are enveloped by the gigantic, 
surrounded by it, enclosed within its shadow.  
Whereas we know the miniature as a spatial 
whole or as temporal parts, we know the 
gigantic only partially.  We move through 
the landscape; it does not move through us.  
This relation to the landscape is expressed 
most often through an abstract of  the body 
upon the natural world.  Consequently, 
both the miniature and the gigantic may be 
described through metaphors of  containment 
– the miniature as contained, the gigantic as 
container. 

Susan Stewart
On Longing 53

6.12
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6.13

6.14
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6.15 ‘Roden Crater’, 
 Video still, Erin Shirreff

6.16 Roden Crater, lithograph
 James Turrell, 1995

6.17 Roden Crater, diagram 
 James Turrell

It is virtually impossible to look at the workings 
of  the sky without somehow being moved by 
it.  There is no greater teacher of  time and 
space than the sky, no greater courier to the 
sense of  majesty, no greater dwarfer of  one’s 
own signifi cance, and no greater prompter to 
the question of  ‘why’.  To watch and interpret 
the skies has always been one of  man’s most 
basic instincts, providing a way of  placing 
oneself  in the context of  the universe.  

Richard Bright
on James Turrell, Eclipse 54

6.15
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6.16

6.17
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6.18 View of  sky from within Roden Crater, 1981
 
6.19 Corridor to a Sky Space, Roden Crater, 2006 

6.20 A sky space at Roden Crater
 

What is important to me is to create an 
experience of  wordless thought, to make the 
quality and sensation of  light itself  something 
really quite tactile.  It has a quality seemingly 
intangible, yet it is physically felt. 

James Turrell quoted in 
The Art of  Light and Space 55

6.18
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6.19

6.20
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6.21 Roden Crater 
 James Turrell, 1979 to present
 (NE of  Flagstaff, Arizona)
  

Articles found.  The blue distance that never 
gives way to foreground or dissolves at our 
approach, which is not revealed spread-eagle 
and long-winded when reached but only looms 
more compact and threatening, is the painted 
distance of  a backdrop.  It is what gives stage 
sets their incomparable atmosphere.  

Walter Benjamin
 One-Way Street 56
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6.21
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5

O B J E C T S

[    ]

To miniaturize is to make portable – the ideal form of  possessing things for a wanderer, or 
a refugee.  Benjamin, of  course, was both a wanderer, on the move, and a collector, weighed 
down by things; that is, passions.  To miniaturize is to conceal.  Benjamin was drawn to the 
extremely small as he was to whatever had to be deciphered:  emblems, anagrams, handwriting.  
To miniaturize is to make useless.  For what is so grotesquely reduced is, in a sense, liberated 
from its meaning – its tininess being the outstanding thing about it.  It is both a whole (that 
is, complete) and a fragment (so tiny, the wrong scale).  It becomes an object of  disinterested 
contemplation or reverie. 

Susan Sontag on Walter Benjamin
Under the Sign of  Saturn 57
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7.01 Outside Baptister y
 112 x 112 x 84 mm
 scale - 1:1000
 starch, glue

7.02 Inside Baptister y
 65 x 57 x 74 mm
 scale - 1:1000
 starch, glue

7.01
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7.02
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7.03 Outside Orangerie
 196 x 161 x 16 mm
 scale - approx. 1: 1250
 starch, glue

7.04 Inside Orangerie
 140 x 98 x 11 mm
 scale - approx. 1: 1250
 starch, glue

7.03
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7.04
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7.05 Outside Coney Island
 103 x 103 x 127 mm
 scale - 1:1000
 starch, glue

7.06 Inside Coney Island
 20 x 20 x 81 mm
 scale - 1:1000
 starch, glue

7.05
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7.06
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7.07 Outside Alhambra
 180 x 137 x 42 mm
 scale - 1:1000
 starch, glue

7.08 Inside Alhambra
 117 x 76 x 49 mm
 scale - 1:1000
 starch, glue

7.07
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7.08
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7.09 Outside Tate Modern
 233 x 158 x 105 mm
 scale - 1:1000
 starch, glue

7.10 Inside Tate Modern
 157 x 25 x 33 mm
 scale - 1:1000
 starch, glue

7.09
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7.10
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7.11 Outside Pyramid
 223 x 177 x 117 mm
 scale - approx. 1: 1250
 starch, glue

7.12 Inside Pyramid
 117 x 60 x 100 mm
 scale - approx. 1: 1250
 starch, glue

7.11
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7.12
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6

E X H I B I T I O N

[    ]

Art, be it painting,  literature, or architecture, is the remaining shell of  
thought.  Actual thought is of  no substance.  We cannot actually see 
thought, we can only see its remains.  Thought manifests itself  by shucking 
or shedding its remains.  It is beyond its confi nement.

John Hejduk
Evening in Llano 58
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December 3, 2009
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December 3, 2009
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November 8, 2009 to January 26, 2010
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January 25, 2010 to July 29, 2010
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February 7, 2010 to March 17, 2010
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September 9, 2011 to September 16, 2011
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January 13, 2012
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January 13, 2012
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January 13, 2012
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January 13, 2012
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January 13, 2012



217

January 13, 2012
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An attempt to explain:

Architecture is capable of  many things.  It can provide everyday comfort, 
lend structure to our communities, explore the frontiers of  technology, 
facilitate environmental remediation, affect social change for better or 
worse, and give us means to look at ourselves and our histories, values, 
and ideals.  As a whole it is many things, a force that isn’t easily seen or 
grasped despite the largeness and physicality of  its agents.  Architecture 
is too gigantic, overwhelming; its breadth too vast, its depths elusive, so 
frustrating and wonderful at the same time.

Architecture is usually seen in its parts – buildings that populate our 
cities, façades that form our streets, elements that shelter us from the wind 
and rain.  At fi rst glance it can seem straightforward and utilitarian, but it 
also works below the surface, in unexpected ways.  Like all art, it has the 
ability to negotiate the boundaries of  human experience and connect us to 
a world beyond the literal or visible; it moves between the individual and 
the collective, material and metaphysical, bridging the sea between disparate 
places and times.

0

P O S T S C R I P T

[     ]
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We often look to the past to ground us, perhaps for a little security in 
ever-accelerating times.  In the now the air feels unstable, too fl uid, charged 
with the pressure of  history and immanent trajectory - full of  promise 
but also uncertainty.  We look back even as we know history and memory 
are constantly evolving mythologies, themselves dynamic and alive.  The 
stability we project onto the past is deceptive, especially from a distance. 

For this thesis, six places were studied, modelled, and printed into small 
objects. Five of  these six places are only shadows of  what they once were.  
For moments in time, these fi ve shone at the centre of  their respective 
universes.  Each place held human lives in moments of  immediacy 
and present-ness, blurring the line of  inner and outer worlds for their 
inhabitants.  But time passes and the centre shifts.  In turn, they have all, 
in one way or another, been abandoned.  Time and time again, they have 
been re-discovered, re-imagined, re-possessed, and re-consumed.  In some 
lives they were revered, cared for, joyfully lived in.  In others, they were 
forgotten, dismantled, buried in sand.  Presently they stand – the fi ve:  the 
Baptistery, the Orangerie, Coney Island, the Alhambra, and the Pyramid – 
propped at the edge in a sort of  slumber, neither here nor there.  

The exception, the Tate Modern, is quite different.  The youngest of  
the six, its walls were originally built upon prominent but contested ground.  
As Bankside Power Station, it was a fortress, isolated, impenetrable, the 
domain of  oil and machines for twenty-nine years.  Now, after years of  
disuse, it is alive with people and regarded as a vital piece of  its city.  
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These six places are themselves, and they are also other things.  They 
contain traces of  other times, and embody other people and places.  The 
baptistery in Florence was a threshold between earth and heaven, through 
which people were reborn into a Biblical world.  The orangerie at Versailles 
was a hidden backdrop for the French court’s political theatre, all the while 
giving life to exotic fruit.  Coney Island’s Electric Tower was all exterior, an 
illuminated sign to mark a place of  congregation and release in celebration 
of  the American Dream.  The bath at the Alhambra was a space of  
meditation and refl ection, giving careful views of  the world inside and out.  
Inside the Tate Modern, the massive Turbine Hall was transformed into a 
nested vessel for common, intimate encounters with art.  The pyramid, at 
its peak, was a portal to the stars and horizon, giving order to the universe 
and meaning to life and death.  

Architecture is all of  these: door, stage, pylon, frame, room, and 
passage.  It is both foreground and background – sometimes the object, 
sometimes the subject – and we who move through it also change between 
the two.  

This exhibition takes what is large, shared, and gigantic in space and 
time and brings it together to this one room, to this moment, and to the 
inches between viewer and viewed.  Miniaturized and stripped bare, we 
can now surround these monuments, enclose them until they might move, 
captured and contained, through us.  
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