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Ricardo L Castro 
Rogelio Salmona 
Bogota: Villegas Editores, 1998 
reviewed by Conor Sampson 

In the eponymous retrospective of 

Rogelio Salmona's work, Ricardo Castro has 

collaborated with the Columbian architect to 

reveal the permanance and revive the 

memory of an architectural continuity 

between Colombia's past and present. 

Colombia is made up of a multitude of 

independent eYenb that trip over each other 

in tide after tide of accelerated change. In 

1995, I spent six months on exchange in 

Colombia where I lived the most formative 

and destructive experience of my architec

tural education. The experience both 

reinforced my appreciation of architecture as 

an ordering, historical force, and left me with 

a scn~e of the almost complete futility 

inherent in any effort to create order out of 

chao~. In North America, one rarely asks why 

we build; it's always a question of how or to 

what effect; in Colombia, one builds out of a 

~nse of urgency to either house oneself, or to 

make ~nse of a place without places. 

Rogdio Salmonn is not a book of incisive 

and morali~tJc ar .. hitectural criticism. It is a 

book of evocation, roolute and complete in its 

recreation of an experience. I have never held 

much fa1th in architec.tural writing that 

attempt~ to cvokt· ~pace through a literal 

de5eription, .1s it lc.J\<."1> one with a bare image, 



stripped of the memories of its inhabatants and 
removed from the sigmfic.ance of its history. In 
the novels of Colombian writer Gabriel Garcia 
Marqucz, who as frequently alluded to in the 
text, space is rarely descnbed; an atmosphere is 
evoked through t11e actions of a legion of 

characters, tJuough the pounding of rain on 
roofs and t11e decay of houses. History and 
events occupy the rooms, filling the volumes 
with associations and meaning. In this 
mongraph, Castro avoids the trap of literal 
description, prefering to let us sense the spaces 
b)• sharing his personal memories and 

associations WJth Salmona's work and iliose 
historical precedents which he feels have 

influenced his perceptiOn and analysis. The 
quiet fashaon in whach Salmona articulates his 
views through his words and his works is 
alwayb deferential to his materials and ilie 
environment, and it leaves one wiili ilie image 
of a man still learning and tentatively sharing 
his personal conclusions: 

l prefer an architecture which allows me 

to hear the echo of emotions. and l am 

moved by those architectures which let one 

catch a glimpse of the wavering hand of 

the person who planned and built them, 

his doubt!>, his mistakes and efforts, which 

appear tikt silent not~ in the final results. 

Above all hi:. doubts. Doubt is al·way' a 

era tor of discoveries, of dist<~ncing from 

ideologu:al schem~; it obliges one to think, 

to >ee things with new eyes, without pre

conceptions (224 ). 

There are two central characters in iliis 
book: the first, Castro, is silent and watching 
while the other, Salmona, is a son of omnis
cient narrator, animating the bricks and will of 
ilie space much in t11e same way Louis Kahn 
U.'iCd to in his lecture) to students. The episodic 
structure of Castro's visats to ilie projects is 
bridged by the removed continuil) of 
Salmona's voice-ovcrs that provide a context 
for the architect and his architecture. Thas 
book has the qualit)' of a discussion, with t11e 
interviewer mute and Salmona responding 
renecuvely, comfortably and in an honest wa>·· 
a~ both men move through the spac~-s . There is 
a great sense of reverence, uf tiptoeing through 
the building~ ill du~k or sunset, engaged ia1 a 

dialogue full of certitude and clarity unclouded 
by ilie black smoke and hoards of people who 
will surely come with rush hour. As the silent 
partner in ilie dialogue, Castro does not so 
much explain the architecture or history of 
Salmona, but rather articulates his own 
approach to it, his OWJ) background and 

appreciation, allowing Salmona to speak for 
himself. Castro's strength is his ability to 
convey the vision transparently without 
betraying ilie sense of being an intermediary. 

The essays which introduce the volume 
set a tone of nostalgia and reflection, finding 
the inspiration for Salmona's buildings in a 
field of references including ilie historical 
touchstones of Greek and Pre-Colombian 
indigenous forms and Salmona's internship 
wath Le Corbusier. For Castro, the multiple 
historic references and patterns are part of a 
syncretic tradition elaborated by the Cuban, 
Alejo Carpentier. According to Carpentier, the 
Americas were formed by a projection of 
European history upon the New World, such 
that iliey became a surreal juxtaposition of 
past and present Thus, kilie t11emes of nature, 
histroy, tin1e and the individual intertwined 
with ilie notions of ilie eternal baroque and 
the fantastic, reflect what Garcia Marquez calls 
the 'outsized reality' of this region of the 
world~( 16). Via ilie mtermed.iary of building, 
Salrnona succeeds in recalling the memories 
and resonance ofhistoC)· in "an architecture 
iliat, m moving us, leaves a deep emotional 
trace"( 18). 

The theme of nostalgia resonates strongly 
iliroughout this work. When Castro discussed 
palin1pset, I thought inuned.iately of Bogota and 
ilie Lime I spent there; the bizarre juxtaposition of 
history superimposed with the equally powerful 
currents of modem ch.tos. One alwa~-s senses the 
ground in Colombia or 1ts agents. weailicr and 
da-ay One ah'.t} feels things are about to m'Crt 
to the ground, to become part of other a colonial 
history or a \cgetated ~tate. Salmona's buildings 
h.tve the virtue of belonging to thh ground. 
fadmg into it, while lea' ing a clearlr delineated 
inci,ion of experience, of presence. The order and 
wisdom of S.tlmona') work dmw their stn:ngth 

from the only ordering fe.llures m C<llombt.l 
tod.1y: tho:.t' of n.mare .md hhtOC). 

Castro's photograph~ amplafied by the 
high quality of the printing, are stunning. For 
the most part, Cutro utilizes a clear 
pcrspectival approach that draw~ one into ilie 
space along with the photographs. Castro's 
photograph~ have no human subjeru, but he 
exploits the visual effects of layered planes and 
openings, captured views and pareUel prom
enades. Were ilie viewpoints not so C\idently 
"conceived;" ilie result would have been either 
empty or clisquieling, but seen wiili the 1.eXt 

one is aware of Castro's conscious attc:rnpt to 

create a visual experience iliat parallels his 
textual analysis of the plan and promenade. In 
contrasting relief to these rich photographs, 
the editor has presented ilie plans as delicate 
white tracin~ on a grey tonal wash, comple
mented by a descriptive introduction to the 
formal composition of ilie schemes. 

The simplicity of the architecture itself 
leaves one silent until one begins to pry at the 
joints, wondering how it all comes togeilier so 
seamlessly. An aside, which might hopefully be 
addressed in a future edition, is that while ilie 
plans and sections crucial to undemanding 
ilie relationship) of spaces ~ithin the buildin~ 
are weU represented, there are no details of 
construction, no lexicon of ilie rich brick 
vo .. -almlat)· Salmona has de-\-eloped One 
problem is that ilie forces iliat Salmona has 
had to struggle against are not apparent 
enough. Thoe haunting projects ha'•e the 
resonant power and solitude that Castro's 
photographs convey, but if they were placed in 
context they would gain the qu.Uit)' of oasis in 
the jungll.' of modem Colombia. lt is an 
awareness of iliis contrast iliat makes one fully 
conscious of the architect's acheivement and 
reassures one of the values of architecture in a 
place :.o hakc:n by irrationality and change. 

c;o,., r 1,. rp>on, B.Ard1 '%. works in Hll..~ington 
l>C Ht• anft<TJ'<Ift~ N"tunnng to :..."itc>dl nat filll l1('
ratl'<' llr IJ,u "t~ln·•lll)' ~ .. .,, all tlrr ~tuffi'<J animals in 
tlrr SmltiL<NII<m" (Ct'JII(I~mpxw@homuuLmm). 
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Matthew Potteiger and Jam re Purinton 

Landscape Narratives: 
Practices for Telling Stories 

NewYor!GJ. Wiley, 1998 

rev ewed by Julie Althoff 

Before roding thb book.. I "-as hyper

critical of cmain a.-pe..--t of my lanc::bnping 

profession. In &...4 I wouJd haY~ doubled O\'tt 

~o~.ith la~htc:r if I had heard the words 
•landscape :a.n:hite..1ure· and ·th~ry~ in the 

s:une smtm~ With few exceptioxu.. it seemed 

that landscape arChitect~ l•t!re at least one 

hundred \UJ"S lxhind the times, srill designing 

picturesque Olmste.adian path and neigh

bourhoods. I had \Tr)' rarely .seen inno\"ati\ e 

landscape architecture projecu, and wbm I 

had. tbq' often c:zme from the hands of 

architects. But!Dndsaz~ r-..·arrari-.-es: Praa~ees 
[OT T dlmg Slanes paints a diffn-mt picture. 

This book is ingenious. The authors' 

method is subtle, yrt thrir mes~e proposes a 

DC'\Ii ~o~.~ oflooking at landscaping practices. 

At first the reader might question the dil-ision 

of the book into pans entitled lheory; 

·Practice; and • tories." This organization 

may ra~questions as 1D \\'hethc:r the authors 

intend to dose the gap between theory and 

practice or keep the approaches separate. The 

reukr might also "-onder about the dnision 

of the pans m to catch)· chapter titles straight 

out of Hridq;ger, such as •Re\-eaJing & 

Concealmg.· •Opmmg.· and •c;.thering.• but 

thts should not be a deterrent. The book lS nnt 

as dn W\'e.as it may SMn and is defmitdy 

\\wth persc"\erliDce. 

lt ts unporunt1D note that the book 
seems 1D be geared toward design professwn

als and students "1thout much of a theorettal 

badr.ground.lf \"OU ha"~ read Saussurc, 

Racoeur, and Bartho, ~u may \\'llllt to skip 
SOmt' sections of Part One: --rheoT)·.w Those 

~!ready familiar With th~· mat~rial will still 

appre-..iatc: the: fiN 'c.::tion for ib d~wr 

gr~phic Ofl::Jnization of a text deme with 

reft!ren~~. Ii thl· rea • .kr 'tarts to get over

whelmed'' 11h mform.1tion 1 wluch mav "ell 

happen when Saus,ure, L~n- trauss, Barth~:~ 

and Derrida are all m~:ntioncd within the 

'pace of two page~). heonhe can just look to 

the margin~ and the ;;c.::tions in bold print; 

the pict~ and their .:.~puons g~ve perfect 

(':<am pies of \\hat the authors~' in the main 

~ of the text. The main te.~ is split and 

~ted or printed in bold depending on 

"h.u i~ being relayed. whether it is a study of 

a ped.fic ~nor place, a narrative, or an 
interpretation. In thi) way, the authors are 

doing precisely" hat they are asking us a:> to 

do~ designers: to re-e\-aluate the traditional 

linear "-ay of reading. and allow for multiple 

reading. 
In Part One, a broad discussion of 

•narrative" in relation to "landscape" ranges 

from the historiCJI to the ecological Part One 

abo gi'~ an ovenie\v of ~me linguistic 

theof): The authors do not go into depth on 

anr one th~f); nor do they give their own 

opinion~. As they say at the end of Part One, 

ulhb is an initial framework for understand

ing the implications and potentials of the 

stories we tdl and the Ianc::bnpo we make." 

Part Two: Practice was my fin-ourite 

section of the book. Here, the authors 

"illustrate a series of narratiw practico" 

through specific projeas. The chapter 

entitled ~:-:aming" begins by explaining that 

the act of naming is a creative process. There 

is power in naming plac~; names are not 

neutral. After giving examples of how names 

ha\"e been gh·cn and how they have been lost, 

the authon desc:n"be a '\\"Onderful project in 

Atlanta, Georgia. REPOhistory"is an arti.m' 

collective engaged an repossessing, or 

reins..-ribing, absent, suppressed, or forgotten 

through sitespecific public art"(99). lt 

reclaims an African-American community 

known as Buttermilk Bottom which 

disappeared "under the guise of urban 

renewal."The authors are not only critical of 

the replacement ofhistorical,local names 

with meaningless names, they also offer 

acative ,oJution' for rccl.1iming place: 

"Renaming, then. \\hether br dcrrce, devdop· 

er,, ~)r retC:r~nda, is an C:'\ercise in claiming 

idc:ntity and ptlw~:r. It raises issues of whose 

history is inscribed in the lamhcape, how 

divcrsit) 1s included within previoll!\ dis

courses of selection and exclus10n, and how 

renannng red.ums the loss of place iden

tity"(99). 
The chapter entitled "Scquencing ~ 

pro,idcs a great chart companng film's time· 

altering de,ic~ (~uch as jump cut, flashback, 

and fade) to devices u'ed for structuring plot 

in the landscape. lt alc,o has ideas for student 

projects and a sedion that gives familiar 

landscape fom1s (such as circles, mazes and 

,pirals) potential meaning in the context of a 

narrati\e. 
Thechapta "Revealing&Concealing" is 

di,ided into sections on secrets, transparency, 

and masking!unmill>king. "Transparency," for 

example, deals with projects that seck to reveal 

what was once hidden in our surroundings, as 

a way of increasing awareness ofhow we treat 

our em;ronmental re<-aurces. However, the 

authors astutelr point out that simply 

exposing an en\;ronmental problem is not a 

,oJution. 

In "Gathering; the authors give examples 

of projects which draw on different no lions of 

gathering including the miniature, the 

sou,·cnir, and the collection. They also point 

out that .. I><."Cau~e landscape and culture are so 

interconnected, the conseiTation of a place 

requires more than simply collecting and 

preserving its pieces"( 180). They give the 

example of ca5istas in :\ew York City's South 

Bronx. which are tiny reproductions of Puerto 

Rico that in\"olvc the community in activities 

and celebratiom that change with the sea\Ons, 

providing a gathering place of social activity, 

culture and mcrtlOf)'. 

~cxt, the chapter on "Opening" ex-plains 

the importance of designing open, landscaped 

narratives lb opposed to the dosed narrative~ 

of theme parks. malls and gatcd communitie!>, 

which homogc:ni1c different voices, compres5· 

ing the la) er of history. After giving different 

examples of open narrativ~. the author:. warn 

that"opcnmg" d01.>s not ne ... e~$3rilybring 



m~aning. Th~ <.hapt~r con dude~ w1th a 

di~cuc;~ion of Pared~ la Villettc. 

In Part Thr~~= "Storie~," the authors look 

.11 th ree ~rccific ~torie~ and the arti\t..s, 

designers, developer~. tou rist~. etc. that 

inOuem:e the ~ite\ . The first, en titled "The 

Wasteland and Resto rative Narrat ive," l ook.~ at 

the ecological narratives m the New jersey 

Mcadowlands. Although the authors applaud 

some of the restorative projects of the 

w..-tland~. they also ask the question that <;eems 

to be ignored de,pite our trendy ''save the 

world" mentality: "r~tore to what?" In the 

end, this nature we seek to return to may just 

be a r~invented one. 

The final chapter in Part Three is an 

amusing look at two different "Road Stories" 

that recount~ some personal and historical 

ane.:dotes from the authors' travels. But my 

favouri te chapter in this last section is called 

"Writing Home': lt tells "home narratives" of 

three d ifferent sites. A sly start is made with the 

storyofCazenov1a, a historic town in central 

1\cw York. Preservation and rel>toralion of the 

town began in the 1960s with the help of a 

group of concerned citi7ens. But, as the story 

of this idyllic community unfolds. the reader 

come, to learn of the exdusionary principb 

that make Ca7~novia what it is today. lt started 

\~ith the summer colonists after the civil war. 

Ther \\ould decide who could and could not 

buy land according to the familr name and 

economic status. In an ironic twist, the next 

narrative of home that is told b of a new 

communitt that looks to traditional places 

such as Cazenovia .1s a model fo r stab1hty of 

home. But this neo-traditional community is 

ba~ecl on a mod~l thJt nt·ver reallrexisted: 

Cazenovia wa) an elite group of people, not a 

democratic wmmunity. The authors end the 

chapter by ~ncouraging the reader to question 

and redefine "hom~." 

Anoth~r ~tory tdb of !':o, Quedamo' 

(meaning ""c tny" ), a group of people in the 

Bronx whu ,how that n1ltion~ of home do not 

nc~d to be derived lrom dite mode b. On the 

a\stunption that the llrunx \\,ts " inner lit) p 

and thu' nut .t community, th~ ..:it}' m.tde .1 

pmpo\.11 fi1r an urban n·n~wal proiect that 

would di,pl.tlc resident~. The p~ople rose up 

in prote)t claiming that the area was a 

community made up of their homes, which 

they would not leave. Today they are working 

with the city as an integral part of the vision 

fo r the fu ture. 

So IS there anything this book is m1ssmg? 

Possibly: the volume would have bcnefitted 

from a concluding chapter of synthesis . This 

book covers a lot of ground - please forgive 

the pun -but with every project and every 

chapter, a strong idea is enforced: many stories 

are told by the landscape, we just have to pay 

attention to hear them. And as designen, we 

have to help these stories be heard by others. 

Landscape Narratives is powerful in that it 

gives us a new way to look at landscaping 

practices. Ha,·ing won the 1998 American 

Soctety of Landscape Architects Communica

tion Merit Award for this volume, Matthew 

Potteiger and Jamic Purinton are already 

fu lfilling a main ObJective ventu red m their 

book: to promote innovative work on 

landscape architecture projects in the future. 

fu/ieA/thoff. M.Arclr (History and Theory). now 
practices at l.ngcr Raabe Skafte Landscape Archi
tects, Inc. in Philadelphia (AithojJ@LRSLA.com>. 

Jan Albers 
Hands on the Land: 
Cambridge, Mass: MIT Press, 2000 
reviewed by And rea Merrett 

l.ambl.tpe. m its definition, implie' a 

hum.tn mter.tdion with the IJnd. Ewn 

wilderness is subject to a cultural translation. 

Hamls On The l.nnd b the hiMory of a 

particular landscape haped O\'er the past four 

hundred yea rs by many generations: Vermont. 

My memorie) of Vermont are shared 

between a farm my parents rented 

occassionally for winter weekends, and the 

Long Trail which I h iked every summer 

during adole~enc:e. Vermont hold~ an image 

of wholesome living and tightknit communi

ties, a place where the past is still aJi, ·e. This is 
what draw) thousands of tou rhts there ~ery 

year, as well as new inhabitants wishing to 

escape the frenzy and isolation that character

izes many of America's large cities. But 

\'ermont is not immune from to the forces 

that ha,·e haped other parts of the :.tates; 

deforestation and pollution ha\'C taken their 

toll in this state, and more recmtly, so ha-.e 

suburban sprawl and the erosion of tradi

tional village centers. 

Jan Albe~ proposes her study of the 

history of land use in Vermont in order 10 

help those making lifestyle choices under

stand the long-term consequences of their 

choices. At the heart of the Vermont land

scape b the idea of community. In her 

intoduction,Albers e\'okes the picturesque 

\"ermont Village, with its \\hite houses and 

church steeple. This IS the ideal, a cosy' tllage 

nestled into the land. The reality IS th~ 

villages took man)· generatiom to de>telop, 

qarting with a f~-.·w house:., built on cleared 

land. The original senlers to Vermont were 

bolated on farm~tead~ The )late was ~ttled 

I<Her thJn the other ~ew England ~tatc~, and 

many people were drawn to Vermont to 

escape the Puritani.:'JJ atmo,phcres of 

c"tabli\hcd tO\~ns and' 1llages. The--e factor 

helped to gam \ 'crmonters the reputation Q( 

~ing \"eT)' ind1'-idualistk. Then~·· commu

nities retliXteJ the de.ire for independence 

and fret>dom. The churche- now~ a,.~t .. -d 
wtth \'ermont ,i1Jage.. were oft<.'tl built wtll 

after a <.'Ommunity \\'ll' e'tabli,hed. Commu· 

nitie:- in Vermont "ere built up around 

neigh bur" hdpinf! neighbor'. 

The rcpublicani'm which '''ll' 'u~h an 

important force in c"tabli,hing \ 'crmont help 

both Ill prot<."<t and undcrminc it- idc:~k 
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The bchef that individuals must have the 

right to do what they wi5h \\ith their pei"'nal 

property 1' often in .::onllict "ith the needs of 

the community. Thi, is a ma.ior contlict no\' 

facing \'ermonters, as more and more people 

move to the ta.te hoping to find a pace of life 

already lost in the communities they leave 

behind. Along v.ith new housing de·velop

mml:i and suburban shopprng malls come:. 

sprawl. which j, eating up manr American 

towtb. The desire exisl:i to protect a more 

traditional way of life in Vermont. but it is at 

odds with the patterns of contemporary 

economic dt'\-elopment. Howt"-er, as the state 

ha.:. been slower in developing away from 

m1aller towru and modest urban cenrers, 

there is still the potential for \'ermonters to 

~how the way to pre5en-e communities in a 

eo una;· where many people feel detached 

from the lan<hcape in which the\· live. 

HtJrl.lb on the Land is formatted as a 

bisrory tatbook. lkautifully illustrated and 

accessibly written, the book CO\'t"TS the history 

of the 1>tate all the ""Y back to prehistoric 

times. Alben highlight.:i her text with 

anecdotes and stories of common people. She 

answers her question of bow a landscape is 

creattd, t'\"ell though she falls shon on 

questionning w~t the furore of\'ermont 

should be, and how it might be obtained. She 

does, ~-eyer, prmide the background to the 

discussion. 

.-\ndrCIJ Merrat, BSc.. Arch '00, is a fre.qUOtt con

tn"butor to T5C. 

John Richardson 
The Sorcerer's Apprentice: 
Picasso, Provence, and Douglas Cooper 

New York: Alfred A. Knopf, 1999. 

reviewed by David Theodore 

H)'-pothests: \ iodern architecture has 

never been as important to modem artists as 

modem an has been to modem architects. 

The work habits of Corbu-painting atelier 

in the morning. office in the apres-midi-or 

of El Lissitzky are remarkable from the point 

of -.;ew of architectural lmtory. But artists 

have Ios interest in architectural problems--

who knows why? too capttalist? imperialist? 

unromantic? Even ~lr Warhollived sur

rounded by antiques, while working in the 

iconic, modem space of Billy Name's silver

concept Factory. 

It's a complicated, \\-ide-ranging 

subject-should modem art be displayed in 

contemporary architecture? Is gallery space 

neutral? What about land art or performance 

art? When Beuys talks to dead rabbits, is the 

Guggenheirn merely a neutral space, or is it 

enfolded in the significance of the, uh, art? 

The depth of this separation between 

discipline:. is one of the implicit stories of 

John Richardson's new book The Sorcerer's 

Apprmria. Richardson, a British art-world 

writer born in 1924 who now lives in ~ew 

York City, is a fascinating modernist insider. 

His unfinished biography of Picasso is already 

being compared to Painter on Proust and 

Ellman on Joyce, although it will be much 

longer than Strachey on Nightingale (he's 

only up to Vol. 2, 1907 -1917). This new book 

is a mernoir of his own friendship with 

Picasso and Richardson's mentor and lover, 

Australian art collector and historian Douglas 

Cooper. It is gossipy and anecdotal, more of a 

Ned Rorem outing than an attempt to deal 

definitively \\-ith any of the principah. In 

effect, it's a breezy collection of all the 

delicious, bitchy stories he's been dining out 

on for forty years. 

In this story about modem artists and 

modern art history, historic architecture is 

central. Richardson's relationship with 

Cooper play~ out in a house Cooper bought, 

the Chateau de Castille near Uz~s in Provence, 

where they lived together during the 1950s. 1t 

was filled with Cooper's seminal collection of 

postimpressionist art, in particular the work 

ofBraque, Leger, Picasso and Gris. It helped 

cement their friendship with Picasso-and 

his wives, ex-wives and mistresses-who lived 

nearby. They would lunch with Jacqueline 

and Pablo in her bedroom at the Picassos' 

Villa La Californie near Cannes, or Picasso 

and his entourage would stop in at Castille for 

dinner after the bullfights at Aries, sometimes 

with Cocteau and Jm entourage in tow. 

But practically the only mention of 

modem architecture m the book is a brief 

discussion of the Mas Saint-Bernard, 

constructed by Mallet-Stevens for the 

Vicomte de Noailles in the 1920s: "an 

enormous house in a modernist style rather 

too tainted with art deco" (I 19) he opines. 

This concise dismissal is typical of 

Richardson's approach to art appreciation, a 

sort of style-plus-emotional-response schema 

which sometimes degenerates to commentary 

which could have come straight off a 

television special . It is not very useful for 

comprehending modern architecture. But 

Ricbardson provides ample e-.idence that the 

method was approved by, maybe even 

modelled on, Picasso's own methods. 

Richardson certainly sounds like a fun 

guy. Unfortunately someone must once have 

told him he looks as handsome as a movie 

star-\·anity oozes out of every photo. There 

is one shot of him sharing a joke with 

Cocteau that gives some idea of the aimability 

of the man who made so many famous 

friends. It's too bad more of them were not 

architects. Richardson is an excellent chroni

cler of intersections in the social world of 

celebrity artists. Architectural history needs 

some of this kind of belle-lettresish. human

interest gossip to counteract the dry, corpo

rate institutionalised story of modern 

architecture that is perhaps the biographical 

equivalent, if not the legacy, of the Interna

tional Style. 

Dav1d Theodore, BArch. McG,/1 '96, is Olttlte edi
torial board ofTSC. 
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Debbie Travis with Barbara Dingle 
Debbie Travis' Weekend Projects: 
More than 55 One-of-a-kind Designs 
You Can Make in Under Two Days 
New York: Clarkson Potter, 2000. 

Christopher Lowell 
Christopher Lowell's Seven Layers of 
Design: 
Fearless, Fabulous Decorating 
New York: Discovery Books, 2000. 
reviewed by Helen Dyer 

Debbie Travis' Weekend Projects and 

Christopher Lowell's Seven Layers of Desig11 
are two recent publications that remind us 

that leisure is not always synonymous with 

relaxation. While neither claims to turn us 

into professionals, the intention of both 

books is to show us how to achieve a lasting 

feeling of satisfaction from making our 

personal mark on our living space. 

The book of weekend projects both 

challenges and promotes the notion of the 

weekend as an oasis, the container of our free 

time in which we develop and nurture the 

"after hours" vision of ourselves. In this 

vision, we often see ourselves enjoying the 

fruits of our labours, one that architect 

Robert Stern has called "moments imag

ined"- enjoyed while simultaneously using 

up the "spare time" in the construction of the 

project upon which we are intended to sit or 

lie. By creating places where we can picture 

ourselves relaxing, we strengthen the image of 

the free and leisurely human being in control 

of time that fits into its own special category. 

By spending our free time making these 

places, we enslave ourselves to the notion <lf 

using even our leisure time constructively. 

Dcbbie Travis' book of weekend projects 

is an easy-going volume, written in a bree-ty, 

uncomplicated style. Encouraging, and 

cheerful about her own shortcomings, which 

include fear of power tools and dislike for the 

needle and thread, Travis' approach to 

environmental enhancement is unirnposing 

and no-nonsense. It's possible to believe that 

you could complete one or two of these 

projects before relegating the book to its place 

on the coffee table, where guests will spend 

idle moments leafing through it and envying 

you the time to do-it-yourself. 

Travis presents us with a book of 59 

projects, a number that hints at the idea of 

one for every weekend of the year, with a few 
extras thrown in for the hopelessly addicted. 

The first project whose photograph appears 

in the book is, perhaps not coincidentally, the 

Crackle Varnish Clock Table- a representa

tion of time standing still, perhaps evoking 

the feeling that one gets when fully connected 

with one's paintbrush. Appreciation of most 

of the projects, however, demands a certain 

flexibility of taste. It was beyond my limited 

experience with the thrill of renovation to 

understand why anyone would hunt down a 

beautifully weathered antique table, only to 

permanently deface it with a trompe d'oeil 

dishcloth (64-65).1 was similarly bemused at 

the addition of a picket fence effect to the 

window box (72). These projects are for those 

with time on their hands, or for those who 

subscribe to the idea that all time spent 

dabbing paint on wood is time well spent. 

Other projects range from the nifty to the 

downright itchy (sackcloth cushions?) but 

there are basic ideas and skills here that are 

undoubtedly useful to anyone with the urge 

to stencil a floor or brighten up a plain 

mirror. What does this book of projects 

represent? To some (including yours truly) it 

is a challenge that produces a tinge of guilt 

because it is totally resistible. To others. it 

represents the attainment of power through 

knowledge and skill. The book is a supple

ment to the popular Pamted House eries on 

which Travis has founded her reputation. 

Christopher Lowell's Seven Layers of 
Desrgn is intended for the more ad,·enturous 

with some basic skills. Seven layers of design 

are the stages that, if followed, will practically 

guarantee good results. The emphasis heTe is 

on the total look rather than on individual 

projects. He spikes his authoritative prose 

with exclamation marks and goofy poses to 

spur on the feeble-hearted. 

Mr. Lowell's thing is fantasy enhanced 

with plenty of doo-dads to keep the eye busy. 

Witness the children's bedroom with the 

nautical theme pictured on page 153. Lowell 

doesn't stop at the boat-shaped bed; his taste 

for whimsy is in full swing with the ~ocean" 

floor and shelves shaped like a lighthouse. He 

even throws in cool marine hardware and a 

sea chest. The finished effect is irresistible 

even to an adult, but it's hardly a project for 

the timid. Similarly, there's the master 

bedroom with a tropical theme, a delicious 

hideaway from the real world. Lowell 

considers the master bedroom to be a 

ceremonial space, dedicated to the rituals of 

relaxation rather than simply a place to sleep. 
Some of the rooms in the book are 

victims of over-dressing, and at times one 

wonders where the human beings fits into the 

scenario, but there is some sound advice on 

everything from fabrics to flooring, and at the 

end of the book, thoughtful tips to the 

exhausted decorator who decides to call in a 

professional to finish off the job. 

Interest in home renO\"ation is not new. 

The Industrial Revolution marked the 

beginning of leisure time for the ordinary 

person, and later the availability of mass 

circulation magazines and go,·emment grants 

for renovation sparked an interest in inlprov

ing the home environment- a luxury 

previousJy enjoyed exclusively by the wealthy. 

While there is no doubt that do-it-~·ourself 

books and teJe,·ision show ha,-e changed 

countless lives and homes, there are still those 

on whom the charms of home renovation are 

lost, and for whom, the ultimate question is: 
how much lh·ing space should one reserve to 

store a half-finished boat bed when life 

intervenes mid-way through its completion? 

Helen Dyer li\-rs, wnrrs and d«oratrs in M.mtmll 
(Hd)1'r@po-bo."~:.mcgill.ca). 
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liane lefaivre 
Leon Battista A/berti's 
Hypnerotomachia Poliphili: 
Re-Cognizing the Architectural Body in 
the Early Italian Renaissance 
Cambridge: MIT 1997 

rev1e-.•.ed by Tracey Eve Winton 

WHAT!'. '"EXT? A Question of Authority 

The H~ is an illu.st:raud 
dn:am-IIO\-d narrated in the nm per;on b)· the 
mcbnchol} Poliphilo. lt was published 
anonymousJr in 1499 at the Aldine pres5 in 
\'mice, and attn"buted to the Dominican monk 
Francesco Colonna. l..cfaine's project is to 

demonstrate that it is a tr~~ on architecture 

by the'\\-di..Jmown Alberti, v.-bose own more 
scholastially organized ~re aulifo:atoria was 
publiShed in 1485. While this idea is pro\'OCa
ti~-e, it is not inno\"ative, and the evidence 
presented is cntircl)• circumstantial and 
ultimately uncom;ncing. Nor is the relevance 
or signifacance of Aibcrti"'s authorship 
suggrstcd. Ldann's intapretation of the 
historical makrial is reductive in iu presenta
tion of the original ueatisc and historicbt in 
the presentation of its ideas; for an her 
duc:ussion of "the hod)·," metaphor, and 
tm'mtwn, me has failed to grup the way the 
human bad} was undcntood to operate, not 

only generallv in the Quattroccnto, but 
specifJCally as evinced in the Hypnerowmachia 
itself. ThiS book demonstrates the danger~ of 
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hL,toriography; "uh its allurin~ ab<hetic 
t.::~.ture it threaten~ to colon~ ·.e the historical 
material \' hkh u purports to illullllJlate by 
bul)ing itlx-ncath a ~runou~ reconstruction. 

The fl11lov. ·ng notes are an attempt to 
redress the tom1.1hst renditions in Lcon Battisra 
,-t[b,·rri:< Hypm·roltl/1/tlchia Poliphili: Rr
GJgnizittg rht ,\rchitt-ctrmll &1d}' m thr &1rly 
It.1li.m Rn4lt:>Sillltt'. All citations of Den: 
aroifirarorUI are from On rhr Art of Building in 
Trn Bo.,>b, tn.mlatcd by Xeil Leach, loseph 

R} l.."crt, and Robcrt Tavemor. Cambrid~e. 
~~~chusett!>: The ~liT Press 1994 

The Hypnerotol1tllchia Poliphiliisnota Treatise 

on ArchiLKture 

LcfmTc unquestioningly continues m the 
tradition that the HJTn£TOromachia is a treatise 

on architecture, but this first point is the most 
problematic. The H)'pnmJromarhra was 
adopted widely as a \rea lio;e on architecture in 
Wc:.tc:m Europe and had an inestimable 
influence on architecture, literature, painting, 
and garden design. However, it .... -as not 
intended as such; it is a treatise on the creati,·e 
imagination and deah v.itb sensory perception 
and representation based on a specific model 
of the human bodv w-hich Lefa.i\-re does not 
address in her book. although her final four 
chapters describe aThe Dangerous Body," (in 

which the Med1.1eval ~od is characterized as 
'paranoid'); "The ~laf\-dous Body.~ (about the 
richness of architectural surface seen as 
clothing); .. The Divine Bodr," and "The 

Humantit Body," (in which Renaissance 
architecture is characterized as libidinously 
charged). 

Corupicuouslr absent is the humoral body 
deri>ing from Galenic medicine, in which the 

bodr is constituted of four humours as a 
microcosm of the four elements that make up 
the world. The humours are the radical 
moisture that flow~ through the bodr as a 
spiritual medaator bctv.een body and soul; 
contiguous with the macrocosmic world spirit, 
they give humanist man his power over 
elemental nature, and their relath·e propor

tions formulate character or temperament. lt is 
on this humoral theory that the 
flypr~t>rotomaclua ~tand' a~ a work on the 

imaginathc: iaculty. con!..lnguine with the 
philo,ophkal writing' of Gianfrancesco Pico 
ddl.1 Mirandola and ~larsilio Ficino, and it is 
through thh f~Ku~ th.lt the Hrpneroromaclutl b 
occupied with the spnbolism of eros and 

md.mcholi.l. 
As a p.tr.ldigm for "world," architecture is 

usc:d .~~ ,, d..:ncc in the structure of the 

cognitive theon The .mh•tectural work!; 
dc~crilx-d Jre not models of formal order, but 

paniculom u~-d to dcmorutrate moments in a 
dialectical pnx:c of transformation between 
the artifex and hi~ environment For this 
rea~n the text introduces deliberate percep
tual"errors." The incremental process of 
purifi..:.ation ~ucce,-.ively eduates Poliphilo's 
"t'nsual perception and his imaginatn·e 
..:.apacity for projective: representation (recon
stituting the symbolic corutellation of the 
architecture around him.) In the structure of 
the dream (llypnos), the symbolic (eros) and 
the diabolic (machia) are opposing forces 
reconciled. To the architectural language it has 
borrowed in order to define itself, the humoral 
element gives back both practical and symbolic 
notions about history and language, mythol
ogy and reproentation, the control of fluids in 
and around buildin~ and gardens, vision and 
phantoumic memO!")', and the expression of 
surface character as a function of deep 
(spiritual) energy; the reciprocity between 
co~mo~ and the cosmetic. 

Why the Hypnerotomochia could not have been 
written by Alberti 

The monuments presented in the 
I IypnerotomadJta are in no way ill tended as 
paradigms that could be used to restabili7..e 
architectural convention. This differs radically 
from Alberti, whose innovation was to set out 
conventions and rule~ for the art of building, 
oriented toward the future. Alberti's personal 
emblem was a winged eye, with the motto 
Quid Timr? meaning What Next? Despite 
Alberti'~ affinity for mental design. even he 
could do nothing without a body, and at the 
time when the I lypnrrotomacllia was written 
he had already been dead for sixteen years. 

In the treatment of om.tmental surf.1cc 

Alhcrti and the authors of the 



Hypm:rotomaclritr are on common ground, but 
with different aim~. Alberti was not concerned 
with thl· humours; they arc mentioned briefly in 
Den: m·tfijicmoria, chapter nine, but not with 
great erudition. Albeni is more preoccupied with 
the generation of built form through lineaments 
and matter, the organic consonance of parts 
within a body, and his representational strategi~ 

demonstrate this essential difference. For Albeni, 
the design of the building, the lineaments, can be 
conccivt.-d enurcly in the mind: 

'oor do ornaments have anything to do 

wtth material .... lt is quite po 'ible to project 

whole torm~ in the mind without any re

wur~ to the material, b)" designating and 

determining a fixed orientation and con

JUnction for the various lines and angles. 

Smcc that is the case, let lineaments be the 

precist' and correct outJine, conceived in 

the mind, made up oflinesand angles, and 

perfected in the learned imagination. 

Albcrti , Book I 17te Lmeaments, p. 7 

The Hypnerotomachia provides multiple 
examples of a more tactile approach to 
architectural materials, the flaws and inconsist

encies m the marbles being set to use as 
articulations of the carvings, as if the very 
imperfection in the stone were an intimation 
of the presence of life. The eroticism of 
aquiline Jupiter bearing Ganymede up to 
Olympus, and the statue of Venus nursing 
Cupid demonstrates the reciprocity and 

interpenneability of their plastic space with 
Poliphrlo. The 1 fnmerotomnclria submits to 
Renatssance Neoplatonismand alchemy in its 
recommendation that art be an imitation of 
nature, even as representation was to be 
modelled on perception. The distinction of 
Poliphilo's vision is that an imitation not of 
natural form, but of natural principles, gives 
ri~e to form through animation. The anifex is 
neces~rily engaged in a dialogue wtth nature, 
and what could be more natural than the 
mythical hi~tory of the original Golden Age? 

lt i~ not the actual edifices ofhi:.tory but 
their rcwwrable principles- in thb case, 

symbolic anributl'S which intere:.t the 
llumaniMs. ll1e dear hypnerotomach11. 
imperative with respect to the rc:l.llion of 
theory to history is analogical: not to imitate 

the appearance of the archaeological material, 
but to use wisely those appropriate theoretical 
principles, derrved from and in imitation of 
physical nature. Form emerges when material 
is infused with soul which gives it life and 
temporality- form which is neither simply 
structure nor surface but animation and 
spatiality. The authors of the Hypnerotomachia 
propose that design should be a celebration of 
a happy marriage rather than a copy compro
mismg Fonn in matter and space. While for 
Albeni the architect struggles to create wholly 
ideally, the crafuman's work being imponant 
but independent, the Hypnerotomachia 
envisions "design" as a continual proc~ of 
orientation integral to and indivisible from life 
and culture. 

Problems of Historicism in Hermeneutic 
Methodology 

There tS no more dangerous error than that 

of rmstnking the couse•1uence for the muse: I 

call it reason's tntrinsic form of corrupLion. 

f. Nietz.s.;he, Twiliglrt of the Idols, p. 47. 

One of the more serious problems of 
Lefai\Te's stud} is a failure to take into account 
how the Humanists understood their own 
bodies as microcosms of the cosmos, on the 
nature of which their own architectural 

anthropomorphbm was based. Understanding 
a written work in its natal conte:tt is essential 
to a coherent interpretation of its intended 
significance. 

Neither psychoanalytical nor physiological 
anatomization held coun in the Humanist 
imaginal ion; instead, an astrologically engen
dered humoral body responsive to the ministra
tions of sympathetic magic was the model on 
which the Hyprrerotomachitr':. buildings were 
ba!icd. The fonnal characteristics of these 

build inS" l.ud out at length br Lcfaivre in favour 
of rcvistonist theones of Renaissance archite.:
ture are tn re.tlity ankulations of mudllater art

histllrical development~ n'ar·projected: she 
a~oilx~ to the Hypum>tomadria the invention 
of cinema, Rom.mtki~m. aesthetic theol); and 

women\ lib. 
While it i' labonous to addnNi .m artifact 

or text without ~:on temporary prejudice at 
~ome le,l'l, it is c.:rudal not to ~:oloni7e the 

differences of the past under the banner of 
historical scholarship. Hhtory cannot be 
reduced to similes:"this is like that" does not 
mean automatically that "that~ can replace 
"this." Once an interpretation of hbtorical 
evidence exists it is liable to be ~underoo and 
decontextualiz.ed as material in the service of 
contemporary interests, but when the philo
logical histonan has chosen her subject, her 
responsibility is to render accessible the 
intentions of the author. 

A Question of Authority 

To lr•et omething unknown ba'k to 

something known IS alJcoviating. soolhing. 

gratifying and gn-es morcm-er a fcding ol 

power. Danger.<fuquiel.anxietyaumd ~ 

unknown - the first instina ii to elmunar< 

the:.e cfutre.~ing >Llla. First principle: any 
cxpl.tnation b better than none .• ic:IZl><:he, 

F. Twiilghtoftheldols,p.51 

Lefah·re's book is not the first publication 
to assert that the Hypnerotonuuhia is Alberti's 
v.-ork. Emanuela Kretzulesco-Qu;uanta's Lts 

farditiJ du Sougt: uPoltpl1ile• a la 117)-stique de la 

Rerraissancl' Paris: Societe d'Edi.tion Les Belles 
I..ettres.. 1986) makes the same daim, and 
enlinent archite\.<ural historians such as John 
Summerson and Alberto Perez-G<>mez ha\-e 

noted similarities betwem De re aedificatoria 

and the H\-pnerotomachia. 
So pressing a question of authority b one 

that den\ CS from our own cultural cincum
stances which pri,iJege originality and 
authorship through the stJLus of the indi
vidual. Although Renai~ncc thinkers were 
beginning to develop tdeas in this direction, 
these ideas were related to an increasing 
conS~:tOU nes:. of the freedom of the ,,;11, a new 
sense that permanent change in the dhindy 
cre.lled world could be implemented through 
human work-. For the Humani t~ thou~h. 

in\ention wa~ ever bound to an ethi.: of 

respon~ibihtv. Writt~'fl work was more u.'ually 
a .:ollJboratiw etlort, rarch· undena.ken in 
halation, a~ c\tant lctters and ''ork~ linking 
the key philo .... )rh~,., poet$. painter$. patron~ 
and archite.:ts t)f that period demon,trate. 

Hurnani\t ~on.:ept!> of authority and our 
own are lx1th predkated on the imponan~e of 
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origin.~. Forth~ Rmai"-.'-Jnc~. th~ origin was a 

myth.kal Goldm Age, an unfallen paradi:.e pre
e.iliting thc in~wemmt of the divisions of 
tunc and sp.t~.e; in the contemporary world, 

origins lie in the uniquentsS of indi,idual 

opre-.,ion: es:.ential difference. The need to 
attribute authorship of a work to a known 

figure in ordc.-r to \U5Wn or promote its 

,,WJity is a n~c:>slt.ttd product of our 
cultural pluralism and rd.lrivisrn; authority is 
otten substituted for critical judgm1ent; we 

pmileoge terms ~.:h as ·on£inalit)-" in the 
~of indhidual inno\-ation. For the 

Hum..anisti, nC\-er agn.attd by imitation or 
pbparisrn. scholanhip was ~-evident in the 

prim~iture of the "Tiring. Thm interest in 
autlwnty escalated in the earl)· pan of the 

fifteenth century when the foundations of 
absolute truth in knowledge received through 
~cred texts had been iliakm by Lorenzo \"alla's 

redisco\ny of rhetorical style in the ancients. lt 
\\"aS a t~nkal, not an ideal, conc:em: this 

knowlcd~ had ~ to the aopes of rhetoric 
the function of maling a moral doctrine held 

by an indhidual. The H~ 
bowC\ er, is already self-susWning in the world 

of the work. a.nd not in need of postmodern 

onu.menta11on. 

Poliphi1o or Polyfilla? 

How does I.Lfaivre'~ book smre ~ 

prescn"t' the origirW Hypneror.cnruulria? A 

critical text shouJd open up the symbolic 
~ and questions of a primary ten rather 
than dosing down signification in an allegori

cal manner . .& a mask, criticism may serve 

both to concul and to CC\ "tal aspects of the 

work: as a frame or a ~Id. it allows the 
readtr to enter the original text and explore. 

Lean Banis:a Albmi's Hypnerotorru:ldtia 
Poliphilz: Rr-Cognizing the Archr.eaural Body in 

the Early lzalitm Renaissance may confuse the 
real issues at stakt in the treatise for those 
readers ~iy introduced to the 

Hypnno:mn:ulcia's arcane ddighl$.. For that 

reason. anmt ltaor. The ftnt principle of 
historicism is to make one's knowkdgt of 
hr~ry a substitute for historical actuality, in all 

of its unknowabilny, its incomplete 
picturation, 1ts otherneu, at whose delights 

nw F fib c..a-.. •10 a.c 

and surpri~ we can till muwl and learn. Let 
u_ ... not nmtake Letai\'re.!t hypothesis for the real 

treati~ I ring d~libera tely anonymous before 
u~ let \1!> not di,;p!J(e what is given in a 

primary text overtlo\•ing with \italitv and 

spirit by smothering it in a Polyfilla recon
mu~tion in order to fill up gaps perceh·ed 
through a fundamental nu.sinterpretation, 

which en<b in dissimulating the 
HJrmcrorom.uhia rather than eliciting its 

tintasric n.1ture. 
An u.:hit~ prepare a foundation with 

care and dd.iberation: a '-ast edifice does not 
balance.' on a single molehilL If the underpin

ning of Alberti"s authot">h.ip were to be 
<iisnm~ condush-dy, what would be the 
remaining significance of Lefai\Te's labours? 

There is a lot of !mt~ degree-zero 
information in this costly and beautifully 

produced book, including some statistics that 

would surely be construed as a joke by any 
serious historian. e_g.the precise number of 

pages in the HJpntrotomachia dedicated to 

docriptions of precious stones; the prolix 
iterations of the concq>t ofulust.• Lefaivre is 
reasonably (nC\u ahaustively) thorough in 

her search for cross-references, but for the 
most pan, hOWC\-er, her citation of sources for 

each fact or comment substitutes for a 

responsibility for its appraisal: the only 

hypothesb which l..ef.m-re maintains inde

pen<kntly is :\lberti'~ authorship- which 

leaves her readm wandering in a massa 

confusa of data- sometimes wonderfully 
fascin.1ting but ultimately incidental or 

irrelevant to the concert of either book: our 
irritation begging the personal question, "So 

what?" and. "'ith academic trepidation, the 

more pointed qu~on: 

\\-'hat next?! 

But I can ~ this o( myldf: I have oftm 

concdvN of projctu in the mind that 

sccncd quite collUIIeDCUble at the time; 

but wbm I translated them into drawings, 

I found sevtral errors in the very paru that 

cld.igbtcd me most. and quik 5eriou~ One$; 

agam. wben I return to dr~ings, and 

mcamrc the dimrn.sions. I recognize and 

lammt myrudesmeu; finally, when I pa.14 

IT'Om the Jra\\;ng> to the model, I some

ume. notk.: further mist.ike. in the mdi 

vidual put>, even over the number.. 

(Aibcrti, Book IX. Ornammr 10 Pnmrr 

Burl,lms!>. p. 317.) 

Tracry En• 1\'imou is pursuing Ph. D. studres iu 

riJc Derartrm:nt of Architecture, Cambrrdge 

Uni,·rr~iry: 
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Edward S. Casey 
The Fate of Place 

--
·-

Berkeley: University of California 
Press. 1998 
reviewed by Michael Emerson 

F.dward Casey'~ The Fare of Place extends 

the philosophical examination of place he 

began in Gming Back Tnro Place (1993), but 

the two volumes, while thematically linked, 

approach their subject in very different 
manners. The earlier work is a rather lyrical 

line of phenomenological research and an 
investigation into the many ways place is 

expcrienctd by different cultures: through 
travel and navigational practice; and in the 

built and natural environments. Readers 
interested in more tangible example~ of the 

place·world will find them in the first book, 

which cover) the spccificities of our North 



American place!> and discusses the philoso

phic~ of John Muir, Henry David Thoreau, 

and several indigenous peoples. Tire Fate of 
Place, however, is very much a work of 

academic philosophy and deals almost 

exclusively with the European philosophical 

canon, a~ filtered through twentieth-century 

Continental philosophy, believing that "to 

uncover the hidden history of place is to find 

a way back into the place-world"(xv). In this 

addition to the burgeoning literature on 

place, Casey constructs a comprehensive 

history for a concept which, too often, is used 
evocatively and uncritically. In doing so, he 

compels further examination of place's role in 

the Western philosophical tradition. 

Casey's project uses the model (and 

often the content) of such philosophical 

histories as Arlhur Love joy's Tire Great Chain 
of Being or Alexandre Koyn~'s From the Closed 
World to the lllftnite Universe in which an idea 

is isolated and followed chronologically 

through its development in Western thought. 

Casey's choice of the word "fate" in the title of 

the book hints at a problem with such wide

reaching histories: in telling the story of place 

it often seems that its many appearances are 

determined by a linear progression, or a 

logical succession of concepts. Casey is aware 

of the danger of this sort of historical 

determinism, if he cannot entirely escape it

works of such ambitious historical scope leave 

room for arguments among specialists in the 

many periods covered. lt is to Casey's credit 

and the work's advantage that the footnotes 

show a genuine effort to engage such experts 

not just through their works but in conversa

tion. As for other scholarly addenda, the lack 

of a bibliography and the inadequately 

specific index in such an expansive book are 

regrettable. 

The work begins with the mythopoetic 

formulations of place in the ancient Near East 

and pre-Socrauc Greece Casey establishes the 

primacy of place in cosmogenesis through an 

examination of pre-generative Mvoids," 

revealing that even these supposedly empty, 

vacuous spaces contain placcful characteris

tics. Plato\ Tmrams serves as a link between 

the older narrative 1 raditions and the 

categorical, philosophical place of Aristotle. 

While Casey's own post-modem understand

ing of place has many affinities with Plato's 

inclusive matrix, he finds in Aristotle's 

exclusive containment model of place a 

phenomenologist's concern with the world at 

hand. Casey is especially successful in 

presenting place's flux in the years following 

the ancient world up to the pre-modern 

period. Both Platonic and Aristotelian 

perspectives on the notion of place are re

examined, as well as ideas which emerged 

with early ChriStianity, from fifth and sixth

century thmkers like Proclus and Philoponus, 

rarely encountered in art and architectural 

discourse, appearing here with powerful 

reconceptualizat.tons of place. The medieval 

controversy over the feasibility of pagan 

thought for theological determinations of 

place, provoked by Thomas Aquinas' Aristote

lian scholasticism, is seen by Casey as a debate 

over cosmological infinity that will eventually 

allow the modem dissolution of place into 

the expanse of universal space. The interven

ing Renaissance is a problematic period for 

place, and Casey IS hard pressed to account 

for the philosophical vagaries that became 

apparent. "Compromise is a close cousin of 

confus10n,n he writes, and one wonders 

whether the philosophical emphasis of his 

work iU accounts for the effiorescence of 

potentially placeful work that emerged during 

the Renaissance which blurred the distinc

tions between categories of knowledge. 

Casey's understanding of history owes 

much to llusserl's Tire Crisis of European 
Sciet1ccs and its diagnosis of worldviews 

increasingly caught up in geometric/math

ematical abstractions from the seventeenth 

century on: a d1agnosis which results in 

fascination with. but little sympathy for, the 

post-Carte ian world.l'\ewton, Leibniz, 

l.o..:ke, add re,. ed place suggestiwlr but 

e\entuallr gaw primacy to ~pace, at place's 

e:tpense. Ca~ey expre:.sn h1s di>approval of 

this in the fiN (and rather late discussion of 

architecture in the volume, concerning 

Bent ham's panopticon: the analogr of late 

eighteenth cent UT)' place with a prison/ 

hosp1tal type of building is no accident. 

There is a lengthy lacuna of one hundred 

years between the work of Kant and the 

reappearance of place in Whitehead's 

thought. But it is Husserl's phenomenological 

approach that lies at the root of a return tO 

place, a~ it gives onto two possibilities: the 

body-centred mode of Merleau-Ponty and 

the idiosyncratic ontological"openings" of 

Heidegger. Against these late modem 

alternatives, Casey sketches the po~t-modem 

turn to a fluid, inclusive sense of place that 

incorporates regional and sexual specificities 

through the work of Foucault, Deleuz.e and 

Guattari, Derrida, lrigaray, and Nancy. The 

book's most lengthy engagement with 

architecture is a consideration of Derrida's 

contribution to the "event architecture• of 

Tschumi's Pare de la Villerte, but the project is 
perhaps most \'aluable for illustrating the 

difficulties in translating the post-modern 

concern for the heterorropic and "non

presenced" tnto architectural form. 

Through the millennia covered by this 
book, the recourse to architecture is rare, but 

given the book's status as philosophical 

history, this is understandable.~·. 

howC\·er, acknowledges that in the contempo

rary re-emergence of place, it is social 
scientists, artist5, and most notably architects 

who have had, and will continue to have, a 

leading role in showing us the many poSS1bili
ties of place_ The implicit challenge Th.t Fatt 
of Place present) to tho!>e interested in the 

architectural mode of place is this: if the 

experience of place is now understood most 

clearly through movement, how can architec

ture operate as a meaningful place beyond 

being a merely static referent or em pi)· 

cont.Uner? The qu~tion is not altogether new, 

and indeed h.b been of concern to the 

architectural communitY .n variou.s way for 

several dNld~. But occurring as it doe. here 

in the context of a trenchant interpretation of 

plac:e\ contro\ersi.al p.bt, the que:.tion 

reimigorat~ speculation on what pla~..e can 

be. while ~..ombating moribund no,uJgia for 

what place\\ as. 

,\ fich.Jtl &rltT!><·., trudlcM1 rhe Vtm'tTSlt)'t.f~wSomh 
\ \Ub Sltlllt'}U\u.<tmlll (rrrnl)m~nail.arml 


