Miodrag MitrasSinovic

TOTAL LANDSCAPE,
THEME PARKS,
PUBLIC SPACE




TOTAL LANDSCAPE,
THEME PARKS,
PUBLIC SPACE




ra

e

A

B

.




Miodrag Mitrasinovié

TOTAL LANDSCAPE,
THEME PARKS,
PUBLIC SPACE

ASHGATE






This book is dedicated to my father Milan Mitrasinovi¢ (1928-2001) whose
example and extraordinary humanism will nurture my being forever, and to
Maja, lilly, Dorotea, and Jasna who make my life worth living.




© Miodrag Mitraginovi¢ 2006 This book was generously supported by the Graham Foundation
for Advanced Studies in Fine Arts Publication Grant and by the

All rights reserved. No part of this publication may be reproduced, stored L . . . .
Publication Subvention Grant from the University of Texas at Austin

in a retrieval system or transmitted in any form or by any means, electronic,
mechanical, photocopying, recording or otherwise without the prior Cooperative Society.
permission of the publisher.

The author name has asserted his/her moral right under the Copyright,
Designs and Patents Act, 1988, to be identified as the author of this work.

Published by

Ashgate Publishing Limited Ashgate Publishing Company
Gower House Suite 420

Croft Road 101 Cherry Street

Aldershot Burlington, vT 05401-4405
Hampshire Gu11 3HR U.S.A.

England

(Ashgate website: http://www.ashgate.corﬂ

British Library Cataloguing in Publication Data

Mitrasinovi¢, Miodrag
Total landscape, theme parks, public space. - (Design and
the built environment series)
t.Public spaces - Design 2.Amusement parks - Design and
construction
1.Title
ms

ISBN-10: 0 7546 4333 6

1SBN-13; 978-0-7546-4333-3

Library of Congress Control Number: 2006927403

Design by HvADesign, New York

Cover image

Barrier Bench (Banc de Jardin), 2002, Philippe Million (French, Born 1967).
Galvanized steel, 95 x 184 x 60 c¢m, Courtesy Galerie Alain Gutharc, Paris.

www.thetotallandscape.net

Printed and bound in Great Britain by MPG Books Ltd, Bodmin, Cornwall




Acknowledgments 8

Foreword 12

YOU ARE HERE
2

THEMEPARKING

3
THEMEING .
4
DEPARTING s
5
BECOMING .x

Bibliography z77
Photo Credits 288

Index 289

FRAGMENTS

At

PUBLIC PARKS IN THE UNITED STATES 27

ST JAMES PARK 44

URBAN BUBLIC WALKS [N PARIS—TRAVEL REDEFINED . 57
BARTHOLOMEW'S FAIR 72

JOSEPH PAXTON AND THE NINETEENTH CENTURY. XANADU
THE GRAND TOURS AND THE PICTURESQUE 102
DEFINING THE OBIECT OF VISION ﬁs

PERIOD ROOMS:. 130

"LIVING IN A HISTORIC MOOD = 145

GREAT EXHIBITIONS 158

VAUXHALL FLEASURE GARDENS . 178
PRATOL!,NO*A THEATER OF AUTOMATA - 100
E‘NGINE:ERING'THE FIELD OF VISION 265

THE RENAISSANCE ENéVCLD#Ech SYSTEM . 225
HADRIAN'S VILLA 223

FABRIQUES = 242 -

THE THIRD NATURE .+ 257

87



Acknowledgments

In many ways this book closes a fifteen year long period of my life, a
period full of struggle, hard work, sacrifice, mistakes and very often
bitterness and sorrow, but also full of joy, love and full of hope for
what the future may bring. In that respect, first and most of all | wish
to thank my family for the immense support | have enjoyed through-
out this journey. My parents Dorotea and Milan, my sister Jasna, my
grandmother Jelena, my wife Jilly and my daughter Maya were so
giving and selfless that | cannot possibly express the magnitude of my
gratefulness in words. The love, trust, sacrifice, support and help they
all generously offered is simply unforgettable. They taught me that
life without love, giving and trust is meaningless.

My formative years at the College of Architecture of the University

of Belgrade, and then at the Berlage Institute in Amsterdam, were
strongly marked by a few exceptional individuals whose influence
cannot be forgotten: Ranko Radovi¢, Bogdan Bogdanovi¢, Mihajlo
Zivadinovi¢, Milo$ Bobic, Darko Marusi¢, and Herman Hertzberger. In
ways both known and unknown to him, Elias Zenghelis was strongly
influential and has been profoundly important in shaping my under-
standing of architecture: | am grateful for his mentorship, guidance
and friendship. Much of my early thinking about public space and
total landscape was formed through delightful discussions with my
friends at the Berlage Institute: | am particularly grateful to Sarah
Gansel for the unforgettable friendship and collaboration. in the initial
phases of this research the University of Florida's College of Architec-
ture was instrumental in facilitating my work. My academic advisors
—William L. Tilson, Robert McCarter, Gregory L. Ulmer, Kenneth
Frampton, and Richard H. Schneider— supported my work in many
important ways. Many of the ideas that form the core of this work
were formed through intense, passionate, and always inspiring dis-
cussions with Bill Tilson in different places across the world, from

Barbados to Greece, over many years. As much as they are mine, they

TOTAL LANDSCAPE

are also his ideas. | am forever indebted to him for his sincere friend-
ship, unreserved commitment and invaluable support. [ am also
grateful to Greg Ulmer who was instrumental in making me under-
stand why what | wanted to do made sense, and for generously open-
ing entirely new worlds that my mind had not before seen, through
personal conversations, his teaching as well as through his writings:
caTTt, Mystory, Electracy and Imaging are only some of the intellec-
tual treats | was generously exposed te in the Ulmerian universe and
will forever remain indebted for. The very special acknowledgement
and gratitude go to Kenneth Frampton, whose intellectual rigor,
generosity, humanity, and dedicated friendship over the years have
been exemplary and always inspiring. He has helped tremendously
in numerous ways through all these years: if it was not for his gener-
ous support, my life would have taken a different course. Jo Hassell,
Diana Bitz and Kim Tanzer of the University of Florida also helped
with important comments and suggestions in the early stages of
this work.

I am very grateful to Professor Takeyama Kiyoshi Sey of Kyoto Univer-
sity's School of Architecture, who graciously made my research in
Japan possible. | am also grateful to researchers and students in Pro-
fessor Takeyama's Laboratory who helped me with translating Japa-
nese sources into English, with collecting important material, and by
sharing with me valuable insights that would have been hidden to my
eye if it was not for their friendship and commitment. | am particularly
thankful to Suzuki Kenichiro and Hirao Kazuhiro. Nihon Sekkei staff,
especially Okamura Kazunori, Motokazu Tashiro and Ikeda Takekuni,
helped tremendously in my research on Huis Ten Bosch. Huis Ten
Bosch Co.'s Henk Boer, Ben Steenkist, Fujita Yoji, Hanako Imamura,
and especially Matsuda Yuji had shared with me precious thoughts
and information. My friends Suehiro Kaoru and Noriko, Tai Mikio and
Ozawa Takeo had helped me on my journey through Japan, its theme
parks, public space and architecture in different but all very valuable
and memorable ways. | would also like to thank Sato Yumi and Arai



Hiroko who translated, through long hours in our apartment in Kyoto,
most of the lapanese material on Huis Ten Bosch into English. In
respect to my research in Japan, my wife, Jilly Traganou, deserves
special recognition and thankfulness for sharing with me her know!-
edge of Japanese culture and architecture: much of my research on
lapanese case studies would have been impossible without her. Her
immensely insightful and penetrating criticism at various stages of
this work has tremendously contributed to the overall structure of
the book.

University of Texas at Austin, particularly the College of Fine Arts

and its Department of Art and Art History, as well as the Office of

the Vice President for Research, have generously supported my work
through numerous research grants, too numerous to be listed here.
The actual writing of this book was made directly possible by Dean's
Fellowship, as well as by the Walter and Gina Ducloux Fellowship,
both from the College of Fine Arts. My sincere thankfulness also goes
to my students at the University of Texas, both graduate and under-
graduate, who (through a number of seminars, studios and labs) have
brought to my attention valuable information and insights on Ameri-
can public space, and the attitude of the contemporary American
society towards the notion of public good. The intellectual climate at
the University of Texas at Austin has in many ways been outstanding,
and my contacts with numerous extraordinarily talented and wonder-
ful colleagues has also helped shape the content of this bock, many
times in ways not directly related to its subject matter. | am thankful
to Sanford Levinson, Dana Cloud, David Huff, Christopher Long, Kate
Catterall, Gloria Lee, Daniel Olsen and Christopher Taylor who offered
advice and assistance when it was needed. Among many good
friends, | would like to express a very special gratitude to Thomas
Darwin whose advice and sincere friendship, especially in the closing
weeks of the process of writing, were superb. Many of the ideas in
this book emerged out of countless and enjoyable chats at JP Java’s,
through which Tommy and | had consumed enough caffeine to make

ACKNOWLEDGMENTS

the whole University of Texas sleepless for a week. | would also like
to thank my graduate research assistant Jaladhi Pujara, who scanned
most of my own slides used in this book. | am grateful to Deborah
Sayre and Jed Lawnsby of DEsL who always readily helped with many
technical questions, and have gone out of their ways to generously
provide valuable advice and accommodate my work. Joe Barroso was
always kind and helpful in processing numerous grants that helped
this book become reality.

| will forever be indebted to Predrag Dojcinovi¢ and Janneke Hazelhoff,
as well as to the entire Hazelhoff family, for their dedicated friendship
and tremendous help when it was truly needed. [ am also grateful

to Katie Salen for her committed friendship and manifold help: it is
through the studio we co-taught at Parsons School of Designin

spring 2004 that much of the ideas on public spaces in New York City
evolved. Aviad Raz, John Findlay, Brian Lonsway, Joy Hendry, Susan
and Justin Willis, David Lowenthal, Nick Stanley, Michel Conan, and
Jennifer Robertson helped in kind ways in different stages of this work.
This kind of work could not have been possible without advice and
help of many dedicated librarians and archivists. | wish to thank

the staff of the University of Texas Libraries (particularly Laura M.
Schwartz), Avery Library at Columbia University in New York (espe-
cially Kitty Chibnik), Kyoto University Libraries, University of Florida
Libraries, the British Library in London, the Anaheim History Room of
the Anaheim Public Library (above all Jane K. Newell), the Benson
Ford Research Center—The Henry Ford (Jim Orr), The Victoria &
Albert Museum in London (Martin Durrant), Albertina Wien (Ingrid
Kastel), Musee Mairie de Paris, and Disney Publishing Worldwide,
Walt Disney Company (Margaret Adamic).

Many scholarly books could not have been published without grants.
This book is no exception in that: generous grants by the Graham
Foundation for Advanced Studies in Fine Arts and the University of

Texas Cooperative Society Subvention Grant received in 2004 were



used towards publishing expenses, and helped keep a great variety of
images in the final version of the book.

| would like to express my most sincere gratitude to the team that put
this book together: first of all my editors at Ashgate, Valerie Rose and
Eleanor Rivers. Valerie was extraordinarily open minded, helpful, opti-
mistic, generous and resourceful through the entire process, raising
the professional editorial bar to entirely new heights. Her contribution
to the making of this book is simply remarkable. Henk Van Assen and
| have been talking about this book since August 1998. At the time, we
did not know if the book will ever happen, and at times it truly seemed
it would not. Henk's generous and friendly advice on all aspects of
scanning, printing, color separation, hues and many other issues was
how we started talking about it, as colleagues at the University of
Texas at Austin. As many other things in life, this book became pos-
sible by a series of tiny miracles, and Henk ended up really designing
it. | am very grateful for his outstanding dedication to this book and
his generous friendship. | believe that best books are those in which
one cannot tell where the writing stops and the design begins, where
the two are equally important and simultaneous practices, and are
experienced by readers as such. The writer is a designer as much

as the designer is a writer. | think that this book, in many ways, does
move in such an idealistic direction. In that respect | am also very
grateful to Gloria Lee and Matthew Lynaugh, of Buds Design Kitchen
in Austin, who designed all maps, diagrams and charts in the book.
Their friendship, professionalism and talent have significantly contrib-
uted to the overall quality of the book. Additionally, | would like to
thank Sarah Gifford and Amanda Bowers of HvADesign for their
dedication to this project. | would also like to thank Karen Dodds for
her contribution to the image selection.

The happiest living soul, when this is all over, will be our daughter

Maya who patiently waited for dad to start playing with her. Much of
this book was written with Maya sitting in my lap and writing her own

TOTAL LANDSCARE

‘books’. | am grateful to you, my love, for helping me on this journey by
reminding me of what is truly essential, by sharing your view and
insight on Disney's characters with me, and by rushing me to

begin playing.

Finally, a note on the image copyrights: | took great care in identifying
copyright holders and obtaining adequate permissions. When that
has not been done it was either because | could not identify copyright

holders or did not receive a response from them.



What, do you imagine that | would take so much trouble and so much
pleasure in writing, do you think | would keep so persistently to my task, if
| were not preparing—with a rather shaky hand—a labyrinth into which |
can venture, in which | can move my discourse, opening up underground
passages, forcing it to go far from itself, finding overhangs that reduce and
deform its itinerary, in which | can lose myself and appear at least to eyes
that | will never have to meet again. | am no doubt not the only one who
writes in order to have no face. Do not ask who am | and do not ask me to
remain the same: leave it to our bureaucrats and our police to see that our
papers are in order. At least spare us their morality when we write.

(FOUCAULT 1972: 17)




12

Foreword

The idea of ‘Total Landscape’ first emerged to me in 1993 while work-
ing on the Global City project with my friends and fellow students
Sarah Gansel and Antonella Vitale at the Berlage Institute Amster-
dam (BiA). The project was supposed to rationalize an idea that
essentially came from our professor Elias Zenghelis, who gently
coaxed us into believing that that differences between what we call
‘natural’ and ‘artificial’ are no longer the differences of kind but of
degree. The Giobal City project was about identifying a universal

set of conditions characteristic for each point of a global network of
artificial 'landscapes’ that would allow intensified compactness and
congestion in particular segments we called ‘environments’. Typology
and theme of environments depended on the percentage of density
occurring in the particular landscape, in relation to the balance
between 'natural’ and ‘artificial’. In that sense, the Global City project
was an attempt to rationalize and articulate the idea of a globally
emerging system that | cynically called The Straight Society. | had

no doubt that most people experienced ‘the logic of the inconceivable’
of such a system because it runs as an undercurrent stream beneath
what we daily experience in the world of appearances and the world
as sensed. It occurred to me that what | was truly interested in was
finding out how that system actually works through what seemed to
be a totalizing system of forces, and just how such a complex artificial
universe systematically links every artifice—whether a social relation-
ship, an artificial rain, or an economic order—into a universal densely
woven fabric. It was also clear that this man made, artificial system
was in desperate need of a holistic, comprehensive, anticipatory, and
sustainable understanding. | was not only interested in the question
of form, place, and aesthetic, but much more in the set of conditions
out of which it arises and the totalizing condition of convergence it
successfully fabricates. The work of Superstudio, Archizoom, Archi-
gram, the Situationists International, and the entire architectural
avant-garde of the 1960s and early 1970s was instrumental in initially
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formulating the question of condition, The key question guiding this
guest at the time was the effect to which total landscape was influ-
encing the practice and theory of architecture, because to most of
us the early 1990s brought an obvious conflict that began emerging
between architects and Architecture.

In many ways, retrospectively, the point of no return was a casual
round-table discussion with French architect Henry Ciriani at the BiA,
in spring of 1994, when Ciriani recounted his ‘Schiphol airport experi-
ence’: ‘It's all there, everything you may ever want [...] it's clean, the
music is discrete, everybody is kind and helpful, if you fall there is a
medical crew to assist you in a second—it cannot be, it just cannot
be, this is not lifel' The subject of the discourse quickly changed and
moved to the kind of architecture commaonly spelled and pronounced
with a capital ‘A, where apparently life is still possible and everything
is just fine. It seemed to me that paradoxically, locations where ‘life
just cannot be' form an increasingly large part of our experience of
the world; locations such as theme parks, airports, large shopping
malls, all-inclusive tourist facilities, and increasingly also urban public
spaces. At the same time | was involved in co-editing a volume of stu-
dent writings and projects made at the Berlage Institute in 1992-93
titled The New Public Realm. Most of student projects at the time
focused on the emerging, hybrid forms of public realm and public
space. Through a series of competition projects (often co-designed
with Sarah Gansel) | attempted to theorize a shift from forms of pub-
lic space based on face-to-face interactions and collective programs,
to public environments that are increasingly privatized, individualized,
aestheticized and mediated by entertainment technology, and it
seemed that the only force that kept remaining traditional public
spaces together was their attachment to infrastructural systems: in
short, they became a function of motion.

Total landscape was further elaborated in 1994 on the occasion of an
exhibition of my projects titled, not surprisingly, ‘Total Landscape'. |



then embarked on a long search and study of 'the cases’ that would
enable me to unearth, document and interpret the hidden dimension
of total landscape. Initially | merely offered criticism of the logic of
enclosure and exclusion, as well as an enthusiasm for the potentially
desirable role that digital technology can play in total landscape,

but that did not take me far: what was de facto needed was a deeper
understanding, a fundamental change in the way these issues are
understood, a change that transforms perceptions of public space,

a development of a specific vocabulary and the analytic tools for
understanding total landscape, and a deep and thorough understand-
ing of the processes of its production. The only way to get there was
to identify ‘cases’ that would more precisely lead me to the ensemble
of techniques, procedures, methods and practices that bring such
controlled environments into being. In 1994, | had identified a number
of possible cases and initially hoped to conduct a comparative analy-
sis of theme parks, cruise ships, all-inclusive tourist resorts, extra
large shopping malls, festival marketplaces, and airports in order to
begin tracing the logic of total landscape. It did not take long to realize
that theme parks, especially places like Walt Disney World Resort
(wbw) or Huis Ten Bosch (HTB), would be ideal case studies due to
their complexity, transparency, size, popularity, and also due to the
so-called ‘theme park model’ that seemed to be an ideal entry into
the discourse and problematique of the transformation of urban
public space by total landscape.

The research was initially conducted during a two-year period (May
1996-June 1998), at the University of Florida at Gainesville (only two
hours away from Walt Disney World Resort), and was divided into
two major parts: research into relevant theoretical material, and the
fieldwork and collection of the primary material related to case stud-
ies. The fieldwork in Walt Disney World Resort and other theme parks
in Florida was conducted on several occasions from January to July
1996, when an extensive video and photo documentation was created,

and a field-study was conducted with a group of students from the
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University of Florida. | carried out the study of the Japanese material
at the School of Architecture, Kyoto University, where relevant docu-
ments were painstakingly translated to me by fellow students and
researchers in Professor Takeyama's Laboratory, from August 1996 to
September 1997. During the same period, the fieldwork on Huis Ten
Bosch and other Japanese case studies was performed. Interviews
with the design team at Nihon Sekkei, employees and top executives
at Huis Ten Bosch Corporation, and guests at Huis Ten Bosch theme
park were carried out in April 1997. The second, five-year-long phase
of the research started in 1998 to be supported by numerous research
grants at the University of Texas at Austin and extensive travels.

My second visit to Japan in 1999 enabled me to perform additional
research and update previous research findings. Finally, the Dean's
Fellowship in 2003-04 helped to bring everything together in the book
format.

When | started writing the Total Landscape and decided to keep the
focus on theme parks, | hoped that this book could be written as a
diary of an archeological excavation. In that sense | was hoping that
the book would be similar to Paul Virilio's Bunker Archeology, in which
Virilio documents concrete bunkers built on the cost of Normandy by
German forces during the World War Il (Virilio 1994). Virilio rightly
understood bunkers and fortifications as clear expressions of Hitler's
military understanding of territory, time, and subsequently of the con-
cept of ‘military space’. But Virilio's good fortune was in the fact that
Hitler and his milftary commanders were long gone by the time he
visited the coast of Normandy, back in 1960s. My problem was that |
had to work with what art historians and curators customarily call ‘a
living artist’. Namely, despite an overall decline in attendance and the
fact that the age of extra-large theme parks is gone, theme parks have
been very much alive. Just as | enjoyed Virilio’s discovery of the half-
buried German bunkers and his interpretation, my reader, | hoped,
would one day open these pages and would be able to understand the
rationale of a strange civilization that had built such monstrous struc-



tures in order to produce ‘the most transient, yet lasting of products:
human experience’. My belief has been that exposing minute details
and facts of the production of theme parks would in fact expose the
historical and human condition of the present, hence the total land-
scape not as a theoretical framework but as a condition. In that sense,
theme park is the ur-form of total landscape. | was coached by Walter
Benjamin's attempt to create an ‘Ur-history of the 19th Century’

with his unfinished Arcade project through which Benjamin collec-
ted ‘images’ of 19th Century Paris that captured ‘small, particular
moments’ and then attempted to present them in a form of montage.
Such images, whether pictorially or verbally represented, were sup-
posed to reveal the ‘total historical event’, the perceptible ur-phe-
nomenon in which the origins of the present would be found (Buck-
Morss 1991: 71-77). As Buck-Morss writes, Benjamin transferred
Goethe's concept of the urphénomen that emerged in Goethe's writing
on the morphology of nature, to his own work on history. The concept
of ur-phenomenon suggests that there are ideal forms that can reveal,
through an act of ‘irreducible observation’, both object and subject of
knowledge, and potentially their relationships. For Walter Benjamin,
postcards, ads, street signs, posters and many other artifacts of the
late nineteen century Paris were precisely such symbols. To my mind,
theme parks are such ‘ideal symbols’ of the Twentieth Century where
‘general reveals itself immediately in a particular form’ (Simmel 1918:

57). Theme parks themselves are thus the theory of total landscape.

The question then was how to represent the complexity of theme
parks, and especially of urban public space, without simplifying
them—how to talk about so many interrelated domains without
appearing a dilettante? The resulting narrative is for the most part
free from any attempt to work explicitly in either theoretical or criti-
cal mode, as well as from attempts to instrumentalize knowledge
towards operational aims because this is neither a 'how to make a
theme park’ book nor a ‘how to design public space’ manual, although
it sheds light on the actual processes of designing and operating both
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theme parks and public spaces. In doing so, | have tried to minimize
the professional jargon from all fields involved and allow the general
public to get a sense of complexities beyond each of the professional
practices at work without simplifying their intricacies. In order to
open the book to non-design audience, | have also tried to present my
theoretical observations within the narrative context and avoid too
many normative declarations. This book has been a long time coming
and in the process, | have accumulated an impressive amount of
research material from a variety of sources and all imaginable aca-
demic and professional disciplines. | have met a wide range of people
and learned a great deal about things | cared about as well as about
topics | could not care less about. At times, [ felt that different materi-
als had pulled me their ways and often | felt lost in view of the com-
plexities involved in this kind of research. At the same time | struggled
to bring all the relevant material to the eyes that may be different than
mine, as | desired to speak to designers of all kinds, to marketing pro-
fessionals, to sociologists, anthropologists, geographers, and many
others including the lay reader. Keeping this ship on its course, what-
ever the course may have been in the last ten years, was not a trivial
task. | believe many of those struggles will be obvious to careful read-
ers, together with the fact that this book does not ‘celebrate’ either
Walt Disney's or other theme parks.

Writing a book on something as complex as theme parks and public
spaces without explicitly referencing ways in which their cultural and
social meanings are contested on the ground through daily practices
was a hard task, but it was done on purpose. The assumption that at
this point in time seems realistic is that in-between theme parks and
the increasingly privatized urban public spaces, there are subtle dif-
ferences of degree rather than kind, and the purpose of my effort has
been to identify, unearth, and study the common framework of the
two in order to eventually learn how to manage it in regard to its most
promising possibilities. For promising possibilities are embedded
within the grounded and critical social practices of both individuals



and social groups inscribed in space and time. Despite all the chal-
lenges to be mapped out later in this book, it has been precisely the
populist appeal of mass entertainment and mass consumption that
potentially, just potentially, carries an energizing force within it for the
traditionally marginalized social groups, for women, children, teenag-
ers, people of color, the poor, the old, and many other 'good natured
crowds’, both as producers and as consumers. Despite all my efforts,

| did not find evidence that there is a critical mass of resistance prac-
tices that can mount a significant challenge to the condition of total
landscape, even though, one could argue, we all simultaneously pro-
duce it and consume it. After all, as Christine Boyer rightfully asked,
‘who raises a voice in opposition to this corporate organization of cul-
ture?’ (Boyer 1994: 65) More importantly, there is no evidence that
there is de facto a meaningful dialogue between those who produce
theme parks and public space, and those who ‘enjoy’ them. The only
form of ‘exchange’ between the two camps is marketing analysis. One
of the reasons for that has also been an explicitly materialist concep-
tualization of both theme parks and privatized public space that tends
to disable alternative interpretations and contested meanings poten-
tially generated by varied social and cultural groups. Ironically, total
landscape offers a vision of social space without society. But rightly
so, because if there is no voluntary, desirable, meaningful and con-
structive communication between individuals, ‘there is no such a
thing as society’, as Margaret Thatcher famously declared. Thus,

by purposefully excluding the point of view of those who ‘produce
through the act of consumption’—guests, visitors, tourists and citi-
zens—I| wanted to be very realistic in identifying the current state of

the question.

Through the last few years of working on this manuscript | ended
many of the leng days by reading stories to our daughter Maya, many
of which, on her request, where about Disney princesses. | even
promised | would take Maya to Walt Disney World Resort where all
of the Disney Princesses, together with Tinker Bell and Peter Pan, live.
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After all, her friend Eva is going to visit soon, and what kind of Dad
would | be had | not promised we would go too as soon as Daddy fin-
ished the book? Very often Maya impatiently asked: ‘Daddy, are you
done with your book? When are we going to Disneyland?' | then

had to explain we are going to Walt Disney World, not Disneyland,
because Walt Disney World is bigger and better: it's a whole ‘world’
not just a ‘land’, and we can also go to nice places to swim. Of course,
as millions of other parents, | was thinking mileage, gas prices, afford-
able hotel rates along Florida's Atlantic coast, and the AAA discounts
on vacations in Walt Disney World Resort! | even got somewhat
excited and enthusiastic about the trip. Inspired by what she saw on
television and also by her friends's practices, Maya insisted on playing
games on Disney web site, and the environment of many such games
is the clear metaphorization of the Walt Disney World Resort. Need-
less to point out, the local mall has a Disney store that enabled Maya
to make a leap from the phantasmagoric world of Disney to the mate-
rialistic world of retail shopping. The bright red, blue and yellow that
made the Disney store stand out, together with the extra large pair of
abstracted black mouse ears, created a strong and memorable image.
The music that played in the store was the same as that we heard on
the website. The environment felt so familiar and friendly, warm and
inviting. The Tinker Bell swimming suit, made in China, was particu-
larly interesting and would be an ideal 'present’, Maya argued, given
our forthcoming trip to Florida to visit Walt Disney World Resort. On
the way home we stopped by the local supermarket to get milk, and
somehow passed by Disney toys and books, and what a wonderful
opportunity presented itself to us: to get a set of five Disney Princess
books to be read the same night while drinking the milk we were just
about to buy. The milk jar Maya drinks her milk from was also made
in China and has Tinker Bell on it. And on, and on, and on this goes,
and it is not only about the panoptic effect of synergetic marketing.
As this book is about to show, it is much more than that: it is total
landscape at work!
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