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204 Cities for Sale

only as stage props for more lucrative enterprises. The urban voy-
ager setting sail against the forces of nature; a theme reiterated
over and over again at South Street Seaport, is a metaphor for the
explorations and colonizations of bygdne eras; the memory of those
journeys is used to legitimate the contemporary appropriation of
the city’s undervalued margins and their conversion into profitable
leisure-time places.®* A city of increasing spatial differentiation
results in an ever-widening gap between neglected land and re-
valued places. between the poor that the market ignores and the
well-to-do that it privileges. Historic preservation and the creation
of atmospheric milieus stabilize this difference between types of
public space—a state not likely to change in the future.

The contemporary spectator in quest of public urban spaces
increasingly must stroll through recycled and revalued territories
like South Street Seaport, city tableaux that have been turned into
gentrified, historicized, commaodified, and privatized places. These
areas once existed outside of the marketplace, but now their survival
depends on advertising. and on the production of an entertaining
eavironment that sells. “Just looking™ at these city spaces remains
a pleasurable public experience, but an experience that increasingly
comes down to that moment of association when private desires
hecome linked to furure promises offered by items for sale. On one
level, then, South Street Seaport bears witness to the instrumental
and rational production of a public marketspace where communal
celebrations and festivals sull occur, albeit in truncated and mod-
ified form. On another level, however, by targeting the spectator
with narrative style-of-life advertising, the Seaport and other such
compositions speak directly to private fantasies, colluding in the
privatization of public space. These shifts of public and private
spheres are turning the streets and spaces of our cities inside-out.
Public ways and communal spaces are being designed by the private
sector as interior shopping streets within large corporate skyscrap-
ers. or festival markets where public admittance is carefully con-
trolled. The private sphere of nostalgic desires and imagination is
increasingly manipulated by stage sets and city tableaux set up to
stimulate our acts of consumption, by the spectacle of history made
false.

MICHAEL SORKIN

See You in Disneyland

As he was led manacled away after his conviction, serial killer
Richard Ramirez, Los Angeles’s infamous “Night Stalk'er,” tumed5
to the courtroom audience and snarled ‘““See you in D_ls_neyland.
America recognized the turn of phrase from the familiar TV ad
that invariably follows the World Series or Super Bowl. After a
montage of ke;' plays—with “When You Wish upon a Star"“.swell-
ing behind—the beaming hero of the game is caught striding off
field and asked by the announcer, ‘*What are you going to do now?

The reply 15 invariable: “I'm going to Disney Worl(_l”

Disney World, a theme park of theme parks, is America’s stand-
in for Elysium, the ultimate reward for quarterbacks and pitchers,
the ump'ia of leisure. And 1t’s not just Americg’s: through thqse
pearly gates in Orlando, Florida, lies the leading purely tounst
destination on the planet, welcoming close to 103,000 people on
good days, over 30 million & year, a throng that spends neaﬂy a
billion dollars each year. These staggering numbers include nelther
the original Disneyland in Anaheim, Califernia, nor Tokyo Dis-
neyland, nor Euro Disneyland, abuilding by the Marne. Thanks to
Disney and like attractions, Orlando has become America’s capital
of tra}lsiencc, with more hotel rooms than Chicago, Los Angeles,
or New York. ‘ ‘ _

But the empire of Disney transcends these Rhyslcal sites; 118
aura is all-pervasive. Decades of films have furnished a common
iconography on generations. Now there’s a television channc?l too.
And vears of shrewd and massive merchandising have sold billions
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of Disney things—videocassettes, comic books, pajamas, paper
cups. postcards, and mouse-eared coin purses—which vaunt their
partictpation in this exponentially expanding system of objects, The
litter of Disneyland is underfoot in streets from New York 1o Shang-
hai, More people know Mickey than Jesus or Mao. Who doesn’t live
in Disney World?

The literal placemaking began with Disneyland. According to
one hagiographer, the idea for the park came to Disney in 1938,
on a trip to the Chicago Railroading Fair, where he was invited to
don engineer’s overalls and climb behind the throtde of a historic
locomotive, fulfilling a childhood dream. Later. he built a miniature
railroad around his own house, anticipating the rail-ringed parks
to come. Another myth of the park’s origins, much retold, recounts
a visit by the Disney family to a conventional antusement park, _ )
and Disney’s disgust at its failures of hygiene. These fantasies of 4 This i the <ky above Disney World.
transport and cleanliness culminated, one day in ]955, in Disney- 1 whicls he : sl_JllleIitllilr-r. Irn.r an image ”.t )
land itself, the alpha point of hyperreality. the plaee itsell. Disney Worlid s (he fiest

: . . . COTIV T B b g 11 mtoin Ili"‘-
It was always to have been a utopia. Early publicity limns it: prvighted uehan envirommen e
) : ) tory. a Forbidden City for postmadern-

ity Benosned for it litigiousness. the

Disnevland will be based upon and dedicated to the ideals, the Walt Dizney Cotmpany will peemit no
dreams. and the hard facts that have created America. And it will phatograph of it property withont prior
be uniquely equipped to dramatize these dreams and facts and ' approval of ite wse. B there a betrer il-
send them forth as a source of courage and inspiration to all the lustration of the contraction of the space
world. 3 ol Treedom represented D plaees like
Disnevland will be something of a fair, an exhibition, a play- ' Disnes World than this innocent <k ?

ground. a community center, a museum of living facts, and a Seth Rubin
showplace of beauty and magic. It will be filled with the accom-

plishments. the joys. the hopes of the world we live jn. And it will

remind us and show us how to make those wonders part of our

lives.

If this evocation is a tad fuzzy, Disneyland’s immediate origins are
specific. Television paid. Strapped for cash to finance spiraling
construction costs, the previously TV-shy Disney cut a deal with
ABC. then struggling far behind its two rivals. In return for the
network’s money, Disney offered his most precious commodity: the
mouse. Disneyland and the Mickey Mouse Club were born as twins.
The park was, as Thomas Hine has noted, “the first place ever
conceived simultaneously with a TV series.”
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The comcidence is more than temporal. Television and Dis-
neyland operate similarly, by means of extraction, reduction, and
recombination, to create an entirely new, antigeographical space.
On TV, the endlessly bizarre juxtapositions of the daily broadcast
schedule continuously erode traditional strategies of coherence. The
quintessential experience of television, that continuous program-
hopping zap from the remote control, creates path after unique
path through the infinity of televisual space. Likewise, Disneyland,
with its channel-turning mingle of history and fantasy, reality and
simulation, invents a way of encountering the physical world that
increasingly characterizes daily life. The highly regulated, com-
pletely synthetic vision provides a simplified, sanitized expericnce
that stands in for the more undisciplined complexities of the city.

There are more than ample precedents for sech weird com-
pendia: circuses, festivals, and fairs have long been with us. Disney
is the cool P. T. Barnum—there’s a4 simulation born every
minute—and Disneyland the ultimate Big Top. Both circus and
Disney entertainment are anti-carnivalesque, feasts of atomization,
celebrations of the existing order of things in the guise of escape
from it, Fordist fun. Disneyland, of course, also descends from the
amusement park, especially that turn-of-the-century blossoming
at Coney Island, inspiration to imitator parks from coast to coast.
Like Disneyland, Coney Island offered itself as a kind of opposition,
an Arden of leisure in symbiosis with the workaday city. Steeple-
chase Park, Luna Park, and Dreamland established the basic ele-
ments of this new machinery of pleasure. Their evocations of travel
in time and space, lilliputianization, physics-defying rides, ecstatic
relationship to new technology, efficient organizing architecture of
spectacle and coercion, and aspirations to urbanism—all harbinger
apotheosis at Disneyland.

‘The most direct ancestor, however, is the World’s Fair. These
spectacles evolved from the national manufacturing exhibitions that
grew with the industrial revolution, Originating late in the eigh-
teenth century, the form climaxed in the Great Exhibition of the
Works of Industry of All Nations held in London in 1851 under
the enormous glass roof of Joseph Paxton’s Crystal Palace. William
Thackeray described it in an ode written for the occasion as

A Palace as for a fairy prince
A rare pavilion, such as man
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Saw never since mankind began,

And butlt and glazed.

This giddy positivism also shines through in the inaugural address
of Prince Albert, a Mouseketeer avant la lettre:

Nobody who has paid any attention to the peculiar features of
our present era, wili doubt for a moment that we are ‘llvmg at .a
period of most wonderful transition which ter.lds raptd}y 10 aﬁ—
complish that great end, to which, indeed, all listory points—the
realization of the unity of mankind. . . . The distances whlch
separated the different nations and parts of thg globe are raf(lildlry
vanishing before the achievements of modern mnvenuon. and we‘
can traverse them with incredible ease; the languaﬁes of all nations
are known, and their acquirement placed withn:n Fhe reach of
everybody; thought is communicated with the rapidity, an.d e_veln
by the power, of lightning. On the other hand, the great prmm;ry e
of the division of labor, which may be called the moving power
of civilization, is being extended to all branches of science, in-
dustry, and art. . . . The products of all quarters of the glo[?e a:i
place:i at our disposal, and we have only to choose which 1s the

best and the cheapest for our purposes, and the powers of‘prial
duction are entrusted to the stimulus of competition and capital.

The 1851 fair was the first great utopia of global capital. The Prince
Consort’s evocation of a world shrunk by technology and the d1~
vision of labor is the ur-theme of the theme park, and Paxton’s
Crystal Palace made this visible by canny means. Fi‘rst, thf: wealth
of nations was contained under one roof, hﬂused‘m a single ar-
chitectural space. And the construction itself cmbodleq the progfrcls;s
of industry—assembled from a vast number of precisely prefab-
ricated elements, the Crystal Palace was the great ez?rly expression
of a manufactured building. Finally, the Palace depicted paradise.
Not only was it laid out like a cathedral, wnth_ nave Qnd t_ranselpzi
but it was also the largest greenhouse ever built, its interior fille
with greenery as well as goods, a climate-coptrolled reconciliation
of Arcadia and industry, a garden for machines.

Since efficiencies in the manufacture of glass had begun to make
them possible late in the eighteenth century, such large structures
had come to be both stand-ins for the ineffable and zoos for the
menagerie of European colonialism. In the days of the dark satanic
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mills, winter gardens became hugely popular places of entertain-
ment and assembly. Those tropical landscapes in Berlin or Brussels
helped (along with the popular historical and geographical pano-
ramas) to invent the idea of simulated travel, initiating the great
touristic dialectic of appearance and reality. The decline in pop-
ularity of these environments toward the end of the century was
the result of the spread of railways, which made actual exotic travel
possible.

This dislocation is central. Whatever its other meanings, the
theme park rhapsodizes on the relationship between transportation
and geography. The winter garden evokes distance, the railroad
proximity. The flicking destination board at JFK or Heathrow
offers—in its graphic anonymity—a real trip to Tangier. The winter
garden—the “hothouse”—is all artifice, about inaccessibility,
about both its own simulations and the impossibility of being pres-
ent at the scene evoked: it is not recollective, but a fantastic. At
its core, the greenhouse—or Disneyland—offers a view of alien
nature, edrted, a better version, a kind of sublime. Indeed, the
abiding theme of every park is nature’s transformation from civ-
ilization’s antithesis to its playground.

In time, these fairs became differentiated. Soon they embraced
a variety of pavilions arranged thematically {manufacture, trans-
port, science, etc.}, then national and entertainment pavilions,
eventually pavilions sponsored by corporations. From the first,
these structures, while impermanent, competed in architectural ex-
travagance. And, as the scope of the fairs grew, the ordering and
connection of elements assumed paramount importance. Reaching
the scale and density of small cities, the fairs also became models,
adopted visionary urbanism as an aspect of their agendas, both

offering themselves as models of urban organization and providing,
within their pavilions, panoramic visions of even more advanced
cities to come. The crucial role played by movement systems within
the enlarging fairs was not simply a product of necessity but a
paradigm for physical relations in the modern city. And the fairs
quickly developed “urban problems,” especially in relation to their
peripheries. They were conceived as exemplars, and stultifying
high-mindedness was a staple. As a result, the fairs often found
themselves in symbiosis with disorderly camivals of more “popu-
lar” entertainments just beyond their boundaries, with Little Egypt
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doing “exotic dancing” on the Midway or strippers plying their
trade on the fringes of Flushing.

The years that saw the rise of the great !.1111\-’61‘55;1 ex;;losulllzﬁ
also witnessed a flowering of practical utopianism. Althoug ;’)l; o
of the theory originated in Europe, America became th}a gn;e;:st b :ing
canvas for utopran experiments. Not only were new (1) oine
built at a vast clip, communitarian citizens—Founentes, w':lr:ilt >
Shakers, Quakers, Mormons, and other f{ﬂ_"mlty gfloqu—fthese
breathtaking array of intentional communities. While e(viv _(r)l (hese
enterprises can be said to ha\.’e broken rpuch new groun 1here »
of the physical life of the city, t.hey did abet an aftmospb e o
renovation and reform that had direct consequences for ur }f :
The contrast between this positivistic, optimist vision offt ;13 pelj_
fectible future and the increasingly degraded condition o tle t;lut
grant-swollen industrial city precipitated a range of proposals tha

increasingly physical form. o
too}ir:l}act‘ theg1};:‘ol9)2};rair in Chicago—aptly called t’hl? White C;;[y;
for the Fair was the urban analogue of the Great White Fleetft ap
was to convey reform in other spheres-—represents a sumr{rila o OI; t
influential impulse. The City Beautiful movement was the first grse_
model for the new city to be born in America. Its Prescrlptlog -
baroque symmetries, monumental beaux-arts architecture, faci:lies
dant parks and greenery—impressed themselves on i;:orfes D'nation
with frequently vivifying results, The City Beautifu }f ia]semmonu_
with sumptuousness, visible order, and ‘p‘arksﬂ—v}vlu }11:  monu-
mental, “public” aspect of the mty—gntmlpatcs the [I:]' ysb al for-
mula of the theme park, the abstraction of good public eh .
from the total life of the city. The dazzling Chicago fa‘lﬁ.s c;W:al
the potential for magmificence (.]f s_uch con_cemrated arc lttlal(; ;lter
firepower, and virtually every city in America has a civic g .
however slight the remnant, created under 1ts influence. .

Concurrent with the City Beautiful, the pressulte'of mass se
tlement and expanding technology created other visions of {‘Eg;;;
lation, less indebted to formalildeas cull‘ed from thﬁ past.amd e
visions appeared both in imaginary architectural sc emesh 1 i
a remarkable literary outpouring: novels about happy tec 111( oh ?\7
ized utopias, like Bellamy's Looking Eackward, with its st ; ; Ends
prescient evocation of a world at leisure. These two expres
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were focused on somewhat different territories. The visionary ar-
chitectural proposals—many inspired by the development of the
technology of tall buildings—were prompted by the prospect of
skyscraper cities and especially by the intricate movement systems
that would be required to sustain them. The novels, however,
tended to be fantasies about the relations of production, scenes of

happy regulation set in a technologically enabled culture of
convenience.

These imaginings anticipated the urbanism promulgated by
modernism itself, which shows two main strains. The first is the
now maligned rationalist, geometric manner—Le Corbusier its
main apostle—an enormity of regimentation plopped at regular
intervals across a verdant landscape. Le Corbusier’s vision has
become the icon of alienation, dislodged from its original status as
challenge to the insalubrious dreariness of the industrial city and
reincarnated as faceless urban renewal and bland 1960s down-
towns. It is this version of modernist urbanism that Disneyland’s
architectural apologists have in mind when they propose it as a
restorative,

But modernism produced another version of the city, one more
central to Disney’s American imaginings. The movement for garden
cities, expostulated by the Englishman Ebenezer Howard in his
1902 screed Garden Cities for Tomorrow, stands in approximately
the same relationship to Le Corbusier’s Cartesian fantasies as En-
glish landscape gardening did to French in the eighteenth century.
The one was a romantic ode to “wild” nature, the other an essay
in submission, nature bent to the paths of order. Both, though,
were versions of the pastoral, embracing the idea that the rena-
turalization of the “denatured” city would strip it of its dread, that
the reversion to the natural would have a salutary effect on human
nature itself,

The garden city is the physical paradigm that presages Disney
space, the park in the theme park. Its tdeology embraces a number
of formal specifics. To begin with, these were to be small cities
constructed, ex novo, on the exurban perimeter of existing me-
tropolises, to function as escape valve or release from the tension
and overcrowding of the old city. A picturesque plan—the stuff of
the early suburbs—was as indispensable as the strict regulation of
traffic. Indeed, strategies of movement became the ultimate mternal
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1 ity included
rationale and formal arbiter of the garder;I city. '{'hes;: (;?.;tanccs
i 1 d vehicles and a scale of di
separation of pedestrians an O

' t. Formally, the result was gene
convenient for persons on foo ally : rore!
a single center and a radial plan, united by loops of circula

Technology and the garden city conjoined In thcg:oogii:lr:
world’s fairs of the 1930s: th\g 15;33 CP?n_tU{*}* 0}{] E;‘og;g;s( Gi[t)v o
in Chicago and the 1939 World’s Fair in New Lty
E]hi(::ago %‘air was laid out along a mearldermg roady:a} [1)1;:&[1; :(-j)
evoke “‘an evolving meipient roadto?m,_ a gardg? city. Olufion__
along this route-—and strongly prefiguring thf;i '1sdneyn:e o
were a variety of pavilions celebrating sciennific ab vala ‘ 1. o
all soared the skyride: Chicago was the first fair to al ls?[‘ will eﬁ; oot
the means of movement as 1ts most visible .symbo . Tle you o
the New York Fair evoked an ear!le_r utopian order, t e Jand o
geometric radiating plan characteristic of ideal c?mn?u1110n o
the Renaissance through the eigl;(teelnth l;:enttur‘;iy,tzljpgl;‘gamic oL

en city. However, New York also boaste _

?ri;'gels of (}:fities of the future, which between thenc‘ln c}r:lbo;ilfszl nt.hoae
two indispensable ideas of ordn?r—mo‘vcmen't and t fe grunnerE o

Both were the products of industrial dpsngjlers, orek oty
Disney’s imagineers. The first, “Democracity, theh“t(zsr p
Dreyfﬁs, sat inside the famous Perisphere. Althougll ;_On ner e
a jumbo skyscraper, the plan of the city—a conste a[ioward_‘ o
towns on a green perimeter—was pure Ebenezer e pant
second—and far more popular, perrl:]aps becagge (2311;[]:?5 ode past
it in tiny cabs, Disney style—was Norman 3
11t9161:0f:’n§esign;d for the General Motors Futurama. Her:: i:asr;:z
Corbusian version of modernity, a sea of skyscrapershse . lginear
superblocks, ordered by a Cartesian grid. O_f course, the ;ed inear
interstices swam with swift trE.lffﬁt:)., cars 5§11¥ng 1}:111}1:11:}):2= ed 10 10
cardinal points, motion the fertilizing matrix in whie ity g

i i into

The ideology of the garden cty tqday has been d&siperisi o

a wide variety of environments. Conmdey Opus, an o ic(;) Ochﬁres
on the ring Highwav outside Minneapohs. Promotional br

describe it as

i whole
an imaginative, innovative develapmer}t ...a m()(:iel‘ fm;)ithwest
new generation of office parks. Strategically located m s
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suburban Minneapolis, the beautifully landscaped 450-acre site
18 ribboned with pedestrian and bike paths, colored with flowers,
shaded with trees . . . alive and inspiring. Nestled in acres of
meadows, hills, and ponds, Opus is only minutes away from shop-
ping centers, sports stadiums, the internationaj atrport, and the
downtown business districts of Minneapolis and St. Paul. The stte

is linked to the interseace system by County Road 18 and Cross-
town Highway 62.

A look at the plan for the development elucidates the hype: Opus
15 the garden city with pedestrians carefully separated from vehic-
ular traffic and picturesque circulation routes organtzing lots of
different sizes. Yet one thing distinguishes Opus from the garden-
variety garden city. Opus is an office development, the residential
component an afterthought, a few parcels set aside for outside
developers to build limited amounts of housing. Given the character
of the work performed in each of the office parcels { “Opus gives
hew meaning to the word ‘work’ ") and the location of most services
and housing off the site, there’s no real reason for the elaborate
pedestrian links and the corefy] grade separations. They do, how-
ever, “urbanize the site, giving it a stature in theory that it lacks
i use. The pedestrian system signifies benign mohility,
of motion without movement. The real links are the highway and
airport connections and, more crucially, the invisible telecommun-
tcations system that is primarily responsible for enabling the dis-

persed developments that now figure as the major mode of
American urbanism.

~diagram with a clutch of shiny skyscrapers extruding value straight
up atits center, By 1985, however, the pattern had just as suddenly

the center of town, but 7.6 million had been built in the oxymoronic
Perimeter Center at one interstate intersection and 10.6 million
had gone up in Cumberland/Galleria at another. Perimeter office
space is now predominant overall

The cireulation loop that organizes the building sites within
Opus recapitulates the highway loop that arrays Opus and other
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1 i ta.

fri developments around ctties like aneapohsh andc ef:tiirsl5 -
Fhe order is ¢ trifugal, about perimeters rather than s, 8
logs ey ce'nn Ing ‘-‘:I.:Ch spatial hierarchies, circulation g f:v I}:e
loglc' " dlspl?'rmto i.ts rehquirements are literally the largest. 38 0,-,3-
e llrsla,tion 1300 square feet of parking space ?meter‘
stapdard ,Ca o 100(1) square feet of office on the urhan pe.r‘l eter
T e mbyeiosnan y of movement orders the most pr1mary'llasu o
e Physwgn;[}lc;rming it 1o its requirements. Like th.e tal -wsaglgis-
?imh]:;(:lgg;ksepace at the end of the movemenzl _chaml?F:r:uppon

e 1 the prodigous hie- )
D e Seq:JEI;flz;a?np: Si{:]?:s (;iolati(fn. Tﬁis inces_sanlt t(t:;-
onlatio nec‘_‘:SSafS}’ the circuit of capital-—that global chain :rimj
Cu‘la“‘m Tlnﬂr ulating—which these offices on the endlesls; p fim
oo o dccuTelerate If these new developments seem sc 31; ar;
L s proc tOlaﬂbfﬂ:aztuse.they represent, in their primary oraer,
:blsstr};lt;iic;fle- )tzhe mobility of the capital that enables them.

1 e Disney-
The organization and scale of Dlsnfayr \I]e:oﬂi ;;1((1) nththc orey:
lands is precisely that of the garden aty. Lo o e marke
ane eter, they are, as phenomena, comparable to e o
Per‘Tl '7ters::cti0ns in the highway system. if 51te' o o
venicne mf :cess by leisure commuters. Interpally, they 2
bedered a 3('3?11 to a strict model. Radiating from a i : ar% |
e 3?‘301'_ igbv the totemic castle of fantasy——_the pfllr )
Cemcr_o‘jmpl‘:( atic fiefs {Tomorrowland, Frontle.rlar.l , ,Ov.e .
e ow Eoeomne arflmher‘ While the ground plane 1s glver;e ver
e ﬂo“f 1;11 circulation, the parks’ perimetet:s and alrspial15 e
:Eepfi:ti::aof elaborate fransport systems: trains, monoraus,
ae“i‘/} g(::;l;i":si-s ubiquitous and central. Dc;sncjylar.ld sl;:dTE;s?;)i
Ad are, ; 's parlance, “destinations. e )
W'Or]d i lcrll tiicuil?ii?ia?zrgnt;g acts of traveli.ng and of arrli\SflIrllg‘.:
phcation ljn E?arr}\fal is especially crucial, the idea that 0:106 s ot
o y frn;l?mu h some intermediate station but has corzfscourse “
passing }gl re is a definitive “there.”” In the l_arger ey
D e lzccs‘are vested with a kind of equwalencg he only
vt v 'phle is motion. As the slogan for Busch {?r t o)
rglevagt var 1irk in Williamsburg, Virginia (hard by the _115“11;{) vm;
rival d f;D;IX?-Hiamsburg) proclaims—over the .Ode to J?y e o
C‘;l;’;l;g seelEumpe. talze a vacation in Virginia, . . . [t's a
w B 3
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and color of old Europe . . . but a lot closer!™ (Not to mention,
without pesky Abu Nidal threatening to crtmp your pleasures
en route!)

Like world’s fairs, both Busch Gardens and Disneyland offer
Intensifications of the present, the transformation of the world by
an exponential increase in jts commodities. World’s fairs are ;-
crocosmic renditions of the “global marketplace,” transnationa)
shopping malls. A¢ Disneyland, this monumentalized ¢

fetishism is reduced to the pith of a hatku. While th
+ - . P p
International “competition”

are not simply emblems of ici

higher, global, shopping, they are stand-ins for the act of trayel

itself, ersatz souvenirs. A trip to Disneyland substitutes for a trip
to Norway or Japan. “Norway” and “Japan are contracted to their
minimum negotiable signifiers, Vikings and Samurai, graviax and

sushi. [t isn’t that one hasn’t traveled—movement feeds the system,
after all. It’s that all trave] is equivalent,

Getring there, then, is not half the fun: it’s all the fun, At
Disneyland one is constantly poised in a condition of becoming,
always someplace that js “like” someplace else. The simulation’s
referent is ever elsewhere; the “authenticity” of the substitution
always depends on the knowledge, however faded, of some absent
genuine. Disneyland is in perpetual shadow, propelling 1ts visitors
to an unvisitable past or future, or to some (incenvenient) geog-
raphy. The whole system 1s validated, though, by the fact that one
has literally traveled, that one has, after all, chosen to go to Dis-
neyland in [ieu of any of the actual geographies represented. One

If culture is being Disneyfied (and there’s no mistaking it!) the
royal road there is precisely that: going for a ride. Whatever else
they subsume, the Disney zones harbor an amusement park, a
compendium of rides offering both Linesis narrativized (a trip, a
{antasy voyage} and that mild empirical frisson of going one-on-
one with Sir Isage, testing the laws of everyday physics. The visitor
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. 00 feet, on
travels in order to travel. Whethﬂrp;}-f: I;"?:lz?sd lgé.jgfat Ride and
o int'ersl;.?}t?ﬁOJOﬁid:;:gl\}JJf]:::i?le :nain experience—motion—1s
Captzﬂlll ed. extended right ba_ck to your front door. of transporta-
bmallf,;ch Disney park embodics a kind of themiglgthwart a TGV
tion. Euro-Disneyland, ris_ing b}lf] tilz Izig.':ge,cilnvenient to all Eu-

—wha “ . :
line (th? Fr(jI{;:{h 1:111225:?:Lngra‘:'itational relati(?nshlp to tl;\e 8;&‘:;:
rope. DlsneyD_ ‘or (lan d superannuated Shan_gn—la of th;: n;rk s
a:tt erapdo_ ufney'l e ’LA freeway. In each instance, t ch! reach.
fftes, s an elxlt - iced node on a modern network of gl(} a iversal
T SF rl;isxie "land is precisely the urbarusm o :11‘11 ersed
The. urbanlmll y his new} city, the idea of disunct places 1s ls-pdesti-
?quwalence-f n,:i\:ersal plaéel&ssness as everyplace beci'énz; tradi-
maa e l0 uv destination can be anyplace. The vl of a new
nauoi ane aay angements is colonized by the'penetratlor;1 subjort.
uona_l url}an ?rrorr?dor leading always to a single h‘_”nl?k ly to be
n;u““::::g;: c(;nsume;'- The ulumate consequen:izet}iz SLlfs{itutiOTl
the m o ovement an SHLSE ”
the increasmmgogzt;?:llzfe?}f ::tt:{li?:ll:ll reality of clectronlco‘l;\’:):u;lr .
of the ev;;l the Frank Zappa lyric puts it, H;)w ;ar; E‘[Il N ment
space. | hen you're not anywhere at all?”) Fo re phys-
pﬁaceshaiﬁg 2;5‘:3111 still spends its energies on sculpting mo }
though,
ical simu‘lacl‘at-h trip to the original Anaheim Disneyland.“(():wogd
. Cons‘ld'e | lle- inpthe days before cheap air transport ;l forget
l.:ewed regrond y}; to match its ideological grasp (wl_wdca visith).
1s tourl.st‘lc rf(frushchcvjs frustration at b't‘rlng denie bat Was-_.
B v s sl g T vl by o, e w1
r. One a )
fice Les Ange}?S—::E;ts kl%ethfa;: Southerfll) C_aliforma s“’;ﬁli(t)\{
only .aftf‘:l’ rfofh?ﬁvgone suburban utopia of untversal acces )
1 )
atomtili:taoutljmobile was SUPPDSBd. to guaral}teel- a model of Los
thatWh tever else it represents, Disneyland is a Sod_these e the
a Fantasyland, Frontierland, Tomm:ro?vlan_ o ltural
Angeles. Fanta yf the city’s own self-description, its ma o e,
historic (hemes ; s of the city, however, resides not 31_1;)‘1.[‘)_} o e
tropes. The ge-mlia osition, the invention of the pOSSI-dl l’tI‘Yhe view
persal but in ]]ux; sfi)tting chockablock with the Tudoroi o
[ilmrlsghBtllizgf?a(:ning window of the passing car animates
throu



on motion, and in which one ;
of one’s own spectatorship,
While the car may be LA’s generator, it’s also its “problem,”
motor of democracy and alienation both, repressor of pedestrianism
and its happy random encounters. There’s a school ( popular along
the learnedly kitsch axis of early architectural postmodernism) that
exalts Disneyland as a solution to the dissipation of the public realm
engendered by cars. This is achieved by relegating cars to a parking
periphery, creating an auto-free zone at its center, and using effi-
clent, technologized transport (that charismatic monorail) o
mediate,
But this is only half of the story. In fact, Disneyland Joss redeems
LA than inverts it. The reason one circulates on foot in Disneyland
is precisely to be able 1o ride. However, the central experience, by
anyone’s empirical calculation, is neither walking nor riding but
waiting in line. Most of a typieal Disney day is thus spent in the
very traffic jam one has putatively escaped, simply without benefi
of car. Indeed, what’s perfect, most ultimately viable, at Disneyland

scientiously well-behaved fell iti

brief, thrilling, and utterly
dream.

domestic, interior, even as 1t’s regulated by being pared of control.
Chez Mr. Toad, the line culminates in a quaint Olde English manse
through which one js conveyed in . . . a quaint Olde English car.

One drives in exactly the only place one expects to walk in the
“real” city back home.

Geiting to Disney

World is a more intrinsically long-distance
proposition, involving

alon ~distanceautomotiveschle Or passage
g P or passag,
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h the global air corridor (wisitors are }’.)reii::ant_lys :;vll(ifrzl :
through eergl road and air). Let’s say the journey begin o e
50/50:\’ et“’li in New York. Kennedy 1s o;_rgamzcd glonght?x lary] -
oy ing d principles as Disneyland itself. A big ve _1c1i ¢ joop
efines o per Eter along which are arrayed .the termlcrlla s of the
o a_Pi‘_:rlm These buildings—most of which were ?51%1.011 "
the Inte fiftics ¢ arly sixties—are conceived after .the as dl o
e ﬁft}es Ovrilfons‘ of the world’s fairs of the period, mo rf;r;;l !
the_natl‘:‘“}f‘ pasi nifying tasks are engaged via abstraction ather
e vemceann tatgirmj expressions of grandeur and tcor;se(s{ ence
b than o ar;icular evocation of regional particu aI(;l i. L
eiation fa?gepnode differs from the more current pa{‘? r[gh -
A (l:')l irports of Chicago, Atlanta. Dallas/Fort ho h, or
Ol ?l'?“;ll:;eir emphasis on the seamlessness of t c(la_ mer.
Orlando_wf1 t Indeed, at Kennedy, this primacy pf the in div duel
mOdE'll nl‘%ns 61;’.ch:ased ;t the cost of considerabh? 1nconvenle;con‘
:;I\«n'e]ll:; l:rg:sferring between airlin?s., ar}tcl“a:itgluiltl;bffgr;duction
i I m i ‘
Stfmmig;e‘:)fptgirit?;?f 221‘[112:: tl;'fmlsinokage—ride like the Disney
of a 3
mor}[?lz:ﬂc.»riginal arrangement, however, wasbsu';:ei I:'e ;itcsa}fslziln
i like a suburb, :
o aﬁe’ Zida;;pgi;.s'}’rﬁg ts::l:ﬂrbs, of course, were p;e;hc&:}
e - nce of the family, its autonomy expresse )} e
s th‘? preemuiirf;s on clearly delineated plots. In a tlmetoon o
P EHU?sibilitv of the economic unit was paramount 1 he
bl = VIcla- at Kennedy, as at Disney, the a::orpm("ia;orrlmedv
e 3{;50“ the family, everybody’s big brothers. An iion Y
s Thowic OJ;-{]' ted with the same problems of transporta on 2
1?1 hke;:iisait :jnulated: difficult to get to, nefficient j;]tlsl ;ncemer
the Su('tions dependent on a single mode—the fr e e
of the ,f rking within the Kennedy loop—in ; hote
o the oce F"ad b 'gDisneyland’s castle, Disney World shgeo fesie
o 1 Oﬁglild’s}Fair Trylon and Peri sphere_-—stand t_ reE] con-
oy 11193 1 For Catholic, Protestant, and Jewish worship. Under
he roc aPe . tion plan, they are to be replaced b\« a morewfn o
e re?omtm}f 'ne-pthc ;;ent;'al node of the new airport mol 0 on
the_mml’?ﬁ 5 l;lit‘ﬂ;ration of the three chape‘ls, of course\.:vz}ili?e o
s'V"Stem‘h . Ostion of an absence they so directly beg: e e
vl?'teiinis e::r(ilrfllifiy may have been sufficient for the American 1mp
relig 3
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tion of the missing mosque. At “Kennedy” —America’s leading
memorial to the great initiatory act of modern terrorism—-mingling
Islam and air travel would clearly be too risky.

If airports have become the locale of choice for random terror,
they're also arenas for other politics. The Tokyo amrport, Narita, is
a perennial protest site. Located many miles from the center of
Tokyo in an agricultural area typified by small landholdings, Nar-

on behalf of traditional kife in a country that has become the emblem
of breakneck modernization and globalized capital. But there’s no
mistaking the power of the runway, a spirit portal of virtually
Egyptian intensity. Like an automatic teller machine, the runway
15 the point at which a vast, controlling, and invisible skein 15 made

inescapable web.

Hartsdale airport in Atanta is home base to Delta, the current
“official” airline of Disney World. As with any fledgling nation-
state, hocking 1ts firture for a pride of Boeings, an airline completes
an indispensable eircujt of status, a symbolic minimum apparatus
of nationhood, Indeed, the world’s most suceinet and prospering
nation, Singapore, embodies the shrunken vision to perfection. Al
TMOSt no territory, an intense electronic and travel economy, a sy-
perb airline, and g bustling airport linked by modern rapid transit
to a compact skyscrapered downtown, orderly to a fault, complete
with hygienically retained ethnjc and colonial quarters and regu-
lated with scary draconian legality, it’s a virtual Disney Nation,
deftly substituting Uncle Harry for Uncle Walt, For Disney World,
the relationship with Delta both opens another line of penetration
into the Real World and affirms its status as perpetually offshore.
Unlike Kennedy, Hartsdale already has an automated “people-
mover” transit system to link its terminal concourses. Vaunted as
a panacea for urban congestion in the hardware-fixated sixties, the
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i1 as of fleets of small, hughly autonomous, user-fn:sn:le}; )
iransit c liding silently on elevated tracks. People-move vere
koo soen o5 a gre lacement for the freeways—the previ s
ot l?s comiir)lg to be viewed as hopelessly dCSthtlvl‘: ©
SOIUtIOl?“_I)i:; they were meant to heal. Although peop?}:}-n?o; Zr;;
the‘uf' arll'ovedytoo inefficient and expensive for city use, eyms e
et th ph' for the more specific and restricted requireme e !
]uilt:)c:ftes twll?g"e exponential growth had stretched the distance fro
o .I itul ortions. o
entr”l}:htf(', ﬁ:f;s;? t};:;lt”::anrgef;r};s the science _of pc;qple-n;f}:’;nfnﬁ
regulat)ion‘ It’s a primal ordering: the New;o.manhf:zigzktsng o
verse, bodies intricately meshlr}g and rev'c) v;nh%oﬁon. For Sanors
work, divinity legible precisely in the Laws o O aduter
confrlmted by the irrationality of the caty, the adl 1;],-(;\,- o ring.
régulated, minutely responsive people-moversﬂf efm;n .
ing the global-motion net one step lclos?r to the o
e fg apital, circulation is politics: its foregr.m.m ing at p o
like D Cd;“ a::13i5 analogous to the barrierless vision of free trfless
lﬂ{:t Izls‘:rfegnthe fairs of the nineteenth century. Thl?ed;:l‘:'::ib]e
;eoplfﬁmover——its motions seemingly dlc:::late(; n];()])_ tis el of
hand, mechanical creature of supply and er:m 3
this economic fantasy of perfect self—govemrrcll ' b gnals
On the Hartsdale people-mover, the r?cor le N Re
the stops along the loop was originally c_malt)a. Hleld to o anic
h’ ity, it was changed, not to a male voice bu NN
: (211" - ne. This, then, is a welcome, the signal of an wr prS e
or mgty ess of thje system. Gliding to a stop, the car murmu e
bhext stop & terminal A. The color-coded maps and signs e
“‘3:_[ Is o aifchethc colors in the termmnal.” Indeed, the alrptoz';ten-
Eﬁ or leeI?‘‘de:regulation” notwithstanding) perhaps th‘f:, T,ﬁf nter-
sii(i:l’? regulated zone of common experience, a m(ljlrc ;) Ii?nev rsion
of the more discrete, concealed governings of ;1 aev ! ive}, fone®.
The combined threats of narcoties and terror Cre(ght o pae
un ‘recedented levels of policing and sur?fel'llance. e
' hecks, magnetic screening, irradiation of luggag e
P oente ?C ir security “‘profiles,” sniffer dogs: such are t b_(l{lion
o \ettl?fnces of air travel. Indeed, every year over _; d! hor
Ugc])?)rl]e e;f}::sr through the airport security apparatus, terrife
ferribly safe all at once.
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The global corridor is the modern Panopticon, seething with
surveillance. The genius of this system is, however, not just the
drill but the invitation, the willingness of its subjects to participate,
Take Williams Island, a typical upper-income enclaved community
in Miami, advertised by spokesperson Sophia Loren as the “Florida
Riviera.” Williams offers at least a wriple pitch. Its architectural
centerpiece is indeed a complex of buildings meant (o evoke Por-
tofino or Saint Tropez, all tile roofs, waterside cafes, and hobbing
boats. There's also an idealized movement system, consisting of
footways and golf carts. In the context of the successive transfor-
mations of the garden city, the golf cart is an interesting modifi-
cation. The cart’s the ultimate reconciliation of machine and
garden, a benign transport indigenous to leisure. And the golf course
itself is a state of nature apt to the age: a vast acreage of greenery
scrupulously regulated 1o support a network of tiny, shallow holes,
But security is the main feature. The first checkpoint at Williams
Island is on the far side of a bridge from the mainland, Restdents,
once recognized, are admitted with a waye. Visitors un dergo further
scrutiny, and are directed along a succession of additional check-
points. At buildings’ edge, security becomes high-tech. Each resi-
dent of the complex has an eleetronic pass, like a credit card. To
move through the sequence of security locks, he or she must insert
the card in a slot. A centra] computer verifies the pass and opens
the door. At the same time, a record of the cardholder’s movement
Is printed out at the main guard post. Like the air traveler, the
resident submits to an elaborate system of surveillance with the
ultimate rationale of self-protection. Here, however, the surrender
of privacy is a privilege. Moving through Williams Island recapi-
tulates the larger experience of moving through the global corridor.
The security checks, the certifying credit cards and passports, the
disciplined, carefully segmented movements, the ersatz geography,
the grafted cachet—this is Disneyville,

Arriving at Orlando airport offers the Disney-bound a hint of
things to come. There’s a brief people-mover ride from satellite to
main terminal and a wekter of advertising and Disney Reps in the
main lobby. However, the cocooning shroud of automated move-
ment stops at the main entrance. To get from the airport to Disney
World, a car is required. Indeed, the only way to arrive at Disney
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1 idor: the
World is by road. This obliges a key ritual of ttlrlenit;r::’d]gli‘snt; .
modulation of the meags of move;;l:sntt.hx:; L:lgl;al e: cslll st;)mslike <
e process s inverted: one pa mslike 107
L};rrir:;r, thence to relinquish one’s car to ho}l?:;ecta;ﬁp;:s;hois algo
tripper’s parking lots and enter the system. b o o e
the limit of a monetary zone: within Disney h'-'-[)‘;ne ot o
pay either with conventional instruments or wit l_co);lfer o
Tl;ese—exchangeable for U.S. dollars onclto. f)n;:md o
lutely no advantage, no discount, no speculative ncegof. exc}{ange
however, concretize and differennate the experie
and boost the counterfeit aura of fOI'ClgIl—I:lﬁSSA’ b doss. sexless.
Visitors are welcomed by the mouse. Mickey—ha loss, sexless.
and harmless—is a summary: as Disney once put ltﬂf['ékev ey 1s 8
clean mouse.” Talk about a construct.ed .s»l{b]ect—D_ ;evlénd e
in the same relationship to human subjecuvity als if e
to urbanity. Rigorously and cgmpletely man};puaauio,ss o House
outward appearance is affective and cute. As D%fers o dllng,
speech, focomotion, and appearance, th_e l{mouses e e
loopy variation. As an epistemology, Mlc ;:y secian o fanoon o
MiCk’ey, ke o C‘::"_“L‘m (l:}l M&mtfll;se1 li,:rl:s.ili‘ulfl gzbbes and Rousseau,
lace which collapses .
gf;f;:;e;?lgm life’s inevitable brutishness 1sdaLw:§zS£li?:zf ::;:
laughs, where impulses need not be cens}?re. lemguse- pr[}duct
ultimately without consequences. The mec ﬁamca e
of the animator’s assembly line. also con rFlS a key
D e i appeaif aﬁce’ m:::l I(I):f : rl:i?liltt)fl. plastic souvenirs
st as the image of the mo : i
cong:rs aura and lfgitimac:y on them, so tl;le vesltlllguise ;fe:llzogiks_
the Disney space certifies them_as more than 33“ e,
For Disneyzone—Disneylandf Dl:ﬂﬁg’ ‘ff?;g;ga?hc il the ather
i natur _ _
i pl)i'czijr:fi;rllii as.rfsialt:i;)ure, a true technocratic postmdusti::ﬂ
Eﬁ)l[r)lia. The industnal army, r‘aised in the nmeteentthdfser:rl;gl -
rationalized in the twentieth, 15, at Dls‘ne}_fzone, :;::;n : I{J e,
converted to a vast leisure army, sa_tf:nﬁcmg _nod fui p epmen
tation and discipline as 1t consumes its Taylorize 1o .the neyzone
completes the cireuit of world’s falylsm by :lzotr)we_ongThc o
tion of production into the production of cele 'ra]tlaliénation vor o
which this transformation turns is the essentia
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producer-tumed-consmner, his or her dance to the routines of
someone else’s imagining.

The need for the efficient production of leisure activities has
certainly not escaped the official strategizers of our collective future,
In his 1976 Between Two Ages, Zbigniew Brzezinski warned hus
patrons of the exigencies to be faced in the coming “technotronic
society.” Describing the relationship between employers, labor, and
the market in this new order, Brzezinski writes that “in the emerg-
ing new society questions relating to the obsolescence of skills
security, vacations, leisure, and profit-sharing dominate the rela-
tionship, and the psychic well-being of millions of relatively secure
but potentially aimless lower-middle-class blue-collar workers be-
tomes a growing problem.”2

The relation between work and leisure is part of the conceptual
problematic that kept Disney’s most ambitious, most convention-
alized, utopian vision, the Experimental Prototype Communiry of
Tomorrow (Epcot) from full fruition. Epcot was prompted by a
number of impulses, one of them the literal realization of a full-
scale version of the kind of well-regulated one-dimensional urban-
ism proposed in model form at the 1939 Fajr. Perhaps more
strongly motivating, however, was Disney’s widely reported frus-
tration at events in Anaheim. Like so many world’s fairs, Disney-
land was beleaguered by an undisciplined periphery: the huge
success of the park prompted developers 1o buy up miles of sur-
rounding countryside, which was promptly converted to a regu-
lationless tangle of hotels and low commerce. For Disney the
frustration was double, F irst, at the millions lost to others who were
housing his visitors. (In the first ten years, Disneyland took in $273
million, the peripherals $555 million). And second, the disorder of
it all, the sullying of his vision by a sea of sleagze.

Redress, utopia’s wellspring, was thus a major motivator for
Disney’s next go. With guile and stealth he accumulated 28,000
acres of land near Orlando, F lorida, for Disney World and its subset
Epcot. As intended, the scheme was to embrace both theme park
(a clone of Anaheim) and a full-blown communtty, initially to house
his own workers, eventually to include such additional industrial
and residential development as he was able to attract. Spake Disney,
“Epcot will always be in a state of becoming. It will never cease
to be a living blueprint of the future, where people will live a life
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they can’t find anywhere else in the world today. [21;:;:1 t:;aj o
to extract extraordinary, unprgcedentgd concessaonl o ereiinty
ernment of Florida, assuring mm of .\Jlrtuzﬂﬁ C;:lrrlfisisu‘-ation! -
i ing rights of policing, taxation, : : :
E‘iﬂgill;(:n fgron? environmental controls) over k}ls d?n:l:::bie N
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status of simply another theme park. ﬁ[nc'le.e‘ . lt'wcamatiom g
Disney empire’s most literally world's-fairian mr e
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of attractions—it directly re e oL
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1.8, corporations, each housnpg some version 0. ah e
a haleyon future. The GM pavilion with 1ts ode to {ted S
up the Epcot theme song, the remorsele‘s§ly relz;eg eht ecced (and
world after all.” The Joop holds the [.:uavlhonjs}io. enig{o.ne N
subsidizing) nattons, &n array projecting a su (f:lent_onal rom e
one from Latin America . . . ) compcndu.:m oh n:a_lis e e
Even Epcot’s symbol—a large geodesic EP 'erier{, v
lineage proceeds backward§ to the tE.lC‘k}’ . mspas C;msiderable—
New York Fair (in which DlSIl:E:_V participation w o here’s
including an early Animatronic Abe Lincoln) anc to Uniphers *
own source, the mesmerizing Perisphere that a(:(.:orr}p AT
plementingly vertical Trylen to the 1939 Falllr. .eztuw,_bad( e
extends—via the biospheres of the mneteen;1 ¢ LA
least as far as the eighteenth-century Frenc I\a}ar‘(;mn ,its oulles
proposal for a vast spherical cen_otaph to [saac Ne whiéh S e
daubed with stars, a representation of the un{wlarseE e a
mechanics had made so newly comprehensib e. lp o
degenerate—if still viable—totem of u_nwersalllty. n
Mickey stands atop it, waving. an antlcqlossus.v i Braczin:
"It somehow seems inevitable that this punfy 0?;13 o
skian ‘“‘psychic well-being” .slloul}i_stand in ](E the more e
variety that Disney’s fuller hrsl_ vision (actula ]cz an;itheticaij o
tories) represents. The two possibilities are cucart}o nithetien s e
one destined to annihilate the other. After all, utop 3
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representation. The careful structure of entertainment and social
relations (nominal egalitarianism with segmenting opportunities:
meals at up- and downscale restaurants; at night you sleep with

vour class at hostelries ranging from modest to luxe} at Disneyworld

relinquishes its power to draw if it fails as an alternative to daily
life.

The Disney strategy, then,
familiar and vice versa, The ec
on a careful calculus of degre
Sumer operation, it thrives on
the attainable, Thus, its image
and reduce, winnowing comp)
and easy digestibility. Whar's

but rather the paranormal.
In an e

inscribes utopia on the terrain of the
onomy of its representations depends
es of difference. Like any other con-
algorithms of both the desirable and
s never really innovate, they intensify
exity int the name of both quick access
being promoted is not the exceptional
ust like the real thing, only beiter.

s5ay on montage, the Soviet film maker Loy Kuleshov

describes a scene shot in che early 1920s with the actors Khokhlova
and Obolensky:

Khoklova is walking along Petrov Street in Moscow near the “Mos-
torg™ store, Obolensky is walking along the embankment of the
Moscow River—at a distance of aboyt two mules away. They see
each other, smile, and begin to walk toward one another. Their
teeting is filmed at the Boulevard Prechistensk. This boulevard
is in an entirely different section of the city. They clasp hands,
with Gogol's monument as a background, and look—ar the White

House!—for at this point, we cut in a segment from an American
film, The White House in Wask{hgton. I

» edit the film, and the result
is that they are seen walking up the steps of the White House.
For this we used no trick, no double exposure: the effect was
achieved solely by the orgamization of the material through its
cinematic treatmenc. This particular scene demonstrated the in-
credible potency of montage, which actually appeared so powerful
that it was able 10 alter the very essence of the material 3

que ‘‘creative geography.” Like gene-
to create a new organism from the substance
n another famous experiment, Kuleshov used
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i to “fabricate” a new, recombiqant won_nanr,hgﬁzr:‘
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01fl Il;lhe World tower. a r}c:incarnatf;l gﬂzogzlegeégi‘naar:] s peregated
ili ngeles architecture, ‘ 7
flrjl'rrl“har LSSatitg\,' unknown at the unedited source. . Chinese.
™ :i?ltlhlt: head of this axis stands a re-createc! (’,ra}lllma;l;ing e
No longer exacily a movie palace, however. 1&5 ttch?OVie 15 one
for th in event at the theme park, the Grea e e
or the main ie trip through scenes from well-kn‘ovyn 15};} v on
forti‘itwo\-’ﬁ;n:ecrea}t)ed by Animatronic robots. This 1s ?i fatigno o
zzb(r;npalzlto renéition of the larger experience of Disneyfication,
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suspension of the visitor in g serially realized a

pparatus of simy-
lation. Like the global-corridor traveler, the visitor js propelled

past a series of summary tableayx which stand in for some larger,
sloughed-off, memory of reality. Of course, the Grear Movie Ride

goes the system one better, mechanically reproducing a mechanical
reproduction,

One of the main effects of

Disneyfication is the substitution of
recreation for work, the pro

duction of leisure according to the
routines of industry. Now, one of the Products of postindustrialism
18 not simply the liberation of vast amounts of problematic leisure

time, it’s the reinvention of labor as spectacle, what Dean Mac-
Cannell has calied “involuted differentiation * The positivist my-
thos having withered, culture

Wrns in on itself, simply
aestheticizing its internal operations,

romanticizing especially those
vgone. The tourist travels the world to see the wigged baker at

At the movie theme park

this spectacle is multiplied, The
“work” at Disney World is, of ¢

ourse, entertainment. The 26,000
emplovees of the place are all considered by management to be

“‘cast-members.” Transforming workers tq actors presumably
transforms their work into play. This plugs nicely into a familiar
mode, an endless staple of the talk-show circuit: the performance

lahors of the assembly line, It’s the s
in the seasonal public negotiations
erpaid sports figures which create
fashioned” labor relations, rendering
ridiculous by exaggeration.

But the most important aim of this inversion is not to encourage
delusional thinking by some harried cafeteria worker at Disney.

It’s rather to invent the empire of leisure that stil] differentiates
Disnevworld from everyday h isi
about what they like best, cite first the clean

liness of the employees. This is surely the r

ame grotesque operation found
(with frequent strikes) of ov-
a themed version of “gld-
union-management relations

liness, next the friend-
edemption of the ind-
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i i TS ap-
ial metropolis: hygienic, staffed with unahenate(lil :C:;l;tey . TEe
oaren joying their contributions to the happy co PR
pa;:ir:aﬂl)"i;: ]Eaﬁcef this theory of labor [2 lln;glcalt .:::E?m ;111': wo'rking
imag in wi e Gene Kelly auto vorking
imagme'sé IOaETEﬁS:’glha;:l::;nghe represen.tation goes t}llecelﬂ?}?:ﬁ
o (E;'mc)ne; bet}jter' entertaining itself—fun in the first pla
wor :
et f“H_Y autofrill:tt}?gli recursion. In all likelihood, as the tram I:;gz
Conmder;nimatronic Temple of Doom, a hurlldred vldeo-fzr s
ﬂﬂ?ugh lthe cord the “event” for later consumption at hc}b]rf;(:‘.) i
o lret nishing artifact, unprecedented in human Ofrz‘.rer
bastmodern o Iture can be said to be about the we%vm% of ever
D e fabrics of simulation, about successive disp ©
ment elal‘)‘orattl? tic” signifiers, then the Japanese family m_t;n;gof
front, OfthauSOI?n back in Nagaski, watching their homefw [fiolly-
Ny O'f wont Yre-creatiOn of the creative geography ol a lolly-
. Allim‘?ff_omcn all recorded at a simulacrum of Hol yv\{od o
o ;‘Tgl'ltlii’ must be said to have achieved a truly wzlro o
Cen“'al_ ?n ,refercntiality. Interestingly, sev.eral Xeatli?_ gir,c the
_01}180515 0N ;‘3: Bushnell proposed a further efficiency n i? et
His no Oias to place little self-propelled robots,deac e
HIS iy major tourist ciies—Paris, R‘ome, Lon Cn]:ul;, };olks pe
o o l*n Wor]ld These could then be clm@n around by folks o
Phor D'ISM}D bu e giving them the experience of prowli t% i
Choent Oli . th;ue;t Street, or the Via Veneto, without ac o
ChafnPShE YSC%M tiis is just an incremental advance, ec9norgf e
leaiVInogrl Elr:lrfllan mobility, still pr