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Abstract

In the age of an overworked society, struggling to emotionally connect, play is essential.
Ludic Landscapes, explores the reenchantment of undervalued landscapes, in particular the
industrial site of the Canadian Pacific Railway yards in Winnipeg, Manitoba, Canada. If carnivals
are landscapes devoted to play, as rail yards are landscapes devoted to work and industry, what
happens when play is brought into a landscape of work?
This practicum examines how ludic activities can be integrated into a landscape previously
devoted to work - resulting in a reenchantment of an industrial landscape. The term reenchantment
implies a positive change in perspective, an emergence of magic, toward something formerly
disregarded. The explorations of undervalued and overlooked landscapes within the urban
environment begin to unearth a curious history. Many carnival rides of the past germinate from
technology developed for work, industry and progress. When the carnival is liberated of its artifice,
its heart is shown to be machine technology utilized for work. It is possible to put these amusement
rides through one more evolution, to make them not only fun, but also functional. The marriage
of work and play results in remediating and reenchanting the landscape through ludic activity,
spectacle and wonder. This is a poetic act.
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Preface

I consider this work a provocation of the fantastical. I have been fortunate to have the
opportunity to produce a practicum that evokes many aspects of Landscape Architecture I find
enchanting.
In a world where cynicism prevails,

it is important to remember the things that

bring us happiness and

give us hope.
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My story, then, is not an exercise in
representation or a critique of representation;
rather it is a cabinet of curiosities designed
to incite curiosity... - Kathleen Stewart
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The bewitching spell of twilight,
Poetry swells within the senses
blossoming with enchantment.
Enticing all who happen within its reach. A siren.
Whispering. Luring. Promising.
The simple haunting strains of the calliope
wheezing staccato symphony of night.
The warm, flickering glow of incandescent bulbs
sprinkling over a frosted metallic city.
The heave and sigh of gravity propelling the curious into the sky,
Thrilling to near death,
narrowly connecting with the earth.
Barely sweeping the bones to safety.
Doppler screams intermittent.
The clack of the rickety coaster cars ascending to the apex,
slowly gaining momentum;
Pausing for a moment of precarious equilibrium,
exploding in plummet,
liberating the curious into
delicious
free fall.
The groaning twists and turns of an artificial landscape.
All the while exuding temptation,
beguilement,
charm.
xi

I

am enchanted by the Ferris wheel.

Imagine this mechanical facet sweeping you
up into the sky, catapulting your stomach into your
chest, and bringing you back down, only for a
moment, as it gains just the right amount of speed to
push you back into the sky. For a few moments you
feel free, full of unabashed joy, and view the world in
a completely different way.
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Figure 1.1: Ferris wheel Love, 2009.

A Ferris wheel ride can conjure sensations of wonder and magic. Your everyday point of view transmogrifies into
an extraordinary perspective of the landscape around you. From high above you survey the ground below, a view normally
reserved for winged-creatures. The rotation of the large wheel thrills as the buckets tilt in the direction of your eager
amazement, reminding you of the delicate balance holding them in place. Today Ferris wheels are often found amongst
the midway of a fairground, or temporarily set up within the confines of a large parking lot; the whimsical Ferris wheel peeks
over the dreary, rectangular box store beckoning passerbys to experience the magic it possesses. Juxtaposed within the
relatively flat prairie landscape, the Ferris wheel is a beacon of delight; of romantic nostalgia.
The Ferris wheel is not simply a source of delight, its also the icon for a landscape of leisure. It’s what Brenda J.
Brown refers to in her article as the exterior perspective of a ride-scape; a landmark that entices and informs a visitor’s
circulation through the theme park (2002, p.239). It is unmistakable in a carnival scenario.
Yet while it is the most prominent feature within the carnival landscape, it also has the ability to be folded down,
come apart, to be packed, unpacked, set up and enjoyed at its next destination. The carnival-scape exists ephemerally in
vacant spaces. It is elusive, artificial, and wonderful.

Figure 1.2: Beyond the Midway, 2009.
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The Elusive, yet Portable, Carnival Landscape
Curious to know what these mechanical landscapes are capable of folding into, I was compelled to visit a Manitoba
midway company, Wonder Shows. I found the carnival in a box store parking lot on the southwest side of Winnipeg.
Discarded wristbands and lost tickets stuck to the pavement under popcorn and cotton candy scented clouds that lingered
in the air. Through the haze of carnival scents, I eagerly observed the team tear down the transient landscape as giant
mechanical rides were transformed into compact piles of metal on flatbed trucks. It was a spectacle to observe the team
pull the carnival apart with such precision, that I found new respect for the production.
As façades were pulled away from the larger rides, they revealed the thick, rubber tires of each individual ride’s
flatbed. The light bulbs adorning the Sea Ray came off in efficient strips and were stored inside a trailer supporting the back
façade (Figure 1.3); buckets from the Ferris wheel were dismantled from the large frame and placed on top of one another
forming tidy, candy coloured columns (Figure 1.4). Stages came apart and surfaces were deconstructed. In the case of
the Tilt-A-Whirl, the heart of the ride was slowly revealed. Buried below metal panels and tracks, the belts and generators
chugged. A large crane heaved the twirling chairs of the Tilt-A-Whirl onto the flat bed. There seemed to be a specific place
for each piece (Figure 1.5). Even the ticket booths fit neatly into the back of half-ton trucks.
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Figure 1.3: Sea Ray Façade, 2008.

The buckets of the Ferris wheel
are deconstructed, leaving eerie
lollipop canopies attached the
frame. This attraction happened
to be a new addition to Wonder
Shows. Note how the gates
used to direct the ride line up
hang nicely from the ride’s base
(Figure 1.4, left). In the image
on the right the canopies are
stacked on the base while the
team works to fold the frame in a
fan formation to tuck it onto the
flatbed. If I knew how collapsible
the frame was, perhaps I would
have thought twice before riding
earlier that evening.

Figure 1.4: The Ferris wheel Stripped, 2008.

Figure 1.5: Dismemberment of the Tilt-A-Whirl, 2008.
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The most enchanting ride to observe during the deconstruction was the SkyMaster (Figure 1.6). A large team assembled
at the base of ride and used hydraulics to slowly, and very gently, pull the giant down until the large column came to rest,
parallel with the pavement.
I watched in awe as this transient world folded down, knowing it would reappear shortly in a new location,
bringing its wonder and delight to a new community of people. Although, in the back of my mind I knew there had to be
an explanation as to why the carnival was able to move swiftly in and out of vacant landscapes, I was surprised to find the
rides literally sitting on their modes of transport the entire time. Upon closer inspection, I found tangles of red, blue, black
and green wires spilling out from the side of a silver semi-trailer and spiraling in all directions. This large truck supplied
the carnival rides with power. Though the truck was not overly noticeable during the carnival’s activity, once visitors had
vacated the site, the roar of the generator was incredible.
When I inquired, the layout of the carnival was based on the size of the landscape, from there, the manager would
decide which rides would be set up for that particular event. This experience piqued my interest into the inner workings of
these rides as well as the landscape they unfold within, and I proceeded to find out what lies under their carnival artifice.
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Figure 1.6: Goodnight, SkyMaster, 2008.

Revealing Mechanical Curiosity
The Ferris wheel’s inner workings prompted
my own curious exploration into the inner workings of
mechanical toys. I dissected a Hallowe’en toy resembling
Frankenstein’s writhing hand. Peeling away the green
fleshy layers of the soft latex revealed the toy’s mechanical
skeleton (Figure 1.7). Stripped of its human-inspired
Figure 1.7: The Frankenstein Autopsy, 2007. artifice, it no longer resembled a hand. Instead of finding
five mechanical fingers, there were two large, curved,
metal tentacles. As it awkwardly twisted and squirmed
across the table, its tentacles frivolously scraped at the
The hand writhed and
surface as though the hand was in search of mutinous
wiggled across the
Hallowe’en treats. I mused what it would be like if this
f loor...
robot was to form a subterranean layer below the ground,
and went to work fixing soft window screen onto the
tentacles. To my delight, the animated landscape billowed
and undulated as it awkwardly crawled across the floor
(Figure 1.8). There was a charm to this kind of exploration
and I wanted my work to evoke a playful, ludic quality that
would thrive throughout this practicum.
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Figure 1.8: Frankenscape, 2007.

Urban Carnivalesque Landscapes
My interest in the animation of exterior spaces within the urban
environment was derived from my experience during a studio I participated
in, led by Professor Patrick Harrop, that took place during the autumn term
of 2005 in Montréal. It was the first time I had lived outside of Manitoba
and I became enamored with the energy of this new city. I found a great
deal of theatrics intergraded into the everyday landscape of Montréal, it
simply bursts with carnivalesque splendor. An eclectic mix of the beautiful
and sublime, it was a completely different world than what I had become
familiar with. The city hummed a playful cadence, undulating its bold
spirit. There was an undeniable ludic quality to the urban landscape and
the sense of wonder I experienced was palpable through its streets and
citizens. Two projects that emerged from this studio furthered my interest
in carnival. The colour analysis (Figure 1.10) required me to begin at
boulevard Saint-Laurent and walk as far east and west along rue StAntoine as I possibly could in order to gather and observe how the city
expanded from Old Montréal. Inspired by the polychromatic glass façade
of the Palais des congrès, which I encountered early on during my route, I
took note of the major colours and idiosyncrasies that unfolded as
I explored the street.

Figure 1.9: The Urban Electronic Instrument, 2005.
For this studio project, I proposed to incorporate userdefined sensory technology to animate overlooked spaces
throughout boulevard Saint-Laurent.

Figure 1.10: Colour Analysis of rue St-Antoine (detail), 2005.
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Ludic and Artif ice
Between my interest in carnival and extraordinary landscape experiences, I began to explore the themes of artifice, as in
carnival culture, and ludic, as spontaneous play, through the construction of three-dimensional collages. Artifice refers to an
artful deception; something which is contrived to create a desired effect and harmlessly deceive. Ludic refers to a philosophy
in which play is the primary focus of life. I became familiar with the work of artist Joseph Cornell (1903 - 1972) specifically,
his playful and wondrous three dimensional collages modeled after the notorious penny arcades of Coney Island, in Brooklyn,
New York.
Cornell’s collage XXII Untitled (The Hotel Eden) features a colourful bird chewing on a telephone wire. To me, it
brings new meaning to the term, bird on a wire. This not only suggests that his artwork conveys a ludic quality - an artificial
bird is playfully perched within a box next to a telephone, it also is meant to harmlessly deceive, as the satirical tone of
the work would indicate. These spellbinding pieces inspired my own way of interpreting the world around me. My collage
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entitled, Ludic (Figure 1.13), conveys a carnival juxtaposed within an urban environment. The carousel animals have
divorced themselves from their mechanical bindings to freely roam the urban jungle, while people huddle under the carousel’s
canopy, occupying the animal’s
former space. The piece entitled
Artifice (Figure 1.12), depicts a
stage set with mini lights whose
power source is hidden in the
drawer below. The pink glowing
bulbs become the footlights for a
Victorian family at a Renaissance
inspired carnival with a modern
map of California in the distance.
Figure 1.11: Ludic and Artifice, 2007.

Figure 1.12: Artifice (open), 2007.

Figure 1.13: Ludic (open), 2007.
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The Spectacle
My interest in the amusement landscapes of rides and carnival stems from a childhood desire to visit Disneyland.
While reflecting on the term artifice, and still dreaming of the Ferris wheel, the notion to experience a spectacular landscape
led me to Southern California in January of 2007. I spent time walking up and down the Santa Monica Pier, hoping they’d
open the Ferris wheel. But my efforts were thwarted by Keifer Sutherland and the crew of the Fox Network’s 24 who
happened to be filming an episode on the pier that day.
The following day I drove to Anaheim, where I believed my ultimate childhood dream would be realized. However,
at twenty-six, I found myself in a state of skepticism. A January day in Disneyland is a day of short line-ups and smaller
crowds. But I had ulterior motives aside from riding the spinning Tea Cups and chasing costumed cartoon characters for
photo ops. I was there as a voyeur, to observe and record. Truly easier said than done. Within moments I found myself
deep into the artifice of this mechanical playground. I had succumbed to the world of suspended disbelief.
It began with Space Mountain. It was not long after I found myself lining up for the Matterhorn, the New Orleans
Haunted House and the beloved Splash Mountain. Visiting Disneyland as an adult certainly had its advantages. By this
time, I had successfully completed six years of design education which gave me the ability to think critically about what I
was observing and to record it in an artistic and thoughtful manner. The twenty-year advantage on some of the smaller
“guests” certainly came in handy when racing them into other ride line-ups. I was faster, stronger, and I had research to
do. By the end of the day, I was exhausted in a way I never thought possible. The sensory overload was numbing. But I
couldn’t stop thinking about it during the drive back to Los Angeles. Although Disneyland is often portrayed in negative light
due to its commercialism, its artificial nature, and the manner in which it substitutes opulence for elegance, participating in
this landscape allowed me to feel like I was six again - a freedom that I haven’t felt since. It was fabulous!
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Figure 1.14: The Enchanted Castle, 2007.
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Beyond the Glimmer
Basking in my post-Disneyland glimmer, I found the experience left me pondering its complex animatronics encased
within their glossy, cartoon shells. Why the fortuitous effort to conceal its inner workings? The suspension of reality that
inspires enchantment, synonymous with amusement landscapes, appears rooted within the necessity of its technological
concealment. The mechanical intelligence must be hidden to strengthen its believability, like a secret. I wanted to divulge
that secret, after all, I felt it was the most intriguing aspect of that landscape.
Imagine if Disneyland shed its artifice? What kind of experience might it elicit?
The engagement between visitor and landscape could be strengthened if these inner workings were exposed. For
example, during the Industrial Revolution of the early nineteenth century, fairs and exhibitions revolved around showcasing
technological advancements. Crowds would gather to hungrily feast their senses on the latest and greatest machine
technology.
awe
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Figure 1.15: Sheds It’s Artifice, 2008.
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Figure 1.16: Propelling the Curious into the Sky, 2009.

This showcase of technological wonders was married to a midway that consisted of splendid rides and games,
enticing visitors to engage in playful fun. The midway with its carousels, roundabouts and Ferris wheel unfolded in a vacant
space within the urban environment. This wondrous traveling world transformed an unanimated space into a spectacular
dream. These carnivals are different from theme parks of today, which I consider to be permanent carnivals.
A benefit of a permanent carnival is that the laborious set up and take down is no longer a concern. Elaborate
stage sets can be permanently joined to the landscape and built upon at whim. As captivating as these spaces may
be, they lack the spontaneity of the carnival. Their accessibility is nearly perpetual and the experience can become
mundane as a result of repetitive visits and previous expectations. The element of surprise, peppered with the romantic
wonder evoked when one encounters a midway that has unfolded overnight, cannot compare to a pre-meditated visit
to a permanent carnival site. A traveling carnival often requires flexibility in its layout and the ability to adapt to new
surroundings. This results in clever design responses which enable the carnival to roll out, fold in, and be driven to the next
destination.
Once the traveling carnival has vacated the site, magic lingers over the landscape it once occupied.
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The Spirit of Carnival
The carnival take-down and Disneyland experiences prompted enthusiasm for a deeper understanding of carnival.
Mikhail Bakhtin (1895-1975), a Russian Philosopher and Theorist had written extensively on the literary theory of carnival.
He took great interest in François Rabelais (1494-1553), an avant-garde Renaissance humanist. Through Rabelais’ writing,
Bakhtin discerned the need for temporary liberation from societal norms in order to achieve a psychological and physical
renewal. This festive time, or carnival, became synonymous with a time of social equalization that permitted a temporary
transformation of community wherein church and state worked cooperatively to promote silliness, fun and merriment.
Bakhtin found carnival as a medieval social institution to be an underlying theme within Rabelais’ writing. In Bakhtin’s 1984
book, Rabelais and His World, he notes,
Carnival is not a spectacle seen by the people; they live in it, and everyone participates
because its very idea embraces all the people. While carnival lasts, there is no other
life outside it. During carnival time life is subject only to its laws, that is, the laws of its own
freedom. It has a universal spirit; it is a special condition of the entire world, of the world’s
revival and renewal, in which all take part. (p. 7)
Carnival offered liberation from the everyday mundanity of life. It offered an opportunity to set aside the banal and
delve into the fantastical, even only for a short period of time. “Thus carnival is the people’s second life, organized on the
basis of laughter. It is a festive life. Festivity is a peculiar quality of all comic rituals and spectacles of the Middle Ages.” (p. 8)
According to Rabelais, acknowledging the need for playful behaviour was common during the Middle Ages, and
created the opportunity for the everyday person to experience the world in a completely different way. Changes within the
relationship between church and state prompted the removal of carnival from social life.
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Carnival offered a moment of equalization between social and political
hierarchies. Eventually, the church felt it was time to distance itself
from the traditions of carnival. The church, having reorganized its
priorities, enacted an edict of control and banished carnival from
pious, social life. The collectivity, in a defiant reaction, kept the
spirit of carnival alive in the streets and taverns. Thus, in spite of
its banishment, the carnival thrived. Incubated within the pages of
literature and canvas, it managed to physically manifest itself within
the arts and architecture of the 17th and 18th centuries, as if to
irreverently declare its presence was not to be forgotten.
According to Bakhtin, carnival initially developed from
agricultural celebrations, observing the change of season, and
gradually evolving to include feast days perpetuated by the church
and the state (p.9). Therefore the expression of carnival is one whose
reverence and delight is based in nature. It was observed as a
special time of play, a ludic celebration wherein work was abolished
and citizens were permitted to revitalize.
Over time, carnival has grown to include not only sacred
celebrations, but also the ephemeral traveling worlds of carnival rides
and commerce that move from town to town, appearing mysteriously
overnight. A sublime and yet grotesque atmosphere affixes to
carnival, as it is often associated with darkness found within society.
Figure 1.17: Appearing Mysteriously Overnight, 2008.
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Figure 1.18: Magic Unfolded during the Pursuit of the Extraordinary, 2008.

Permanence versus Transience
Carnival is seemingly a deviation from the everyday, an opportunity to indulge in escapism. In contemporary
culture, carnival is accessible perpetually through films, television, video games and the internet. Technology is the vehicle
often used in order to escape from the everyday. We lose ourselves for a few hours in a movie theatre, or in front of our
television and computer screens - screens which become the escapist’s window to elsewhere. These diversions gradually
lose their extraordinary wonder and become camouflaged within daily privilege. In some instances, the permanent carnival
has succeeded in deadening ludic activity because of its full-time accessibility. The transient nature of the carnival, as a
ephemeral landscape, elicits desire and playfulness. Reserving a specific time and place for carnival emphasizes its special
nature.
With regard to the permanent carnival, we no longer need to explore the landscape to find the carnivalesque as we
have immobilized it in concrete, shedding its spontaneity. As a result, the landscape has become banal. I desire to bring
back the elusive character of carnival. I believe the inhabitation of a traveling carnival within the urban landscape could reignite that spontaneity.
In order to liberate landscape architecture through the brilliance of carnival, I have developed the following goals for
this practicum:
• to discuss the literary theory of carnival and begin to understand its relationship to the landscape
• to develop a spatial language to express carnival as landscape architecture
• to apply the spatial language of carnival to an undervalued landscape
• to devise a new, more contemporary expression of landscape architecture
• to reinterpret the age old connection of technology, ride, and carnival in the context of a contemporary landscape
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Addressing the Lack of Enchantment
The act of carnivalizing one’s everyday through escapism is apparent in the forms of media available to the masses.
But what of our everyday exterior environments? What is Landscape Architecture doing to reenchant the world around us?
As a student of landscape architecture, it is my belief that we must strive to connect people with their exterior
environments in a positive and imaginative manner. Too often, one encounters normative, lifeless solutions to landscape.
In an opportunity to be bold, I suggest we move forward with confidence and take ownership of the overlooked and
undervalued spaces within our urban environments.
Undervalued landscapes, such as industrial sites, are frequently viewed in a negative light. The grime,
reverberation and odor of these spaces are associated with toil, poverty and trepidation. What do these landscapes
become once industry has left them vacant?
This practicum explores the application of theoretical ludic activities to a landscape devoted to work through the
reenchantment of an industrial landscape. In the age of an overworked society whose social and emotional connections
may be struggling, play is essential.
Carnivals are indicative of landscapes devoted to play, as rail yards are to industrial landscapes devoted to work.
What happens to industrial landscapes when play is integrated with work?
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move your caboose.

Figure 1.19: Trepidation Beckons, 2008.
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Ludic and the Abolition of Work
Bob Black, American Anarchist and lawyer, used the term ludic in a theoretical construct in his essay, The Abolition
of Work. In this essay, Black challenges Marxist state socialism and market capitalism as he argues,
No one should ever work. Work is the source of nearly all the misery in the world. Almost any
evil you’d care to name comes from working or from living in a world designed for work. In order
to stop suffering, we have stop working. That doesn’t mean we have to stop doing things. It does
mean creating a new way of life based on play; in other words, a ludic conviviality, commensality,
and maybe even art. (www.zpub.com/notes/black-work.html Accessed March 14, 2008)
The term ludic, when applied in an architectural sense, connotes a space designated for leisure and amusement
(Mitrasinovic, 2006, p. 24). The idea of creating spaces of leisure is not modern, as evidenced by Renaissance Gardens,
turn of the century amusement parks, mid-twentieth century expressions of amusement parks and urban pocket parks.
These spatial experiences ground the argument for an ongoing search for a spectacle, an extraordinary space, and above
all a ludic experience.

Figure 1.20: Steel Arch Span, Canadian Pacific Rail, Stoney Creek, 1893.

24

Identifying the Antithesis of a Ludic Landscape
The next phase of my process is to identify a landscape in need of enchantment and carnival liberation. The stipulations
for the site gathered through my research are:
• believing the potential site for this practicum is to have the capacity for a large-scale intervention,
• possess an industrial heritage,
• and though perhaps currently unanimated, it should be a space once devoted to industrial toil.
Building upon the industrial history of this anti-ludic landscape could unearth opportunities that help mend the damage
incurred by its mechanization.

Once upon a time, there lived an industrious city within the

centre of the continent. It was a hub of production, of trade
and agricultural commerce that thrived

within the rolling, expansive prairie landscape. . .

The Canadian Pacific Railway Marshalling Yard is approximately 200 acres and divides the City of Winnipeg into
halves (Figure 1.21). The affluent areas generally lie to the south, while the north reflects the industrial boom the rail yards
brought to the city. Bound by McPhillips Street to the west and Main Street to the east, the yard is nearly 3 kilometers in
length.
Today, the area surrounding the yard is made up of both rail and non-rail related industrial business. Neighbouring
these businesses are some of the city’s oldest and most impoverished residential areas. The landscape of the rail yard has
undoubtably influenced this area for better or for worse. In order to illustrate how, we must imagine what the landscape of
Winnipeg was like before the CPR set their sights on this prairie city.
25
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Figure 1.21: Canadian Pacific Rail Yards.
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Figure 1.22: Surveying the Sublime, 2008.

In 1812, before the City of Winnipeg developed into a centre of industry, its pre-urban landscape began as a small
immigrant community called the Red River Colony. Born at the intersection of two rivers, The Red and The Assiniboine, the
colony became a hub for trade between Aboriginal people and European settlers. The settlement of the Red River Colony
quite literally emerged from the riverbanks. It relied on the two water bodies for transport, sustenance and economic gain.
This was reflected in the way land was divided - into long narrow lots to maximize river access.
At this time, the prospective site for the Canadian Pacific Railway was an undisturbed prairie landscape. Native
prairie plants spread across the plain, gripping the earth with their expansive root systems, deeming them resilient to the
extreme climate of the open prairie. Their root systems also enabled them to find the deepest groundwater resources within
the worst summer droughts. During the mid-nineteenth century, the prospective site for the Canadian Pacific Rail Yard was
described in Alan Artibise’s 1975 book, Winnipeg in Maps, 1816-1972, as;

“Plains, prairies or grassy downs extending

thirty to forty miles northward and westward

without any interruption of extensive woods or

swamps, but occasionally varied by small lakes, hills
and tufts of wood.

Figure 1.23: Gripping Earth, 2008.

” (p. 6)
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Figure 1.24: All Aboard!, 2008.

The Canadian Pacific Railway chose the City of Winnipeg as a transportation hub after an aggressive campaign
was initiated by City Council and the Local Board of Trade to attract the railway. Not only was the city willing to assist in
building a bridge to span the Red River, they were willing to give the railway thirty acres of land, a generous bond issue and
an exemption from city and school taxes for the following twenty years (McKee & Klassen, 1983, p.138). However, this tax
exemption eventually became permanent, resulting in the yard’s current occupation of the landscape as the city continued
to expand around it.
This new form of transportation technology reduced the need for river navigation. In Winnipeg: An Illustrated
History, Alan Artibise (1977) describes how the development of Winnipeg as a railway city left the rivers, which had once
defined the prairie city, in a state of neglect (p.47). The effects of the rail location in Winnipeg resulted in a shift of the
city’s Industrial district. Previously located along the river, the technological change in transit modes forced warehouses
and shops to relocate along the rail line. As a result of the economic boom, the city emerged magnificently as a polestar
of industry, trade and commerce in the late nineteenth century. However, this illustrious achievement was not without
damaging social repercussions.
The major development of the CPR yard occurred between 1882 and 1884. At the time, it formed the northern
edge of Winnipeg and was associated with the heavy industrial development occurring in Point Douglas. The railway and its
surrounding industries required a flux of immigrant workers, who were then housed close to the tracks.
29

At this time, also located close to the Red River, east of the city centre and along the proposed rail line was
Point Douglas. Point Douglas was Winnipeg’s most prominent residential community during the mid-nineteenth
century. However, by 1895 the inundation of immigrants and the working class populations associated with the rail yard
dominated Point Douglas (Artibise, p.41). The population increase, coupled with the deterioration of the former affluent
neighbourhoods, and the introduction of “blue collar” industry caused a great deal of overcrowding and substandard living
conditions. The Canadian Pacific’s occupation of the landscape had a considerable effect on the community as this
development became the dominant physical feature of the landscape.
As the city entered its first major economic and industrial boom, nicknames such as the Chicago of the North,
and the Gateway to the West became synonymous with the wholesale and railway capital (Macdonald, 1995, p.13). The
architectural forms and spaces of Winnipeg we see today are a direct reflection of this early twentieth century industrial
boom.
By 1906, the area surrounding the rail yards made up 43% of the city’s population, comprising 1/3 of the city’s
area. It would be impossible to enter that portion of the city and not become acutely aware of the noise, smell and dirt
produced by the tracks and surrounding buildings (Artibise, 1977, p.41). This shift in landscape from affluent residential to
industrial caused a sprawling, residential working class neighbourhood to form adjacent to the industrial lands in order to
accommodate the influx of railroad employees.

30

The influx of workers into Winnipeg was a fortuitous event for the city’s real estate developers. As Winnipeg was
a young city in terms of infrastructure, they did not have the luxury of old housing stock to start with. The demand for new
affordable housing was met with the opportunity to profitably maximize the land purchased adjacent to the rail yards. The
plan was executed consciously by the developers, eschewing accessible research on community planning and design, by
laying a monotonous grid pattern extending from the already grid-like form of endless railway tracks. The cramped, narrow
lots were topped with unremarkable shack-like dwellings, built close to the edge of the property line with little room between
their entrance and the activity on the street. As Artibise points out, “…open spaces, such as parks and playgrounds, were
conspicuously absent since land was meant to be used, not wasted.” (1977, p. 53) The inclusion of a national railway in
the project would have meant a generous supply of land but the immediate desire of growth and profit overshadowed good
design judgement. Residential life north of the rail yard was now an extension of the mechanization of the landscape:
community planning was disregarded in exchange for the opportunity to make more money.
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Figure 1.25: Profit before Play, 2008.

Figure 1.26: Trains, Plains and Remote Controls, 2008.

Perhaps this is the ultimate form of cynicism. The fierce abolition of landscape architecture from residential
planning. The absence of a play space. However, one spur line leads from the yard to Winnipeg Beach, which in its
former glory was once considered Manitoba’s Coney Island. Featuring “daddy trains” that departed in the evening and
arrived back in the city in time for work the following morning, the mechanization of the landscape extended from its central
urban location to the outer reaches of the rural beach. This landscape of leisure was removed from the city, and not
necessarily accessible for everyone. As Catherine Macdonald (1995) discusses in her book, A City at Leisure, parks and
greenspaces were developed south of the CPR tracks, but this trend did not continue in the North End (p.3). The need for
places of leisure are described by Macdonald as the “Lungs of the City”, providing breathing spaces where sunlight and
fresh air banish contagions (1995, p.7). These landscapes became ones of bodily and spiritual regeneration and renewal
and thus the antidote for the contagious, dirty, suffocating, built environment. The landscape of the CP rail yards was
undeniably anti-ludic. Its devotion to industrial toil was palpable throughout the surrounding residential neighbourhoods,
never developing a respite space from work. Therefore, even from its inception, the well-being of the communities
surrounding the railway was seen as unimportant. The effect of this rapacity is echoed today, as it is nearly impossible
to widen streets, lay new sewer systems or create new spaces for recreation in the area as urban renewal is deemed too
costly and difficult (Artibise, 1975, p.53).
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Figure 1.27: Stimulating the Scar, 2008.

Over a century since the railway was fully established, the Canadian Pacific Marshalling yards have changed very
little. As Jeff Frank (1984) discusses in, The Yard: Exploring Integral Urban Design;
Over the years various proposals have been made. Amongst them,
The Railway Line Relocation Study (Damas & Smith, 1971) suggests
three alternative developments; an urban expressway; a massive
housing development; and a domed stadium/exhibition complex.
Such responses, based upon a palette of traditional land uses, have
not served to stimulate a civic movement for re-location. They have
instead highlighted the inappropriateness of traditional redevelopment
strategies to this particular situation. (background 1.2)
As of 1984, approximately 15,000 people lived within 1,500 feet of either side of the yard in poor, substandard and crowded
conditions (Frank, study area & context 1.1). The entire population living northwest of the rail yard must pass over this
landscape, for example, by the Arlington and Salter Street Bridges, or under this landscape as one travels below the
underpass on Main Street, to access the central business district of Winnipeg. The yard is seen as a constraint, both
physically and emotionally, for further development of the city.
The Canadian Pacific Rail yard in Winnipeg has been the subject of great debate since in the latter part of the
twentieth century. What was once a beacon of hope and progress for the city has fallen into a state of degradation. For
nearly forty years discussion concerning the feasibility of relocating these rail lines to the periphery of the city and opening
the landscape to new urban development possibilities have been made public. The City of Winnipeg has discussed the
advantages and disadvantages of relocating the rail yard. This would be primarily to increase the efficiency of rail transport
and to repair what some define as a physical and cultural scar dividing the city (“Scrapping Rails OK With Selinger But
A Huge Job,” Winnipeg Free Press, 2008). This move would undoubtedly be a costly one as it relies on the Federal and
Provincial governments to work together financially to compensate the Canadian Pacific Railway relocation.
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Responding to this research, I believe the Canadian Pacific Rail yard can be classified as an anti-ludic space. It
is a landscape devoted to work. The machines of industry and mass employment that surround the site are now entombed
within buildings. Progress and new labour-free technologies have silenced the cranking, creaking, spinning and twisting
sounds of this landscape. In the wake of economic decline, the industrial heart of this landscape has been lost. I see this
as a space in need of reenchantment.
This landscape is indeed one that could benefit from a renewal of spirit. I would like to liberate this landscape back
to the working class public, to create the antithesis of a “working” landscape and unearth its ludic potential. Removing the
industrial quality from the site would deprive the city of a chance to expose the curious mechanical history. Rather, there
is an opportunity to reenchant the area as a place of ludic activity; showcasing the technology derived to propel that area
- carnivalizing the rail yards into a seasonal landscape of leisure and delight.
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Figure 1.28: Industrial Lust, 2008.
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How to Liberate Landscape Architecture
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The methodology employed for the procedure of
liberation and reenchantment begins with the exploration of
the literary theory of carnival. Three guides will be utilized for
this endeavour: Mikhail Bakhtin (1895-1975) for his writings on
the literary significance of carnival culture in medieval Europe;
Gordon Cullen (1914-1994), an architect and urban theorist
who has developed a method of categorizing the way we utilize
space, will assist in spatially defining the conceptual theories
of Bakhtin; finally, Ray Bradbury (1920- ), a fiction writer whose
novel, Something Wicked this Way Comes (1962), seemingly
invites Bakhtin and Cullen to participate within a “Big Top”
of sublime carnival imagery that is filled with darkness and
intrigue.
A spatial investigation of three permanent carnivals,
Coney Island in Brooklyn, New York, Disneyland in Anaheim,
California, and Valleyfair in Shakopee, Minnesota, is conducted
to learn more about the individual layout of each park, their
programme and perhaps what lies beneath the carnival artifice.
Figure 1.29: Release the Stars, 2008.
The parks in this study were chosen based on my ability to
observe them experientially, with the exception of Coney Island. These three paradigms embody the evolution of
the North American permanent carnival.
These findings will influence my design approach to the Canadian Pacific rail yards in Winnipeg.

Intentions of this Document
• To investigate the concept of ludic activity within an urban landscape through
the artistry and experience of carnival.
• To understand, develop and apply the spatial language of carnival that
emerges through the layered interpretations of Gordon Cullen’s architectural theory and the literary
carnival theory of Mikhail Bakhtin. A final layer of novelist Ray Bradbury’s macabre,
seductive, carnival imagery will cement the connection between Cullen and Bakhtin by adding a
literary viewpoint on the carnival atmosphere.
• To propose the reenchantment of a landscape devoted to work through the
developed themes and liberate it back to the working class public.
• To behave as the ringmaster of this landscape; to conjure up the experience and exposure of carnival
through the eyes of Cullen, Bakhtin and Bradbury.
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Def initions

Key terms used within this work:
car•ni•val (kär’n∂ v∂l), n. 1. a traveling amusement show, having sideshows, rides, etc. 2. any merrymaking, revelry, or
festival, as a program of sports or entertainment: a winter carnival. 3. the season immediately preceding Lent, often observed
with merrymaking; Shrovetide. [1540-50; < It carnevale, OIt carnelevare taking meat away, equiv. To carne flesh ( < L carnem,
acc. of caro) + levãre < L levare to lift] –car’ni•val•esque’, car’ni•val•like’, adj.
Flexner, Stuart Berg and Hauck, Lenore Crary (Eds.). The Random House Dictionary of the English Language. (2nd ed.). (1987). New York: Random
House, Inc.

lu•dic (‘l(j)u:dIk), a. [ad. F. ludique, f. L. ludere to play.] Of or pertaining to undirected and spontaneous playful behaviour.
Murray, James A.H., Bradley, Henry, Craigie, W.A., & C.T. Onions (Eds.). The Oxford English Dictionary (2nd ed.). (1989). Oxford, England:
Claredon Press.

ar-ti-fice (är’t∂-fís) n. 1.A crafty expedient; an artful device or stratagem. 2.Subtle but base deception; trickery. 3. Ingenuity;
cleverness; skill. [French, from Old French, craftsmanship, from Latin, artificium, from artifex, craftsman : ars (stem art-), ART
+ -fex: -maker (see dhe-1 in Appendix*).]
Morris, William (Ed.). The American Heritage Dictionary of the English Language. (1969). New York: American Heritage Publishing Co. Inc, Houghton
Mifflin Co.

reenchantment
“Reenchantment, as I understand it, means stepping beyond the modern traditions of mechanism, positivism, empiricism,
rationalism, materialism, secularism and scientism - the whole objectifying consciousness of the Enlightenment - in a way that
allows for a return of the soul. Reenchantment implies a release from the affliction of nihilism... It also refers to that change
in the general social mood toward a new pragmatic idealism and a more integrated value system that brings head and heart
together in an ethic of care, as part of the healing of the world”
Gablik, Suzi. (2002). The Reenchantment of Art. (pp.11). New York: Thames and Hudson.
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something
wicked this
way comes.
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Figure 1.30: The Warning, 2008.

The Industrial landscape of the Canadian
Pacific Rail yard in Winnipeg can be related to the
carnival culture. Many carnival rides of the past
germinate from technology developed for work,
industry and progress.
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Figure 1.31: Urban Suture, 2008.
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O.K., a carnival works because people pay to feel
amazed and scared. They can nibble around a
midway getting amazed here and scared there,
or both. And do you know what else? Hope.
Hope they’ll win a prize, break the jackpot, meet
a girl, hit a bull’s-eye in front of their buddies. In
a carnival you call it luck or chance, but its the
same as hope. - Katherine Dunn

chapter

two

foregrounding the fairground
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Relevance of Key Source Material
Frank, Jeffrey Michael. (1984). The Yard: Exploring Integral Urban Design. Master of Landscape Architecture Practicum,
University of Manitoba.
Frank produced a proposal for the CPR Marshalling Yards, which included an urban redevelopment with the
integration of natural processes such as gardens, forests, lakes and steams within the urban framework. This would
broaden potential land uses, enhance the City of Winnipeg, and provide a unique sense of place.
As I began looking into the very same landscape, I found Frank’s work helpful in referring to ideas about the yard
that had been viable in the past. Ultimately, through his research and design, I felt the site could draw from its industrial
heritage, not conceal it with typical landscape architectural solutions.
Harris, Christina R. (2002). Out of This World: The Amusement Landscape and Our Escape to Elsewhere. Master of
Landscape Architecture Practicum, University of Manitoba.
Harris proposed a permanent exhibition site in the Red River Exhibition’s current seasonal site on the western
edge of the city. She drew from precedents such as Mikhail Bakhtin’s theory of carnival, and studied Coney Island’s
Amusement Parks. She had great introspection into local amusement parks that once thrived in Winnipeg. Harris focused
on an agricultural themed landscape as a solution and believed the amusement industry was changing to incorporate
regionally specific and varied amusement attractions (Harris, 2002, p. 66). She stated that the parks which would endure
this sort of change, would be the ones who offered “unusual and compelling reasons to transgress from the everyday”
(p. 66). This notion resonated with my own ideas of reenchantment and carnival. The reenchantment of an industrial
landscape in Winnipeg could elicit the compulsion to experience and participate with it. I felt that in order to build upon
the agricultural history of Winnipeg, it is necessary to understand the machines and technology that made the agricultural
industry possible. A centrally located carnival site would draw larger crowds, therefore connecting a wider community and
become a visual beacon of amusement and hope once the carnival has vacated.
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Bakhtin, Mikhail. (1984). Rabelais and His World. (translated by Hélène Iswolsky). Indianapolis: Indiana University Press.
Bakhtin discusses the writings of François Rabelais, a Renaissance humanist, and the literary significance of
carnival. He analyzes how the ideas of regeneration and renewal which are reflected in our exterior world, are also
necessary within our psyche to promote a balanced life. Bakhtin noted that within each person resides their carnival
persona, and within a specific time and place, this persona can emerge free of inhibition. From Bakhtin’s work, it became
clear to me that carnival was not only a physical entity, it also thrived in a psychological realm.
Cullen, Gordon. (1961). The Concise Townscape. Oxford: The Architectural Press.
Cullen is an architect and urban theorist who developed a method of categorizing architectural space. His
categories, specifically, juxtaposition, the maw and undulation, give three dimensional form to Bakhtin’s two-dimensional
literary theory of carnival.
Bradbury, Ray. (2001). Something Wicked This Way Comes. New York: William Morrow.
Bradbury, a science-fiction and suspense writer, uses sublime language to awaken the darkness of carnival. In the
middle of the night, a locomotive towing the carnival arrives and unfolds within a sleepy mid-western town. The carnival
troupe begins to infiltrate the town, setting out to entice unsuspecting townspeople into a macabre world by playing on their
innermost desires. When these desires eventually consume the townspeople, the carnival
collects the newly mutated forms for its menagerie. The ringmaster of this traveling
carnival is a character appropriately named Mr. Dark, whose charm and intriguing
body art spellbinds the protagonists, Will Halloway and Jim Nightshade. When the
boys discover the underlying evil of this carnival, Mr. Dark pursues them for his
collection. The imagery Bradbury uses throughout his tale inspired the darkness
of carnival I want to evoke within the industrial landscape.

47

Figure 2.1: A View into the Fairground, Neath, 1903.

Kasson, John F. (1978). Amusing the Million: Coney Island at the Turn of the Century. New York: Hill & Wang.
Kasson’s research draws a very thorough image of Coney Island at the pinnacle of its popularity, the early
twentieth century. He describes life in Victorian America, and discusses the significance of Coney’s early amusement
parks. Although I have not physically visited the landscape of Coney Island, I felt Kasson’s writing transmogrified me into
a completely different time and space, enabling me to experience the splendor of this amusement landscape. There is a
bewitching darkness surrounding Coney Island as it eventually fell into a state of neglect once the masses became tired of
it. This notion of entropy became a theme I wanted to explore within the industrial landscape.
Mitrasinovic, Mirodrag. (2006). Total Landscape, Theme Parks, Public Space. Hampshire: Ashgate Publishing Ltd.
Mitrasinovic’s account of theme parks and their economic structure, was a great contrast to the carnival artifice
synonymous with these landscapes. His writing on the social and political hierarchy of public space, truly allows one to
ponder the accessibility of modern day theme parks. Mitrasinovic followed the evolution of landscapes of leisure throughout
the centuries, and it was interesting to note how far escapism really goes. A chapter on Japan’s Huis Ten Bosch, depicted
a city/theme park, where people live, work and play in a world designed specifically for “elsewhere.” Although the economic
information from Mitrasinovic had less impact on my design decisions, it was his research that helped me to begin to
understand public space and the commodification of recreation.
Brown, Brenda J. (2002). Landscapes of Theme Park Rides: Media, Modes,
Messages. In Terence Young and Robert Riley (Eds.), Theme Park Landscapes:
Antecedents and Variations (pp. 235 – 268). Washington D.C.: Dumbarton Oaks.
Brown’s introspection on the ridescape inspired a new way to view
landscape architecture; as an entity in constant motion. She describes the
sequence of carnival rides and the effect on our perception of the landscape.
Her work provides excellent insight into the relationship between carnival and the
landscape.

Figure 2.2: An Overview of the Fair, Barnstaple, 1936.
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Corbin, Carla I. (2002). The Old/New Theme Park: The American Agricultural Fair. In Terence Young and Robert Riley
(Eds.), Theme Park Landscapes: Antecedents and Variations (pp. 183 – 212). Washington D.C.: Dumbarton Oaks.
Corbin relates the roots of the agricultural fairground directly to the landscape, as the produce used for trade was
a direct reflection of the landscape it was harvested from. She notes how the cultural nuances of regional carnivals are
reflections of their surrounding landscape. Her work strengthens the connection between landscape and fairground.
Braithwaite, David. (1968). Fairground Architecture. London: Hugh Evelyn Ltd.
Braithwaite’s book was irreplaceable during this process. His ideas surrounding the spatial layout of fairgrounds
and their evolution as a result of the Industrial Revolution, assisted tremendously in drawing the duality between the world
of industry and the world of play. He regarded carnival as a traveling world, an architectural wonder which unfolded upon
unanimated space. The introduction of the Tober, the landscape from which the magic of carnival is conjured, grounded the
carnival with proper architectural connotations.
Anderson, Norman D. (1992). Ferris Wheels: An Illustrated History. Bowling Green, Ohio: Bowling Green State
University Popular Press.
Anderson’s book brought the curious mechanical beauty of the Ferris wheel to life, and chronicled the early ideas of
carnival rides. The work is filled with blueprints and patents of carnival rides from the late nineteenth century to the midtwentieth. The enchanting artwork and historical information within this book truly fostered my love of the Ferris wheel.
Each work described above was integral in my research of carnival and landscape architecture. Through this group
of literature, my research questions emerged. As exemplified in Figure 2.1, the diagram demonstrates the relationship
between the research question and the literature used to frame my method of inquiry.
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ludic:
making industry
playful
landscape
architecture

RESEARCH QUESTION

to liberate
landscape architecture
through the brilliance of
carnival

reenchant
an anti-ludic
landscape
through
the spatial
language of
carnival and
technology
derived for
work

carnival &
fairground
historical
literature

an industrial
landscape
in need of
reenchantment

TACTIC

INFORMS DESIGN DECISIONS
spatial language
of carnival

Mikhail
Bakhtin & the
carnivalesque

case studies
of amusement
park layout and
programme

Architect &
Theorist, Gordon
Cullen’s spatial
categorization

Ray Bradbury’s
Something Wicked
this Way Comes
Figure 2.3: Relationship between the Literature and the Research, 2009.

METHODOLOGICAL LITERATURE
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Carnival and the Landscape

The relationship between carnival and the landscape is symbiotic. As Carla I. Corbin (2002) states in her article,
The Old/New Theme Park: The American Agricultural Fair,
Fairs and fairgrounds are simultaneously landscape and are about land,
being rich in representations –permanent and temporary- of larger natural
and cultural landscapes. As such, these places have much to tell us that
is specific to a community and region through buildings and ornamentation,
their presence, absence and placement, and the focus of fair events through
participation by institutional, commercial and civic groups… (p.185)
Corbin discusses the importance of the relationship of fairgrounds to the landscape, for the two certainly intertwine
when they connect. When a traveling carnival arrives, it tends to unfold within a previously undefined landscape breathing
new life into the space it occupies.
The idea of the fair has been linked with place in different ways by different
cultures and times... The fair as an event became linked with a particular
place in the settlement, as well as with characteristic ways of occupying the
land. (p.192)
This occupation of landscape becomes a reflection of the historical, cultural and social aspects of the site.
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Figure 2.4: General Overview of the Barnstaple Fair, 1925.
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According to David Braithwaite (1968) in his book, Fairground Architecture, traditionally fairs were held on neutral
ground in order to encourage trade between rivaling tribes (p.14). Braithwaite goes on to discuss the significance between
fairground and landscape as he writes;
The first industrial revolution – an agricultural revolution- enabled Neolithic
man to produce a trading surplus, the very basis of civilization. The carriage
of merchandise led to the establishing of pioneer trade routes, and this in
turn to the cross-fertilisation of cultures. Thus the origin of the fair is
rooted in pre-history. (p.13)
However, the rise in the mass production of goods resulting from the technological advancements of the Industrial
Revolution, gave less importance to the trading fair. Although the fundamental ideas of the fair remained, people began to
seek out new and incredible technological experiences at the fairground. These landscapes began to fill with homages to
advancements in steam power, electricity, machinery, and architectural feats. Along with these marvels came a midway of
rides and games further demonstrating the potential of this new technology.
The end of the nineteenth century witnessed a rise in steam producing machines and the widespread use of
electricity and railway travel. The technological advancements in mechanics and engineering made communication
relatively instantaneous for the time, thus enabling the rate of progress to skyrocket. The societal improvements brought on
by the Industrial Revolution initiated the overproduction of materials, which led to warehouses, then department stores until
gradually the trading fair became insignificant (Braithwaite, p.19). The shift in technology from human power to machine
power caused agricultural fairs to shift their primary objective from trade to pleasure seeking, or entertainment, in order to
survive.
The technological changes incurred by the fair did not affect the original notions of competition, curiosity and
movement (p.19). With great skill, the fair was translated into an entertainment event for the working class, filled with
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amusement and delight. The music, vivid colours and lights now possible due to technological advancement became the
star attraction of the fairground. This change was embraced by society, and reflected in these new marvels of technology as
they saturated entertainment environments, replacing the remorseful medieval attitudes toward fun with sheer delight (p.19).
The landscape upon which these
fairs unfold was what Braithwaite referred to
as the Tober. The description of the Tober is
laced with notions of enchantment, as it refers
to a derelict landscape from which magic
is conjured (p.21). The notion of the Tober
encompasses the layout of the fairground
site, including booths and amusements,
which are located specifically to enhance the
bewitching carnival atmosphere. The site of
the fairground’s Tober was typically a central,
open landscape within the urban environment,
patiently waiting for the moment when it
would become a landscape of extraordinary
wonder. It is an ordinary space most of the
time - making the transition from empty space
to carnival so much more magical.

Figure 2.5: The Tober, 1968.
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The fairground possesses the ability to unite people with the landscapes they live in, while creating an
opportunity to educate the public about how the land has evolved over time. Some fairgrounds remain located centrally
in the urban environment, while others have been moved to the periphery of the city due to their growing size. Traveling
carnivals tend to unfold within urban spaces temporally. This attributes to their grand juxtaposition and notions of
enchantment. These mechanical landscapes seem to bloom overnight and suddenly, there is something unfamiliar
within the familiar everyday environment. In comparison, some carnival landscapes are rooted in history and remain
where the city has enveloped it, while others are located specifically for visitation ease - where one can gradually merge
off of the busy highway into a world of play. A permanent carnival site such as Valleyfair in Minnesota, is located off the
interstate and away from the urban environment in order to accommodate the future growth of the park.
Just as the fairground has transitioned from
a celebration of agriculture to a celebration of the
industrial, it is appropriate when seeking out a landscape
to reenchant to wonder if the carnival could be used as
the medium to repair some of the damage industry has
inflicted upon that landscape. As the mechanical history
of many amusement rides is stemmed in technology
developed for work, it would be poetic to put these
amusement rides through one more evolution and make
them not only fun but also functional.
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Figure 2.6: Sutton’s Lakin Ark, 1935.

2.3 Exploratory Research & Hypotheses
-Unearth research questions that will be answered in the research of later chapters.

A fair
to remember.
Chapter 2 identifies and reviews conceptual/theoretical dimension and the methodological dimension of the literature and
2.4 Conclusion
Summary list of the research questions or hypotheses developed in early CH.2.

discovers research questions or hypotheses that are worth researching in later chapters.

Figure 2.7: Nostalgia Longing, 2008.
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“Going away, away, the calliope pipes
shimmered with star explosions, but no
one sat at the high keyboard. The wind,
sluicing ice-water air in the pipes, made
the music. The boys ran. The train curved
away, gonging its undersea funeral bell,
sunk, rusted, green-mossed, tolling,
tolling. Then the engine whistle blew
a great steam whiff and Will broke out in
pearls of ice.” - Ray Bradbury

chapter

three

emergence of the carnival language
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Methodology of the Madness
During this exploration of carnival and landscape architecture, qualitative research assists in the form of; historical
texts, three-dimensional manifestations of theoretical design process, free writing exercises and observational findings
through site visits. Qualitative research supports the validation of experiencing and exposing carnival as the ringmaster,
to see beyond the seduction of carnival and our curiosity. This shall be especially useful when gathering experiential
information from two of the three permanent carnivals and later, when forming my own impressions of carnival, the
information gathered through this qualitative research will assist in my role as ringmaster.
Case studies are utilized as a way to describe the landscape themes which support the literary theory of the
carnivalesque. The case study method is “…an empirical inquiry that investigates a contemporary phenomenon within its
real-life context, especially when the boundaries between phenomenon and context are not clearly evident” (Groat & Wang,
2002, p.346). As carnival is a phenomenon that exists within space and time, the case study method will help situate the
carnivalesque theory into a contextual landscape setting. According to Groat & Wang, case studies can also permit the
author to generalize findings into theory, further strengthening ideas.
The goal of this element of the investigation is to penetrate the carnival pastiche and understand its spatial
language. To look beyond the ornamentation, artifice and sensorial delights and discover what lies beneath. The language
of carnival shall be discovered by drawing from Bakhtin’s literary theory of carnival, visually organizing the theoretical using
Gordon Cullen’s descriptive examples of architectural space and adding a layer of intrigue through Ray Bradbury’s fictitious
account describing the darkness a carnival brings into a sleepy small town.
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“Of all living creatures only man [sic] is endowed with laughter.”
- Aristotle

Carnival, in Theory
Mikhail Bakhtin (1895-1975) was a Russian philosopher and theorist whose literary theories regarding the
carnivalesque were derived from the work of a sixteenth-century French writer, François Rabelais (1494-1553).
Rabelais’ sixteenth century work, Gargantua and Pantagruel, embodied ideas of the carnivalesque. He speaks of
the break down of social barriers and the equalization of societal hierarchies during the temporal occurrence of carnival.
Bakhtin (1984) identifies common themes within Rabelais’ work; ideas of renewal and regeneration, liberation from the
mundanity of everyday life and the triumph of laughter over seriousness.
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Figure 3.1: Chortling Mares and Snickering Steads, 2007.

According to Bakhtin, “All medieval parodical literature is recreative; it was composed for festive leisure and was
to be read on feast days. It is therefore, filled with the atmosphere of freedom and license” (p.83). During Rabelais’ time,
carnival was viewed as a societal necessity. It was a time for inhibitions to release to careless abandon, when ordinary
selves could transmogrify into a completely different person. The temporal celebration of carnival often coincided with feast
days sanctioned by the church wherein both church and state were in agreement to devote specific time for merrymaking.
For these short periods of social time, hierarchies became inconsequential while people of authority were parodied by the
working-class, as they also took park in the humourous revelry. Bakhtin’s carnivalesque literary theories on renewal and
regeneration are applicable to studies in landscape architecture in many ways. For example, Bakhtin comments on the
relationship between festive laughter, time and the landscape as he states,
Here appeared the relation to the change of seasons, to the phases of
the sun and moon, to the death and renewal of vegetation, and to the
succession of agricultural seasons. In this succession all that is new or
renews, all that is about to draw nearer is emphasized as a positive
element. And this element acquires a wider and deeper meaning:
it expresses the people’s hopes of a happier future of a more just social
and economic order, of a new truth. (p.81)
For Bakhtin, the physical changes in our exterior environments, as exemplified by the changes in season, prompted a
psychological sense of change and renewal. As people would visually and physically experience the renewal of the earth,
this pattern became the marker to which they would optimistically order their lives.
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Bakhtin stresses that carnival is not something tangible. It is conjured by thoughts, feelings, actions and includes all people
regardless of social stature.
Carnival is not a spectacle seen by the people; they live in it, and
everyone participates because its very idea embraces all the people.
While carnival lasts, there is no other life outside it. During carnival time
life is subject only to its laws, that is, the laws of its own freedom. It has
a universal spirit; it is a special condition of the entire world, of the world’s
revival and renewal, in which all take part. (p.7)
Liberation from the mundanity of everyday life was especially important during the medieval period. It was believed
that within everyone existed two selves; our everyday self and our carnival self (p.8). Only during carnival time was the
release of the carnival self permitted and encouraged. The antics that typically followed during these times were quite
absurd such as the wearing of clothes on opposite ends, inside out while electing mock authorities of the church and state.
This shift in hierarchy and societal norms became compared to the notions of carnival that elicited the desire for cyclical
change, “…the same topographic logic is put to work: shifting from top to bottom, casting the high and the old, the finished
and completed into the material bodily lower stratum for death and rebirth” (p.81).
The triumph of laughter over seriousness is another theme Bakhtin identified within Rabelais’ work. As life gets
more difficult, play becomes an essential outlet. In previous centuries, the act of laughing had been recognized as a
necessity that brought happiness, lightheartedness and released the participants from feelings of seriousness and doubt.
This release did not deny the existence of seriousness and doubt, it merely allowed for a balance between laughter and
seriousness.
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Figure 3.2: Animals Who Cannot Laugh, 2008.
This series of sketches was done
during a cheeky moment while
reading Rabelais and His World.
Inspired by Aristotle’s words insisting
humans are the only creatures
graced with the gift of laughter
prompted vignettes of incredibly
serious animals.

True ambivalent and universal laughter does not deny seriousness but purifies
and completes it. Laughter purifies from dogmatism, from the intolerant and the
petrified; it liberates from didacticism, naïveté and illusion, from the single
meaning, the single level, from sentimentality. Laughter does not permit
seriousness to atrophy and to be torn away from the one being, forever
incomplete. It restores this ambivalent wholeness. Such is the function of
laughter in the historical development of culture and literature. (p.122)
Bakhtin’s perception of the carnivalesque is one that provides a necessary balance to human life. It perpetuates cycles of
renewal, liberates from the mundanity of ordinary life and encourages humour over dour seriousness. To give spatial form
to Bakhtin’s theories, applicable aspects of Gordon Cullen’s spatial categorization will be explored.
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The Shape of the Spectacle
Gordon Cullen, an architect and spatial theorist, developed a way of categorizing the built environment in order to
make sense of the way we utilize space. In his book, The Concise Townscape, Cullen (1961) remarks that the purpose of his
work is,
...to take all the elements that go to create the environment: buildings, trees,
nature, water, traffic, advertisements and so on, and to weave them together
in such a way that drama is released. (p.8)
Upon reading Cullen’s book further, three types of architectural categorization seemed to stand out synonymously with carnival:
juxtaposition, the maw and undulation.
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Figure 3.3: Suspended within the Spectacle, 2007.

Cullen describes juxtaposition as a violent contrast between two extremes (p.60). He illustrates this idea through
the vision of a pastoral landscape placed adjacent to an industrial landscape. Juxtaposition is found in the great difference
in the scale of the landscapes, the manner in which the space is utilized and the contrasting poles of sublime; the pastoral is
viewed as beautiful, while the industrial is often synonymous with terror.
The human mind reacts to a contrast, to the difference between things,
and when two pictures (the street and the courtyard) are in the mind
at the same times, a vivid contrast is felt and the town becomes visible
in a deeper sense. It comes alive through the drama of juxtaposition.
Unless this happens the town will slip past us featureless and inert. (p.9)
Cullen depicts the Maw as “Black, motionless and silent, like a great animal with infinite patience, the maw observes
nonchalant people passing to and fro in the sunlight. This is the unknown which utter blackness creates” (p. 52). The Maw
refers to the submergence into carnival and the act of transmogrifying from your everyday self to your carnival self.
Finally, undulation is defined as “… not just an aimless wiggly line; it is the compulsive departure from an unseen
axis or norm, and its motive is delight in such proofs and essences of life as light and shade… Whatever form it may take
it demonstrates the range of possibilities contained in one situation” (p.46). Emulating the calligraphic landscape of carnival
imagery and art, undulation also refers to the movement of people participating in carnival.
For my own spatial understanding of carnival, Cullen’s categories of juxtaposition, the maw and undulation lend
form to Bakhtin’s theories of the carnivalesque and assist in shaping the two-dimensional theory into a spatial carnival
language applicable to landscape architecture. The final layer of carnival intrigue, the writing of Ray Bradbury, will add a
layer of alluring darkness.
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“B
By
y the pricking of my thumbs, Something wicked this way comes.”
Macbeth: Act IV, Scene I, Line 45

Something Wicked...
Ray Bradbury’s (1962) novel, Something Wicked this Way Comes, was chosen as inspiration for this practicum
because of its sublime carnival imagery. Bradbury weaves a tale of darkness and intrigue as two young boys, Jim
Nightshade and Will Halloway, discover the terror lurking behind the carnival’s innocuous exterior. The carnival mysteriously
rolls into a sleepy Midwest town to wreak havoc and to harvest the souls of the unsuspecting citizens. The traveling carnival
seduces the townspeople with their own inner-desires, then, once the citizen has become vulnerable, the carnival punishes
them by permanently transmogrifying their grotesque, misshapen selves within the carnival troupe.
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Figure 3.4: The Haunted Carousel, 2009.

The carnival’s proprietor is Mr. Dark. This Ringmaster and Illustrated Man truly embodies the darkness of the
carnival as he entices and lures unsuspecting townspeople to his traveling show, only to wreak havoc on their lives. The
captivating imagery Bradbury uses to describe this character is exemplified as Mr. Dark is confronted at the carnival;
Now part of the wasp-needle tattooed population spoke. It was Mr. Dark’s
mouth over and above this calligraphic explosion, this railroad accident of
monsters in tumult upon his sweating skin. Mr. Dark chanted forth the organ
tones from his chest. His personal electric blue-green populations trembled,
even as the real freaks on the sawdust tent floor trembled, even as, hearing
in their most secret marrow, Jim and Will trembled and felt more freak than
the freaks themselves. (p.111)
Bradbury’s text becomes a cognitive landscape of spectacle and terror, while he evokes the romantic nostalgia of
another time. This narrative brings the darkness of carnival to life which, in turn, inspired my own layer of darkness upon
the language of carnival. I find the darkness and the unknown of carnival so intriguing. One of my favourite sections of
Bradbury’s text describes the arrival of the carnival train and the boys discovery of it as they try to discern whether or not the
carnival is an illusion (p.47):
There, on the world’s rim, the lovely snail-gleam of the railway tracks ran, flinging wild gesticulations of lemon or cherrycolored semaphore to the stars.
There, on the precipice of the earth, a small steam feather uprose like the first of a storm cloud yet to come.
The train itself appeared, link by link, engine, coal-car, and numerous and numbered all-asleep-and-slumberingdreamfilled cars that followed the firefly-sparked churn, chant, drowsy autumn hearthfire roar. Hellfires flushed the stunned
hills. Even at this remote view, one imagined men with buffalo-haunched arms shoveling black meteor falls of coal into the
open boilers of the engine.
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The engine!
Both boys vanished, came back with binoculars.
“The engine!”
“Civil War! No other stack like that since 1900!”
“The rest of the train, all of it’s old!”
“The flags! The cages! It’s the carnival!”
They listened. At first Will thought he heard the air whistling fast in his nostrils. But no – it was the train, and the
calliope sighing, weeping, on that train.
“Sounds like church music!”
“Hell. Why would a carnival play church music?”
“Don’t say hell,” hissed Will.
“Hell.” Jim ferociously leaned out. “I’ve saved up all day. Everyone’s asleep so – hell!”
The music drifted by their windows. Goose pimples rose big as boils on Will’s arms.
“That is church music. Changed.”
“For cry-yi, I’m froze, let’s go watch them set up!”
“At three A.M.?”
“At three A.M.!”
Jim vanished.
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Figure 3.5: The Arrival, 2008.
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Coalescence of Carnival Theories
To stitch together the experiential and spatial qualities of carnival, I have explored concepts of amusement spaces
through the medium of large-scale drawing to understand Mikhail Bakhtin’s (1984) literary theory of the carnivalesque
spatially, using the vehicle of architectural categories derived by Gordon Cullen’s (1961) The Concise Townscape.
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According to Bakhtin, folk humour plays an extensive role in the history of the carnivalesque, and Ray Bradbury’s
1962 tale, Something Wicked This Way Comes, is a fantastical example of the duality of delight and fear carnival
landscapes embody. Bradbury’s fictitious yarn is a riveting peek into the psychological terror these landscapes evoke upon
their unsuspecting audience. The brightly lit façades of the midway in Bradbury’s tale create an artifice that disguises the
dark underbelly of society hidden within the carnival.

Figure 3.6: Large Scale Carnival Drawing, 2008.
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Juxtaposition
I found carnival exhibited varying degrees of juxtaposition. It begins as a single form that is hidden from the
outside world (Figure 3.8: phase one). For Bakhtin, the carnival is viewed as a focal point within time and space. The focal
point is psychological, as the change in seasons and physical, as depicted in the carnival manifest through fairgrounds,
namely the Ferris wheel. In a carnival landscape, the Ferris wheel is strongly juxtaposed against the innocuous backdrop
of the everyday, often towering in its form and scale over the surrounding environment. Juxtaposition also lies within the
transformation between one’s everyday self and carnival self as the two contrast by coexisting within one body.
The juxtaposition in Bradbury’s version of the carnival lies within its “bewitching hour” arrival into a small Midwestern
town (phase two). Majestic tents are erected in an open space as the calliope hums over the autumn winds. The people
traveling with the carnival begin to infiltrate the townspeople making their everyday experiences delightful and then suddenly
terrifying.
Slowly, as the carnival type emerges, it separates until finally it becomes two separate entities (phase three). This
movement symbolizes the inner-conflict as one surrenders their seriousness and embraces their frivolity as exhibited in the
symbiotic relationship between the everyday and carnival selves.
The portion of the drawing shown below (Figure 3.7) depicts carnival as an amorphous entity that swirls within the
orthogonal built environment. The ground undulates to support the carnival as it becomes an icon and focal point within the
landscape.
Figure 3.7: Juxtaposition, 2008.
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Figure 3.8: Spatial Language of Juxtaposition, 2008.

The Maw
The Maw represents the threshold between the everyday and carnival; between illusion and reality. The length of
time spent within the Maw is unknown. It is neither terrifying nor pleasant. In this category, I imagined a void, large enough
for a single human to fit within. As you move through this space, the thresholds get smaller, rapidly rushing you through
(Figure 3.10: approximately 2.44m x 1.83m and 4.27m deep).
For Bakhtin, the Maw is synonymous with elements of travesty and the grotesque. It symbolizes the psychological
and physical transmogrification from one’s everyday self into their carnival self.
Bradbury’s Maw is found within Jim and Will’s descent into the mystical word of carnival. From the moment the
locomotive whistled in the distance to the boys’ first glimpse under the tent flap of the flamboyant carnival proprietors,
curiosity fed the growing darkness of the mobile world of carnival.
The portion of the large scale drawing featuring the Maw (Figure 3.9), depicts a growing darkness, a tear in the
fabric of the everyday to reveal a portal to elsewhere.

Figure 3.9: The Maw, 2008.
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Figure 3.10: Spatial Language of the Maw, 2008.
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Undulation
For Bakhtin, undulation illustrates the desire for carnival’s ability to regenerate and renew the people who
participate as well as the landscape they live within. Undulation is related to the need for merriment in a serious, work
dominated lifestyle. Undulation mimics the cyclical events of the earth, as exemplified in the changing of seasons.
In Bradbury’s novel, the delightful punctuated movement of the carousel animals suddenly takes a strange, dark
turn as the carousel, when rotating backward and accelerated, transmogrifies an adult back into a child.
As Cullen states, “Whatever form it may take it demonstrates the range of possibilities contained in one situation”
(p. 46). The sublime elements of both terror and beauty are mixed within this experiential landscape, as introvert and
extravert are simultaneously appeased within the confines of the carnival. I imagine this space as slightly overwhelming in
scale, yet, as one enters it, they find that the space continually propels them to move in a cyclical manner (Figure 3.12: The
space is 4.5m tall, and 6.5m wide, 2.25m deep).
The final portion of the drawing reveals the kinetic movement within carnival (Figure 3.11). The sensorial
experience of carnival elicits the wavering turns and feelings of chance synonymous with the carnival experience. Rides
whisk patrons up, away, and over before plummeting from terrific heights, or spinning so wildly - the screams floating over
the midway are part delight and part fear. The idea of undulation is itself one that is juxtaposed, contrasting the movements
of the everyday environment resulting in the cyclical occurrence of juxtaposition, maw and undulation within the carnival
landscape.
Figure 3.11: Undulation, 2008.
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Figure 3.12: Spatial Language of Undulation, 2008.
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The spatial language of carnival, as developed through the eyes of Bakhtin, Cullen and Bradbury will influence the
manner in which the Canadian Pacific Rail yards are reenchanted. These spatial, experiential, emotional and sensual ideas
of juxtaposition, the maw and undulation will be inherently present as the carnival liberates the industrial landscape.
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Figure 3.13: Enticing All Who Happen within its Reach, 2008.

3.3 Research Procedures
-Knowledge of procedures
-Provide evidence they’ve been followed
3.4 Ethical Considerations
3.5 Conclusion
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4.0 Analysis
Presents patterns of results and analyses for their relevance to the research questions
4.1
Introduction
Refers to CH 5 (where findings of CH 4 are discussed)
4.2 Subjects
Brief description of the case study organizations in case study research.
4.3 Patterns of Data for Each Research Question
-Data for each research question is presented
(Same order as in CH 2 & CH 3)
(Also appear in CH 5.2 & CH 5.3)
-Additional section for Qualitative research
-All patterns must be supported by evidence unearth in the procedure described in CH 3.
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“The city must be a place of waste, for one
wastes space and time; everything mustn’t
be foreseen and functional … the most
beautiful cities were those where festivals
were not planned in advance, but there was a
space where they could unfold.”
-Henri Lefebvre

chapter

four

the prizes in pink popcorn
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Researching Case Studies
While formulating the spatial language of carnival, an analysis of permanent carnival spaces exemplified by Coney
Island in Brooklyn, New York, Disneyland in Anaheim, California and Valleyfair in Shakopee, Minnesota was conducted. All
three have been designed as landscapes of entertainment, catering to the pursuit of fun. It has become apparent that these
artificial spaces go to great lengths to conceal their inner workings, which prompted curious investigation into the layers that
construct these mechanized landscapes.
The following examples have been chosen on the basis that they are all theme parks I have personally
experienced. The exception to this is Coney Island. I chose Coney Island because of the influence it had upon Walt Disney
and his desire to create his own “family-friendly” park in Anaheim. Disney considered Coney Island a societal “malaise”
(Mitrasinovic, 2006, p.30), which encouraged me to submerge into Coney’s grandeur and illustrious history. Although I have
not visited Coney Island as it exists today, I will explore this landscape through literature and film in order to conjure my
version of this amusement landscape.
A study of the three parks was conducted to learn more about the layout, programme and potentially, what lies
beneath the seductive carnival artifice. Common landscape architectural categories were chosen: vegetation, hydrology
on site, covered buildings, amusements, circulation and organizing principle are identified and overlayed in an attempt to
understand some of the basic design principles.
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Coney
Island
Date Established: 1895
Location: Coney Island, Brooklyn,
New York, U.S.A.
Size: Once a two-mile long stretch
along the Atlantic coast initially,
now occupies an area of nearly
two blocks wide and sixteen long.
Intention: A playful landscape to
celebrate the new cultural order of
America after the civil war.
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The Coney Island I would like to visit no longer exists physically. Drawing from literature and film, I have conjured
my own version of this amusement landscape. In particular, I am interested in the spirit of Coney Island in the late
nineteenth to early twentieth centuries. This remote seaside landscape off the coast of New York was haven to Victorian
America’s counter-culture during the 1860’s, specifically gamblers, prostitutes and con artists whose activities gave this
location the moniker, “Sodom by the Sea” (Burns, 1991). The following quote by John F. Kasson from his 1978 book,
Amusing the Million: Coney Island at the Turn of the Century, beautifully describes Coney Island’s relationship to carnival
culture:
Coney Island appeared to have institutionalized the carnival spirit for a culture that lacked a
carnival tradition, but Coney located its festivity not in time as a special moment on the
calendar but in space as a special place on the map. By creating its own version of carnival,
Coney Island tested and transformed accustomed social roles and values. It attracted people
because of the way in which it mocked the established social order. Coney Island in effect
declared a moral holiday for all who entered its gates. Against the values of thrift, sobriety,
industry, and ambition, it encouraged extravagance, gaiety, abandon, revelry. Coney Island
signaled the rise of a new mass culture no longer deferential to genteel tastes and values,
which demanded a democratic resort of its own. It served as a Feast of Fools for an
urban-industrial society. (p.50)
During the introduction of steam engine technology in the late nineteenth century, the relaxing beach landscape of
Coney Island began to look for a different experience - the incorporation of amusement rides. Here it is important to note
the comparison between work and play. For example, the roller coaster is a pastiche of the Switchback railroad.
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The creator of the Switchback railroad amusement, LaMarcus Thompson (1848-1919), found an abandoned coal mine
where audiences lined up and paid to coast down the mineshafts in gravity-powered coal cars. Imagine, a technology
formally utilized for work and a symbol of progress put to use in a frivolous and fantastical way (Figure 4.1). Upon seeing
the potential of the coal cars as amusements,
the roller coaster quickly became a fixture in
the amusement park industry (Kasson, p.74).
Over a century later, the roller coaster, and
the Ferris wheel, are the undoubted icons of
amusement landscapes.
The amusement parks of Coney
Island were designed primarily to “sweep
[patrons] away from everyday concerns and
restraints” (Kasson, p.59). It was a place of
surrendering oneself to the spirit of reckless,
exuberant play. The first and most famous
park on Coney Island was Steeplechase
Park, featuring elaborate mechanical horses
joined to a downhill racetrack, which used
gravitational principles to pull the riders and
horses down the undulating slope. (Harris,
2002, p.43)
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Figure 4.1: Passengers on Flatcars , 1909.

Picture hanging on for dear life to a steel frame in the shape of a horse, while breezing down a track hurling you
forward at an incredible speed! How exhilarating to make it to the bottom unscathed, albeit with a pounding heart. The
theatrics of the park are intense, centred around very active participatory amusements. Riders who have finished their turn
on the Steeplechase are immediately directed to the Blowhole Theatre where other visitors waited and watched as air was
blown up ladies skirts by a mischievous clown, and an electric cattle prod wielding dwarf shocks her date. At Steeplechase
Park, visitors are the most interesting spectacle.
Considered the heart of Coney Island, Luna Park is an enchanted storybook land of colour and pageantry, far
removed from the clutter of the everyday. Patrons fantasize they are astronauts on the moon
(p.43) while elaborate stage sets create dramatic landscapes to entice and engulf visitors.
Straight lines are abolished in the architecture of the park in order to convey the
carnival atmosphere and contrast the hard lines visible in the urban environment.
Thousands of electric light bulbs cover the forest of towers and minarets of
the park, creating an electric garden illuminating the night sky (Figure 4.3).
The exotic is rediscovered as the world of the banal drifts further from your
consciousness.
Dreamland with its lavish grandeur, millions of electric lights and
formidable architecture bathed in white is a park based on the sea. It
featured battle reenactments and staged building burnings with an on site
fire department for spectacle. The bizarre, odd and the far flung were at home
in Dreamland. Though it dominated the spectacle of Luna Park with its Beacon
Tower alone featuring one hundred thousand electric lights! Night becomes day in
the upside down world of Coney Island as this phantom city of fire shone brighter than
Manhattan itself.
Figure 4.2: Elephant Roaming Luna Park, c.1904.
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This transformation of the landscape is intended to also transform the behaviour of society. These rides provide
a respectable alternative to the genteel culture of Victorian America. Once you enter Coney Island, you became someone
completely new; an uninhibited version of yourself and it was perfectly acceptable.
As Disneyland is synonymous with wholesome American values, Coney Island seems to generate misbehaviour
(Mitrasinovic, 2006, p.52). The societal intentions of the park resemble a carnival funhouse mirror. It was meant to
grotesquely reflect the “general crisis in American culture.” The activities happening on Coney Island were opposed and
fortuitously distanced from the respectable standards of Brooklyn and New York officials (Kasson, 1978, p.29). Progressive
reformers of the mid-nineteenth century felt that modern American cities were spatially organized only in the service of
work and profit; no provision had been made for the organization of community life and leisure (p.98). This led reformers
to become fearful that society would indeed turn volatile without some form of psychological and physical release. The
absence of proper leisure spaces within the urban environment had become more common in the design of modern cities,
whose developers believed land dedicated to leisure space was far too economically valuable to leave unexploited. There
was a movement toward the traditional incorporation of a pastoral landscape within an urban setting as a method of
remedying social problems. Landscape architect, Frederick Law Olmstead who designed Manhattan’s Central Park and the
site of the Chicago Worlds Fair of 1893, among other nineteenth century urban landscapes, shared this philosophy of reform
(Macdonald, 1995, p.24). A landscape of leisure would most certainly inspire respite from hectic urban life. As picturesque
as Coney Island’s ocean side setting appeared, it was often crowded with city dwellers who arrived to distance themselves
from the noise and bustle of the urban environment, only to find themselves amidst a noisy, bustling seashore environment.
The demise of the great Coney Island was not in its lack of entertainment, but in its inability to continually produce
extraordinary experiences. As technology progressed, and Coney Island became more accessible by subway, the contrast
between work and play, city and amusement, became increasingly obscured. (Kasson, 1978, p.112) The realm between
reality and illusion no longer held the same enchantment it once had and the glittering spectacle synonymous with Coney
Island gradually began to fade.
Figure 4.3: Night in Luna Park, 1905.
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Figure 4.4: Spatial Analysis of Coney Island, 2008.

This spatial analysis is examined through the present-day aerial view of the park.
• Coney Island’s amusement park is laid out in grid form, undoubtedly due to pre-existing residential design. Mitrasinovic
refers to this phenomenon in amusement landscape design as the Grid Pattern (2006, p.136). He compares the layout
pattern to the urban grid, which is also indicative of the layout commonly used by Hollywood production studios. It is
one of the oldest fairground spatial patterns having lasted nearly six centuries. The amusement park on Coney Island is
housed within the grid of city blocks, which easily orient the user within the park (Figure 4.4). The expansive boardwalk
precedes the water extending into the Atlantic. The park can be accessed from Manhattan by the subway, whose station is
advantageously placed very near to the park’s entrance.
• In terms of circulation, the amusement park is placed within urban city blocks, the main form of circulation emerges
from the standard street layout. The subway terminal located north of the park provides swift access to Coney Island’s
amusements from the boroughs of New York City.
• Concerning water and hydrology, the park is adjacent to the Atlantic Ocean. The amusements are initially separated from
the ocean by a boardwalk and a sandy beach.
• With regard to the covered roof structures on site, it may be depicting interior rides and amusements. The majority of the
park appears to be exposed to the exterior environment
• In terms of vegetation, smaller stands of vegetation can be identified by the aerial photos, though it could be concluded the
vegetation has very little to do with the concealment of mechanical wonder.
• The majority of amusements at Coney Island are located on the east side of the park.
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The Spatial Language of Coney Island
The spatial layout Coney Island exhibits
is the Grid Pattern (Figure 4.6). A continuation
of the urban grid, the amusement park on Coney
Island resides within a calculated landscape.
The sectional illustration (Figure 4.7) depicts an
impression of my Coney Island. On the far left of
the image, transit lines are adjacent to hyperbolic
carnival structures which border the beach
and shoreline. The landscape is indicative of
juxtaposition in spatial carnival language (Figure

4.5). Not only is Coney Island a physical and
visual juxtaposition from the surrounding everyday
environment, it is a psychological juxtaposition
as a landscape that permitted counter-culture
and opposites to reign, leaving the banal and the
everyday outside of its grasp.

Juxtaposition
Figure 4.5: Juxtaposition, c.1904.
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The view
overlooking
Dreamland
from Coney
Island’s
Shoot-theChutes
exhibits
juxtaposition
of the park’s
architectural
structures against the
surrounding landscape.
The extraordinary
experience of Coney
Island is a juxtaposition
from the everyday.

Figure 4.6: Representation of the Grid Pattern 2009.

Figure 4.7: Representation of Coney Island, 2009.

94

Disneyland
Date Established: 1955
Location: Anaheim, California
Size: 160 acres purchased in total; 85
acres are accessible to the public.
Intention: To create a park whose
entertainments appeal to all children,
young and old.

“Here you leave Today and enter the world of Yesterday,
Tomorrow and Fantasy”
As written on the plaque mounted to the archway entry into Disneyland
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The drive between Los Angeles and
Anaheim was intense. The lanes on the
interstate seemed to widen and narrow as the
traffic sped, switching lanes far too closely than I
was comfortable. However, the exit to the Magic
Kingdom was subtle. A regulation sized road
sign harbored a Disneyland logo, and moments
later the car merged off the interstate and into a
multi-level, open air, parking garage. From the
garage, patrons are directed down to ground
level where a trolley arrives to take you to the
gates of the park itself. While on the trolley, I
strained to catch a glimpse of something familiar
through the green chain link covered in vines
atop the bermed landscape containing the park
as it concealed and protected this world of
illusion and fantasy. Once the trolley reached
the end of its line, patrons disembarked onto a
plaza where an octagonal ticket booth served
eager visitors. Another plaza was entered: the
space between Walt Disney’s Magic Kingdom
Figure 4.8: Magic Kingdom Unfolds, 2007.
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and the new, modern California Adventure Park. To enter the Magic Kingdom, there was a plethora of turnstiles lined up
along the edge of the plaza. A slight push through the metal turnstile resulted a sweet brrrrrriiiiiiing, evocative of the
park’s mascot, Tinkerbell and her famous attribute. Gaining on the architectural icons, patrons are funneled down Main
Street (Figure 4.9), a street lined
with nostalgic, colourful façades
that conceal large gift shops,
which conveniently melt into one
another. The façade heights
are deceitful to the eyes, their
proportions related to the human
scale of its pedestrian visitors
while slightly tapering at the top,
giving the illusion of a greater
height. Main Street begins to
converge as patrons get closer to
Figure 4.9: Main Street USA, 2007.
the magnum opus of the park, Sleeping Beauty’s Castle. This candy-coloured palace stands as a central icon of the park
from which all the amusements disperse. I can remember watching the Wonderful World of Disney on Sunday evenings as
a child. My siblings and I crowded around the television, our eyes wide with wonder throughout the opening sequence of
each episode as Tinkerbell soared over Sleeping Beauty’s castle and ignited the highest peak with the tip of her wand.
Bing!
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Today, I actually watched her do it.

I observe the monorail
whisk guests around the park
as droves automatically follow
one another on the main streets
into the shops, restaurants and
arcade. As I move further within
the park, I notice each attraction
is a machinistic interaction. I wait
to be entertained, to be physically
shown something magical.
The artificial landscape
attractions often embodied
simplistic, literal meaning. For
example, very sharp pieces of
rock evoke danger and intrigue,
but almost always, these features
help visitors turn the corner to
the next attraction. With a subtle
movement, a slight lean to one side or an opening in the direction your
attention should proceed to next, these pieces appear to gesture. Clearly,
Disney desires to influence each individual journey, resulting in a landscape
that is both physically astounding and psychologically playful.

Figure 4.10: Landscape as Director, 2007.
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The layout leaves aspects of discovery to the visitor, revealing the park through elaborate, narrative stage sets of
landscape and architecture, reinforcing curiosity with a fantastic view or impressive detail. In Disneyland, the break down
of the fourth wall, the field that separates actor from audience, creates a suspension of belief and allows you to move within
this world of fantasy. The concept for the park was to progress through a narrative, where two dimensional film suddenly
became three-dimensional life (Hench, 2003, p. 2) and this is clearly displayed throughout the Disneyland experience.
Within this world, you can interact with other visitors in the landscape and once in a while, this privilege extends to the
fictitious characters who have seemingly leapt from film and into this living narrative. Each individual surrenders their inner
child to a day of nostalgic wonder. Nostalgic, familiar stories unfold for the patron, drawing them into this “commodified
pursuit of leisure” (Mitrasinovic, 2006, p.52) just as the daily parade coaxes patrons young and old into the gift shops. Even
the wait in line for the next amusement has the audience buzzing as Disney uses the power of animatronics to captivate and
entertain during an otherwise boring moment.
I noticed throughout the park that vegetation is utilized as a form of control. Impeccably manicured topiaries
surround the castle as plant material conceals the joinery between the amusement structure and the ground. There is a
constant stream of sensorial delights. Artificial water bodies are all around, the largest harbours a steamboat! The pristine
cleanliness of the park is astounding. I subtlety dropped a gum wrapper just to observe how long it would take for a cast
member to notice and get rid of it. This took less than a minute. The auditory landscape is perfectly engineered. Strains
of melody from other attractions hum lightly but do not interfere with your present experience. As you move, the sound of
other attractions vying for your attention become intense, through the chaos, it manages to assist in orienting you within
this massive space. It is a world completely calculated and altered, though it wants you to believe it has the ability to be
fantastic and spontaneous - to the point where the architecture and landscape of Disneyland work together to create, quite
literally, picture perfect photo opportunities.
The enchantment of the fantastical grabs tight, it cannot bear to lose you to reality for a single moment.
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disneyland:
the ultimate,
living narrative
memory

experience

Figure 4.11: Inside the Narrative Landscape, 2009.
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There was an instance during my participation with Disneyland’s amusements where the attention to detail
became slipshod. For instance, having been an adult seated at the very front of Space Mountain’s coaster, my height was
disadvantageous. There were moments amidst the twists and turns of the ride where I could see over the façade between
the working parts of the ride and the ride itself. At first I felt a pang of disappointment, I waited years to go to Disneyland,
and I managed to see beyond the artifice and into its mechanics. However, all was not lost.
This experience allowed me to wonder...
The mechanics exposed could create a different experience for the user, showcasing the intricate technology used to create
these rides and attractions.
At the end of the day, I discovered that Disneyland works hard to earn the awe struck expressions plastered on the faces of
its visitors, playing on the child-like nostalgia and wonder of the Disney franchise with the physical park design.
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Figure 4.12: Trying to See the Carnival through the Artifice, 2009.
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Figure 4.13: Spatial Analysis of Disneyland, 2008.

• Disneyland is the quintessential example of the Magic Wand Pattern. (Figure 4.13) This design strategy is ideal for
conveying symbolic content within the amusement landscape. (Mitrasinovic, 2006, p.128) There is a strong, single axis
that leads the patron into a central point, or hub, usually containing an iconic structure from which different directions and
opportunities are revealed.
• The circulation of the park goes through a few modes and scales. One starts off arriving by automobile, then a small trolly
takes patrons from the lot to the ticket area where one ends up discovering the park on foot. Following the spatial pattern of
the park, once the patron has met the magnum opus, they may follow the pathway in any direction they desire.
• With regard to water and hydrology, Disneyland offers an artificial lagoon as well as a few amusements that use water to
splash into or create a sense of underlying darkness in the unknown and the unpredictable.
• Although many of the amusements are based outdoors, there are quite a few attractions housed indoors. The roof
structures also work to conceal the inner workings of what is behind the large façades. I never felt as though I had complete
access anywhere - the castle appears so large, and yet, I was surprised to find only a gift shop inside.
• The use of vegetation in Disneyland is part concealment, part attraction. It was used to suspend belief as it became nearly
impossible to discern where the shrubs and trees ended, and the buildings began. Overly lush, and colourful. Small orange
trees flanked the amusements adjacent to Sleeping Beauty’s Castle; topiaries were used between the castle and King
Arthur’s Carousel, which I noticed, mimicked the geometry of the medieval tapestry art that inspired the animation for Walt
Disney’s Sleeping Beauty (1959).
• Disneyland locates high impact amusements in the far corners of the park. Visually stimulating, they serve as landmarks
within the park, beckoning patrons to discover them. Between the centre of the park and the high impact amusements are
the medium to low impact amusements. Perhaps geared toward the small scale thrill seeker, these areas are filled with gift
shops, concessions and spectacular photo opportunities to easily distract along the way.
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The Spatial Language of Disneyland
The spatial layout Disneyland exhibits is the Magic Wand Pattern
(Figure 4.15). The spatial organization as a result of this pattern,
leads patrons down a pathway until the magnum opus, in
this case, Sleeping Beauty’s castle (centre, Figure 4.16),
is revealed and all pathways from this new point are
exposed and unfold. A sectional illustration depicts the
castle in the centre with larger amusements on the
edges. Vegetation and landscape forms embrace the
amusement park while protecting it from the outside
world. This barrier keeps reality from infiltrating the

105

world of carnival illusion, successfully perpetuating
the narrative Disneyland desires to create. In terms
of spatial carnival language, Disneyland emphasizes
the notions of The Maw. It is present in the sequence of
events visitors are guided through - a series of dark spaces
to submerge within. The largest Maw from my own experience
would be the centre of Sleeping Beauty’s castle. It was the portal
through which the nostalgic amusements based on storybooks and fairy
tales were accessed and enjoyed. However, my favourite Maw experience
was the Peter Pan ride (Figure 4.14). In mechanical flying ships you are
whisked over the city of London and into the Darling’s nursery as Peter
guides you through Neverland and beyond.

The maw
Figure 4.14: The Maw, 2007.

The
entry
way to
elsewhere
beckons as
patrons move
through the
darkness and into a
world of fantasy and
wonder.

Figure 4.15: Representation of the Magic Wand Pattern, 2009.

Figure 4.16: Representation of Disneyland, 2009.

106

valleyfair
Date Established: 1976
Location: Shakopee, Minnesota
Size: 90 acres
Intention: The park is a multi-level
entertainment landscape based on the
Disney amusement park model, whose
aim of wholesome family fun, while
encompassing visitors of all ages.
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The drive from Minneapolis to Shakopee, Minnesota is approximately forty-five minutes of highway travel. Nestled
within the slightly rolling prairie are colourful, hyperbolic metal structures, twisting and turning. The park is revealed in tiers;
the big-ticket roller coasters could be seen a few kilometers away and as the park came into view, the tallest structures
became colossal and the mid-sized structures came into view. It was unbelievable how large these forms were to an
observer on the ground, a complete juxtaposition to the surrounding landscape. Concealment of the park is not apparent
as the transition from the highway to the parking lot lacks the mystique of Disneyland. At first this landscape does not seem
any different from entering a shopping mall parking lot. There is a single main entry into the park. I move past the ticket
booths and below the enormous archway - The Maw! My first view into Valleyfair is the ornate carousel with an artificial
waterfall framing the background. I have the option to travel either to the left or right along the curving pathway, depending
on which amusement piques my curiosity. After a summer of amusement park visits, I thought I would be brave and try the
most recent addition to Valleyfair’s amusements, a wooden roller coaster called The Renegade. As I wait in line, I notice the
inherent beauty of the wood coaster construction (Figure 4.17). A different sensibility is attached to a stable structure whose
material has the potential to creak and groan. The sounds personify a darkness that feed your fears, as those same fears
begin questioning the ride’s safety. The Renegade’s claim to fame is the ability to put you in a twisting first drop, followed
immediately by a very low to the ground, high speed, S-turn at eighty-seven kilometers per hour. This singular action
successfully strained my vocal chords as I realized all too late what a silly idea it was to pay someone to strap me into
this bucket of doom. For two whole minutes, I screamed. I vaguely recall making promises to whoever may be listening
- anything to get myself back on the pavement in the same condition as I entered this ride. When the cars finally rolled into
the shed at the end of my two minutes of terror, my cheeks stained with tears and my voice ten decibels higher.
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Valleyfair offers everything from thrill rides to merry-go-rounds to food, films and water parks. It is part of the
franchised theme park experience, owned and operated by Cedar Fair Entertainment Company whose parks are scattered
throughout North America. A positive aspect of Valleyfair, is that it increases carnival accessibility and can be viewed as an
affordable alternative to the larger parks, as the admission is a quarter of the cost of places like Disneyland.
The park pathway is in what Mitrasinovic (2006) identifies as the Loop Pattern (p.139). This layout stems from
English Garden design and was commonly used in initiation rituals where each element along the path was designed
as part of a narrative. For Valleyfair, it operates ideally for revealing smaller ticket amusements in the foreground while
situating the high impact thrill rides on the periphery of the park, prompting patrons to travel through the low and medium
impact amusements, with the intent of getting sidetracked and spending more money along the way. High impact rides
are typically largest in stature; coasters which require ample space to loop, flip, etc. This also serves as a form of visual
advertising for the park itself. The coasters are visible high above the trees surrounding the park demonstrating a clear
architectural juxtaposition between the interstate highway and the permanent carnival.
Vegetation is often used to conceal the connections between the amusement rides and the ground plane.
Mechanical stems grow from low to medium shrubbery suspending belief and beguiling the curious. I wondered if the
park operated on a out of sight, out of mind, philosophy - if you cannot see the amusement to ground connection, perhaps
you will forget about it. Vegetation was also utilized to control the pedestrian movement on site, deterring or encouraging
where necessary. Most way-finding is done by sighting the amusement ride in the distance, and, although the paths were
not direct, would require that they too would be followed to ensure the intended experience. In comparison to Disneyland,
there were far less distractions, partially due to the Disney franchise and my own childhood experience with the stories and
characters, Valleyfair was less geared to young children and more toward thrill seeking roller coaster aficionados. At the
end of the day, the park is directed towards the commodification of the amusement landscape, focusing on the additional
money spent once patrons crossed the entrance gates.
Figure 4.17: Detail of The Renegade, 2007.
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Figure 4.18: Spatial Analysis of Valleyfair, 2008.

• Valleyfair is an example of Mitrasinovic’s Loop Pattern (Figure 4.18), which lends itself to perpetuate a narrative
experience within the landscape. This layout was much less directive than Disneyland.
• Upon entering Valleyfair, all visitors are funneled below the large archway, or Maw. Once you have passed through the
Maw, you move in the direction you desire. The circulation on site has many smaller, shorter trails that are tangents from
the larger loop pattern. One primary outdoor parking space receives travelers from the high speed interstate and into a grid
of parked automobiles.
• In terms of water and hydrology, a lagoon in the centre of the park lies below an intense roller coaster that loops and dips
passengers dangerously close to the surface. A selection of water amusements are located in the southwest corner of the
park, as well, the larger, natural water bodies of Blue Lake and the Minnesota River border the northern edge of the site.
• Concerning roof structure, there are quite a few covered structures on site, including concessions and an IMAX theatre.
However the majority of the amusements are based in the exterior environment
• As in Disneyland, vegetation was commonly used to conceal the mechanical joinery between the structure and the
landscape. I noticed plant material was primarily used as a filler between amusements.
• Valleyfair definitely employed the idea of placing high impact amusements toward the edge of the park. This could be a
strategic plan, as the centre of the park is less likely to change over time, and new, larger amusements can be added to the
park in order to attract more visitors.

112

The Spatial Language of Valleyfair
The spatial layout Valleyfair exhibits is the Loop
Pattern (Figure 4.20). The Loop enhances the
experience of a narrative landscape, where visitors
interact with elements in a sequential manner,
allowing them to make comparisons and
draw conclusions regarding the story
the landscape exhibits. The sectional
illustration (Figure 4.21) depicts Valleyfair
as a wildly undulating amusement
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landscape of hyperbolic proportions.
The large coasters are emphasized
as they were very obvious upon the
arrival to the park. The illustration also
denotes Valleyfair’s close proximity to the
interstate highway and the change in scale and
orientation - from car to theme park; from horizontal
to vertical movement. The qualities which make
Valleyfair a wonderful example of undulation (Figure 4.19) in
spatial carnival language, are both physical and visual. The
layout in particular, felt much less restrictive than other parks
and contained many possibilities.

Undulation
Figure 4.19: Undulation, 2007.

Coasters
twist, turn
and intertwine as
they move patrons over,
under and through the
complex metal structures.

Figure 4.20: Representation of the Loop Pattern, 2009.

Figure 4.21: Representation of Valleyfair, 2009.
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My Discoveries
These reflections shall influence the design approach to the reenchantment of the Canadian Pacific Railway site.
1. Mechanical wonderment is often hidden by vegetation, whereas, in fairground history, technological advances were
showcased and drooled over. There is a stark contrast, or juxtaposition, in the intended purpose of the modern fairground,
as their intentions are to suspend belief.
“Thus carnival is the people’s second life, organized on the basis of laughter. It is a festive life. Festivity is a peculiar quality
of all comic rituals and spectacles of the Middle Ages” (Bakhtin, 1984, p.8).

2. There is a deliberate disorientation with the layout, revealing and concealing at will. This works well with Bakhtin’s ideas
of disguise and travesty and Cullen’s definition of the Maw. The carnival landscape is designed to draw you in and captivate
you for a short period of time. You escape your everyday and embrace the unknown.
“Carnival is not a spectacle seen by the people; they live in it, and everyone participates because its very idea embraces all
the people. While carnival lasts, there is no other life outside it. During carnival time life is subject only to its laws, that is,
the laws of its own freedom. It has a universal spirit; it is a special condition of the entire world, of the world’s revival and
renewal, in which all take part” (Bakhtin, p.7).
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3. Each case study exemplified a different internal organizational pattern which is modeled in Total Landscape, Theme
Parks, Public Space, by Mirodrag Mitrasinovic (2006). The intentions for this spatial analysis is to denote the experiential
sequences a visitor has, as it also works to embed symbolism within the unfolding of the particular landscape narrative.
(p.128) As illustrated by the analysis diagrams, Coney Island was based on a grid, as it was designed in an already settled
urban environment. Whereas, Disneyland’s organizational pattern illustrates, none other than a magic wand pattern. The
stick-like handle works as a funnel, and the star at the top of it that works as a ‘hub’, a focal point and a distribution center
becomes both junction and destination. Finally, Valleyfair showcased a loop pattern which causes the audience to move
through the narrative in a relatively one-way manner.
“It was most clearly expressed and experienced in the Roman Saturnalias, perceived as a true and full, though temporary,
return of Saturn’s golden age upon earth. The traditions of the Saturnalias remained unbroken and alive in the medieval
carnival, which expressed this universal renewal and was vividly felt as an escape from the usual official way of life”
(Bakhtin, p.7).
4. High impact amusements, such as roller coasters and large scale thrill rides, were generally located at the periphery of
the park causing patrons to move through the landscape in its entirety, thus often economically advancing the park along
the way, in order to satisfy their amusement seeking ambition. This layout decision could also be based on whether or
not the park depends on their large-scale rides as modes of enticing people outside of the park. The carnival icons of
roller coasters and Ferris wheels undoubtedly enchant children of all ages to visit and participate within the amusement
landscape.
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5. Amusement landscapes are ones who test and transform social values such as in the case of Coney Island, whereas
Disneyland pursues a utopian vision for society, demonstrating wholesome “American” values.
6. These sublime carnival landscapes are deviations from the everyday. They perpetuate illusion and wonder and hold
themselves as separate from their surroundings.
7. Each landscape appears to be highly dependant upon nostalgic memory and the individual experiences of their
audiences. The illusions within amusement landscapes operate on two levels; the physical, and the psychological or
memory-based.
8. Water is an important aspect of each landscape. Whether it be the Atlantic ocean, a human made swimming pool, or
lake within the park, the awe of the power of nature assists in keeping the fantastical and the unbelievable alive. From my
observations, it appears that visitors are generally drawn to the water features. They can be used to drown out the noise
from high impact amusement rides and for the most part, visitors did not mind getting wet during the occasional ride. Water
is also an unknown. It too conceals the inner (or under) workings for water rides and provides an eerie ambiance when
paired with perfectly timed music and conveniently placed lights.
9. The influence of time on the landscape; regarding Disneyland, it is very clear that the park focuses on the idyllic notions
of yesterday and tomorrow. Everyday life is fleeting and complicated, which makes visiting the past, or dreaming of the
future a much more enjoyable activity.
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10. Birth and death are reflected in the experiences of carnival. Within Disneyland and Valleyfair, the theme of birth
and death are evident in the entry and exit of the landscapes. One passes below an archway and steps into a world of
enchantment. Similarly as one leaves, it is coupled with slight melancholy as the everyday is re-entered, but perhaps it
is with a renewed sense of wonder. Death and carnival is something I find intriguing. Coney Island reflects this notion
throughout history. At one time it was a glimmering beacon of hope and recreation for the people of New York, and in the
latter part of the 20th century it had fallen into a state of neglect. Proposals have come forth to re-ignite the spirit of Coney
Island through a Las Vegas inspired theme park/entertainment landscape. Thinking about the eventual decay of Coney
Island is somewhat dark. In that darkness and neglect, the artifice of this landscape dissolves, revealing the fantastical
machinery of the amusement rides. There is something poetic about watching Coney Island break down and become
something new, not necessarily replacing it with another type of amusement landscape. What if Coney Island went into
a state of entropy and evolved into something wonderful - something without directive, but still a different form of playful
landscape?
“…the same topographic logic is put to work: shifting from top to bottom,
casting the high and the old, the finished and completed into the material
bodily lower stratum for death and rebirth” (Bakhtin, 1984, p.81).

Figure 4.22: Pettigrove’s Gallopers, 1963.
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These discoveries shall influence and
inform the design decisions concerning the
Canadian Pacific Rail yards in Winnipeg,
Manitoba.

Figure 4.23: The Maw Swallows it Whole, 2008.
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canadian
pacific
rail yards

Arlington Street Bridge

Date Established: 1882
Location: Winnipeg, Manitoba, Canada
Size: Between McPhillips Street and Main
Street, 200 acres. The area between Salter
Street and Main, approximately 93 acres.
Intention: The transport hub of the Canadian
adian
west; dubbed the Chicago of the North. To
ensure Winnipeg’s place as an international
player within the world market.
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McPhillips Street

Main Street

Salter Street Bridge

My first few visits to the Canadian Pacific Rail yards were spent experiencing this landscape at a distance. I
observed the yard from the tops of bridges, or at the ground level on the adjacent streets. In July of 2008, I made an
appointment with the yard manager so I could safely, and without trespassing, experience the yard. Steve Baker, the yard
manager who guided me, could not believe I found this landscape interesting, and ensured me that the best view of rail
yards was from the Arlington Street Bridge, where you could survey the never ending lines of tracks and get a glimpse of the
surrounding city. He was right, standing on the bridge was a beautiful way to experience this sublime industrial landscape.
However, I wanted to experience how it felt to stand in the middle of the rows of tracks, in the centre of the surrounding
aged buildings, under the prairie sky. In terms of scale, it was not unlike standing in an agricultural field - except, every
texture surrounding me felt rough, sharp and cold. I felt small and very exposed.
During one of my ground-level explorations, I stumbled upon a sign warning me of the remote controlled cars on
site. I became curious, and thought it was interesting that the connection to work and train technology has grown to include
phantom rail cars animated by a remote operator. The mechanical atmosphere on site seemed robotic. However, Steve
manually demonstrated a track switch by pulling a lever, and I observed as the track groaned and moved to a slightly new
position. This proved that although globally technology has undoubtedly progressed, aside from the remote controlled cars,
the heart of rail technology has stayed relatively the same.
During this visit, I became most interested in the land between the Salter Street bridge and Main Street. Though it
is toward the end of the yards, I found the buildings surrounding this area looked far more interesting, and relic-like, which
would work well with the idea I was contemplating - to incorporate the history of the site into the carnival.
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From this experience, I learned the railroad’s one hundred and twenty year occupancy of the centre of Winnipeg
has resulted in a saturation of toxins, chemicals and pollutants into the landscape under the rail. Regarding the alternate
solutions to this landscape that have been publicly put forth, I do not believe a condominium development would be the
appropriate solution to the rail yards. This vast, sublime landscape that divides the city provides an opportunity for Winnipeg
to be bold and create a fantastical exterior environment that will define the city as a place of progress and hope. It became
more apparent to me that the landscape needed a interim solution; a remediative phase of regeneration from the industrial
damage in order to bring it into a restored state. Perhaps this will be the function of the carnival. As it brings work and play
together, it will also mend, or biologically remediate, the landscape below the tracks before it may return to a state where the
citizens of Winnipeg can make use of it.
The same criteria applied to the three amusement landscapes explored during the case study, were overlayed upon
the CPR site in Winnipeg. As not all of the criteria was applicable, as in the case of the Amusements category, it was helpful
to note the differences and similarities between the rail yard and the amusement parks. The rail yard, in comparison to the
parks, is a tabula rasa in terms of design, although it has a built in grid pattern echoing Coney Island, and the capacity to
house large scale design interventions, similar to Valleyfair. Disneyland was built upon a former orange grove, which may or
may not be indicative by the smaller versions of orange trees found throughout the park. Perhaps remnants of the industrial
can be unearthed and displayed as part of the charm of the rail yard.
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Figure 4.24: The Yard , 2009.
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Figure 4.25: Spatial Analysis of the CP Rail Yards, 2008

• The strongest pattern on site is the Grid Pattern (Figure 4.25), formed by the combination of past urban planning and by
the rail tracks stretching northwest and southeast through the city.
• In terms of circulation, there are very few ways to cross the yard. McPhillips Street, the Arlington Street Bridge, the Salter
Street Bridge and the Main Street underpass are the only modes of crossing for automobile traffic. The yards are private
property, and do not permit pedestrians to cross them. Although, I imagine they are crossed quite often as the south side of
the site does not have a single barrier to prevent anyone from moving across.
• Regarding water and hydrology, the Red River is the closest water body. Though not shown, it lies to the east of yard.
• By analyzing the southeast portion of the yard, it is clear the roof structure on site is clustered around the periphery of the
yard, mainly consisting of industrial work places and storage facilities.
• There is little to no vegetation on site. Close to the eastern edge of the south side of the yard there are clusters of brush
and a few older trees frame the space around the wholesale buildings on Main. The majority of the yard itself is devoid of
vegetation.
• Perhaps not amusements in the sense of rides, though it is important to note there are curious remote controlled cars on
site that are operated by people from a distance. This is to move cars around the yard, and certainly does not apply to long
distance travel. There is a genuine creepiness to witness the cars creak across the rail without anyone physically moving
them.
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“In the city, the making and remaking of selves... is
one of its principal functions... each urban period provides
a multitude of new roles and an equal diversity of new
possibilities. These bring about corresponding changes
in laws, manners, moral evaluations, costume, and
architecture, and finally they transform the city as a living
whole.” - Lewis Mumford

chapter

five
the reenchanting
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The rail lines have been relocated to the periphery of the city, abandoning the original yard. This landscape has
become one of neglect as it bursts with the industrial sublime. Buildings tower over the streams of iron pounded into the
earth where the smallest of sounds resonate noisily off their crumbling façades. What was once a landscape devoted to
work sits frighteningly idle. As if it is waiting for something...
The carnival.
With semaphore smoke blowing wild, the locomotive approaches. The carnival is made up of machines formally
utilized for work, which have evolved into ones used for play. During this final evolution, these bits and pieces come
together to form machines that are both useful and playful. Within this anti-ludic landscape, the carnival unfolds into a
place of work, progress and hope. For thirty years, the temporal activity of the carnival is chronicled. Each October, as the
landscape eerily nestles in for a sleep-induced winter, the carnival arrives to continue its work remediating the landscape of
the rail yard and the attitude of the city.
I would like to invite you into this landscape. . .
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Figure 5.1: Welcome to My Tober, 2009.
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The awakening of the site; the transmogrif ication of the landscape. . .
A ghostly October sky casts its violet glaze over the city.
The tired machines of days gone by rouse from a deep
slumber with the arrival of the carnival’s shining locomotive.
Machines; once viewed as integral to the progress and
prosperity of the city have ultimately become nothing more
than ancient technology. Imprisoned. Left to rot inside the
dark, damp buildings surrounding the CPR yards. What was
once admired and adored had become discarded.

Forgotten.

“Far away, in the meadow,
shadows flickered in the
Mirror Maze, as if parts of
someone’s life, yet unborn,
were trapped there, waiting
to be lived.”
Bradbury 57

0
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Sssswitch. The tracks groan
as they reluctantly shift from their
everyday formation to a vaguely
unfamiliar one. The metal click fills
the 120 acres of space. The cars
begin to drift in varying directions.
One, two, three… switch.
They fall into line.
A synchronic ballet of steel and
steam. Winding and grooving to
their port of call. At the foot of five
early 20th century buildings the
cars begin to cluster. Not with the
same precision as intended with the
implementation of the marshalling
yards, but with a new, acute
desperation. As the front doors of
buildings begin to creak open, the
cars being a swift transformation.
Opening, unraveling, creating an
uneven topography of machinistic
parts draping over the seemingly
fixed rails.
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Figure 5.2: The Arrival, 2009.
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Figure 5.3: The Tober, in Plan, 2009.
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shore glass &
Orloff metals
A former agricultural machinery
company, milling facility and
wholesaler of mechanical connectors

Section looking North
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Figure 5.4: Shore Glass & the Milling Machine, 2009.

MAKE . UNMAKE
A one-ton pin drop radiates a baritone chord to
the east. Slowly the metal doors of the Shore Glass
building recesses to reveal a monstrous,
aged piece of equipment.
The machine, disoriented from years of
imprisonment, reaches out into the night with an
elegantly intricate choreography as it begins to take
back what rightfully once belonged to it. Robotic
hands hang from sinuous threads that pluck the
strings of the calliope in the centre as two tricycles
are pedaled, propelling the machine forward as
the giant wheels assemble and disassemble
transforming the industrial site into the carnival.

Section looking North

Figure 5.5: Make • UnMake, 2009.
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Figure 5.6: Ambassador Furniture & the Sewing Machine, 2009.

SOW . SEW

Tich tich tich. A curious machine pulsates,
wheels squeal with delight as its pedals are
rhythmically pushed down outside of
Ambassador Furniture.
Upon the Sow •Sew machine, large, grotesque
animals reside on the carousel and humans
transmogrify to a hybrid of human/animal/machine
as they pedal on animal fronted unicycles round
the carousel; propelling the planting machine to
move forward and puncture the earth with a sapling
as it stitches the scar left on the landscape by the
industrial occupation. The contaminated grounds
of the 120 years of railroad occupation surely
cannot bring up anything other than toxic materials.
Over a century of oil spilled. Of steel ground into
dust. Of gasoline drips. Of coal dust.
Tich tich tich…it punctures the top layer of
land, poking and prodding for something… until
clusters of poplar saplings begin to illuminate the
path the machine has traveled.
Section looking South

Figure 5.7: Sow •Sew, 2009.
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siltex mills
A textile manufacturer

Section looking North
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Figure 5.8: Siltex Mills & the Loom, 2009.

LOOMINOUS
The door rises at Siltex Mills. Along the ghost track, the
heart of the Loominous Machine, its steam-powered
centre-truck, emerges. The large twirling planks are
assembled to a central post. Antique chairs attached to
the planks by wires are dangling in the moonlight.
Thin, silk strands grow upward from the top of a
crown-like mechanism.
Silver threads begin quivering under the
cool October sky. As the steam engine spins the chairs
dangling from the crown’s wings, it produces a biotextile
which rises from within the central post of the machine
and drifts gently onto the ground.

Section looking North

Figure 5.9: Loominous, 2009.
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walter woods wholesale
hardware
& the big yellow
warehouse
A former wholesale companies
specializing in hardware and
fasteners

From the eastern edge of the site, two warehouses
reveal forgotten pieces of machinery. Left over wholesale
hardware dribbles out of Walter Woods while fragments of
agricultural machinery plough through the surrounding land
in preparation for planting. The hardware will be useful
in constructing the coaster. The Make•UnMake Machine
wheels about the steel terrain, gathering up fragments and
growing to unbelievable proportions until dismantling, or
erupting, into a shower of bits and parts only to repeat its
original task of gathering and assemblage.

Section looking North
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Figure 5.10: Walter Woods & The Big Yellow Warehouse, 2009.

McCormicks ltd.
A former dry goods manufacturer

The centre strip of McCormicks Ltd.
front façade recedes and there,
a large Ferris wheel pierces the
building. Below it, the Make•UnMake
machine begins to dig a marsh.

Section looking South

Figure 5.11: McCormick’s Ltd., 2009.

144

Winnipeg
Cold storage
1.9 million cubic feet of
refrigeration space.

An icy blue light is emitted from the
cold storage building. It beckons people to turn
their attention to the marshalling yards as the
carnival has arrived. With this first arrival, the
landscape transformation has begun.

Section looking North
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Figure 5.12: Winnipeg Cold Storage, 2009.

Loominous

Make.Unmake

Salter Street Bridge

Sew.Sow

Detailed Site Plan

146
Figure 5.13: Detailed Site Plan, 2009.

“(Carnival) has a universal
spirit; it is a special condition
of the entire world, of the
world’s revival and renewal, in
which all take part.”

Bakhtin 7
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1

In Year One . . .
A rhythmic dual wheel with robotic hands begins pulling the steel
topography toward it with one motion as it haphazardly bolts pieces
together; setting the foundation for a large coaster structure. As it
disassembles, it leaves the single track that flows east and west through
the site. This is known as the carnival track and it will be the way the
carnival enters and exits the yard each year.

The roller coaster is built to highlight the sublime beauty of the industrial landscape as
it lifts visitors into the sky, revealing views of the city not yet experienced. It begins to
place these remnant parts into a curious pattern on the ground, stretching slightly west of
the Salter Street Bridge to the warehouses at the edge of the site.

Figure 5.14: Make • UnMake begins Production, 2009.

The Make • UnMake
Machine’s robotic fingertips
grab hold of the tracks
and begin divorcing them
from the landscape they
had been forced into, all
the while playing tunes
to denote which activity
it currently performs – a
haunting melody fills the air
as the machine UNMAKES,
whereas rapid up tempo
music swirls through the
site announcing to all that
productive MAKING is
148
occurring.

The carnival puts energy into the visitor’s approach.
Visitors may arrive by locomotive and board near
the Arlington Bridge. As the locomotive passes
below the Salter Street Bridge, it becomes a virtual
Maw—the point at which you transmogrify into
your carnival self and submerge into this industrial,
carnival atmosphere.

149

“. . . the maw observes
nonchalant people passing to
and fro in the sunlight. This
is the unknown which utter
blackness creates.”

Cullen 52

2

The Sow •Sew machine begins to plant Poplar,
Willow and grasses who begin to phytoremediate
the chemical damage from the 120 year rail road
occupation. The Make • UnMake machine begins
to construct a marsh near the McCormick’s
Building.

3

The carnival brings its own version of carnivorous plants. Species such as Drosera
rotundifolia, or sundew, and Sarracenia purpurea, the Northern Pitcher Plant, to
protect the site as it begins its process of detoxifying. It also plucks the agricultural
aliens on site.

The carnivorous plants begin
to get very large. One might
even say, freakish. Not only
do these plants behave as a
deterrent, they also showcase
the fantastical in local prairie
ecology. Sometimes birds land
on site and mysteriously never
return.

Figure 5.15: The Carnivorous Plants Await..., 2009.
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4

The Make•UnMake salvages
discarded pieces of the
surrounding industrial remnants
and begins to create gabions to
reinforce the coaster structure.
The gabions of discarded
materials are created, then
mixed with soil and placed within
the coaster structure for support.

151

Figure 5.16: Gabions of Discard, 2009.

5
The coaster is half constructed!

During the carnival’s
assembly and disassembly,
Loominous strings lights on
the hydro wires.

“Reenchantment
implies a
release from the
affliction of
nihilism. . .”

Suzi Gablik 11

6
152

7
The midway arrives; local
penny carnivals begin
to unfold among the
remediative chaos; creating
a juxtaposition between
the industrial quality of
the site and the nostalgic
occurrence of games of
chance and thrill rides.
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Figure 5.17: The Midway, 2009.
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8

The Poplar and
Willow begin to
wrap and wind
themselves
within the coaster
structure - like
grasping tentacles.

Section looking North
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“(Carnival) belongs to the
borderline between art
and life. In reality,
it is life itself, but
shaped according to a
certain pattern of play.”
Bakhtin 7

9

Loominous begins to spin
its biotextile - a fabric with
seeds sewn within its fibre.
The textile will be placed onto
the coaster structure by the
Make•UnMake Machine where
it will produce prairie grass.

The coaster is completed. Make•UnMake begins to fasten the
biotextile spun by Loominous to the coaster frame.
The coaster is now in operation, attracting more visitors to the
annual penny carnival as it unfolds within this landscape.

“In the meadow stood
the skeleton main
poles and wires of the
main tent, waiting for
its canvas skin.”
Bradbury 53

10

Figure 5.18: The Clack of the Rickety Coaster Ascending to the Apex, 2009.
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Now that the coaster is completed and in operation, the Loominous
Machines goes into rapid biotextile production. Swings twirl people
into chaotic spins as they squeal with delight. Clouds of gossamer
fabric float to the ground like clouds.

“There on the world’s
rim, the lovely snailgleam of the railway
tracks ran, flinging wild
gesticulations of lemon or
cherry-colored semaphore to
the stars.”
Bradbury

47

11

Figure 5.19: The Simple Haunting Strains of the Calliope, 2009.
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12
12

Sow•Sew Machine
continues to pluck
agricultural aliens on
site in order to maintain
its rough industrial
aesthetic.

“It was like winter standing tall,
waiting to kill you with a
glance.”

Bradbury 63

13
1
3

MAKE.UNMAKE
LOOMINOUS

“There on the precipice of
the earth, a small steam
feather uprose like the
fist of a storm cloud yet
to come.”
Bradbury 47

14

SOW.SEW
Zones of Machine Occupation
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Figure 5.20: Occupational Zones, 2009.

A view from atop the coaster, overlooking
the Ambassador Furniture Building. The
coaster cars are equipped with Aeolian
harps on the back to emphasize the
haunting symphony of the carnival as the
thrill rides bring delight.

The biotextile cover
is complete on the
coaster. The textile
is watered by a
pipe traveling from
the remediation
pond to the base
of the coaster
structure.

“Then all artificial barriers
of power and poverty could
come down. Creation could
become recreation and we
could all stop being afraid of
each other.”
Black

16

The Make•UnMake
Machines begin to
set up the planters
made from its
discarded rail pieces
for the Sow•Sew
Machines to plant
within.

“If technology has a
role in all this, it is
less to automate work
out of existence than
to open up new realms
for re-creation.”
Black

17

“For a short time, life came out
of its usual, legalized and
consecrated furrows and entered
the sphere of utopian freedom.
The very brevity of this freedom
increased its fantastic nature
and utopian
radicalism. . .”
Bakhtin 89

15
1
5

A view from the Loominous Machine.
Riders are seated on antique chairs
and hold on dearly as the machine’s
centre-truck spins as it pushes fabric to
the stars.

“. . . carnival does not know footlights. . . it
does not acknowledge any distinction between
actors and spectators.”
Bakhtin 7

18
1
8
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The Sow •Sew Machines
begin to plant burdock
in rows. Starting at
the north and south
edges on site – slowly
making its way to the
single carnival track.
This endeavor shall
be completed in three
phases.
An ordinary plant, and
often viewed as a pest,
burdock possesses a
great carnival intrigue.
A thorny, prickly
specimen whose purple
thistles are wonderfully
offset by its large height
and thick leaves. It
is planted in a formal
pattern, linking the two
sides of the CPR yards.
The visitors to the
carnival will inevitably
take pieces of the
carnival with them as
the burdock begins to
infiltrate the surrounding
communities. 162
Figure 5.21: Blossoming with Enchantment, 2009.

“In the meadow, the tents,
the carnival waited.
Waited for someone,
anyone to wade along the
grassy surf.”
Bradbury 55

19
The biotextile is well into grass production.

The site begins to become
productive - producing apples on
the rooftop of the McCormick’s
Ltd building – which fall onto a
conveyor belt and are carried
to the ground by a Ferris wheel
who releases them into a lagoon.
From here, they could be
harvested; provide a seasonal
treat for the local children.

20
The remediative process is winding
down, but just to be safe, the apple
orchard is placed on the rooftop of
McCormick’s Ltd. In year 20, the
McCormicks rooftop is prepared for
orchard planting.
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“The unequivocal
character of both is
brought sharply
together, there is no
fluffing.”

Cullen 60

22
2
2

21

Burdock - Phase Two

Figure 5.22: Burdock Phase Two, 2009.

Phase two of the Sow•Sew’s
burdock regime is initialized.
The plantings begin to move
closer toward the central
carnival track.

“The secret of turning work into play. . .
is to arrange useful activities to take
advantage of
whatever it is
that various
people at
various
times in
fact enjoy
doing.”

23
2
3

Black

A view from upon the Sow•Sew Machine.
As one works to propel the remediative machines on site,
they too become enchanted by the carnival atmosphere
and in turn transmogrify into a ludic conviviality.

Figure 5.23: Burdock Phase Three, 2009.

“. . . it expresses
people’s hopes of a
happier future, of a
more just social and
economic order, of a
new truth.”
Bakhtin 81

24

The autumn air fills with the sugary
sweet scent of apples as they
drop onto the conveyor belt on the
McCormicks rooftop. The conveyor
belt churns rhythmically as the apples
fall and splash into the water below.

2
25
Phase three of the burdock
planting.

Burdock - Phase Three

The last plants are placed up to the carnival track. The burs
begin to attach themselves to the carnival goers and it begins
to spread throughout the city.
164

“Moments of
death and
revival, of
change and renewal
always led to a
festive perception of
the world.”
Bakhtin 9

26

The site is overcome with vegetation.
People can move across the site through
the pathways defined by the absence
of the Sow•Sew Machine’s overzealous
activity.

Cross-site Connection
Figure 5.24: Re-linking Pedestrian Pathways, 2009.

165

Oddly, these pathways have emerged,
indicating where the streets would occur
on the North and South sides of the yard,
opening up pedestrian pathways.

“Undulation is not just an aimless wiggly
line; it is the compulsive departure from
an unseen axis or norm, and its motive is
delight. . . whatever form it may take it
demonstrates the range of possibilities
contained in one situation.”

Cullen 46

As the vegetation on site
continues to tangle, the apples
provide a nostalgic bobbing
experience for the community.
As the apple seeds are spat and
cores discarded, chaotic orchards
will emerge.

27

28
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During the long prairie winter…

The House of Ice defrosts its enormous refrigerator space and, raising its doors,
releases the water onto the land creating a fantastical ice skating pond.

Figure 5.25: The Flickering Glow of Carnival Lights Sprinkled Over a Frosted, Metallic City, 2009.
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“They were freed from oppression
of such gloomy categories as
“eternal”, “immovable”, “absolute”,
“unchangeable” and instead were
exposed to the gay and free
laughing aspect of the world,
with its unfinished and open
character, with the joy of change
and renewal.”
Bakhtin 83
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Site Entropy - Phase One

The landscape is consumed by vegetation; the temporary
structures that have been erected are in a state of decay. The
industrial landscape is overcome by the prairie plant life that
once resided there prior to the introduction of the rail industry.

Figure 5.26: Entropy Bewitches, Phase One, 2009.
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Site Entropy - Phase Two

Figure 5.27: Entropy Ensues, Phase Two, 2009.
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Site Entropy - Phase Three

The landscape decays and grows to expose the industrial underbelly. This landscape, now liberated by the carnival,
occupies the scar within the city. As the entire rail line becomes abandoned, the carnival’s remediative process begins to
spread not only north and south, but follows the locomotive’s path east and west.

174
Figure 5.28: Entropy Exposed, Phase Three, 2009.
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By autumn in year thirty, the
landscape will have become
completely overgrown,
preventing the locomotive from
passing through.
The life of this carnival is
over. As it moves further
down the tracks in search of
a new industrial landscape
in transition, it dreams of the
machines it will create.
It brings with it a sense of hope.
Not only does it biologically
remediate the landscape, the
carnival also remediates our
attitudes toward this landscape.

“The city must be a place of waste, for one
wastes space and time; everything mustn’t
be foreseen and functional. . . the most
beautiful cities were those where festivals
were not planned in advance, but there was
a space where they could unfold.”
Henri Lefebvre

30
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Does this work not f ill you with wonder?
A sublime industrial spectacle that is Winnipeg’s

own, creating a new landscape f illed with a renewal
of

a landscape
where hope
emerges &
unfolds

possibility,

worth,

hope.

and f illed with

Figure 5.29: Liberating the Curious, 2009.
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“Our creative genius is the fountainhead of originality.
It fires our compulsion to evolve.
It inspires us to challenge norms.
Creative genius is about flying to new heights on untested wings.
It is about the danger of crashing.
It is amorphous, magical, unmeasurable and unpredictable”
- Gordon MacKenzie

Epilogue
180

181

m

y journey to discover ephemeral landscapes of play and extraordinary
wonder is hardly over, for this experience has instilled a permanent
love and appreciation of the fantastical and enchanting carnival
landscape. I believe landscape architecture is capable of not only
remediating the land, but also our attitude
toward the places we live.
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Figure 1.20:

Steel Arch Span, Stoney Creek, 1893. Image from the book, “Trail of Iron: The CPR and the Birth of the West”, by Bill McKee &
Georgeen Klassen, published 1983 by Douglas McIntyre Ltd. (now D&M Publishers Inc.) Reproduced with permission from the
publisher.

Figure 2.1:

View into the Fairground, Neath, 1903. Courtesy of the National Fairground Archives, University of Sheffield Library,
http://www.nfa.dept.shef.ac.uk/

Figure 2.2:

General Overview of the Barnstaple Fair, Devon, 1936. Courtesy of the National Fairground Archives, University of Sheffield
Library, http://www.nfa.dept.shef.ac.uk/

Figure 2.4:

General Overview of the Barnstaple Fair, Devon. Photo by George Dawson, 1925. Courtesy of the National Fairground
Archives, University of Sheffield Library, http://www.nfa.dept.shef.ac.uk/

Figure 2.5:

The Tober, from Braithwaite, David. (1968). Fairground Architecture. London: Hugh Evelyn Ltd.

Figure 2.6:

Sutton’s Lakin Ark, Neath, 1935.Courtesy of the National Fairground Archives, University of Sheffield Library,
http://www.nfa.dept.shef.ac.uk/

Figure 4.1:

Passengers on Flatcars, 1909. Image from the book, “Trail of Iron: The CPR and the Birth of the West”, by Bill McKee &
George Klassen, published 1983 by Douglas McIntyre Ltd. (now D&M Publishers Inc.) Reproduced with permission from the
publisher.

Figure 4.2:

Elephant Roaming Luna Park, c.1904, Library of Congress, Prints & Photographs Division, Detroit Publishing Company
Collection, [reproduction number, LC-USZ62-102882 (digital file from original neg.)]

Figure 4.3:

Luna Park at Night, 1905, Library of Congress, Prints & Photographs Division, Detroit Publishing Company Collection,
[reproduction number, LC-DIG-ppmsca-10795 (digital file from original neg.)]

Figure 4.5:

Looking over Dreamland from the Shoot-the-Chutes, c.1904, Library of Congress, Prints & Photographs Division, Detroit
Publishing Company Collection, [reproduction number, LC-USZ62-102895 (digital file from original neg.)]

Figure 4.22:

Pettigrove’s Gallopers, Mitcham Fair, 1963. Courtesy of the National Fairground Archives, University of Sheffield Library,
http://www.nfa.dept.shef.ac.uk/
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