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"Placed in the midst 
of chaotic nature man for 
his own security creates 
and surrounds himself with 
a zone of protection in 
harmony with what he is 
and what he thinks; he 
needs things whose 
existence he has himself 
determined." 

Le Corbusier1 

The definition of order is essential to any 

cosmography. Architecture as a creative and 

constructive act has the ability to describe the 

relationship between God, man and nature. 

Architecture while being descriptive can also be 

analytical and critical. While this proposition is 

reasonable an investigation of the world which 

Architecture describes suggests that Architecture 

offers a subjective view. Architecture describes the 

rational world. It is concerned with reality but this 

concern with reality is only significant in material 

terms. Rationally based architecture concerns itself 

with objective truth. It applies the cartesian grid in 

an attempt to locate and thus define materials in 

space. While this cartesian grid offers some 

understanding of the world it also acts to define that 

which will not be studied or understood. 

The distinction between the rational and the 

irrational and the resultant valuation of the rational 
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occured during the Enlightenment. An examination 

of certain Enlightenment projects establishes that 

there was an immediate powerful reaction against 

the constraints of rationalist thought yet this 

reaction was largely unable to supplant the new 

view point. The methodology of these 

'reactionaries' and the products of their work 

provide a begining for the study of the limits of 

reason in architecture. This thesis seeks to explore 

the limits of architecture. How has and how can 

architecture react to the inexplicable and irrational. 

As an historical point Architecture internalized the 

irrational (perhaps) using the analogy of the 

unconscious mind. This analogy thus suggested a 

spatial relationship. That which was rational, real, 

true and apparent expressed itself as an exterior or 

urban, condition. The rational is found in the 

pyramid. In contrast the nonrational, fantastic and 

fictional occured internally or only on paper. The 

nonrational became the provence of the set 

designer but not the architect. It became the 

labyrinth. 

Bernard Tschumi defines 
the paradox of the Pyramid 
and the Labyrinth as the 
impossibility of both 
questioning the nature of 
space and at the same time 
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experiencing a spatial 
praxis*. The pyramid 
represents purely 
conceptual space while the 
labyrinth represents 
experience and praxis. 
Understanding of 
Architecture in theoretical 
terms seeks to idealize its 
form and content. In this 
context Architectural space 
is imbued with a utopian 
and conceptual value. In 
fact, Architecture is 
understood as an 
experiential rather than 
conceptual event. Our 
understanding of space is 
the product of 
phenomenology and 

' memory. Although the 
pyramid and the labyrinth 
are implicit in one another 
conceptions of architecture 
generally tend to be biased 
towards one or the other.2 

The relationship between any Enlightenment 

reaction to the limits of reason and any twentieth 

century reaction are necessarily shaped by 200 

years of "historical progress". Never-the-less a 

body of French anti-rationalist thought does exist 

beginning with de Sade & Fourier and now 

continued by Foucault & Derrida (among others). ’ 

While this thesis will not undertake an exposition of 

the work of these particular thinkers it does 

recognize their place within an anti-rationalist 

dialogue. 
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TWO ARTISTS 

Piranesi and Canaletto were artists of 

different temperments and abilities. Common to 

their work is the juxtaposition of fact and invention 

in a synthetic manner. Any distinction between 

material reality and artistic manipulation Is denied. 

Thus their work shares an idealist but not utopian 

view of the world. Both came from Venice and it is 

perhaps through that city that both discovered a 

space which could not be quantified through purely 

rational discourse. Most of all Venice is a city 

which denies quantification and classification. Its 

reality is defined by the ineffible quality of light, the 

shifting crowds of tourists and the rise and fall of the 

tide. Its dream like quality and ephemeral nature 

suggests changeabilty and fluidity of thought. For 

all cities what is Real is defined by more than what 

is material. It resides in that which is specific and 

particular to each moment in the city. 

The temptation for the topographical painter 

is to modify, to improve or to invent his subject 

matter. In the work of Canaletto and Piranesi the 

obligation to do so is made explicit. Through their 

additions to and modifications of Venetian and 
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Roman landscape they transformed their work from 

the descriptive to the analytical. In their 

transformations the city view adopts a polemic both 

political and aesthetic in nature. Both worked 

during the Enlightenment and their purely 

descriptive work is analogous to the work of the 

Encyclopaedists. It would seem that as recorders of 

visual fact they accepted the assumption of the 

Enlightenment that knowledge was self evident yet 

their work confounds this. Canaletto worked for the 

English who requested empirical observations of 

Venetian public life. His work which is not 

accurately descriptive is often more informative yet 

less rational. The created views represent the way 

Venice seemed to be rather than the way it was. 

Piranesi who worked primarily in Rome also 

recorded the city and similarly worked on invented 

views. As historical documents these transformed 

views suggest the inappropriateness of considering 

the city as a collection of quantitative facts. They 

acknowledge the divergence between an 

intellectual and a perceptual reading of the city. 

In place of the works of Piranesi and 

Canaletto many other works from past and present 
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may be substituted3. The Architecture of Le Queu 

and de Sade, the institution of Freemasonry, the 

architecture of Le Corbusier or Mies all represent 

instances where the limits of rationality are 

explored through architecture. I focus on Piranesi 

and Canaletto because they work during a time 

when the memory of the pre-rational world is still 

fresh in their minds. Their work possesses an 

innocence and purity which alllows it to be viewed 

in the Twentieth century through Eighteenth 

Century eyes. 

The project of the Enlightenment was the 

conquest of knowledge. The Encyclopediest 

attempted to collect and catalogue truth. Inherent in 

this project was the assumption that the world could 

be described as a series of facts and that man's 

ability to expain the world was unlimited. Prior to 

the Enlightenment the world order accepted the 

inexplicable as essential to the cosmography. The 

Reformation as well as the Enlightenment 

attempted to remove the spiritual from daily life. 

This secularization of culture fostered the growth of 

institutions which acted to assume the position 

which religion had always held. The new 

Diagram of the plan o! SamtcMaric-dcs-Unis, 
described by the Marquis tic Satie in Justine. 

,S2 Lcqueu, detail from "The Gothic House, 
the second stage of initiation, by fire. 
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rationality favored those institutions which were 

themselves rationally based. The mythic, spiritual 

and irrational did emerge but always under the 

guise of the rational. Although the project of the 

Enlightenment still remains incomplete its legacy 

remains. Faith has been replaced by doubt. An 

affirmative cosmography has been replaced by a 

critical one. 

Larudan, floor-drawing for the reception 
of a Master Mason. 

Events such as the Lisbon 
Earthquake demonstrated 
the limits of a rationalist 
view of the world. The 
institution of speculative 
Freemasonry served to 
introduce myth and 
spectacle back into the 
lives of the Eighteenth 
Century. "Few members 
believed wholeheartedly in 
the mysteries, yet few were 
prepared to deny the 
possibility of witnessing 
the unseeable; here the 
boundaries between stage 
affects and their apparent 
reality, between artifice 
that stimulated and the 
sense that recognized, 
remained unclear"4 Thus 
the masonic rile provided a 
space where the limits of 
rationality were exceeded 
and the constraints of 
society were denied. While 
it provided this it did so 
within an institutional 
setting and thus was 
controlled by society at the 
same time that it seemingly 
moved away from it. 



It was during the Enlightenment that the 

distinction between the pyramid and the labyrinth 

as conceptions of architecture developed. For 

Architecture the Enlightenment and the emergence 

of secular institutions presented a question of 

representation. The debate of the ancients and the 

moderns continued to be played out in the mind of 

the individual architect. The search for origins 

extended to the search for Architectural origins. 

Architecture adopted the positivist view point. It 

accepted that a single answer to the question of 

how one should build exists and could be 

discovered. The work of Laugier and Winckelmann 

favored the Greek over the Roman and history over 

invention. To Piranesi the necessary failure of any 

search for origins debased any language derived 

through the argument of origins. The emergence of 

an architecture of the irrational occured during the 

Enlightenment as an architecture of criticism. Within 

the etchings of Piranesi and the paintings of 

Canaletto the imaginary transformed from a 

theatrical to a critical image. Not simply 

topographical painters they both represented an 

alternative to the Rationalist and Empiricist view 

point by pushing both to their limits. 

** (.'harki Karn. "Alk*or\ ot (rchuerture 
Returning (u 111 Natural Model." 
Kronitipictc 10 M.-V Ijupei. Aitfi mr 
rarr.àitnmrr, Jnd edmon. 175V 
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"How could one do other 
than submit to Tlon, to the 
minute and vast evidence of 
an orderly planet? It is 
useless to answer that 
reality is also orderly. 
Perhaps it is, but in 
accordance with divine 
laws- I translate: inhuman 
laws- which we never quite 
grasp. Tlon is surely a 
labyrinth, but it is a 
labyrinth devised by men, a 
labyrinth destined to be 
deciphered by men. "5 
In Borges invented world 
the role of man as its 
creator is all important. As 
it is created by man it can 
be fully understood by man. 
His utopia recognizes the 
impossible goal of the 
Enlightenment and offers a 
place in which it can be 
realized. 

There is a suggestion that the 

topographical painting of Canaletto can be 

describe by its verisimilitude. More interesting 

perhaps is a study of Canaletto which examines its 

distortion of truth and its divergence from 

perceptual realism. Canaletto worked primarily for 

the tourist trade and his clients exerted a strong 

influence over the subject matter of his paintings. 

His distortions of truth suggest a subversive content 

to his paintings. These paintings were in the mind 

of the client both mnemonic devices and historical 
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records of a city always on the brink of oblivion. But 

due to Canaletto's capricious modification of the 

view and content of the city as well as his focus on 

the exterior space of the city a distorted sense of 

the city emerges. His paintings play with memory 

and call into question the possibility of knowing the 

city. 

Peter Jan Van Pelt in an 
article " Imaginary 
Architecture and the Power 
of Redemption" 6 makes a 
distinction between two 
types of imaginary views; 
the prophetic and the 
apocolyptic. The prophetic 
while representing some 
future state does so through 
the material realities of the 
present. The work of 
Canaletto is clearly of the 
prophetic tradition. The 
apocolyptic image is one 
which denies mans control 
of his future and is more 
conceptual and abstract. 
While the Enlightenment 
seems to deny the 
possibility of the 
apocolyptic this type of 
image continues to persist. 
Piranesi's work is more 
difficult to assign since a 
portion is clearly 
atcctonic and infinite. 
Thus his work exists 
between the two traditions. 

La chiesa di San Marco 
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I know that many Venetians have asked what site in the 

city it was that they had not yet seen."7 

11 



Also born of the Venetian tradition of set design 

the work of Piranesi in its shift from the real and 

pictorial to the imaginary and spatial was not 

surprising. Although training in set design may 

have suggested an unorthodox and inventive 

approach to composition Piranesi's work almost 

immediately transcended the theatrical. Rather 

than being viewed as a product of the stage his 

shift from exterior public space to interior views of 

the mind marks a new conception of space. 

Piranesi's work rather than representing a 

rejection of reason consistantly applied reason in 

a critical manner. He searched out the possible 

results of an application of reasoned 

experimentation to a reading of the city past and 

present. 
Fiction shares with 

architecture the dichotomy 
of the pyramid and the 
Labyrinth . Fiction can be 
appreciated as an aesthetic 
construct which embodies 
an order. The writing of 
Borges explores the 
relation of fiction and 
reality going so far as to 
ask whether there is any 
distinction between the 
two. The satisfaction 
gained by reading a book in 
its entirety has as much if 
not more to do with 
grasping of pattern and 
plan as with the simple 
knowledge of " what 
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happens in the end". The 
satisfaction of fiction is 
rooted in its artificial 
nature. 

While their genesis differed both the interiorized 

fantasies of Piranesi and the exteriorized 

inventions of Canaletto represent fictional space. 

While Canaletto's were based upon his 

contemporary city of Venice they are no more real 

than the Carceri. Both attempted to idealize space 

and view the two dimensional surface of the 

painting or etching as the place in which to explore 

an architecture which could not be built in their 

time. While Canaletto worked as a painter Piranesi 

worked as an architect. 
The stories of Borges 

shares with Piranesi and 
Canaletto a level of 
articulation and detail 
which establishes a strong 
relationship with reality. 
This specificity while 
grounding the story in 
reality simultaneously 
attacks the foundations of 
reality. Every manmade 
construct calls into 
question our conception of 
a natural or God -made 
order. It accepts and 
encourages doubt. Man 
needs to remake the world 
and to continue to remake 
that manmade world. 

"These speaking ruins have filled my spirit with 

images that accurate drawings, even as those 

of the immortal Palladio, could never have 

succeeded in conveying, though I always keep 
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them before my eyes. Therefore having the 

idea of presenting to the world some of these 

images, but not hoping for an architect of these 

times who could effectively execute some of 

them... there seems to be no recourse than for 

me or some other modern architect to explain 

his ideas through his drawings and so to take 

away from sculpture and painting the 

advantage as the great Juvarra has said, they 

now have here over Architecture." 

Piranesi 

Piranesi thus determined to explore the nature of 

ruins neither as a creative archaeologist as 

Palladio had nor as a painter interested in their 

picturesque effect. His drawings explore not only 

the evocative and romantic nature of ruins but also 

their tectonic nature. This extensive exposition of 

the Roman monument came in partial response to 

the attitude of Laugier and Wincklemann. The 

superiority of the Roman over the Greek system 

was foremost in the mind of Piranesi and thus his 

work began to take on a polemic which finally 

expressed a spatial revolution. The ancient 

monuments played a generative role in Piranesi's 

invention.This use of the monuments in inventive 

compositions intended to prove the superiority of 

Roman Architecture. His studies of the ancient 

monuments also questioned the process of 
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classification during the Enlightenment. His Campo 

Marzio is the perfect Enlightenment exercise. 

Piranesi set out to faithfully record all that was there 

or that could have been . His catalog included the 

full range of permutations described through an 

obsessive and scientific process. The reaction of 

the Enlightenment to his Campo Marzio was not 

one of approbation. He justified his designs as 

being rationally and empirically based. To his 

detractors he suggested a visit to Hadrian's Villa. 

This dichotomy between what the Enlightenment 

promised and what it allowed disturbed Piranesi. 

120 Second frontispiece from II Ctmpt Mtrzio dtll'Antkt Rmt 

"I need to produce great 
ideas and I believe that 
were I given the planning 
of a new universe I would 
be mad enough to 
undertake it." 

Piranesi 

The Carceri or Prisons of Piranesi were the 

product of his frustration with the architectural 

profession in the 1740's. The Carceri which were 

initially published in 1745 followed by two years the 

Prima Parte(1743). It is in the Prima Parte that the 

genesis of the Carceri can be found. In 1760 the 

Carceri were published a second time in a revised 

form. While the initial publication relied upon 6 Cmtri, p|. VII, in «ate '*7 Cmtri, pi. VII, 2nd «ate 
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spatial invention for affect these later editions 

introduce the machines of torture which supply an 

explicit narrative to the images. The public met this 

second edition with much greater interest than the 

first edition . 

The Carceri as the irrational products of 

Piranesi owed a great deal to the earlier rational 

spaces of the Prima Parte. While they represent 

imaginary space they were composed in such a 

way that we do not question their verisimilar 

relation with reality. A mirror stands between the 

aulic prima parte and the carceri. They are a single 

space. In a sense the process of etching always 

presents this possibility- as the plate is worked a 

particular image is viewed but the process of 

printing reverses this view producing its mirror 
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image. So as Piranesi worked his Prima Parte he 

had before him his Carceri and as he worked his 

Carceri he perhaps viewed palaces. Inherent in 

any conceptionof the world is its antithesis. In the 

incomplete form of the First ed. the connection 

between the two is even more explicit. A primary 

distinction between the Carceri and the Prima Parte 

is the reduction of surface articulation and an 

increased use of theatrical lighting in the Carceri. 

The Carceri transform the Prima Parte from 

representation to architecture. Although fantastic 

the Carceri were less the product of a set designer 

than were the Prima Parte. 

Within the work of Piranesi there was a 

continuous attempt to capture the absolute essence 

of a work rather than the attempt to particularize the 

spatial construct. He shared with Canaletto a focus 

on a few particular monuments or spaces which 

were returned to repeatedly. In the multiple images 

which were .produced a clarification of the intent 

behind the image emerged. For Piranesi the 

Colosseum and the Pyramid of Cestius were the 

subjects of multiple images. For Canaletto Piazza 

San Marco and the Molo were drawn innumerable 

times. In these series viewpoint, organization of 
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space and perspectival manipulation vary. It is as if 

the impossibility of quantifying space drove both 

artists to return to these particular places in an 

attempt to accomplish the Enlightenment goal to 

define. Instead they acknowledged the futility of that 

goal. Three views of the Colosseum culminating 

with a birds eye view elucidate the difficulty 

Piranesi faced. The previous views of the 

Colosseum identified it as a ruin and as a 

labyrinth. Its conceptual and geometrical order had 

been erased by time. The birds eye view provided 

a possible means of establishing the nature of the 

Colosseum prior to its ruin without actually 

reconstructing it. 
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There are three versions of the Pyramid of 

Cestius and while the three demonstrate Piranesi's 

increasingly sophisticated compositional skill they 

also suggest a sense of loss. When compared 

with a photograph of the pyramid the degree of 

distortion becomes apparent, the relationship 

between the Pyramid and the Gate of S. Paolo was 

manipulated to great emotional effect. Piranesi's 

images are more like memories than photographs. 

The pyramid assumes greater importance in our 

minds and so it does in the image. 
Le Corbusier 

shares Piranesi's 
conception of the 
pyramid. A photograph 
contained in Vers Une 
Architecture shares the 
vantage point of 
Piranesi's etchings 
rather than the purely 
descriptive view of the 
guide book photo. 
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117 Captif cio: a Palladiau design for the Rialto Bridge, with buildings at Vicenza. 60 X 82cm 

For Canaletto taste may have been more 

orthodox but none-the-less his paintings talk about 

what might have been as often as the talk about 

what is. The introduction of Palladio's Rialto Bridge 

or Sansovino's Library was an explicit critique of 

those who did not see to introduce these great 

works in the city of Venice. The inclusion of these 

works in the public fabric of Venice presented a 

Venice which could have been and expressed the 

pathos and emotion of their absence. Here 

verisimilitude was essential to the polemic. These 

paintings presented a political critique through the 

suggestion of the purely aesthetic satisfaction of the 

man made city. 

There are three types of capriccio views by 

Canaletto. First are those which involve additions, 

second are those which involve transpositions and 
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finally there are those which involve distortions. An 

example of an addition is the introduction of 

Palladio's or Sansovino's buildings of Vicenza . 

Although these views may be explained as 

products of the taste of his English patrons this 

explanation only partially explains the power of the 

images. Venice is a floating city and these building 

have been floated into the city. The taking of 

Vicenza's monuments is an aggressive act meant 

to elicit a reaction. During the time of Palladio 

Venice was nearly complete. There was no 

opportunity for him to build civic Architecture in 

Venice. While Canaletto's expansion of the mass of 

the city to accommodate these 'missing' buildings 

was an aggressive act it also suggested that one 

could ammend the 'natural' city. 

The transposition of the Rialto Bridge near 

S. Maria Maggiore compresses the space of the 

city. There seems to be no hierarchy between the 

two buildings. Rather than one building deferring to 

the other both seem to have moved. The 

surrounding buildings in the foreground are truly 

near the church and those in the background can 

be found next to the Rialto bridge. Thus the city 

continues to exist in some strange form of 

V 
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equilibrium. The movement of the surrounding 

detail gives the painting a level of specificity one 

only expects in reality. Both buildings are 

"normally " read in terms of a dichotomized (subject 

/ object) view which is dependent upon the 

existance of a middle ground. In Venice the city 

fabric or water which allowed the subject (man) to 

view the object (bridge or church) 'as isolated 

events. The compression of space as well as their 

juxtiposition denies their objectivity by making both 

secondary. 

The various distortions of the Piazza San 

Marco generally involve the expansion of the view 

beyond anything humanly possible. A comparison 

of the plan projected from various view of the 

Piazza suggest the range of Perspectival distortion 

used by Canaletto.8 Canaletto was a master of 

perspective and these views were studied. These 

seemingly strict perspectival views described the 

remembrance of the space instead of the factual 

nature of the space. The rational system of 

perspective thus served to disorient. 

All suggest a mobility which seemingly 

conflicts with any concept of monumentality.They 

establish that monumentally is not derived from 
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objectivity. Canaletto rarely painted the labyrinthine 

interior of Venice and he didn't need to. The 

monuments within his view of public space(exterior 

space) were clearly lost within the labyrinth(interior 

space). His ability to transpose and distort these 

monuments was proof. His paintings acknowledge 

that rather than a natural condition that the nature 

of the city is artificial. As a manmade construct the 

city can always be ammended by man in both the 

reality of his mind and the material reality. 

Architecture in the provence of reason 

would derive its authenticity from its rationality and 

yet the enigmatic Piranesi and Canaletto confound 

architects. Reason and its other coexists within 

their work without conflict. It is this happy 

juxtaposition of the Pyramid and the Labyrinth 

which authenticates their work and provides its 

critical edge. Concern with external monuments is 

significant within a discourse about interiority. 

While Piranesi’s drawings of the real which has 

been reinvented are clearly monuments of 

exteriority his purely invented work are 

simultaneously interior and exterior. They are 

occupied yet scaleless spaces. A city of 

impermanence and absence Venice through 
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Canaletto is subject to an irrational analysis which 

produces a significant and astute understanding of 

the city. 
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"He came from the dense 
forests of the wild boar and 
aurochs; he was white, 
brave, innocent, cruel, 
loyal to his captain and his 
tribe but not to the 
universe. The wars bring 
him to Ravenna and there 
he sees something he has 
never seen, or has not 
seen...in such plenitude. He 
sees the day and cypresses 
and marble. He sees a whole 
that is complex and yet 
without disorder; he sees a 
city, an organism composed 
of statues, temples, gardens, 
dwellings, stairways, urns, 
capitals, of regular and 
open spaces. None of these 
artifacts (I know) 
impresses him as beautiful; 
they move him as we might 
be moved today by a 
complex machine of whose 
purpose we are ignorant 
but in whose design we can 
intuit an immortal 
intelligence. Perhaps it is 
enough for him to see a 
single arch with an 
incomprehensible 
inscription in eternal 
Roman letters. Abruptly 
that revelation, the city, 
blinds him and renews him. 
He knows that in the city 
he will be a dog, or a child, 
and that he will not even 
begin to understand it, but 
that it is worth more than 
his gods and his sworn 
faith and the German 
marshes. Droctulft deserts 
and goes to fight for 
Ravenna." 9 
Borges, Jorge Luis "Story of 
a Warrior and a Captive".A 
Personal Anthology 



Design Proposal 

Tschumi's paradox can also be understood 

as the paradox of reality. The apparent city is the 

city we "see" and talk about. It represents a 

collection of ideas about the city. It is the city as it 

seems to be or as we wish t to be. There also exists 

in physical form a real city which is experienced on 

a daily basis. It is the city we live in. The resolution 

of urban problems of the real city always require an 

entrance into their apparent or un-real city. Urban 

reality when faced with urban myth often finds itself 

unable to compete. Architecture longs for the city of 

the pyramid while reality gives us the city of the 

labyrinth. The extent to which architects have 

attempted to resolve the duality of reality and myth 

has been limited. Andre Breton defined the goal of 

surrealism as "The future resolution of those 

seemingly contradictory states dream and reality.." 

Surrealism in Architecture is perhaps questionable 

but it is of interest that the surrealist movement 

identified the disjunction between myth and reality 
* 

as the most significant problem of modern life. 

Atlantic City is a dead city. Its death is 

apparent and perhaps even literal. The casino as 

tool of urban renewal failed miserably. The casino 

26 



rather than bringing urban renewal to Atlantic City 

fostered continued urban blight. The casino is an 

anti-urban building type. It is a destroyer of the city. 

The casino seeks to be complete and autonomous. 

It is a microcosm not of the city but of an alternative 

reality. Its power to suggest as alternative reality is 

overwhelmirig, especially within the ’one-liner’ city 

of Atlantic City. The casino while dependent upon 

the Boardwalk is aggressive and subversive 

towards it. There is a continual battle between the 

exclusive world of the casino and the inclusive 

world of the Boardwalk. 

The casino as a building type can be 

described as a building within a building. Its spatial 

nesting acts to separate the two worlds of the 

casino. There is the world of the watcher and the 

world of the gambler. The order of these worlds are 

themselves the subject of myth. We understand the 

casino to be controlled by the underworld and our 

fantasies of winning can never escape from our 

acceptance of house rules. When we enter the 

casino we submit ourselves to un-reality and we 

accept the casino's power to disorient us in time 

and space. Externally the casino is the pyramid. It is 

both landmark and ideal. Internally it acts as a 
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labyrinth, The sensual world within which we are 

able to escape and be lost simultaneously. 

The casino represents the necessity of 

fiction. Fiction acts to suggest a rational explanation 

of the chaos of modern life. Within the casino both 

the fictional and the 'real* coexist and we explicitly 

accept this when we enter the casino. Thus the 

casino seems an appropriate program in which to 

explore the means through which we deal with arv4 

explain reality. Fiction represents an order which is 

the product of man. As fiction the casino serves as 

both ideal and escape; pyramid and labyrinth. It is 

the product of artifice and also the manifestation of 

it. The casino is both a cultural and architectural 

fiction; it is a world of mirrors which rather than 

reflecting society acts to distort society and make it 

into something else. It seems strange to think that in 

a history of the twentieth century the casino may be 

described as the place, given by the government to 

the criminal world, in which the general public ( 

which belongs to neither power structure) was 

allowed to indulge in fantasy and escape reality. 

The manipulation of reality can be turned 

from a destructive to a critical act. The casino as an 

institution; as an urban phenomena does not exist. 
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Our ambivalence towards the act prevents us from 

allowing Its Institutionalization. We hide our casinos 

in sheds and in hotels. The impermanence of 

gambling as a sanctioned form of recreation 

impedes it development as an external monument 

and also devalues its existence as an internal 

monument. 
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*La Riche,William, 'Architecture as the World Again' Five Architects 
2Tschumi, Bernard, "Questions of Space: The Pyramid and the Labyrinth (Or 
the Architectural Paradox). Studio Inti. Vol. 109, Sept-Oct. 1975 pp. 136-142. 
^Vidler, Anthony. The Writing of the Walls. Princton Architectural Press 1987. 
4Vidler, p. 101. 
^Borges, Jorge Luis, Labyrinths "Tlon, Uqbar, Orbis Tertius" p. 17-18 
®Van Pelt, P.J., "Imaginary Architecture and the Power of Redemption" 
Modulus University of Virginia School of Archiltecture Rizzoli Inti. Pub. 1987 
pp.89-105. 
7Rossi, Aldo, F. Algorotti(1765) as quoted in The Architecture of the City. 
8Corboz, Andre, Canaletto Una Venezia Immaginaria, Alfieri Electa Milan 1985. 
p. 81 fig. 70-72. 
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Jury Comments: December 6, 1089 

Peter Eisenman 
Paul Kennon 
Albert Pope 
Anderson Todd 
Peter Waldman 

The. discussion commended the Casino design for its invention 

and lack of style. It consequently focused its criticism on the hotel 

and convention center space. It was questioned whether the 

convention space was necessary. These elements of the program 

were felt to have succumbed to classical and formal impulses which 

the Casino had been able to avoid. The referential nature of some of 

the Hotel elements was considered to be unnecessary and perhaps 

too nostalgic. It was suggested that these issues would have to be 

cleared up at some point in the future. 

In a prior review Paul Kennon had suggested thet the project 

be taken to Atlantic City and presented to Casino Developers. Peter 

Eisenman thought that it was not in my best interest to do so. The 

intent of the thesis and its value to me would be better served by 

simply finishing up and putting it away for ten years. It was strongly 

suggested that I build a larger model that would do the project 

justice. 
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HARRAH* S BOARDWALK HOTEL CASINO 

Design Development Submission 
1 August 1980 

PROGRAM DESCRIPTION 

For purposes of comparison, we have tabu¬ 
lated the program areas in two formats. 
The first listing is a brief outline of 
general areas and is compared to the 
initial program of 2 January 1980. For 
a more detailed analysis, the spaces are 
subdivided into smaller program areas and• 
are reorganized into the format of the 
most recent 6 May 1980 program. 

In addition, we have provided a listing of 
the spaces considered to be "Qualifying 
Spaces", as defined by the New Jersey 
Casino Control Commission. 



HARRAH1S BOARDWALK HOTEL CASINO 8001 

Program Summary 

Space/Function 

2 January 1980 
Programmatic 
Assumptions 

Hotel Rooms 
(587+ Rms) 

333,865 SF 

Casino 60,000 SF 

Show Theater 
(1050 dinner) 

52,000 SF 

Cabaret (300 seats) 9,100 SF 

Restaurants - 4 types 30,800 SF 

Lounges 15,400 SF 

Convention Banquet 41,525 SF 

Recreation 20,700 SF 

Automobile Exhibit 27,000 SF 

Hotel Retail 7,150 SF 

Street and Board¬ 
walk Retail 

12,700 SF 

Kitchens 23,500 SF 

Casino Back-up 22,000 SF 

Employee Facilities/ 
Support /Back of House 

68,550 SF 

Parking (469 cars) 144,000 SF 

Subtotal Program 
Spaces 

Circulation/Lobbies 
Cores 

Mechanical Spaces- 
> 

TOTAL 

Design Development Submission 

1 August 80 

14 May 1980 1 August 1980 
C7A Designed Area C7A Designed Area 

348 ,685 SF 394,644 SF 
(408,263 SF - 
Alt. 1)(5) 

57 ,055 SF 55,511 SF 

61 ,742 SF 63,041 SF 

12 ,388 SF 11,944 SF 

32 ,155 SF 29,752 SF 

9 ,445 SF 12,639 SF 

35 ,524 SF 34,360 SF 

9 ,606 SF 13,595 SF 

10 ,900 SF 16,779 SF 

9 ,748 SF 8,923 SF 

18 ,097 SF 13,624 SF 

28 ,716 SF 27,490 SF 

18 ,740 SF 16,559 SF 

73 ,937 SF 82,732 SF 

156 ,176 SF 131.934 $F 

882 ,914 SF 913,527 SF 

72 ,617 SF 91,468 SF 

47 ,930 SF 67,668 SF 
(66,356 SF - 
Alt. 1)(5) 

003 ,461 SF 1,072,663 
(1,084,970 SF - 
Alt. 1 ) (5) 



HARRAH'3 BOARDWALK HOTEL CASINO 8001 Design Development Submission 

1 August 80 Program Review 
Page One 

Level Space/Function 
C7A Designed 
Area 1 Aug. 80 

Harrah’s Program 
6 May 80 

C7A Designed 
Area 14 May 80 

2 Administrative 
Offices 

5361 SF 5270 SF 
i 

24,800 SF 

2 Corporate 
Surveilance 

900 940 

2 Internal Audit 1500 1690 

2 Financial Controller 2880 2530 

2 Hotel Controller 2640 2580 

2 Casino Controller 2640 2590 

2 Personnel 800 940 

2 Reproduction Center 1520 1495 

3 Data Processing 3654 4360 

3 Purchasing 1764 1740 

3 
4 

Food and Beverage 
Administration 

3106 2950 

2 Employee Relations 777 820 

2 Training 1444 1445 

2 Female Lockers 3875 
(900 lkrs.) 

2900 
(1225 lkrs.) 

2 Male Lockers 5539 
(1491 lkrs.) 

3500 
(1625 lkrs.) 

10,054 

2 Uniform Drop Pick-up 782 1000 2,000 

1 Receiving & Storage 7043 6795 7,888 

1 Timekeeping 1632 1270 2,040 

2A Casino Administration 3451 3545 6,016 

3 Reg. Authority 
C.C.C. & D.G.E. 

1972 1400 



HARRAH1S BOARDWALK HOTEL CASINO 8001 Design Development Submission 

1 August 80 Program Review 
Page Two 

Level Space/Function 
C7A Designed 
Area 1 Aug. 80 

Harrah’s Program 
6 May 80 

C7A Designed 
Area 14 May 80 

3 Casino Security 1920 1615 

2 Casino Cage 5297 4805 5,545 

2 Slot Repairs & 
(Slot Manager)- 

1243 1090 988 

2 Casino 55,511 60,000 57,055 

2 Casino Support 
Coats 
Toilets 

2676 

1 
1A Parking 131,934 

(469 Cars) 
144,000 

(450 Cars) 
156,176 

1 Garage Support 4899 2255 3248 

1A 
3 Engineering & 

Maintenance 
7256 6745 5200 

3 Environmental 1700 1820 

2 Cabaret 
Theater (300 seats) 
Support 
Service Bar 

11,944 9100 12,388 

3 Hotel Rooms Admin. 
Guest Services 
Desk 
Bell Captain 

& 4265 4078 4300 

1 
3 Baggage 1617 2500 1801 

3 
4 
5 

Show Theater 63,041 
Theater (1050 dinner) 
Support 
Service Bar. 
Administrât ion. 

52,590 58,242 



HARRAH'S BOARDWALK HOTEL CASINO 8001 Design Development Submission 

Program Review 1 August 80 
Page Three 

Level Space/Function 
C7A Designed 
Area 1 Aug. 80 

Harrah's Program 
6 May 80 

C7A Designed 
Area 14 May 80 

4 Ballrooms 14,852 15,000 17,080 

4 Prefunction 7956 5000 7147 

4 Meeting Rooms 7985 5750 7497 

4 Service 
Storage 
Coats 
Service Bar 

3567 3625 3800 

5 Health Club & 
Youth Activities 

V 

13,595 6840 9606 

4 Hotel Security 1700 1920 

«-33 Hotel Rooms 394,644 3,924,644 (3) 348,685 

6-34 (Alternate 1) 408,263(5) 

RESTAURANTS 

2 Food Pavillion 
(86 seats) 

4803 1800 3160 

3 Cafe 
(366 seats) 

5462 5400 8897 

3 Boardwalk > 
(153 seats) 

5281 2700 .4846 

3 Buffet 
(492 seats) 

9370 9000 9967 

5 Gourmet . 
(176 seats) 

4836 6000 5285 

LOUNGES 

2 Cabaret 3096 1800 . 2291 

2 Casino 
Show Pub 

2949 1620 1840 

4 Theater 1787 0 3168 

6 Gourmet 3784 2052 1682 

5 Health Club 1023 300 464 



HARRAH’S BOARDWALK HOTEL CASINO 8001 Design Development Submission 

1 August 80 Program Review 
Page Four 

C7A Designed Harrah's Program C7A Designed 
Level Space/Function Area 1 Aug. 80 6 May 80 Area 14 May 80 

KITCHENS 

3 Cafe/Room Service 
« 

1735 2120 2036 

3 Boardwalk 712 1080 928 

3 Buffet/Main/Liquor 13,096 9560 9732 

5 Gourmet 2230 2400 960 

4 Banquet 1427 3750 2560 

4 Theater 2930 6000 2500 

3 Bulk Storage 5360 2000 10,000 

, 2 Employee 3774 5775 4256 
Cafeteria 

2 Casino Service 502 600 600 
Bars 

2 Laundry 5956 5220 3750 

2 Housekeeping 3206 3270 4000 

2-4 Auto Exhibit 16,779 16,620 10,900 

Retail 22,141 28,954 24,572 

3 Hotel Lobby 6673 0 6030 

1 & 2 North Carolina Lobby 3641 0 3010 

2 Entry Lobby 11,279 0 8226 

1 & 2 Boardwalk Lobby 4452 0 2777 

1 Motor Lobby . 7515 0 7370 

4 Theater Queue 7569 0 5104 
CIRCULATION (Stairs, 
major corridors, cores)50,745 33,781 40,100 

MECHANICAL/ 67,668 (2) 39,336 47,930 (2) 
ELECTRICAL SPACES 
(ALT. #1) 66,356 (5) 
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1 August 80 Program Review 
Page Five 

Level Space/Function 
C7A Designed 
Area 1 Aug. 80 

Harrah's Program 
6 May 80 

C7A Designed 
Area 14 May 80 

TOTAL 1,072,663 SF* 964,275 SF 1,003,461 SF 

TOTAL ALT. 1 1,084,970 SF* 

“Eye in the sky area * 29,842 SF (not included in total, not finished space) 

NOTES : 

1. All space areas shown are gross, where applicable, including 
internal circulations, columns, chases. 

2. Based on engineering design 

3. Hotel floor S.F. increased to allow required fire stair clearances, 
to align exterior mullions, and to increase room sizes. 

4. The Harrahs May 6, 1980 program does not provide space for 
Swimming Pool, Theater Lounge, Theater Queue Hotel Lobby, 
North Carolina Lobby, Entry Lobby, Boardwalk Lobby, Motor Lobby, 
Public Casino Support (Toilets & Coats), Theater Support (Toilets 
& Coats), Gourmet Restaurant Support, Casino Redemption Booths, 
Employee Lounge. 

5. Alternate No. 1 provides one additional hotel floor. See 
Section C-Room Analysis. 
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Qualifying Space Calculations 1 August 80 

Minimum Area Requirements (NJS 5:12-83(d)): 

Number of Rooms Meeting/Exhibit Dine/Ent/Sport Casino (max 

. 500 25,000 40,000 30,000 

*600 27,000 44,000 34,000 

750 30,000 50,000 40,000 

a|e 

interpolated 

Casino Increase Allowance 

60,000 s.f. Casino requires 26,000 s.f. increase over allowed 
maximum. Therefore; required qualifying space becomes: 

Min. Meeting/Exhibit 27,000 
Min. Dining/Entertainment/Sport 44,000 
Excess (26,000. 2 s.f.) 52,000 

Total Required 123,000 
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1 August 80 Qualifying Program Space 
Page one 

S.F. Area S.F. Subtotal S.F. Total 

A. MEETING EXHIBIT 

Meeting Rooms 7,985 

Pre-Function Area 7,956 

Ball Room 14,852 

30,793 
f 

Auto Exhibit 16,779 

16,779 

47,572 

B. DINING, ENTERTAINING AND SPORTS 

Food Pavillion 
Cafe 
Buffet Restaurant 
Gourmet 
Boardwalk Restaurant 

4,803 
5,462 
9,370 
4,836 
5,281 

Cabaret Lounge 3,096 

29,752 

Show Pub 2,949 
Theater Lounge 1,787 
Gourmet Lounge 3,784 

Dinner Theater 15,440 

11,616 

Cabaret 3,383 

15,440 

3,383 

Health Club .11,248 

11,248 

Retail (Street)'. 3,915 
Retail (Boardwalk) 6,790 
Retail (Lobby) 11,113 

. 

21,818 

93,257 
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1 August 80 Qualifying Program Space 
Page two 

S.F. Area S,F. Subtotal S.F. Total 

C. QUALIFYING KITCHEN SPACE 

Main Kitchen 13,096 
Cafe Kitchen 1,735 
Boardwalk Kitchen 712 
Gourmet Kitchen 2,230 
Banquet Kitchen 1,427 
Theater Kitchens 2,930 

22,130 

22,130 

TOTAL QUALIFYING SPACE 

Total Required (See attached) 

162,959 

123,000 


