


CONTENTS 

ABSTRACT ____________________________________ __ 

STATEMENT OF INTENT ________________________ _ 

FRONTIER I WILDERNESS I DESERT __________________ _ 
'"Case Study: Frederick Jackson Turner' s Frontier Thesis 

MOVEMENT I JOURNEY I VOYAGE __ ~-----------------
' "Case Study: Jack Kerouac's On the Road 

PILGRIMAGE I PROCESSION I STATIONS -------------
'"Case Study: Ed Ruscha's Gasoline Stations 
'"Case Study: Stations ofthe Cross 

American Spirituality, Highway Driving, and the Metaphysics of the Desert Reststop 

DESERT AS SITE --------------------------
A Cultural Evaluation of the Desert 

'"Case Study: Wim Wenders' Paris, Texas 
A Natural Evaluation ofthe Desert 

'"Case Study: Jasper Johns' Flags 
The Desert Site of lvanpah Valley 

RESTSTOP AS PROGRAM ---------------------
'"Case Study: Bernard Tschumi's Pare de Ia Villette 

The User: Who is the Highway Traveler? 
Space and Activity 
Spring Semester Schedule 

BIBLIOGRAPHY --------------------------------

ILLUSTRATIONS ____________________________ _ 

3 

4 

7 

16 

20 

35 

48 

70 

75 

2 



ABSTRACT 

The myth of the frontier has been a recurrent theme within American history. The seductive and 
provocative nature of the American landscape, a great burgeoning wilderness open to the planting 
of dreams, has been an inspiration to many pioneering spirits ever since the first European 
explorers landed on the continent. The myth that has developed around the construct of the 
landscape is one that holds great hope in its realization of democratic institutions and opp01t unity. 
Yet its very nature is one of a violent imposition, eradicating previous systems to allow for the 
emergence of a new order, an order of pragmatically-driven and profit-motivated consumption 
that views the land as a means of extracting utility and commodity with little recognition of its 
potential for an enhanced transcendental resonance. 

Surrounded by the hyperrealism of the American way of life, the road traveler cruising westward 
in hope of the fulfillment of promise finds a revelation within the desert. Here, in the desert of 
the American west, in the land passage journeyed before by so many previous pilgrims of the 
American experience, the traveler can find temporary fulfillment and hope. The emergence of a 
place of contemplation, personal reflection, and human connection on the horizon proves to be an 
architectural realization of the mythic American promise. This quick station stop, manifesting 
itself as a highway rest area, acts as a mediating experience for transcendent reflection upon the 
hope that can be found somewhere within the depths ofthe vast surface of the American Dream. 
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STATEMENT OF INTENT 

The frontier myth has a strong presence within the American psyche. It is one of great promise 
and opportunity, seeking an ordering of democratic institutions with the potential to grant 
prosperity to many. However it also comes with the introduction of chaos and violence, 
promising an infliction and disruption to previously existing systems. Within the narrative of the 
mythology, it is easy to fall into its optimistic promise and the cinematic resolution of its 
qualities. Within the context of the myth comes an apparition. A quick glimpse or sensation of a 
deeper longing that is caught or felt in a few brief seconds, as the landscape unfolds around you, 
rolling faster and faster toward the distant horizon line .. . that catharsis of hope, that ful fil lment of 
deeper desire for being. It is there and gone in the flash of a moment, but it allows one to peer 
beneath the seemingly endless surface and flatness of the American frontier, of its seemingly 
endless desert. Within the promise there is hope, yet still to be fulfilled or even understood as one 
gazes upon the appearance of a virginal breast of a promised land. 

Kerouac spoke of achieving IT. That brief moment of oneness, of total clarity into the things 
surrounding you. The sublime unrolling of the desert as one travels the highways of the 
American West provides a prime spatial landscape for the achievement of catharsis. It is here, in 
the brilliance of the desert light, that an area of pause and reflection emerges as a vision on the 
horizon, providing a stationary point for the brief disintegration of the myth as the American 
traveler rolls westward. It is a station during a desert voyage, providing a place for extended 
contemplation as well as lucid revelation as one sweeps past at 70 mph. Through the experience 
of spatial event embodied in the realized form of a reststop, one reaches a sublime state, if only 
momentarily. It is through such a state that one can bring the myth into greater focus, see beyond 
its mirages, into the depth of the American landscape, and into the foundation of the grand 
experiment that is America. 

FRONTIER I WILDERNESS I DESERT 
The mythology of the frontier and the role it has played in the evolution of a nation is a recurrent 
theme in the arts and history of America. Writers both domestic and foreign have commented 
upon the role of "untamed" landscape in the development of American history. It is the conquest 
of the apparent "frontier" that has been a driving characteristic behind America' s relationship 
with its "found" land. Whether it is Turner's "frontier," Tocqueville's "wilderness," or the 
"desert" of Baudrillard, it is the beckoning terrain formations of the vast American continent that 
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speak so much about the experience of space and the carving of territory as undet1aken by the 
American people. 
· ·' Case Study: Frederick Jackson Turner's Frontier Thesis 

MOVEMENT/JOURNEY/VOYAGE 
The manner in which Americans undertake a carving of space is through movement. The 
founding of America 's institutions themselves saw a distinct realignment of relations with the 
land. As investigated by Tocqueville, Americans relationship to the land was one of transience 
and impermanence, with the ungrounding of the feudal idea of landed estates being carried on 
through family dynasties. 1 Thus the role of the " pioneer" became important to the frontier myth 
as the character role of exploration and initial conquest. The idea of the "pioneer" then becomes 
replayed tirelessly with each travel experience unleashed upon the landscape, an undertaking in 
search of authentic experience in the vastness of unknown lands. The automobile is vital to this 
continual renewal of the conquest of the frontier and is perhaps best documented in Jack 
Kerouac ' s On the Road. lt is within the relentless flow of automobile travel that one journeys 
toward some true revelation of being. 
'" Case Study: Jack Kerouac's On the Road 

PILGRIMAGE I PROCESSION I STATIONS 
The relevance of movement within a spiritual context in addition to that of the landscape can be 
understood as linking the physical transience of the body with the metaphysical transcendence of 
the mind. lt is on such a level of both physical and mental mobility that an opportunity for a 
spiritual connection to both one' s conceptual and phenomenal environments can be realized. 
Systems of movement, so very vital to the American experience of space, exist within a landscape 
capable of being understood at deeper intellectual levels. The union of movement, 
contemplation, and spiritual significance can be seen within the context of art. Ed Ruscha's 
exploration through painting of the vernacular architecture of gasoline stations can be viewed as 
relating to the procession of Christ ' s passion as much as the journey of the road within the 
landscape of post-World War II consumer society. Opposed to Ruscha's pop vernacular 
approach is the abstract expressionism of Barnett Newman ' s Stations which relate a spatial 
sublime of absolutist emotion experienced through a processional build-up of memory . Ruscha' s 
methodology was in opposition to Newman's, yet both are influential in regard to understanding 

1 Alexis de Toequeville. Democracy in / l111erica (New York : Penguin Books, 2003), 61 . 
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the visualization of space that speaks of a religious-type procession as well as the mobile 
sensation of the American landscape. 
''' Case Study: Ed Ruscha 's Gasoline Stations 
'" Case Study: Stations ofthe Cross 

DESERT AS SITE 
As a broad expanse of apparent nothingness spreading out before the horizon, the desert of the 
American west glows brilliantly under the intensity of the midday sun. The coloration, the 
texture, and the play of surfaces all serve to inspire and translate metaphorically into a powerful 
and provocative setting. An exploration of surface and texture within the framework of landscape 
is undertaken by Jasper Johns in his Flag paintings as well as by Wim Wenders' film Paris, 
Texas. A strong visual image of place together with the presence of existing pathways has made 
the desert a vivid experience as a land passage throughout the history of American settlement. 
The imposition of Americans into the harsh environment of the desett has been at best temporal 
until the recent technological innovations of water and energy systems that allow for more 
permanent residence. Such innovation has allowed for the blossoming of development in regions 
of previously inhospitable terrain. Las Vegas epitomizes such an example as it conquers more 
and more of the desert landscape to accommodate the dreams and desires of its burgeoning 
population. Thus the western desert has become the site of the latest physical frontier of the 
American experience. 
"' Case Study: Wim Wenders' Paris, Texas 
'" Case Study: Jasper Johns' Flags 

RESTSTOP AS PROGRAM 
As a spatial construct, the reststop has become a prominent feature on the landscape of America's 
highways. Ever since the introduction of an automobile culture has allowed for a wide 
opportunity to travel, for purposes of both utility and leisure, the reststop has been a necessaty 
element within the public infrastructure. It is a place for a brief pause, a location for a quick 
rejuvenation during long journeys, and as such provides an opportune program to explore notions 
of consumption society as the latest American frontier. As a vernacular type tied vety closely to 
the consumer network overlaid across the terrain of the American continent, it is a relevant 
program to serve as a means to a deeper level of understanding for the American experiment as it 
exists in its vast landscape. The reinterpretation of the reststop as type finds its relevance through 
a study of Bernard Tschumi's Pare de Ia Villette, an example of programmatic intervention 
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rasa, inspired men to great and terrible endeavors. A continual renewal of an old legend, of a 
grand myth of space and time, provided the drive for the pioneering spirit. It was civilized man, 
his technology, and the fresh breast of nature beckoning, even tantalizing the European cum 
American to come forth and become prosperous. A further movement of conquest ever westward 
toward a rationalization and ordering of the landscape, a making-useful of found resources, was 
ceaselessly demanded. "Thus wave after wave is rolling westward; the real Eldorado is stilI 
farther on."3 

The definition of the frontier myth found its clearest evocation in Frederick Jackson Turner's 
legendary frontier thesis of 1893. "The existence of an area of free land, its continuous recession~ 
and the advance of American settlement westward, explain American development."4 Within the 
bounds of his exploration, Turner describes the continual "process of evolution" that brings 
American progress to the ever-fluid margins of settlement. As the "procession of civilization'~ 
crosses each new frontier boundat)', a "perennial rebirth" of progressive development occurs. 
What Turner's descriptions relate is the myth as it substantiates the fluidity of American life. 
Whether the march of progress is promoting democracy or yielding a selfish individualism, it is 
his essential characterization ofthe "agitation" and forces behind a "restless, moving energy" that 
prove most vital. It is his statement that movement and fluidity are key factors in the frontier 
mentality that has the potential to resonate within later emergences in the American landscape. 

The Americans of the frontier brought with them a dream of prosperity through utility. 5 The 
materiality of the land held within it the potential for realized wealth. It had only to be captured 
and distilled through a systematic application of geometric precision and technological prowess. 
The utopic dreams of Enlightenment values promised prosperity and harmony where modem 
ingenuity and concepts could be made applicable. Yet as space was carved and landscape formed 
by the minds and hands of man, the temporality of man's existence and relationship to the land 
was revealed. As much as an abstract code could be overlaid, the land still revealed itself, even 
became more manifest through man's attempts to tame it. And it was this temporal, fluid 
relationship with the land that would provide for the continual reformulation of the frontier myth. 

3 Frederick Jackson Turner, "The Significance of the Frontier in American History;· in Rereading Frederick Jackson Tumer, ed. John Mack Faragher, 31-60 (New York: Henry 
Holt and Company, 1994 ), 46. 
4 Turner, "Significance," 31. 
5 Leo Marx, "The American Ideology of Space," in Denatured Visions: Landscape and Culture in the Twentieth Century, eds. Stuart Wrede and William Howard Adams, 62-77 
(New York: The Museum of Modern Art, 1988), 64. 
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The creation of the frontier myth has served as a secularized version of a religious narrative of 
origins.6 It has been a myth of universalized democratic order being brought to savage and wild 
lands. Yet its adaptation during the nineteenth century was one of manifest destiny. Such a myth 
sanctioned the westward roll of pioneer wagons, just as it justified the displacement and 
eradication of Native societies and war with Mexico. In its form as manifest destiny, it held the 
promise of ordainment by God. 7 Taking on the frontier became a religious act as much as a drive 
for capital wealth. It was not only a savage wilderness, but also a pagan one as well. Thus the 
conquest of the frontier can be seen as an imposition of religious standards as well as the rational 
harnessing of utility from the land. 

It is the very frontier of imposed standards of which Kerouac writes. His writing is an 
exploration of spirituality within the context of American prosperity, with his road travel 
experiences operating in contrast to conventional ideas of standardized material and spiritual 
comfott. Kerouac's search for authentic experience within the construct of the American dream 
of prosperity takes him back to explore his Catholic roots. From BEATIFIC to BEAT. The 
fluidity of the open road is his means to seek out the promise of the frontier. The religious 
resonance is a constant undertone for the descriptions of Dean Moriarty and Sal Paradise's 
automobile meanderings across the American landscape. They are searching for IT, an elusive 
state of pure being akin to catharsis in religious faith. It is Zen clarity of mind, achieved in the 
now.8 Kerouac wrote the text to On the Road as he lived the experience of the characters: it was 
one continuous flow, a single-spaced paragraph on a 120-foot long roll of trace, typewritten in a 
clean three weeks. The speed of the movement and the continuity of the fluid text all speak of the 
search for promise on the frontier . His restless energy and agitation found expression zooming 
towards the horizon of the expansive frontier just as he hammered away at the typewriter with 
thoughts flying as fast as Dean's Buick. All of it is to challenge the accepted lifestyles and belief 
systems of his particular time. 

The frontier emerges as well as the desert metaphor of Baudrillard's cinematic dream of 
America.9 The emptiness of desett space leaves a mirage of culture as one goes accelerating by. 
The experience of the desert is through speed and the reading of a sequential unreeling of surface. 
Ephemeral and detached from substance, yet with the presence of places of pragmatism and 
action, the desert of the American landscape in its metaphoric dimension is the utopic and 

6 David E. Nye, America as Second Creation (Cambridge: The MIT Press, 2003), 6. 
7 Tocqueville, Democracy, 44. 
8 Matt Theado, Understanding Jack Kerouac (Columbia: University of South Carolina Press, 2000), 70. 
9 Jean Baudrillard. America (New York: Verso, 1999), 63· 71. 
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equalizing quality of American society. Here the fluidity and energy of the American experience 
is one of space unreeling, of space being appropriated and ordered within the framework of 
democratic consumption. 

Despite the recurrent mythology and metaphor of the frontier, the actual physical conquest and 
ordering of frontier space has been completed in a particular sense. Introduction of American 
democracy across the "territories" of the middle western states was officially declared to be 
complete by the census report of 1890. Yet the mythical foundations of the frontier had already 
been ingrained into the American psyche. The narrative of the frontier west was already being 
reappropriated . New frontiers were to be explored and conquered domestically. The grand 
schemes of New Deal engineering projects saw an introduction of massive technological 
"progress" into the landscape, a clear affirmation of frontier minded conquest. 10 Post-World War 
II suburban development was a revelation of a frontier mentality. A piece of land, a homestead, a 
space carved for the renewal of democratic institutions. The American landscape as a whole saw 
the introduction of the interstate highway system in the 1950's, a clear example of the previous 
physical frontier being reinterpreted for a new generation of pioneers: the truck commerce and 
automobile tourism of the new consumer society. And it was ever the dominating gaze of the 
American that provided the vision and the promise for exploring and exploiting these frontiers. 

10 David E. Nye, Narratives and Spaces: Technology and the Construction of American Culture (New York : Columbia University Press, 1997), 181-183. 
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12 Ibid 33. 
13 Ibid 32. 
14 Ibid 39. 
15 Ibid 41. 
16 Ibid 33. 
17 Ibid 47. 

According to Turner, the imposition of European civilization onto a "found" continent 
was completely reinvented by the process of the frontier. 12 It was the frontier as process 
that saw the European transformed from an interaction with the "wilderness" into an 
"American." To survive and prosper, the European had to allow the "wilderness" to 
influence his way of life, he had to adapt to its intricacies and demands. As he gained a 
knowledge and understanding of the "wilderness," he was then able to appropriate and 
emerge from its "savagery" to plant civilization in a mutated form. The transformative 
process is one of Americanization. What emerged was not Europe, but a mutated version 
of previous models of western civilization that became, according to Turner, uniquely 
American. 

Emerging from the "savage" nature of the "wilderness" was a renewal of civilization, of 
man's progress with its hopes and dreams ofutopic prosperity. From the toils of survival 
came the promise of settled agriculture and the eventual affluence of the industrial city. 
The frontier provides for a "perennial rebirth" of progress as a social evolution. 13 Each 
new phase of encounter on the frontier provided a renewal that was repeated continually 
as the march of Western man continued toward the setting sun on the horizon. To 
Turner, this process was very much one of linear evolution. The savagery of the Indian 
hunter would give way before the pathfinding of the trader. The open lifestyle of the 
rancher would displace the trader in tum, to be followed by the tilling of the farmer. 
Farming meant eventual communal settlement, which in turn would evolve into great 
industrial cities of factories and manufacture. It was a "procession of civilization" that 
came in "successive waves across the continent" but always "marching single file."14 

(39). 

The nature of each individual frontier, be it the trading frontier or the farming frontier, 
was not universally the same. Each frontier varied in its breadth and speed due to its time 
and place. It was still the "wilderness" landscape that greatly determined where the 
"lines of civilization" could penetrate. The "arteries of geology" provided the routes and 
pathways for "the growth of a complex nervous system." 15 Yet for Turner each front ier 
progressively promoted a nationalizing experience, it was "the line of most rapid and 
effective Americanization." 16 He saw the frontier process as uniting the divided sections 
ofnorth and south on the Eastern fringe ofthe continent into a "composite nationality." 17 
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18 Ibid 53-55. 
19 Ibid 59. 
20 Ibid 59. 

Simultaneously it was a democratization of the nation as more people were fu lfilling the 
pastoral dream of land ownership with its promise of prosperity and its accompanyinE 
resistance to direct government regulation or involvement in their affairs. The spirit of 
individualism was allowed to flourish on the frontier wh ich Turner saw as anti-social and 
selfish at the same time it was invigorating and full of potential energy for opportunity. 18 

It was such an understanding of the frontier that allowed him to qualify the very "traits" it 
provided to the American national identity 19 

: 

-Coarseness and strength combined with acuteness and inquisitiveness; 
-Practical. inventive tum of mind, quick to find expedients; 
-Masterful grasp of material things, powerful to effect great ends; 
- Restless, nervous energy; 
-Dominant individualism, working for good and for evil; 
-Buoyancy and exuberance which comes with freedom. 

As Turner was writing at a time when the western frontier had officially been determined 
to be nonexistent by the Census of 1890, he ended with a reflection on any assumption 
"that the expansive character of American life has now entirely ceased."20 He clearly saw 
that movement was a dominant quality of American life and that " the American energy 
will continually demand a wider field for its existence." It is the promise of continued 
prosperity to be found with each new frontier that cannot easily be dismissed. The 
"freshness, and confidence" of a "new field of opportunity" is beckoning on the horizon. 
An " impatience" and " indifference" to the establishment of "older society" provides 
further impetus for the "perennial rebirth" that is the promise of the frontier. Such a 
substantial mythological foundation cannot so easily be declared complete; it will 
reemerge in mutated forms as long as it maintains its dominant acceptance in the 
American psyche. 

An Appraisal of Turner's Thesis 

It is important to realize that Turner's thesis was instrumental as a use of spatial myth as 
a construct for identity. As Michael Watts points out, " frontiers are ... particular sorts of 
spaces - symbolically, ideologically, and materially."2 1 It is the fronti er as space that 
helps serve the ideological formation of identity on a national scale. It is the power of the 
idea of the fi·ontier, its symbolic capital attained through myth, which proves to be vi tal to 

21 Michael J. Watts, "Space for Everything (A Commentary),'' Cultural Anthropology 7, no. I (1992): 112-129. 
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the establishment and continual renewal of what it means to be America as a nation. The 
qualities of the frontier idea are rooted in an imagined primitiveness and savagery filtered 
through the lens of Western civilization that seemingly begs for an ordering through the 
imposition of political, economic, and social institutions. It is here that the power of the 
landscape as "symbolic field," as "cultural image," and as "visual ideology" becomes 
essential in the justification for the continued existence of a societal structure. 

Turner's ideas as a mythic foundation for a national identity gains greater understanding 
when also examined in terms of factors he ignored or downplayed in the expression of his 
frontier thesis. Henry Nash Smith's criticism of Turner reveals an inherent contradiction 
in his main premise. Turner sets up a dichotomy of civilized/uncivilized in his 
description of the "rrontier line."22 Within this dichotomy is revealed Turner's bias 
towards what Smith terms "agrarian theory." Turner is heir to the pastoral ideology of 
Jefferson. The "democratization" of the nation comes rrom the acquiring of the "tree 
land" of the west, where the individual opportunist becomes the "yeoman farmer" of a 
utopic Arcadia. It is here, on the frontier, where the ideal of the agrarian can be realized 
freed from the confining society of the industrialized urbanization of the east. Yet Turner 
also relates an understanding of the progressive evolution of society, in which the 
"march" of civilization will submit the agrarian of the frontier to the next stage of 
development, industrialized urbanism. In his attempt to substantiate the agrarian ideal of 
agricultural development to the "democratization" of America, he neglected the impact of 
urbanization of the very same tendency. Thus Turner's ideal of civilization would seem 
to be the agricultural settlement of the west yet he still expresses an idea of progress 
through evolution toward an industrial city. But is it not the very same industrial city that 
the individual was seeking to free himselfrrom in his tum westward? 

It is the promise of "rebirth" and "renewal" that only a seemingly natural landscape can 
provide that is at the base of Turner's ideas. He saw "post-frontier America" as being 
without a rrocess leading to further democratization, without meaning for its 
civilization? Thus "meaning" is attained through the replicable cycle of the frontier. 
The poetic value of the frontier is its potential for continual renewal. As evolutionary 
development seeks enclaves assumed to be untouched, it plants itself and matures into the 
very thing it seeks to escape. 

Cycles of innocence and disillusion thus reveal themselves. Turner's thesis relies on the 
agrarian ideal as its level of innocence to be continually sought as it is corrupted. Within 
its dichotomy, the manifestation of the frontier myth finds its foundation on an even 

22 Henry Nash Smith, "The Frontier Hypothesis and the Myth of the West'' American Quarterly 2, no. I (1950) : 3-11. 
23 Smith, "Frontier," 9. 
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deeper mythic foundation . Frederic Carpenter describes "the American Myth" as one of 
regaining Paradise.24 The biblical fall from Grace found within Genesis speaks of the 
corruption of innocence. It is the reattainment of innocence that is the promise of God as 
well as the American frontier. The primitiveness of the American landscape seems to 
hold the seeds of innocence sought in an escape from the impurity of civilized man. Here 
"untouched" nature is seen as providing for the opportunity of innocence and freedom 
that Paradise promises.25 

Such primitivism is a "purer" form of Jefferson's pastoralism that sought to integrate the 
innocence of the Garden and the democratic potential of agrarian civilization .26 Inherent 
to both the primitivist and pastoral ideologies are the reemergence of Eden. Yet 
attempting to attain Eden leads only to disillusionment with the failures of society to 
reach a level of Paradise. The continual promise hovers forever on the horizon though, 
driving the cycles of renewal. It is the same idea that J .B. Jackson speaks of in his essay, 
"The Necessity for Ruins."27 The American impulse to restore some "original 
landscape" speaks of an attempt to retum to a more primitive but innocent time, a 
"golden age." It is in such a conceptual apparatus of history that "ruins" become 
important, for ruins means that there has been a period of decline, a period of 
disillusionment from which we can emerge. "Perennial rebirth" is the conclusion of the 
frontier myth. It seeks no final end as an idea of progressive history seeks a final 
agglomeration of its potential; it seeks only the continuation of the cycle. As such, 
"history ceases to exist." 

In lieu of a grounded history, America does have the potential of "a perpetual present."28 The 
cycle of continual renewal derived from the frontier myth is a process in which a constant 
beginning-again has driven American development even with the "closing" of the frontier in 
1890. Seeking promise and opportunity, Americans have reshaped their physical environment as 
a manifestation of the ideology found within the frontier myth. Terms of architectural 
development in America are driven by market forces that seek to continually recapitalize off of 
the existing limit of the physical space inhabited. Thus a system of development is formally 
manifested that is not defined by traditional notions of master planning but instead an open-ended 
process of "parcel-by-parcel development" resulting in "overlapping corporate networks."29 It is 

24 Frederic Carpenter, '" The American Myth ': Paradise (To Be) Regained," N v!LA 74, no. 5 (1959) : 599-606. 
25 Marx, "Ideology," 66. 
26 Ibid 66. 
27 John Brinkerhoff Jackson, The Necessity f or Ruins (Amherst: University of Massachusetts Press, 1980), 89-102. 
28 Baudrill ard, America, 76. 
29 Jacob J. Goldberg, "Corporate Capital and the Techniques of Modernity: Problems in the Mass Production of Space, Image, and Experience," Jouma/ oj'Architectura/ 
Education, May 1995, 227-239. 
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different from previously established systems. For the American, land was very much a 
commodity, as he was uprooted from any notion of the feudal system of property inheritance 
where large tracts remained within a noble family generation after generation.31 In America, land 
accumulated within a family was distributed at the death of the patriarch to all of his sons, not his 
eldest alone. Thus the accumulation was fragmented, allowing for a fluid relationship with the 
land to develop in the American psyche. Such a relationship encouraged fluidity of location as 
well, and the infrastructural networks of movement became vital to an American experience of 
space. It is this evolved transportation network that serves as the foundation for the field of 
consumption overlaid upon the landscape as we experience it today.32 Simultaneously, it is the 
very same network that can permit the emergence of a method of resistance to accepted cultural 
conventions. Jack Kerouac's On the Road documents such a challenge to the hegemony of 
accepted cultural standards through the means of road travel to achieve a deeper understanding of 
one's personal existence. The national culture of movement becomes a meaningful voyage 
towards an individual understanding. 

31 Tocqueville, Democracy, 6L and Goldberg, "Corporate,'' 232. 
32 Goldberg, "Corporate," 235. 
33 Jack Kerouac, On the Road (New York: Penguin Books, 2003), xix. 

'"Case Study: Jack Kerouac's On the Road 

"My life on the road ... " 

Kerouac wrote the text to On the Road as he lived the experience of the characters: it was 
one continuous flow, a single-spaced paragraph on a 120-foot long roll of trace, 
typewritten in a clean three weeks. 33 In the resulting novel documenting his semi
autobiographical automobile wanderings across the continental United States with his 
friend and compatriot Neal Cassady, Kerouac was able to explore much of the mythology 
and cultural traits ofthe perceived American experience. However, his descriptions were 
not ones of direct critical analysis of that experience, but rather were vivid and flowing 
documentation of the ambiguity of existence within the experience itself. His story is one 
of challenging the narrative of his place within the realm of a given earthly situation as 
much as his challenge simultaneously reveals his own reinforcement and renewal of that 
very position. 
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Structure and Jazz 

The four cross-country trips of the characters Dean Moriarty (Neal Cassady) and Sal 
Paradise (Kerouac himself) are structured into separate parts within the whole of the 
novel. But the overall structure is one of temporal linearity that seeks to remove itself 
from the traditional narrative format. 34 Kerouac thought of his writing as "spontaneous 
prose," analogous to the jazz solos he so vividly documents during his travels.35 It is the 
fluid nature of the action with a corresponding use of language to reflect the constant 
motion and rhythm of the experience that captures the feel and the flow of jazz. The 
sense of space and time gained from such use of language is similar to the distortion of 
space/time during a jazz performance. 36 The improvisational quality of the tune along 
with its distinctive patterns and structuring allow for a qualitative and flowing sensation 
to overwhelm any attempt at rationalization of the musical event. Similarly, the details of 
each place and encounter along the road as Kerouac writes them also tend to dissolve into 
a pattern of constant repetition but with each pattern shifting the previous one into a cycle 
of constant reshaping. There is a parallel with the circular patterns that unroll in a jazz 
tune, with each iteration referring back to its precedent at the same time it reconstructs it 
as something seemingly new and original. 37 

Mythology and Subversion 

The message of Kerouac 's road journeys can be understood as one of resistance to the 
society of which he was a part.38 Through the physical escape from a society driven by 
the material concerns of consumption via the means of movement into the social margins 
of that society, his journeys prove to be an inspiring impetus for the idealistic youth of his 
time. It is a journey towards a revelation of meaning, but it is also one with strong 
precedent within American culture. Mobility had long been accepted as a defining 
characteristic of the American experience, and undertaking a journey of rapid movement 
within the seductive vastness of the American continent was a theme being replayed.39 

Turner's frontier was being reinvested by Kerouac. The fluidity of the open road 
becomes his means to seek out the promise of the frontier. The promise of freedom 
within the adventure of taking on unknown lands was an instrumental part of the very 

34 Tim Cresswell, ''Mobility as Resistance: A Geographical Reading of Kerouac's 'On the Road. "' Transactions of the Institute of British Geographers 18, no. 2 ( 1993): 249-262. 
35 Theado, Kerouac, 67. 
36 Erik R. Mortenson, "Beating Time: Configurations ofTcmporality in Jack Kerouac's On the Road," in 1'l1e Beat Generation: Critical Essays, ed. Kostas Myrsiades, 57-75 (New 
York: Peter Lang, 2002 ), 70-72. 
37 Cresswell, "Mobility,'' 257. 
38 Ibid 251 . 
39 Ibid 249. 
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hegemony Kerouac was seeking to subvert. As much as it was a challenge to the 
structures of society, giving privilege to the culture of the marginalized, distorting 
accepted notions of time, and planting meaning in the residual experience of the road, it 
remained in an ambiguous position of reflecting the value systems it challenged. Just as 
there is a "collapse that follows bliss" in each instance of joyous revelation in the novel, 4 0 

there is an eventual folding of Kerouac's challenge back into the mythology it sought to 
disturb. In that way, the "IT" of clear understanding proves ever elusive and temporal for 
anyone existing within the system. Any dissolution of social structures toward a greater 
understanding becomes a reiteration of the very structures, and thus a method of constant 
renewal. Yet within the challenge lies the potential for change, as any dissolution and 
reformation provides for the alteration of the previous systematic structure into a shifted 
form. 

Mobility and IT 

Cruising across the landscape, "the road is life."41 It is the promise of the cleansing 
purity of movement that is the primary feature of Kerouac's text. Within this sense of 
purity exists the resistance to accepted norms that is understood from his writing. The 
fluidity of motion seems to hold the means to gaining an understanding of deeper 
meaning within American society. It is at once a search for some sort of authentic 
experience for the disillusioned youth as it is an escape from the formative standards of 
their culture, at least temporarily. Drive away, fast, from the complacency of the 
consumer society of the classic American dream of the 1950' s. Seek, through the means 
of rapid navigation through the emptiness of American space and the highly intense 
incidents of counter-culture within the cities, the reclamation of some sort of meaningful 
fulfillment, albeit one soon to fold back into mainstream culture. 42 It is within the 
experience of the fluidity of the road and the spontaneity of the lived present that 
transcendence can seemingly emerge. Categorized as " IT," the indefinable experience of 
revelatory clarity proves to be as temporal as it is elusive for the duo of Dean and Sal.43 

But at times they seem to grasp it, if only for fleeting seconds of repose within the 
reoccurring journey. 
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The subversive resistance of Kerouac can also be read as a quest for some hovering sense 
of transcendent spirituality.44 Religious resonance is a constant undertone for the 
descriptions of Dean and Sal's automobile meanderings across the American landscape. 
Kerouac's search for authentic experience within the construct of the American Dream of 
prosperity takes him back to his Catholic roots. From BEATIFIC to BEAT.45 They are 
searching for "IT," an elusive state of pure being akin to catharsis in religious faith. It is 
Zen clarity of mind, achieved in the now.46 The beats borrowed from a wide range of 
religious belief, and their experiment in cultural production can be understood as one 
much rooted in a search for transcendental spirituality. 47 It was very much a rejection of 
the norms of standardized religion, but it was still an essential fulfillment of a 
metaphysical void that they sought. In relegating the material world around them to 
meaningless illusion, they still felt that value could be found within it. 48 Thus it was a 
personal spiritualism that could seemingly be revealed flowing on the road and within 
encounters in the undercurrents of society.49 In moments of pure existence, the promise 
of hope and renewal manifested itself and temporal transcendence was achieved. As 
Dean hugs the dividing line and wraps his finger into his fist , staring straight ahead at the 
unfolding landscape, he exclaims, " It's all this /"50

... Movement, dissolution of 
materiality, pure being, spiritual resonance, and reconstitution of mythology. 

PILGRIMAGE I PROCESSION I STATIONS 

The unde11aking of a journey across the American landscape toward an end goal of the fulfillment 
of the promise of prosperity defines the experience of the pioneer as a pilgrimage. Through a 
sequential movement from one temporal location to the next, the pioneer partakes in a passage 
across the frontier that can be seen as analogous to the processions of religious ceremonies like 
the Stations of the Cross. Such a linkage of religious procession and the landscape of America 
can be seen in the photographs, drawings, and paintings of gasoline stations by the artist Ed 
Ruscha in the 1960's. His stations, from his first photographic book documenting his journey on 
Route 66 from Oklahoma City to Los Angeles, to the later series of paintings he completed of 

44 Linda McDowell , "Off the Road: Alternative Views of Rebellion, Resistance, and 'The Beats,"' Transactions of the Institute of British Geographers 21 , no. 2 ( 1996): 412-419. 
45 Stephen Prothero, "On the Holy Road : The Beat Movement as Spiritual Protest." 111e Harvard Theological Review 84, no. 2 ( 1991 ): 205-222. 
46 Theado, Kerouac, 70. 
47 Prothero, "Holy Road," 208-2 I 0. 
48 Simon Rycroft, "Changing Lanes: Textuality off and on the Road," Transactions ofthe Institute of British Geographers 21 , no. 2 (1996) : 425-428. 
49 Prothero, "Holy Road," 212. 
5° Kcrouac, On the Road, 120. 
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intersecting the breadth of the horizon, the unfolding landscape was one of crisp signage, 
of actual text emblazoned on a context of bold primary colors. It was this overlay of the 
implements of commercial attraction and satisfaction that began to take on the established 
mythology of the American west. Here the color, style, and especially the emphasis on 
language of the commercial imagery combine to create a landscape of billboards, of 
signage, that can be comprehended quickly within "framed mobile fields" as the speed of 
the car carries one forward. 52 For Ruscha, it was a journey of space and language that 
would provide the groundwork for his future explorations. The constant flow of space 
was met by the static image or hovering phrase, frozen for brief seconds before the 
automobile carried onward. 

Ruscha's Twentysix Gasoline Stations of 1962 captured the essential qualities of the 
journey between Oklahoma City and LA. The photographic images depict the 
land markers of the relentless vista of the desert. They are brief snapshots, frozen images, 
of temporal locations of stasis within the constant movement of automobile travel. As 
such they are "way stations on the vast highway of life."53 They serve as icons for the 
journey, as still frames that seem to be the only placeholders in the constant flickering of 
the cinema of space. Thus they document the journey across a 1400 mile landscape, the 
in-between of the actual stations, which is otherwise difficult to grasp in static pictures. 
In dealing with the issues of consumer society and journeying across the landscape in the 
postwar period, his book can be understood as "the Pop-minimalist vision of [Kerouac's] 
Road."54 Because of the serial organization of the photographs into a cinematic format, 
the experience of movement on the open road is captured in a cultural artifact for 
contemplation.55 Yet the design of the artifact itself, with its mediocre pictures, simple 
captioning, and banal subject matter, proves to challenge established notions of what a 
makes a "meaningful" book. 56 It is very much a "low" approach that seeks a "high" 
cultural understanding which is very characteristic ofthe Pop artists of his period. 57 

52 Margit Rowell, "Cotton Pulfs, Q-Tips, Smoke and Mirrors: The Drawings of Ed Ruscha," in Colton Puffs. Q- Tips, Smoke and 1Hirrors: The Drawings of Ed Ruscha, ed. Margit 
Rowell, I I -25 (New York: Whitney Museum of American Art, 2004 ), 20. 
51 13roughcr, "Words,'' 163. 
54 Dave Hickey, "Edward Ruscha: Twentysix Gasoline Stations, 1962," Artjorum international 35 ( 1997): 60-61. 
55 Cornelia Butler, "Information Man," in Cotton Puffs, Q-Tips, Smoke and ,\-Jirrors: The Drawings of Ed Ruscha, ed. Margit Rowell, 27-39 (New York: Whitney Museum or 
American Art, 2004), 29. 
56 Phyllis Rosenzweig, "Sixteen (and Counting): Ed Ruscha's Books," in Ed Ruscha, edited by Neal Benezra and Kerry Brougher, 178-188 (Washington, DC: Smithsonian 
Institution, 2000), 179. 
57 CatTie Rickey. "Ed Ruscha, Geographer," Art in America 70 ( 1982): 84-93. 
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Gasoline Stations.62 Hickey was even able to get an admission from Ruscha himself 
about the relevance of Catholicism to his work: "there is a connection between my work 
and my experience with religious icons, and the stations of the cross and the Church 
generally . . . "63 Thus his fascination with gasoline stations can also be understood as a 
reflection upon the Stations of the Cross, albeit stations within the context of the popular 
vernacular of the 1960's American west. Hickey sees Ruscha's fascination and use of 
stations as a meditation on the "mysticism of the word" that derives from the Catholic 
emphasis on the Word of God as well as the use of language in the roadside billboard 
landscape. The organization of the book, Twentysix Gasoline Stations, can even be 
understood as reflecting the procession of Christ's stations in addition to its reading as a 
road journey64

: 

Fourteen stations, minus the crucifixion. Thirteen stations from Los Angeles to the 
Calvary of Ed's hometown in Oklahoma - then thirteen stations back to Los Angeles, 
refusing the sacrifice. 

The refusal of the sacrifice is interesting to note, for it speaks of a criticism of the 
codified faith of the Catholic Church. He has appropriated a religious theme only to deny 
its intended promise of redemption as a means of critique. The Church provides 
standardized beliefs for consumption as much as the gasoline station provides a standard 
consumer product. "It wasn't a standardized station but a station which dispensed 
standards," is Hickey's conclusion. 65 The word "STANDARD" as well as referring to 
the trademark brand of gasoline was also a pun when the stations are understood in a 
religious context. Ruscha was depicting the icon of an institution that formed standard 
nmms for religious belief and challenging the notion of such institutionalized faith. Thus 
the denial of the final station in his Twentysix Gasoline Stations can be understood as 
paralleling his later depiction of fire in his paintings. His Burning Gas Station of 1966 
depicts a literal representation of "metaphysical fire" destroying the normalized 
institution. 66 The presence of flames speaks of both destructive damnation and the 
potential for rebirth. Through fire, the standardized faith of the Church is destroyed 
opening up the possibility for a renewal of a "purer" faith. It is an act of purifying 
renewal that Ruscha ultimately is relating through his procession of paintings. 
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Prior to the 15111 century, there was no systematic understanding of the devotion of the 
"Via Dolorosa."68 The first use of the word "station" is documented to 1458 in reference 
to the stops with attached indulgences along the procession route in Jerusalem. 
Originally, it was the recorded physical distances of Christ's actual journey through 
Jerusalem that carried the metaphysical meaning of the stations. The concept of a 
localized replica of the procession of Christ evolved throughout the period until the 
placement of physical stations in churches became common at the end of the 17'" century. 
The number of stations came to be fixed at fourteen by decree of Pope Clement XII in 
1731. As a codified act of devotion, the "Way of the Cross'' calls for separate meditation 
at each station, which follows the procession tracing the movement of Christ from the 
house of Pilate to Mount Calvary, the site of his death. The devotion can be undertaken 
privately or can be a congregation led by a priest and is best completed without an 
interruption in the procession. The now standardized stations are as follows69

: 

I. He is Condemned to Die 
2. He is Made to Bear His Cross 
3. He Falls the First Time 
4. He Meets His Mother 
5. Simon ofCyrene Helps Him Carry His Cross 
6. Veronica Wipes His Face 
7. He Falls the Second Time 
8. He Meets the Women of Jerusalem 
9. He Falls the Third Time 
I 0. He is Stripped of His Garments 
II . He is Nailed to the Cross 
12. He Dies on the Cross 
13. He is Taken Down from the Cross 
14. He is Laid in the Tomb 

The Stations carry with them a promise of salvation as realized by Christ's sacrifice. By 
replicating and contemplating the journey of Christ to his death through a series of 
iconographic images and recited prayers, the devoted are to be linked spiritually to 
salvation in the afterlife as guaranteed by the personal sacrifice of Jesus. It is meant to be 
a pilgrimage of the mind, as transcendence into metaphysical belief, as much as a worldly 
practice of devotion. 

68 "Way ofthe Cross," http: //www.newadvent.org/cathen/15569a.htm (accessed October 7, 2005). 
69 "Stations ofthc Cross," 3. 
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The fomteen paintings, completed between 1958 and 1966, were not entitled Stations 
until he was working on the fourth one. 72 It was at this point that "the intensity" of the 
work made him think ofthe Stations of the Cross. 73 Newman's process is one in which 
the application of paint on a canvas becomes a reflexive act which informs his own 
understanding of what he is doing opposed to any predetermined rational 
conceptualization of the piece. Thus he never undertook the series with an initial 
understanding to complete a set of Stations, but ended up participating in a historic 
dialogue within the discipline of art. It was not an attempt at representational 
iconography for Newman, but rather "a matter ... of affect." 74 For Newman, it was the 
posing of a question to be explored through the experience of his work. It was to be an 
experience of the "emptiness" of his canvases that would provoke a reflection on 
universal suffering as posed by its title and ultimately provide an "awareness" through 
the interaction ofthe mental and bodily sensations of the work.75 

The large scale of the canvases, six feet high by five feet wide, combine with the minimal 
gesture of vertical planes and the restriction of coloration to black and white, to provide a 
provocative and abstract experience of space within the gallery. Utmost in importance to 
Newman was "to give the beholder a sense of place."76 By anchoring the viewer in a 
spatial setup, he was providing a setting for the mind and body to respond to the 
sensation of the paintings, and thus gain a new perspective or knowledge, an "awareness" 
that would lead to "a sense ofresponsibility."77 

Through the "lateral extension" of the work that forces the viewer into an apprehension 
of his peripheral vision, the individual pieces challenge notions of pictorial 
representation. 78 Each work is intended to be viewed laterally, as opposed to frontally, 
and from very close to the surface of the canvas in order to gain an overwhelming 
presence for the mind and body. 79 They also work together, as each individual piece 
gives way to the next in the series through its visual presence on the periphery.80 Thus 
the fourteen separate works unfold before the viewer, encouraging a procession that 
becomes one of active memory. As one moves through the series, "acts of recollection" 

72 Mark Godfrey, "Barnett Newman's 'Stations of the Cross' and the Memory of the Holocaust," in Reconsidering Barnell Newman, edited by Melissa Ho, 46-66 (Philadelphia: 
Philadelphia Museum of Art, 2005), 49. 
73 O'Neill, Selected Writings, 189. 
74 Godfrey, "Newman's 'Stations,"' 49. 
75 Ibid 57:59. 
76 Yve-Alain Bois, "Newman's Laterality," in Reconsidering Bamett Newman, ed. Melissa Ho, 29-45 (Philadelphia: Philadelphia Museum of Art, 2005), 33. 
77 Godfrey, "Newman's 'Stations,"' 58. 
78 Bois, "Newman 's Laterality," 34. 
79 Ibid 42-44. 
80 Godfrey, "Newman's 'Stations,"' 54-57. 
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station as the altar in the apse. 81 The entire installation consisted of separate small 
structures in the open air, situated on a meadow near the performance location of the 
Passion Play. 

The first station, the narthex, introduces the viewer to Wilson's system of organization. 
It is a long, low box twenty-five meters in length, inside of which is a seemingly empty 
room occupied only by a central shaft in the middle. 82 Inside of the central shaft is a red 
liquid that is being stirred by a motor to create sucking noises. The translucent ceiling 
and low hanging blue light bulbs add to a surreal atmosphere in which whispers of 
"Pilate," "hand," and "condemned" can be heard. 

Emerging outside from the first station, a perspective arrangement of twelve "chapels" 
can be seen flanking the pathway leading to the final station.83 Each of the twelve 
"chapels" is constructed as a small Shaker-style house, with no door and only one small 
window for a single person to peer inside at a time. The austere language of the Shakers 
provides for a very minimal yet provocative abstraction of the buildings that still speaks 
of an association with a traditional religious rigor. The simple plainness of each station is 
matched by bold and often disturbing imagery within. Using a range of artifacts, figures, 
textures, and color schemes, Wilson creates theatrical still-lifes within the small 
structures that reinterpret the iconography of the Stations of the Cross to suit his own 
ends. Recurrent themes such as a boulder suspended by a rope, a grasping hand, white 
human figurines almost neuter in character, animals, and simple wooden furniture 
reminiscent of types made by the Shakers, combine to create mysterious but thought
provoking sculptural installation pieces . 

The final station is the altarpiece of the work, terminating the axis set by the previous 
stations. Long, unhewn wooden bows arc upwards to create a semi-circular cove in 
which a large-scale white human figurine is suspended upside down. 84 Beneath the 
figure is a blue bed set in a patch of overgrown grass. The mystical arrangement is as 
sensational in composition as it is in its indecipherability . The sacrifice of Christ as 
represented by Wilson is not manifested as fulfilling the promise of redemption as much 
as it questions the legibility of the event. There is no codified understanding to be taken 
from the imagery provided, only a personal experience that leaves one pondering its 

81 Veit Loers, "Memory, Dream, Nightmare: Robert Wilson 's Stations of the Cross," in Robert Wilson: 14 Stations, eds. Gabriele Ebbecke and Christopher Wynne, 4-8 (New 
York: Prestel Verlag, 2000), 4. 
82 Friedheim Mennekes, ''The Stations on Stage," in Robert Wilson: 14 Stations, eds. Gabriele Ebbecke and Christopher Wynne, 54-61 (New York: Prestel Verlag, 2000), 59. 
83 Mennekes, "Stations on Stage," 59. 
84 Loers, "Memory, Dream, Nightmare," 7. 
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meaning. No salvation is guaranteed although it is alluded to through the methodical 
arrangement of illusive theatrical devices. 

For Wilson, his Stations are "a mental landscape."85 While still operating in the mystical 
realm of spirituality, he sought to challenge notions of accepted iconography and the 
meaning that they codify for the Church. Thus his manifestation of "a somber journey 
invoking images from memory, dream and nightmare" has the potential to become a 
personal spiritual experience for each individual who takes the time to contemplate it. It 
is not meant to provide any common and unified experience of the meaning of Christ's 
Passion, but instead to evoke the essential existential experience which underlies the 
Christian interpretation. Similar to the sensational "affect" of Newman's series, Wilson 
too seems to be seeking an "awareness" from the viewer on a personal level: a 
questioning of humanity's position and relationship to the world. Thus he has used the 
tools and methods of illusion, of the theater, to create an assemblage of imagery, color, 
symbol, and texture that becomes "a spiritual landscape" capable of thought-provoking 
contemplation and an experience of the mysterious resonance of metaphysical being.86 

Conclusions on Stations of the Cross 

The Stations of the Cross can be understood historically as a fluctuating series of beliefs, 
processional movements, and cultural artifacts that evolve and become reinterpreted 
within each new context of time and place. Inherent to the fluctuation in the 
understanding of Christ's Passion through the Stations is the fluidity of spirituality itself. 
A feeling of connection to a metaphysical beyond, to some greater sense of being, is 
constantly reevaluated and redefined throughout history to serve not only the fulfillment 
of faith on a personal level but also to serve the ends of consolidation of power. Thus 
spirituality is renewed and modified in form to adapt to its socio-political context. Such 
an evolutionary process can be greatly demonstrated within the bounds of art, where the 
challenge to the hegemony of an established authority such as the Church is welcomed. 
The Stations of Newman and Wilson can be understood as yet another manifestation of 
spirituality that relates back to their specific historical contexts, albeit one that challenges 
the previous dominance of the Christian interpretation. For them, as well as for many 
individuals of the modern era, the existential spirituality woven into the Stations is to be 
understood on the level of individual experience, open to personal interpretations and 

85 Robert Wilson, " Robert Wilson, interviewed by Friedheim Mennckes,'' interview by Friedheim Mennekes, in Robert Wilson: 14 Stations, eds. Gabriele Ebbecke and Christopher 
Wynne, 9-11 (New York: Prestel Verlag, 2000). 
86 Mcnnekes, "Stations on Stage," 60. 
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I 
denying any codified or standard understanding of meaning as exemplified by the I 
Church's doctrine. 

Given the appropriation of the Stations within the guise of high art, an appropriation into the 
architectural realm as a means to evoke an essential spirituality is acceptable when placed in a 
suitable context. In the contemporary American context, the usage of the idea of stations can 
serve as a challenge to the cultural hegemony of and the "field of accommodation" (a.k.a . 
consumer society) which is the latest manifestation of the frontier myth. Stations provide a "set
in-place" pilgrimage which provides places for reflection or contemplation within the 
surrounding environment of materialism. But it is not the specific understanding of the meaning 
behind the Catholic stations that is sought, but rather a general spirituality that is open to all 
travelers. It is a secularized use of the stations toward an essential experience of spirituality to be 
had on the level of the individual. As such, it is a series without any defined beginning or end. It 
is an assemblage of separate identities or incidents, served together through a common language 
that unites them into a field of experience. Diffuse wandering amongst and between them 
constitutes the new interpretation of the journey. With no prescribed beginning or end, each 
journey has the potential to be unique on not only a mental level, but also on a phenomenal level 
within the landscape. The experience of the condemnation or the salvation of the sacrifice cannot 
be promised in any linear order, for the often senseless and absurd episodes of humanity deny any 
inherent guarantee of sacrifice leading to redemption. What is left, however, is the opportunity 
for a transcendent experience leading to the possibility for spiritual resonance which is of a highly 
individual interpretation and character. While the spiritual experience itself is personally defined, 
it is had in the context of others who experience a similar disorientation before reorienting their 
understanding. Thus there is a collective presence of spirituality that is simultaneously very 
personal to the distinct sequential experience had by the individual. 

American Spirituality, Highway Driving, and the Metaphysics of the Desert Reststop 

America has seen several occurrences of "great awakenings" throughout its history, which are 
followed by a decline in a feeling towards spiritual obligation. Such cycles of spiritual decline 
and revival serve as vital periods of reinterpretation and reinforcement of cultural hegemony. A 
cycle of renewal serves to reinvigorate cultural and national identity at the same time it provides a 
reintegration of personal faith on the level of the individual.87 A current trend towards spiritual 

87 Eugene Taylor, Shadow Culture: Psychology and Spirituality in America (Washington, DC: Counterpoint, 1999), 20. 
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revival lacks any centered definition as institutionalized faith has been previously challenged and 
fragmented. The dispersal of faith reflects a renewal of spirituality on a more secular and 
personal level than ever before. Simultaneously the fulfillment of faith must be sought out on a 
highly individual basis, with personal choice as the defining means of acquiring it. The personal 
choice becomes very much a consumer decision, as a variety of options manifest themselves, 
each with a package of technique, methodology, and promise. Thus there is a present optimism 
in the plurality of choices, which seem to offer difference as a primary characteristic. An eclectic 
selection of traditions offers a populist and multicultural spirituality that can be appropriated by 
anyone with the financial means to do so. Spirituality serves as a means for cultural 
reinforcement as well as renewal, with each reiteration promising modifications of the previous 
system of accepted standards. 

Yet there is also the undefined, non-standardized spirituality that hovers in a comer of the mind, 
waiting to be grasped at opportune moments. A hectic lifestyle and the demands of a fast-paced 
society do not leave much time for dwelling on the significance of spiritual issues. Often times, 
any leisure time available is best spent allowing one's mind to purge itself in front of the 
television. Here an emptiness of thought can be just enough to rejuvenate one for the next round 
of work and play. Still, the television does not satisfy that other desire, the desire for some 
connection to a metaphysical beyond that seems to give promise and meaning to an otherwise 
vacant lifestyle. Such a spiritual resonance can be found through the promises oftelevangelists or 
self-help books, but perhaps it is better to take to the road to reveal it. As one zooms across a flat 
landscape, along an endlessly straight highway at 70 m.p.h., the mind becomes lucid as the body 
becomes passive. Although a vehicle propelled at such speed is a deathtrap for any disturbance 
that might impede its path, the body and mind can be brought to peace with the situation. In 
isolation and surrounded by a constant flickering of the visual imagery of the landscape, time and 
space can become confused through an experience that is at once "asocial, simple, elegant, 
creative and altogether addictive."88 

The journey on the road prepares the mind and body for the brief pause of the reststop. One has 
been brought to this location, an apparition in the desert, where the gentle necessities of road 
travel entice one to abandon the vehicle of isolation for a few moments, or even hours, of 
communion with fellow man. A simple exchange between store clerk and customer, waitress and 
patron, or motel deskman and guest can be enough to reconnect one to the spectrum of humanity 
that often times is forgotten in the frenzy of living. Simultaneous to any exchange during this 

88 Travis Rrown Jr .. "On an Aesthetic of Highway Speed," Journal ofArchitectura/ Education 30. no. l ( 1976): 25-27. 
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highway stop is the desert backdrop itself, which when appropriately framed and interrelated with 
the architecture of direct human interaction, can be brought into the dialogue between people. 
When the landscape is allowed to manifest its presence in a direct way, the people, the structures, 
and the land itself can begin to be understood as one, with a common shared spiritual basis that 
can be felt but not defined or labeled. Thus man is not alone in his travels, in his experiences, i11 
his doubts and triumphs, for the environment of his building, the land of his occupation, and the 
people of his interactions are what can be understood as the being of his world . The loneliness 
and absurdity are but one part of the human experience, an experience that is in constant 
occurrence but not constantly in mind. And when it is allowed to come to mind, with the 
appropriate conglomeration of setting and human presence, the mind can reveal a clarity of 
understanding as to man's existence, in both a collective and individual sense. 

DESERT AS SITE 

The desert provides one of the few existing landscapes that is "unclaimed." It can be understood 
as the latest "frontier line" being hedged in by the expanding forces of consumption-driven 
development. Yet it has been traversed and imposed upon most visibly by infrastructural systems 
such as the interstate highways . Thus it is not entirely "pure" but can still be understood as a 
"pure" landscape that is appropriate for a potential experience of resonating spiritual depth. But 
for the highway traveler, the experience of the desert landscape might be one of constant motion. 
To encourage a moment of stasis and reflection, a reststop within the desert becomes an 
opportune apparatus for temporal relief of the spirit. It is an apparition, a mirage within the 
system, one that is a temporary freeze-frame of the continually unreeling movement of the 
American experience. 

A Cultural Evaluation of the Desert 

One environment of the American continent proved most resistant to the embracing dominance of 
American society. It was the desert of the southwest that could be traversed but could not be 
tamed by the onward push of the frontier. The water-scarce expanses and harsh geology seemed 
stripped of any potential for agricultural or industrial exploitation and appeared only to offer 
death for those imposing on its presence. The western desert functioned primarily as a "land 
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passage" linking prosperous lands to the east and west. 89 Thus the primary meaning of the desert 
for frontier pioneers and emigrants was one of a journey through a severe and exhausting 
landscape that seemed the antithesis of the promise ofthe divine Garden. 

The extreme conditions of aridity and heat, the violent fluctuations in weather, and the naked 
ruggedness of the desert environment demonstrated to the wandering Americans an irrational 
place that was somehow nature in its most authentic, revealed state.90 No easy and logical way of 
extracting wealth was at first apparent. It was a difficult landscape to apply use-value and thus 
bring into the fold of the capitalist system. For these reasons, although it was traversed and 
explored, it remained overwhelmingly vacant and in a sense "pure." Attempts to subdue it saw 
the carving of mines into its solid rock, but such attempts to extract mineral wealth were quickly 
exhausted and the urban systems that developed around the sites of mines were abandoned back 
to the throes of nature. It was only the introduction of the technological means of irrigation in the 
20'11 century that seemed to provide any hope for seizing potential out of the land. Yet such 
constructions of agriculture exist in a fragile state of sustainability. It is only through constant 
dependence on technology that the land can be made temporarily fertile. 

The latter half of the 20'h century saw attempts to further apply use-value to the desert. Vast, 
open, and "empty" lands proved to be opportune locations for the testing of military hardware, 
particularly the dropping of bombs.91 In the relative isolation of the desert, secret investigations 
into weaponry would yield the sublime manifestation of the nuclear bomb. It is the same relative 
isolation that would allow an informal industry of gambling to emerge, with it later to be 
conventionalized and brought to an extreme condition with Las Vegas. As with previous 
attempts at seeking abundance from the desert, gambling in Las Vegas follows the path of those 
before it, being capable of only providing very rare and temporal instances of success. The desert 
remains resistant to the permanent location of Americans within its bounds, challenging them to 
extremes of technological applications to exist in a land which denies any logical appropriation 
for use within a capitalist system of consumption. 

89 Patricia Nelson Limerick, Desert Passages: F:ncounters with the American Deserts (Albuquerque: University of New Mexico Press, 1985), I 66. 
90 Limerick. Desert Passages, I 66-168. 
91 Ibid 174-175 . 
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civilization and a previous life provides Travis a choice. Their first encounter finds 
Travis trekking across the landscape again having just escaped from the clinic who 
reported his existence to Walt. Walt pulls up in his rental car and opens the door for 
Travis. Travis reflexively turns toward the spreading landscape then back to the open car 
door. Is he prepared yet to face his past and restore himself to a normative life? Or does 
the promise of personal understanding to be found in wandering the vast continent still 
need to be fulfilled? 

Travis chooses to go with his brother. However, he quickly rescinds and escapes once 
more into the desert. The second time Walt finds him, he poignantly asks Travis, 
"What's out there? ... There's nothing out there."95 Walt has accepted the order of his 
society and to him the desert is emptiness, void of any meaning. Yet for Travis, the 
desert was the answer to the pain he sought to free himself from. For him, everything 
was to be found in the desert. It was his only path towards redemption, toward the 
necessary personal understanding he needed to ultimately face the tribulations of his past. 
In order to renew himself, he had to seek solace through a personal journey in vast and 
open terrain, just as Moses and other characters of the Bible did to renew their 
relationship with God. 

Throughout his four year voyage, Travis kept a fading photograph with him of a barren 
parcel of land he purchased in Paris, Texas. Within the mythology of his own past, it is 
the site where his parents conceived him; it is his point of origin.96 The photo also 
represents the frontier promise of an established homestead and the potential realization 
of domesticity for his family. 97 It is the apparition of a life of hopeful harmony that has 
never been realized and remains only as a fading memory. The dream of domestic 
harmony again surfaces once Travis is back at Walt's suburban home in Los Angeles, 
reunited with his son Hunter. Here the dream is revealed in an old family movie 
depicting the love and promise of Travis, Jane, and Hunter prior to its dissolution. Yet 
this dream remains a cinematic promise, an ideal image never to be realized but only 
sought after. 

Travis' hope of redemption can only be achieved for him by reuniting Hunter with his 
mother Jane. Thus another journey is undertaken by Travis, this time with Hunter 
accompanying him. Together they abandon the established domesticity of Walt and his 
wife Anne, who have acted as Hunter's parents since Travis disappeared. Driving from 
LA to Houston, the two undertake a frontier movement towards a rebirth. Eventually 

97 Kathe Geist, The Cinema of Wim Wcnders: hom Paris, France lo Paris, Texas (Ann Arbor: UMI Research Press, 1988), 118. 
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tracking Jane down in a pom club where she works, Travis is able to express his regrets 
and reunite Jane and Hunter. Yet he still cannot fully reconcile himself to both of them. 
He fears the reemergence of what he originally sought to escape from when he took to the 
desert. Thus he seeks redemption through bringing back a son to a mother, to 
reestablishing the bonds of the Madonna and child.98 After he accomplishes this reunion, 
he takes off again, driving smoothly off into the landscape, leaving behind the reflective 
gaze of Houston 's towers and the social bonds of domesticity to which he himself cannot 
belong. He has revealed his place within the structure of social bonds through his 
journey, and chooses to escape his culture once more rather than relinquish to the static 
definition and eventual reemergence of violence that such a culture provides for him. 9 9 

He has completed a cycle of redemption and renewal after following a path toward a 
"salvation" of personal change. 100 It is a narrative of voyaging toward the recovery of 
"lost paradise," a story which is being constantly retold and reinterpreted. 101 And just as 
Travis has seemed to reestablish "paradise" for the mother and child, he himself has not 
yet been able to find the personal utopia that will allow him to cease moving. Instead, he 
takes off on another journey, towards another cycle of renewal and hopeful redemption. 
It is a "repetition" of "scanning images already seen, by pursuing an idea repeatedly 
returning on itself' that characterizes the "never-endin~ joumeys" of Wenders' films as 
much as the recmTing dreams of American mythology.' 2 

A Natural Evaluation of the Desert 

The desert is a landscape of extreme and naked conditions. The image of bareness it provides is 
not accurate as to the complexity of functioning of its natural systems, but it does relate a 
conception of how rigorous and tough the forces of nature are when compared to man's attempts 
to subdue it. its vast toughness and scale is a counterpoint to the mega-infrastructural impositions 
of Americans seeking to tame it. 

Aridity leads to extremes of hot and cold, day and night. 103 There are no lush forests of the east; 
indeed, trees barely rise greater than large scrub brush. Flora coexists with the scrub but only 
blooms in brief moments of perfect conditions. The lakes and waterways that do exist are present 

102 Attil io Stocchi, ' 'Nouvel and Wenders: Architecture and Cinema as Graphic Transcriptions of Ideas or Written Texts," A bit are no. 345 ( 1995): 147-149. 
103 Ruth Kirk, Desert: The American Southwest (Boston: Houghton Mifflin Company, 1973), 1-3. 
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as markings on the earth, only to be temporarily filled and flooded during rare moments of rain. 
In summertime, rain will be hard and totTential, concentrated to specific locations. 104 Wintertime 
rain will come as a gentler blanket. Yet the rain itself cannot even be predicted. The yearly 
allotment of rain may come all at once one summer day, or it may hold off for an entire year or 
more, only coming later in a more concentrated period oftime. 105 The sweeping wind of the open 
landscape contributes dust storms in addition to the fall ofrain. 106 Mixing of wind and rain can 
lead to the showering of dust and water: a mud stonn. Any storm in the desert carries the 
potential of crashing lightning, darkened gray clouds overhead, torrents of rain, and the 
juxtaposition of clear blue skies visible in the distance. 

In its essence, the desert is the shape of the land and the traces of natural forces that formed it. 
The hardness of rain and strong gusts of wind are the primary factors in redistributing the earth. 
Flooding rains lead to shifting rivers of mud and tumbling rock, stripping the land of its sparse 
vegetation. Alluvial fans, a landform with visible traces of soil and rock flows, are one such 
example of floods reforming terrain. Lakes exist as temporal accumulations of water in low 
swales, often only an inch or two deep. 107 Afterwards, the accumulated soil and silt leaves a 
visible layer on the surface full of cracks and swirls, as if the liquid mud has been frozen still. 
Such surface conditions are known as dry lakes or playas. Sometimes the dry lake is a level 
surface of salt, brought out by the rains and dried in place. The mark of flood flows into the dry 
lakes is known as dry washes or arroyos. Here the layers of dried soil swept into curving forms 
tell of their previous state of fluidity. The presence of wind without water also has transformative 
effects. Smaller rock is finely redistributed by the wind to form flat, almost paved "natural 
mosaics."108 These are desert pavements consisting of a closely compacted layer only one stone 
deep, with soil beneath. Certain locations also see the rare occurrence of "moving rocks" which 
are propelled by the wind over level surfaces. The flatness of a dry lake can provide a perfect 
surface for the sliding of larger rock by the winds. Such rocks can be displaced as much as 1500 
feet, leaving a visible trail behind them as a furrow is carved in the silt. 109 
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The penetrating light of the desert makes apparent its extreme juxtapositions even more. 11 0 

Dawn's soft light becomes a piercing wave of heat by midday, to give way to a hazy decline of 
the sun over the horizon at dusk. Just as the light of the desert is sharp and contrasting, the 
experience of sound is too. The relative silence of the landscape allows for a crisp clarity to the 
movement of sound, amplifying the low buzz of insects or the distant chirping of birds. Together, 
the sharpness of light and sound provide an atmosphere of exaggerated cognizance. 

Thus the desert is an illusively simple accumulation of complex natural forces and occurrences 
that together function as a landscape very reflective of its formative processes. The story of its 
constantly renewing creation can be read into the textures and juxtapositions of its surface. It is a 
terrain formed from millions of years of erosion and accumulation, from continuing 
rearrangement and recarving, leaving a vast and open image that is at once violent and sublime in 
its experience. 

The character and quality of the desert can be understood as being investigated in the exploration 
of surface in Jasper Johns' Flag paintings. Using collage and wax encaustic as well as the 
appropriation of a popular cultural icon allowed .Johns to work within the landscape genre in a 
reinterpreted manner, with the potential for a multiplicity of readings coming from the shallow 
depth of a painted field. The geological distribution and textures of the desert come across 
through his technique, as well as the conceptual understanding of what potential a viewed surface 
holds for personal understanding. 
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undefined. It is as if one is staring into the seeming void of the American desert, taking 
in its surface and texture for the richness and complexity it reveals. 

Three Flags in another play on the disintegration of illusionism. While one flag painting 
is clearly "flat" the placement of three together with each one becoming consecutively 
smaller in dimension in front of the others, speaks of a reversal of trompe I 'oei/.113 The 
surface or landscape of the tlag becomes projected into space, with a double reading of 
either extension forward or backward. It also provides the start of a series, into which 
can be read an infinite extension of space. The shallow space of surface texture has been 
additionally reformulated to include the space of the viewer, providing multiple readings 
of the landscape. 

The Desert Site of lvanpah Valley 

Situated near the border of Nevada and California, thitty miles south of the city of Las Vegas, the 
Ivanpah Valley is a long, low depression within the East Mojave Desert. Interstate 15, a major 4-
lane highway, runs directly through the valley as it connects Las Vegas to Los Angeles. The 
interstate is median-divided between northbound and southbound lanes. An existing cleared site 
for a rest area exists on the Nevada side of the state line. Running parallel to Interstate 15 are rail 
and power lines, off in the distance to the east. Two dry lakes, Roach Lake and lvanpah Lake, lay 
at the bottom of the valley basin through which Route 15 cuts, with surrounding mountain ranges 
to the west, south, and east. The closest range to the rest area site is directly to the west, with the 
slope continuing across the site towards Roach Lake on the eastern side of Route 15. The level 
surfaces of the dry lakes are a rich deposit of silt swept down from the highlands by rain runoff. 114 

Low scrub vegetation in the low-lying areas outside of the lake proper is typically creosote 
bushes. North ofthe site lies the small community of Jean, Nevada, with its own airstrip. To the 
south is the juncture of Route 164 with Interstate 15, as the interstate angles directly westward 
into the Clark Mountain Range. 

114 Geological Society of America, http://gsa.confex.com/gsa/2003AM/finalprogram/abstract_64987.htm (accessed October 27, 2005). 
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counterpoint to the large-scale sprawling dream machine of Vegas, the existence of a location for 
a brief rest, on a diminished scale, can acknowledge the land in a meaningful way as it serves to 
evoke spiritual sensations of man's position within the world. 

RESTSTOP AS PROGRAM 

As a spatial construct, the reststop has become a prominent feature on the landscape of America's 
highways. Ever since the introduction of an automobile culture has allowed for a wide 
opportunity to travel, for purposes of both utility and leisure, the reststop has been a necessary 
element within the public infrastructure. It is a place for a brief pause, a location for a quick 
rejuvenation during long journeys, and as such provides an opp01tune program to explore notions 
of consumption society as the latest American frontier. As a vernacular type tied very closely to 
the consumer network overlaid across the ten·ain of the American continent, it is a relevant 
program to serve as a means to a deeper level of understanding for the American experiment as it 
exists in its vast landscape. The reinterpretation of the reststop as type finds its relevance through 
a study of Bernard Tschumi's Pare de Ia Villette, an example of programmatic intervention 
linking together a total landscape experience. Certain attributes of Tschumi's design speak of a 
connection to an American idea of development, from the unifying grid organizational scheme, to 
the diffusion of highly individualized functions, to the acknowledgment of the dynamics of 
programmatic change. Such ideas are pertinent as to relating a spatial experience that derives 
very much from its American context yet simultaneously as a means to reimagine and reconnect 
the user to the deeper levels of the landscape. 

As a whole, three ideas of program come together to define the reimagined reststop of the 
American desert: 

1. Rests top as realized program 
A highway reststop is a logical necessity for an isolated location within the East Mojave Desert. 
Providing very basic and ordinary functions for the traveler such as dining, gas fill-up, and map 
infOimation, the programmatic elements of a typical highway rest area provide efficient and 
pragmatic services for the great diversity of people making use of the interstate highway system. 
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2. Follies asformal imagery of program 
Associated with the landscape, and often part of a garden, follies are small, human-scaled, 
whimsical, and typically "functionless." They can be simple pavilions or sculptural interventions, 
and when grouped in a series can accommodate a diversity of design ideas as well as cultural 
meanings. Bernard Tschumi appropriated the typology of follies for the housing of his 
distributed program in the Pare de Ia Villette, permitting a wide variety of diverse needs to be 
addressed in an open-ended manner that relates back to the landscape as a whole. 

3. Stations of the Cross as metaphysical metaphor of program 
A double reading of the reststop follies deals with a spiritual relevance capable of being extracted 
from the desert landscape. It picks up where the spiritual undertones of Kerouac and Rusch a left 
off. The usage of the idea of stations can serve as a challenge to the cultural hegemony of the 
"field of accommodation" (a.k.a. consumer society) which is the latest manifestation of the 
frontier myth. Stations provide a "set-in-place" pilgrimage which provides places for reflection 
or contemplation within the surrounding environment of materialism. But it is not the specific 
understanding of the meaning behind the Catholic stations that is sought, but rather a general 
spirituality that is open to all travelers. It is a secularized use of the stations toward an essential 
experience of spirituality, which can be seen when the Catholic stations are translated into terms 
of basic metaphysics: 

I. He is Condemned to Die 
Facing the judgment of others, standing as one amongst others, as a definition of self-identity. 

2. He is Made to Bear His Cross 
The weight of humanity is felt as the loss of innocence conceptualized. 

3. He Falls the First Time 
A trip or stumble, still nothing but a simple slip that is the loss of dignity in the face of others. 

4. He Meets His Mother 
Facing the source of origin, the bodily manifestation of being that is the founding existence. 

5. Simon Helps Him Carry His Cross 
The role of the friend - or is it the stranger? - that establishes the pairing as the beginning of a sense of 
communal obligation. 

6. Veronica Wipes His Face 
The gesture of solace from the unknown being who shares the atTection of humanity. 
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7. He Falls the Second Time 
The loss of dignity in the face of one's own identity. 

8. He Meets the Women of Jerusalem 
A gathering of the pool of potential begetters, the collective association of which future ascension can be 
found. 

9. He Falls the Third Time 
A slip towards the loss of one's manifested being. 

10. He is Stripped of His Garments 
Reduction to a state of social vulnerability but also of honest expression. 

11. He is Nailed to the Cross 
The puncture of the physical body - striking sensations of phenomenal reality that pierce to the core 
conceptualization of human presence. 

12. He Dies on the Cross 
roregoing of the past, of past limitations and structured realities into the singular moment of one instant of 
the present. 

13. He is Taken Down from the Cross 
A removal from forced positioning, the release from a bound imposition of the limited structure of the 
material. 

14. He is Laid in the Tomb 
A repositioning for renewal - the enclosed self is permitted recognition of interiority leading to exterior 
relevance. 

The translation of the Stations provides a narrative foundation for the introduction of the 
metaphor into the conceptual phase of design, where its integration with the defined users and 
programmatic elements will pennit a multilayered investigation through visual artifacts. Such 
artifacts allow for a translation of narrative into two-dimensional visual form that can begin to 
suggest architectural implications. Architectural organizational ideas as derived from an 
investigation of Tschumi 's Pare de Ia Villette will likewise influence the design process once the 
conceptual visual artifacts are brought into relationship with the realities of the site. 
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The system of points is realized as a collection of varying steel-frame, bright red
enameled folies. These are the "non-functional," whimsical, and autonomous objects in 
which program is meant to come and go, to be constantly redefined over time. Each .folie 
is based off of the geometry of a cubic 36' by 36' by 36 ' structural grid which can be 
varied and modified infinitely to create a related series of distinct but separate entities. 
Thus each folie retains its individual autonomy as it simultaneously relates back to the 
common founding features of their overall structure and organization. The organizing 
device uniting the folies into a defined but open-ended system is a Cartesian grid based 
on intervals of 400 feet. The grid is very much an anonymous and hierarchy-resistant 
device, devoid of any center or focus. 120 By its very character, it is "anti-nature," "anti
functional," "abstract," "anti-contextual," and "infinite." Its prevalence can be traced 
back for centuries, but it is the point grid of Le Corbusier's Plan Voisin that is most 
clearly referred to by Tschumi. The Pare's grid offolies echoes Le Corbusier's towering 
high-rises organized on a sweeping ground plane. It is a realization of the open plan at 
the scale of the city. 121 The grid underlies the formal organization of these ideas, just as it 
underlies the unrolling development of the American frontier, and with it brings the 
promise of rational and heterogeneous possibil ities, sometimes to the point of irrationality 
for the human experience. 

The system of movement within the redefinition of the Pare is instituted by Tschumi's 
"lines." The modulation of movement lines results in a formal play of language between 
straight orthogonal lines and meandering curvilinear paths. The two main pedestrian 
axes linking across the site intersect at a point along an existing canal. The straight 
linearity of their paths is reinforced by the architectural articulation of a suspended sine 
wave canopy for one, and the raising of the second into an elevated esplanade along the 
canal. A secondary system of lines for traversing the site is the "cinematic promenade of 
gardens." 122 Here a meandering line of adjacent "thematic gardens" provide a sequential 
experience of small, individual garden landscapes viewed "as a fil m strip" of "successive 
frames." Each separate garden can serve specific activities such as picnicking or roller
skating, for both children and adults, or can be a conceptual garden space designed by a 
diverse selection of top-name designers. 123 In order to "allow for a plurality of 
interpretations," the cinematic promenade seeks to take advantage of the film technique 
of montage.124 The sequence works to provide "significance from juxtaposition" such 
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that a cumulative establishment of memory is achieved via the reading and comparison of 
each "frame" to the previous ones experienced. The emergence of significance derived 
from memory of sequence is similarly employed by Barnett Newman in his Stations of 
the Cross. 

The final autonomous system of Tschumi's imposition is that of surfaces. It is on these 
planes of horizontal space that materiality and texture in large part determine use. 125 

Broad expanses of surface are grassed to provide for opportunities of play and games. 
Other surfaces of earth and gravel are intended to allow for "complete programmatic 
freedom" as they act as interstitial zones between more programmatically defined 
elements already existing on the site. 

Thus Tschumi ' s intervention is one of a superimposed framework onto an existmg 
condition. The strength of the design lies in its conceptual rigor, where as a framework it 
allows for combinations and substitutions of function, use, and form. 126 Constant change 
is acknowledged and permitted within Tschumi's framework, rejecting any notion that 
master-planning a site must permanently define function in order to preserve the original 
intended gesture of the architect. Instead, the framework not only permits but becomes 
richer in complexity and attached meaning when it is disturbed and modified by others 
beside for the original designer. The simple organization of a grid and lines proves to be 
enough to gather a defining identity for the site without overwhelming its diverse 
collection of elements into a totalizing unity. It can therefore maintain its heterogeneous 
character, allow for its own continual renewal, and speak of the plurality and 
discontinuous nature of contemporary life. It is an integration of activity and architecture 
into a landscape of "multidimensionality," a layered accumulation of meaning and 
knowledge which holds the potential to be a new model for the redefinition of the garden 
in the 21 '1 century.127 

From Paris, France to Paris, Texas: Tschumi's Technique in an American Context 

Many of the techniques employed by Tschumi in Pare de Ia Villette can be understood as 
corresponding to American ways of development. The prevalence of the grid is the most 
obvious connection between the two. Even prior to the Land Ordinance of 1785 
codifying the grid as a standard means of organizing the American landscape into parcels 
and infrastructure for settlement, the grid has been present in the American context due to 

127 Tom Turn~r, City as Landscape: A Posl-postmodcrn View of Design and Planning (London: E & FN Spon, 1996), 209. 
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the importance of Enlightenment values to the first colonizers. It is through the Cartesian 
grid that unity can be made of chaos. Such an infrastructural organization leaves open 
the possibility of highly individual development within separate parcels. Entities of 
unique character, of no particular relation to other neighboring structures or uses, can 
exist in juxtaposition. Yet any fanciful or even dreadful imposition can be related back 
into a common unifying organization, where the grid threads together the potential 
limitless adventures of individual parcels. 128 Such an organization permits and even 
encourages heterogeneity of building and fits appropriately into a capitalist system that is 
constantly renewing itself through speculative growth and the razing of obsolete use
objects. In a dynamic society of change to accommodate the latest systems of 
consumption, spatial constructions must adapt to differing functions. Over time, the need 
of particular uses will vary, modify, and change, thus necessitating an organizational 
technique that will respond in a way that does not demand a complete rearrangement of 
the infrastructural framework. 

A cinematic promenade also has ramifications in the American landscape. The 
imposition of the highway infrastructure provides a spatial experience akin to an idea of 
cinema. The experience of space on the highway is one of discontinuous fragments of 
views which by way of the motion of the automobile through space creates a linear 
sequence. Each fragmented view or discontinuous spatial occurrence is juxtaposed 
against the previous and anticipated. Together, the fragments form a sequence that 
relates a strip of frames, open to interpretation on a personal level. 

Taken together, the conceptual basis of American development and Tschumi's techniques 
at Pare de Ia Villette speak a related language which can be understood as reflecting the 
pluralistic and fragmented character of contemporary experiences of space and time. 
When related to the context of a highway reststop in the desert, the architectural 
implications of Tschumi's overlays can be understood as cooperating with existing ideas 
of American spatial development in a manner that allows for the realized potential of an 
open-ended infrastructural framework capable of handling multiple programs as it 
organizes a relationship with the surrounding landscape. 

128 Joan Copjcc, "The Grid and the Logic of Democracy,"' in The Urban Text , by Mario Gandclsonas, 12-15 (Cambridge: MIT Press, 1991 ). 14. 
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The User: Who is the Highway Traveler? 

Some brief narrative portraits of possible users of a reststop along Interstate 15 in the East 
Mojave Desert: 

I. Husband and wife, with 2.5 kids, on a station wagon trip to the Grand Canyon 
Here is the American Dream vacation. A standard suburban family. who has lived their lives by the 
conventions of social norms, growing up not to challenge but to submit and prosper. With a generous 
middle-class income and healthcare plan, they have no financial worries and a regular two weeks vacation 
(how generous!) to take the kids to the tourist destinations of the American grand tour. A needed break in 
traversing the desert with two and half cranky kids in the backseat leads them to the reststop. What a 
bizarre place indeed. Such disturbing forms and abstract structures. Where are the gables and Palladian 
windows of our suburban home??? And to top it off, our children are being exposed to such strange 
characters! Who is this filthy, smelly truck driver? And these dark-skinned Mexicans who don't even 
bother to learn English? That man in the corner with the fancy shirt and sunglasses ... he looks like he is 
under the influence of Satan himself Don't let the children be exposed. Quick, back to the car. Onward to 
the safety of the hotel room in the Venetian. 
2. The loner truckdriver, on a long haul from San Diego to St. Louis 
Back and forth across this nation so many times a month ... ! certainly hope people appreciate what I do. 1 
am the foreji-ont of this entire economy after all. The prosperity of this nation travels on the back of my 
diesel-powered beast parked outside. Thank God for these rests tops though, although each stop means 1 
have to step it up a notch to get to Missouri on time. Such clean and gracious food. And that cute little 
smile on the waitress. Finally, a break ji-om the loneliness of the road and that glaring desert sun. These 
long flat stretches are great for expedient trucking, but certainly do tiJ' the mind. It is so nice here, no 
constant humming vibrations, and a shelter ji-om the heat. Not to mention being able to traverse good old 
terra .firma with my own Mo feet. 
3. A gonzo journalist on a drug-binge trip to cover the races, or find the "American Dream" 
(a.k.a. HunterS. Thompson) 
"And here I am ... nervously sipping a Budweiser in a bar just coming awake to an early morning rush of 
pimps and pinball hustlers .. . with a huge Red Shark just owside the door so full of felonies that I'm aji-aid 
to even look at it. But I can't abandon the fucker. The only hope is to somehow get it across three hundred 
miles of open road ... But, sweet Jesus, I am tired! I'm scared. I'm crazy. This culture has beaten me 
down. What the fuck am I doing out here? "129 Perhaps being so engulfed in the distorted realities of the 
manic happenings of Las Vegas will bring anyone to a state of breakdown, or maybe just those like the 
drug-fueled Thompson. Just as he sits in the desert dwelling on the infathomability of his current existence, 
his mind could easily be refocused onto the very environment that is taken so much for granted. The 
environment that has proved resistant to the ji-ontier tendencies of the Americans is all around him, and it 

129 HunterS. Thompson, Fear and Loathing in f.as Vegas: A Savage Journey to the Heart oft he Atnerican Dream (New York: Vintage Books, 1998), 84. 
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is not merely a vast expanse to be traversed, but one to be searched and understood, for it has the 
possibility of holding lucid being in its grasp, waiting to be indulged in as a respite to the overwhelming 
accommodations of Las Vegas or mind-altering narcotics. 
4. The urban sophisticate businessman from LA, on his way to a business conference 
He seeks the promise of material gain that saturates American l(fe through means that are formal. 
Expedience and maximum profit in the shortest, yet most volatile, period of time is the realm in which he 
works. In his essence, he is one seeking to make a living and provide a level of material wealth for himself 
to satisfY his desires. Yet the seductive ·wealth of corporate culture does little to provide for a reflection on 
his metaphysical well-being. If anything, the nature of the corporate culture only further disrupts his 
understanding of personal meaning. Perhaps at the rests top he may finally have the opportunity to decide, 
in the anonymity and seclusion of the desert, to change his lifestyle, lose the briefcase, and begin again 
with a different role in society. 
5. A busload of Japanese tourists, hitting up the "natural" sites of the American desert 
What is this interesting little stop! Unlike the others we 've been past. Better get out and take a picture. 
And to the gift shop for a few postcards. America is such an amazing land Look at these vast open spaces. 
In fact, it is ve1y uncomfortable. Too much space around here. And all these automobiles. Everyone of 
these Americans has one, and they are constantly driving around for no apparent reason. Still, such a land 
of opportunity. Today we will see the Hoover Dam, an engineering marvel created by the ingenious 
Americans to capture the power of water. Their technology is so large and cumbersome though, lacking in 
the elegance and simplicity of ours. Where are we anyway? This intense heat is blinding. Perhaps the 
travel information booth will have some brochures for our destinations. And a map, although I doubt there 
is much on it. 
6. Illegal immigrant Mexican farmworkers, by the pickup truck load 
The promise of America! Finally here, to be is this great land of prmperity. We have heard there are 
many jobs available south into California, as fi'uit farm labor. And all of us have had some experience 
doing that. I just hope they will take all of us. It has been such a tortuous journey, filled with great risks. 
Crossing the border is only one of them, for we never know who will betray us to the authorities or one of 
those vigilante groups after we get here. But out here in the desert we should be alright for now. Time for 
a little respite, some relaxation, and a cheap breakfast. Or maybe just some cheap coffee. I just hope that 
money transfer went through back to mama in Tijuana. She is depending on me after all. Hopefully one of 
these days I too will be able to settle down in one of those tiny mansions, maybe along the coast with a view 
of the ocean. I would like to have three cars too, all of them red But first we need to get to California, and 
out ofthis desert. 
7. Teenagers- cruising 
This is amazing- the fi'eedom of the open road No parents out here in the desert to ruin our lives. We can 
do what we want, when we want. It's just us, our car, a pack of smokes, and a case of beer hidden in the 
trunk. And then we see a pull-off for this rests top. As many greasy fi'ies as we can stomach, along with 
plenty of Coca-Cola. And those nachos fi'om the convenience store are the best ever. It is so exhilarating 
to be out here, just cruising with friends. The feel of the wind in your hair as the windows are down. The 
blaring music fi'om the radio. These road trips across the desert are where it's at, not at all like the 
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boredom of being at home hanging out around the pool. And best of all, there is no supervision- it is just 
us and the world 
8. Biker gang- cruising 
This is amazing- the freedom of the open road No cops out here in the desert to ruin our lives. We can 
do what we want, when we want. It's just us, our rides, a pack of smokes, and a handle of.Jack in the side 
pack. And then we see a pull-off for this reststop. As many burgers as we can stomach, along with plenty 
of black coffee. And those corndogs from the convenience store are the best ever. It is so exhilarating to 
be out here, just cruising with friends. The feel of the wind in your hair with the helmets off.' The roar of 
the engine as you zip along. These road trips across the desert are where it 's at, not at all/ike the boredom 
of being at home or on the job. And best of all, there is no supervision- it is just us and the world 
9. Pregnant mother escaping her estranged, gambling-addicted husband 
The dystopic other of the America Dream is its dissolution into a dysfimctional and violent family life. The 
demands of everyday l{fe can be trying and challenging even to the most rational and clear-headed of 
people. The loss of a needed job by a struggling husband, or the unexpected pregnancy of a young woman 
whose financial and psychological condition has in no way prepared her for a child, can quickly lead to 
struggle between previously harmonious people. On her escape from the pressure, she takes to the road in 
the grand tradition of Americans, with the promise of a reststop on the highway in the desert as a location 
for the contemplation of her next move. To continue onward toward an unknown life with hopes of renewal 
in a new but foreign context? Or to turn back and seek a renewal with an unknown ji1ture in the arms of 
one whom at one point seemed to hold the promise of her life? 
I 0. Drug smuggler, with specially fitted SUV 
He seeks the promise of material gain that saturates American life through means that are informal. 
Expedience and maximum profit in the shortest, yet most volatile, period of time is the realm in which he 
works. In his essence, he is one seeking to make a living and provide a level of material wealth for himself 
to satisfY his desires. Yet the seductive wealth of drug culture does little to provide for a reflection on his 
metaphysical well-being. {f anything, the nature of the drug culture only jill'ther disrupts his understanding 
of personal meaning. Perhaps at the res/stop he may finally have the opportunity to decide, in the 
anonymity and seclusion of the desert, to change his lifestyle, flush the dope, and begin again with a 
different role in society. 
11. An Italian professor, searching for the "real" America 
As a visitor from a foreign land, he has been exposed to the media perception of what America is and 
stands for. By visiting and cruising the American West, so ofien represented and mythologized in media 
forms such as films and novels, he hopes to gain an insight into what authentic nature the culture C!f 
America has to offer. While his seeking an "authentic" reality of America will most likely never be 
achieved to any defined standard, an architectural arrangement within the desert landscape can provide an 
additional layer of interpretation to the environment which he has been exploring and cruising through, on 
a search to understand a culture which has always fascinated him. 
12. Native American casino workers- on the way back to the reservation 
Here is the desert of our ancestors. Once they foraged through these parts, collecting mesquite and cho/la 
fruit, or hunted the desert hare and coyotes. What a hard lifestyle it must have been. Now we have all of 
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these conveniences: running water, air conditioning, cars. Still one cannot help but feel nostalgic for the 
lost past. In was only 150 years ago that we were the ones in dominion of this place. But then again, our 
peoples had no conception of property. Who are we anylvays? Are we the real Americans? Who are these 
Americans then? They certainly have it well off At least we can get well-paying jobs in the casinos. Even 
with a healthcare plan and benefits! But back to the reservation at nights for those of us who cannot just 
up and leave our relatives. Some have taken to the ways of the Americans, living in their tidy little villas 
and shopping at their malls. But some of us still exist on the fi'inge, oscillating between the promise ~?[that 
society and the traditions of our ancestral relations. It is dijjlcult having such a long history and ingrained 
convention of tradition. It doesn't mean much to many of us now, but how can we simply just leave it all 
behind? 
13. Retired couple on vacation to experience the places they have been putting off visiting for the 
past 40 years of their responsibility-filled lives 
Goddamn wife taking her time again. We were just finally getting someplace! Doesn't she realize we have 
so much to see and do today? And then she wants to dilly-dally at this reststop in the middle ofnowhere. 
I've been waiting 40 years to drive across this country. It has been a dream since my youth, but we were 
too poor then to even fathom such a trip. And now, after all these years, I can finally do it. But now we are 
at some random place in the middle of nothingness, not seeing all the important stuff My damn back hurts 
in this heat too. So many years of heavy lifting. Well, as long as she gets back to the car by the time I 'm 
done pumping this gas. This is an interesting place though, and that is one helluva view of that mountain 
on the horizon. Ah, if I just lean up against the car as I pump, my back feels a lot better. And in the shade I 
don't even mind standing out here for a few minutes ... Hmmm ... where exactly are we headed to again? 
14. A young prostitute, on her way to work at the " ranch" 
Another day, another dollar. They only really permit my type of workplace out here in the desert, in these 
sparsely populated counties near the state line. Prostitution is legal in Nevada, but it is not everywhere 
where the good citizens would have to witness it on a daily basis. The days tend to drag on, especially if 
business is slow. But I do make some good money usually. Once in a while, on my way into work, I'll stop 
here briefly to grab a latte and take in the view. There are some nice places just to sit and observe around 
here, to just take a quick break and clear my head. The drive in can be quite draining after a previous 
night's work. But here I can just sit, sip my beverage, and let my mind dream of all those good times I had 
in high school, when my parents were still together and my fi'iends were still in town. Such a good place to 
think, in this anonymous setting, out here in the middle of nothing. As my mind wanders, it is j ust that clear 
blue sky that dominates everything and places me back into the world. Then I'll have to head out to the job 
again ... Hopefully today will be a busy one because I have rent due in two days. 

In essence, the "highway traveler" is anyone of a multiplicity of people, each with their own 
unique (or ubiquitous) story and life experiences. What unites them is the commonality of the 
road. On the road is found the universal, equalizing experience of the interstate, providing its 
oppmtunity of speed and freedom to all who can afford the means of transportation. It is very 
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much the stuff of the American promise of democracy. Anyone using the highway, and 
subsequently the reststop along the highway, is reduced or elevated to a common denominator. 
Each highway driver or person at the reststop is just one more of the same, a traveler with a 
similar story of being on the road, on being en route to someplace else. People are on the road for 
various and conflicting purposes, but they all utilize the space of the highway and its associated 
reststop for the same reasons. Perhaps they just want to grab a brief bite, to refuel the tank, to 
relieve themselves, or to find their way, geographically or otherwise. 

In relation to the desert environment, Robert Smithson once described the landscape as "less 
'nature' than a concept, a place that swallows up boundaries."130 Such boundaries can be 
physical or metaphysical. The powerful conceptualization that the desert landscape prompts links 
back to a metaphysical experience of place. It is within the framework of a desert reststop that 
boundaries to spiritual understanding can be lifted or shifted enough to allow for both an 
individual and common experience between peoples of varying backgrounds. 

There is the individual experience of the landscape through the apparatus of the architecture 
which, through its manipulation of light, mass, void, surface, texture, and proportion, can allow 
for a heightened awareness of the qualities of the vast landscape. Such an awareness is a 
communion with the environment on a personal level of spirituality, a sense of sublime awe that 
places man in relation to his world. Acting as a device for opportunities of framing and 
movement within the site, the individual is challenged on both an intellectual and sensual level. It 
is a phenomenal experience of exterior and interior conditions in relation to the landscape beyond 
that works to provoke metaphysical sensations and feelings. The focus of the dialogue between a 
series of pavilions in relation to the landscape is one of transcendent feeling, provoked as one 
moves through and experiences the apparatus. 

Opposed to the individual spiritual experience gained through sequential movement is the 
opportunity for moments of gathering and stasis amongst a group. A communal spirituality can 
be had as the architectural device, working in conjunction with the landscape and programmatic 
elements, encourages a temporal rest and the possibility for exchange between peoples of diverse 
backgrounds, all of whom are participating in a sharing of a common experience of time and 
place. 

130 Ellen Joosten, ·'Displaced-Replaced," in Michaelfleizer, ed. Zdenek Felix, 63-65 (Essen, Germany: Museum Folkwang Essen, 1979), 63. 
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Space and Activity 

The appropriation of standardized reststop programmatic elements is reinterpreted in a series of 
follies/installations that operate as a field of experience. In contrast to the high gloss, very 
finished, neon glitz and glimmer pastiche of standard franchise forms, as well as the towering 
imagery of Las Vegas, a primal and austere series of small-scaled pavilions ground themselves in 
the shaping of light and materiality. The desert light is manipulated in its sharp contrast of light 
and dark. A rich texture of materiality is balanced against the crisp line of form. The articulation 
of the landscape surface integrating the parts to the whole is also thought out in terms of light, 
shade, touch, and orientation. A collection of varying exterior and interior spaces always remain 
in a strong relationship to each other as well as the distant landscape, with fragments of the 
physical desert also weaving themselves into the interstitial zones of the reststop. Forms of 
movement, from the car to the tractor trailer to the pedestrian, are considered in conjunction with 
the arrangement of object and void spaces. Through the use of strong organizing principles and 
forms and materials that respond to the landscape, standardized notions of consumption are 
challenged and allowed to coexist with a metaphysical connection to the manifestations of the 
natural world encircling and infiltrating the isolated point of rest. Organizing principles that are 
considered derive from the historical development processes of the vernacular American 
landscape as well as the similar techniques employed by Tschumi to create a discontinuous but 
unified landscape intervention at Pare de Ia Villette: 

I . Cartesian grid 
2. Diffuse field ofprogram 
3. Superimposed organizational structures 
4. Multiple scale relationships 
5. Series of related object forms 
6. Open-ended framework of programmatic elements 
7. Intersecting modes of movement 
8. Layering of surfaces in relation to existing landscape 
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The typical arrangement and spatial distribution of the program for a reststop is open to 
reinterpretation as it is understood in the context of a series of follies with a double reading as 
Stations of the Cross. Smaller-scaled elements, such as restrooms and vending machine areas, 
may be heightened in importance next to more typically dominant elements such as a diner and 
motel. The manipulation of program square-footages and spatial attributes will not necessarily 
correspond to existing models as the influence of the conceptual approach determines the need for 
an understanding of spaces in relationships with each other, with the connecting interstitial 
surfaces between them, and with the interweaving presence of the natural desert environment. 

The specific spatial activities to be defined at the site include a typical conglomeration of road
side functions usually relegated together into a rest area: 

Programmatic Elements: 
1. Drive-thru fast-food restaurant 

Kitchen and storage 
- Intercom menu assembly 
- Serving window booth 

Automobile circulation surfacing 
2. Tractor trailer parking 

Surfacing for I 0 stalls 
- Utility plug-in bollards 
- Stall and circulation markings 

3. Small bar 
Bar room 

-Built-in bar 
- Sink and storage 
- Wall-mounted television 
- Seating tables 
-Restroom 

4. Sit-down diner 
Kitchen and storage 
Dining room 

- Dining booths 
- Dining counter 
- Cashier station 
-Restroom 

3000 SF total 
(500 SF) 

(2500 SF) 
19,800 SF total 

400 SF total 

2500 SF total 
(800 SF) 
(1700 SF) 
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5. Travel and map information booth 120 SF total 
Booth space 

- Information desk 
-Wall-mounted map 
- Brochure rack 

6. Diesel gas pumps I 0,000 SF total 
Cashier kiosk (170 SF) 
Surfacing (9830 SF) 

- Pump islands 
- Island shelter 

7. Arcade and vending machines 200 SF total 
Vending space 

-Arcade game machines 
-Vending machines 
-ATM 

8. Small casino 1200 SF total 
Casino room 

- Money exchange booth 
- Gaming tables 
- Slot machines 

9. Motel rooms 8220 SF total 
Motel units (I 0) (3500 SF) 

- Bedroom space 
-Desk area 
-Television 
-Closet 
-Bathroom 

Motel office (200 SF) 
Linen storage (420 SF) 
Parking surfacing (41 00 SF) 

I 0. Restrooms I 000 SF total 
Men's room (500 SF) 

-Urinals 
- Toilet stalls 
-Vanity 

Women's room (500 SF) 
-Toilet Stalls 
-Vanity 
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II. Car parking 
Surfacing for 60 stalls 

- Stall and circulation markings 
12. Convenience store 

Store space 
-Product shelving 
- Magazine and newspaper rack 
- Refrigerator unit 
- Lottery machine 
-ATM 
-Self-service beverage bar 
- Cashier desk 

13 . Regular gas pumps 
Cashier Kiosk 
Surfacing 

- Pump islands 
- Island shelter 

14. Cafe 
Cafe space 

- Serving bar 
- Pastry display case 
-Cashier 
-Self-serve amenity station 
- Seating tables 

21 ,000 SF total 

1500 SF total 

I 0,000 SF total 
(170 SF) 
(9830 SF) 

600 SF total 

BUILDING FOOTPRINT TOTAL (14,980 SF) 
SURFACING TOTAL (64,560 SF) 

RESTSTOP TOTAL: 79,540 SF 

Each individual activity is thought of in terms of its singular impact as a potential station of 
spiritual being as well as its relation to the greater whole. The juxtaposition of commonplace 
functions of the road, the descriptive narratives of the users, and the essentialized spirituality of 
the Stations of the Cross can be interwoven into a distinct narrati ve of program. Such a narrative 
reveals its potential as a point of origin for the design phase of the reststop. As its layered 
significance translates from written narrative to visual artifact, the program meets the 
particularities of the desert site, allowing it to finally represent itself as the three dimensional 
form of an architectural product. 
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Station User Program 
I. He is Condemned to Die Husband and wife, 2.5 kids Drive-thru restaurant 
2. He is Made to Bear His Cross Loner truckdriver Tractor trailer parking 
3. He Falls the First Time Gonzo journalist Bar 
4. He Meets His Mother Urban businessman Diner 
5. Simon Helps Him Carry His Cross Japanese tourists Travel information booth 
6. Veronica Wipes His Face Illegal Mexican farmworkers Diesel gas pumps 
7. He Falls the Second Time Teenagers cruising Arcade and Vending 
8. He Meets the Women of Jerusalem Biker gang cruising Casino 
9. He Falls the Third Time Pregnant mother Motel room 
10. He is Stripped of His Garments Drug smuggler Restroom 
II. He is Nailed to the Cross Italian professor Car parking 
12. He Dies on the Cross Native American casino workers Convenience store 
13 . He is Taken Down from the Cross Retired couple Regular gas pumps 
14. He is Laid in the Tomb Young prostitute Cafe 

Taken together, the implications of a layered narrative provide the conceptual apparatus to guide 
the design process. Through their integration first into two-dimensional visual form via the 
means of "conceptual artifacts" and then into a three-dimensional architectonic resolution 
following a filtering through site analysis, the narrative base as derived from an exploration of the 
mythology of the American West reveals itself as the intellectual and spiritual foundation for 
architectural design. The emergence of a place of contemplation, personal reflection, and human 
connection on the dese1t horizon , in the form of a highway reststop along Interstate 15 on the 
Nevada/California border, proves to be an architectural realization that satisfies the pragmatic 
necessities of the traveler as well as the potential metaphysical fulfillment demanded by the often 
vacuous experience of the dominating system of consumption. Thus, this quick station stop, 
manifesting itself as a rest area, acts as a mediating experience for transcendent reflection upon 
the hope that can be found somewhere within the depths of the vast surface of the American 
Dream, as it lurks on the endless horizon of the burgeoning landscape of the American continent. 
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Spring Semester Schedule 

January 1- 7 

January 8-14 

Januwy 15-21 

January 22-28 

Janumy 29-4 

February 5-11 

Februmy 12-18 

Februmy 19-25 

Februmy 26-4 

March 5-11 

March 12-18 

March 19-25 

March 26-1 

Apri/2-8 

Apri/9-15 

Apri/16-22 

Apri/23-29 

Apri/30-6 

Site visit to lvanpah Valley, NV, and Las Vegas, NV 

Site analysis, Conceptual artifacts, and Site model- physical and digital 

Stewardson Competition 

Site and program synthetic analysis, I :50 

Schematic design, I :50, I :20, 1116"=1' 

Quarter Review 

Schematic design, I /16"= I' and I /8"= I' 

Schematic design, all scales 

Mid-Review 

Spring Break 

Schematic design reevaluation 

Design development, I /8"= I' 

Design development, 1/8"= 1' and 1/4"=1 ' 

Three-Quarters Review 

Detail development, I /2"= I' and I"= I ' 

Final presentation preparation 

Final presentation preparation 

Final Review 
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(right) Burning Gas Station, 1965-66. from The Works of Ed Rusch a, 74. 

(left) Standard Station, 1966, from The Works of Ed Ruscha, 58. 

(right) Standard Station analysis diagram, by author. 

Stations of the Cross engravings, from http: //kensmen.com/catholic/stations.html. 

Stations of the Cross: Lema Sabachthani, 1958-66, from Rosenberg, Barnett Newman, 150-163 . 

14 Stations, 2000, from Robert Wilson: 14 Stations, 13-51. 

Circular irrigation fields. from Corner. Taking Measures, 88. 

Grid irrigation tields, from Corner. Taking !v/easures, 2. 

Circular solar array, from Corner, Taking Measures, 79. 

Grid of windmills, from Corner, Taking Measures, 86. 

Inscribed lines of development, from Corner, Taking Measures, 64. 

Realized development, from Comer, Taking Measures, 65. 

75 



Page 38 

Page 42 

Page 44 

Ruins of 19th century mine, photograph by Edward Weston, from Pe1petual 1\iirage, I 07. 

Ruins of 20th century mine, from http://www.garot.com/travels/2003/Mar _ MojaveNP/image~. 

Las Vegas rising from the desert, from Venturi, Learningji-om Las Vegas , 48. 

Highway in Death Valley, from Las Vegas & The Desert, 309. 

Drainage canals along highway, from Corner, Taking Measures, 80. 

Respite along desert highway. from http ://www.mackoo.com/route66/californic. 

(left) from http://www.cs.cmu.edu/-msittiimovie. 

(center left) from http://www. wakhok.ac.jp/-takaya/images. 

(center right) from http://www.loustal.nl/IMAGES. 

(right) from http ://www.loustal.nl/IMAGES. 

Carving and erosion of landform, photograph by Edward Weston, from Perpetual A4irage, 125. 

Dry lake, photograph by Ansel Adams, from Perpetual }vfirage, I 08 . 

Alluvial fan, from http ://glassmountains.cornigallery. 

Desert rainstorm. photograph by Laura Gilpin, from PerpetuaiJ~!irage, 146. 

Alkali flat, photograph by Ansel Adams, tl·om Perpetual Mirage, 142. 

Moving rock, from Kirk, Desert: The American Southwest, 41. 

Salt flat , photograph by Edward Weston, from Perpetual Mirage, 127. 

Sharpness of desert light, photograph by Edward Weston. from Pe1petual A4irage, 127 

Scrub brush vegetation, photograph by Alexander Gardner, from Perpetual Mirage, 53. 

Wet lake. from Las Vegas & The Desert, 291. 

Salt flat, from Las Vegas & The Desert, 306. 

(left) Flag, 1954-55, from Francis, Jasper Jolms, 18. 

(center) IVhite Flag, 1955, from Faerna, Johns , 12-13. 
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(right) Three Flags, 1958, tl·om Faerna, Johns. 18. 

Page 46 (left) lvanpah Va11ey site plan, from http://www.terraserver.com. 

(right) Reststop site plan, from http://www.terrascrver.com. 

Page 47 Aerial photograph of rcststop site, from http://www.terraserver.com. 

East Mojave Desert- view from road, from 
http :/ /www2. istp.org/StudentsCorner/StudentsComer2002 _2003/CM I Valerie. 

Interstate I 5 - heading north towards Nevada. from 
http://www. itsalongstory .com/travel/usa_ trip _part_ deux. 

Interstate 15 - heading into lvanpah Valley. from http://www.schweich.com/images. 

lvanpah Dry Lake, from http://www.reviewjournal.com/lvrj_home/2002. 

Page 51 (left) Pare de Ia Villette site plan, from Tschumi, Cinegramme Folie, I. 

(center left) Pare de Ia Villette site axonometric, from Tschumi, Cinegramme Folie, 3. 

(center right) Pare de Ia Villette folly axonometrics, from Tschumi, Cinegramme Folie, 25. 

(right) Pare de Ia Villette garden promenade plan, from Tschumi, Cinegramme Folie, 8. 

Page 52 (left) Folly photograph, from Broadbent, Deconstruction, 68. 

(center left) Folly perspective rendering, from Tschumi, Cinegramme Folie, 32. 

(center right) Folly photograph, from Broadbent Deconstruction, 69. 

(right) Folly perspective rendering. from Tschumi, Cinegramme Folie, 32. 

Page 61 Off-ramp approach. Pennsylvania Turnpike rest area. photograph by author. 

Parking surface, Pennsylvania Turnpike rest area. photograph by author. 

Service pavilion, Pennsylvania Turnpike rest area, photograph by author. 

Miesian space?. Pennsylvania Turnp ike rest area, photograph by author. 

Rearside expedience, Pennsylvania Turnpike rest area, photograph by author. 
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Page 63 

Page 68 

Exterior gathering - truck scale, Pennsylvania Turnpike rest area, photograph by author. 

Wayfinding, Pennsylvania Turnpike rest area, photograph by author. 

Internal consumption, Pennsylvania Turnpike rest area, photograph by author. 

Exterior gathering- human scale, Pennsylvania Turnpike rest area, photograph by author. 

(top left) Parcel development - Land Ordinance Act of 1785, from Corner. Taking ,\4easures, 46. 

(top center) Stations of the Cross -linear procession. diagram by author. 

(top right) Tschumi 's Pare - diffuse point grid, diagram by author. 

(bottom left) Existing Rest Area Type, diagram by author. 

(bottom right) Proposed Reststop Arrangement, diagram by author. 

Relative Program Square Footage, diagram by author. 
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