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employment there is limited to “cast members” working to produce
the scene of someone else’s enjoyment. Girded against all accident,
Disneyland produces no new experiences, only the opportunity for
the compulsive repetition in its rigorously programmed repertoire of
magic moments.

America’s greatest export is entertainment: hedonism has become
our national project. But our cultural mullahs—from Michael Eisner
to Pat Robertson—want to tell people exactly how to have fun, to
force our product on them, just as we force democracy on Iraq or
“Love Boat” reruns on Indonesia. Urban design, with its single, in-
flexible formula, is also produced for customers—or worshippers—
rather than citizens. This fetish for the correct betrays to the core
the urbanity evoked by Jane Jacobs, the vital links between sociabil-
ity, self-determination, and pleasure. The 1960s—which Jacobs did
so much to help found—were constantly engaged in sorting through
the meanings and relationships of pleasure and justice. Crystalliz-
ing slogans—like “Tune In, Turn On, Drop Out” and “Beneath the
Pavement, the Beach”—were post-Freudian assaults on an enduringly
Puritan style of repression and saw free expression and the pursuit of
pleasure as instruments of cooperation and equity, a way of making
a connection between the personal and the political, insubordinate
fun. One of the singularities of postwar American culture was surely
the degree to which the terms and proprietorship of enjoyment be-
came both central to the character of the national economy and the
object of struggle and critique. The movements for racial, gender,
and sexual equality, the spread of environmentalism, the revaluing
of urban life, and the assault on colonialism and its wars were all fil-
tered through the perquisites of prosperity, which insistently argued
that the fight was never simply for bread but always also for roses.

Urban design, from its origins, was a way into the system, a means
for architecture to recover its lost credibility and continue its own tra-
ditional role as an instrument of power. The perfect storm of urban
design’s invention was a miraculous convergence of the overthrow of
the old Modernist formal and social model, a broad reappreciation
of urban life, a freshly legitimated historicism with a new sophistica-
tion in the formal reading of the structure and conventions of urban
environments, an expanded system of consumption that particularly
glamorized European lifestyles (we were suddenly eating yogurt),
and the scary emptiness of available late-Modern alternatives like the



