
avoid the issue of the staged aspect of
Moon's work. Certain works, such as
Sasha Roumette and Little Red Riding Hood,
are too contrived. Even though the images
pan out in front of you and stretch around
one's field of vision, they rarely seem to
completely envelop the viewer. They
remain simply in front of the eyes, just as
a cinema screen can only be flat and never
in the round. Moon reiterates that her
work is based on instinct and spontaneity:
`It is the animals that made me pick up the
camera.' Certain techniques make the role
of the photographer more explicit, such as
deliberately making shots slightly out of
focus and using a mottled overlay for
certain images of a circus. Colour,
however, equals abstraction in her

photography, and it is worth dwelling on
the differences between her sepia tones
and those images literally flooded with
greens, yellows and blues. These images
seem less stylised. Moon has achieved
something quite special with her
presentation of the women in these works.
They perform yet are still themselves,
appearing natural and staged at the same
time. The clothes are neatly framed and
allowed to dominate the frame gracefully.
Miyake's and Yamamoto's designs glide
naturally into view, looking sculpted and
dazzling. The colour images of birds look
painted, their glorious technicolor tones
too garish to dwell upon for too long.

It is significant that the most striking
photograph in the book dates from 1974.

Suzanne at the Tuileries shows a woman leaving
a park scene with her dog trailing behind
her. The photo's simplicity and its
undercurrent of quiet emotion are over-
whelming. It is the fragments of details that
enthral ± the shadows, the isolation of the
figures and the symmetry of the setting. This
is matched by an innate sense of drama in the
remainder of the work. Trees, giraffes,
waves, all are crafted in front of the camera
by an instinctive eye that renders its subjects
so fragile. Moon's description of her
achievement is the most adequate; she has
managed to find the `eye's own voice'
through her work, seeing beyond the surface
of her scenarios towards new depths.

gareth harris
Freelance writer, London

Architecture/Design

LE CORBUSIER IN AMERICA:

TRAVELS IN THE LAND OF THE

TIMID

mardges bacon

MIT PRESS 2001 £41.50 $59.95
406 pp. 8 col/187 mono illus
isbn 0-262-02479-9

It has been observed that `. . . the work
of Le Corbusier has been the subject of
two very different types of commentary.

These might be called, respectively, myth-
reinforcing or myth-destroying.'1

This is especially true in relation to our
understanding of Le Corbusier's first trip
to America in 1935. Prior to Mardges
Bacon's Le Corbusier in America: Travels in the
Land of the Timid we had two main sources:
the myth-reinforcing book by the master
himself, When the Cathedrals were White, and
the myth-destroying articles of Geoffrey
Hellman.2 Bacon also pledges to `demy-

thologize', but she does so with a skill and
sensitivity that avoids the agenda-driven
excess of either extreme.

The central issue that Bacon addresses
can be summed up as follows: Le
Corbusier sought in the United States to
find a new clientele that was willing to pay
for and implement his architectural and
urban visions. He did this by conducting
an extensive lecture tour to prestigious
universities, and by courting public
planning bodies and private industrialists.
Nonetheless, he failed. Why? Bacon's
answer is simple but backed up with
compelling evidence: he failed because

America was already committed to
implementing similar initiatives, prior to
and independently of the influence of
European `Modernists'. They held five key
points in common:

. . . demolition-based planning, disregard for
the traditional configuration of streets, large-
scale planning and block development, a
comprehensively planned community, and a
variety of housing typologies.

Bacon does not deny the influence of Le
Corbusier on American architects and
planners. She does state that, given
common intellectual origins in the turn-
of-the-century `Garden-City' movement,
and a common commitment to a powerful
industrial economy, the Americans arrived
at similar ideas at about the same time.

If there was this common ground then
why did Le Corbusier fail to find patronage
in the United States? Bacon cites several
reasons, such as the fact that the idealistic
nature of his proposals chimed badly with
the pragmatic bias of the architecture
schools, and would have involved an urban
upheaval of unprecedented proportions.
She also details the fact that mid-1930s
America, in the latter throes of depression
and still smarting from the wave of
European criticism following the stock-
market crash of 1929, did not take well to
being patronised by yet another `told-you-
so' European. America had become more
insular and nationalistic, and as well as the
understandable desire to find employment
for US architects there appears to have

1 Alan Colquhoun, `Books. The Le Corbusier
Centenary', in Journal of the Society of Architectural
Historians, Vol. 49, No. 1, March 1990, p. 96.

2 Le Corbusier, When the Cathedrals were White: A
Journey to the Country of Timid People (originally
published as Quand les catheÂdrales eÂtaient blanches,
Paris, 1937), trans. Francis E. Hyslop Jr., London,
1947; Geoffrey Hellman, `From Within to Without',
in New Yorker Magazine, part one: April 26 1947, pp. 29
ff.; part two: May 3 1947, pp. 36±53.

(L±R) Henry-Russell Hitchcock, Robert Jacobs,
JamesThrall Soby, and Le Corbusier on the roof
of the Soby house addition, Farmington,
Connecticut, October 1935. (Wadsworth
Atheneum, Hartford).
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been real xenophobia at work. Of course,
the language barrier didn't help, and
neither did Le Corbusier's overbearing
manner, but another of the reasons he
failed to find patronage was that his urban
proposals favoured `centralisation',
whereas US policy was committed to
`decentralisation': i.e., suburbanisation
and sprawl. Le Corbusier argued his posi-
tion in the face of a loans programme by
the Public Works Administration geared
towards suburban development, and at the
same time as Frank Lloyd Wright was
conducting a successful lecture tour to
publicise his suburban `Broadacre' model
(see Chapter 6 on `Housing and the private
sector').3 Therefore Le Corbusier failed to
find patronage because he was out-of-
step, too visionary, and too European.

Bacon makes a fundamentally impor-
tant contribution to the twentieth-century
urban debate through these observations.
Le Corbusier has been raised time and
again as the Anti-Christ of `responsible'
urban planning. The chief aggressor in this
attack is the `New Urbanist' movement,
which formed officially in the United States
in the early 1990s as the legacy of the
seminal work of people such as Jane Jacobs
and Lewis Mumford.4 This movement is
against suburbanisation and sprawl and in
favour of close-knit urban communities,
and because of the mythical presence of Le
Corbusier in the US at this time it is
assumed that he is to `blame'. Le Corbusier,
however, was opposed to decentralisation.
He dubbed it `The Great Waste', and
believed that the extra tax-burden required
to maintain a sprawling infrastructure, and
the extra time required to commute,
imposed a kind of `slavery' on modern
man. But misrepresentations can be useful,
as this one has proven to be, and it has
fallen to Bacon to settle the matter
definitively. Bacon argues it so well that it
will be difficult ± if not impossible ± for
anyone to misattribute this `blame' again.

Bacon makes many other insightful
contributions. At least three deserve
special notice.

First, she occasionally uses the
methodology of `microhistory', which
focuses on minute interpersonal inter-
actions in order to see how they reflect or
illuminate broader cultural trends. Thus
she is able to provide glimpses into Le
Corbusier's character, which are often
comical and seldom flattering. Most
important, however, is her meticulous
reconstruction of the course of Le
Corbusier's love affair with the writer
Marguerite Tjader Harris. Bacon makes a
good argument that without Harris'
influence as tour-guide and `muse' Le
Corbusier would not have experienced
enough of the US to write his book.5

Second, Bacon's account of Le Cor-
busier's lecture tour gives an insight into
the real influence that he had over the
development of architectural education in
America, from a `Beaux-Arts' to a `Moder-
nist' approach. America might have been
moving in this direction already, but
Bacon argues that Le Corbusier's presence
either `catalysed' or `signified' this change
and that he was especially influential over
the younger generation of educators and
students. By the early 1940s, all trace of the
old orthodoxy was gone from the schools.

Third, Bacon demonstrates that Le
Corbusier's expectations and experience
of the US were filtered through the lens of
`ameÂricanisme'. This was a body of Euro-
pean thought on America that simul-
taneously considered it a site of youthful
democracy and industrial promise, and a
site of wanton consumerism and in-
equality. Thus Le Corbusier came to the
US armed with preconceptions, and these
caused him to experience only so much of
the real conditions of US life as served to
validate these preconceptions, and vali-
date in turn his urban remedies. I suspect
Bacon's idea here might be applied
profitably to Le Corbusier's engagement
with other national cultures.

However, Bacon raises at least two
major issues that deserve criticism. She
maintains that the 1930s saw Le Corbusier
moving towards a more `collectivist' urban
philosophy, inspired by the principles of
the CongreÁs Internationaux d'Architecture
Moderne [CIAM]. As has recently been
shown, this is not the case. Most of the
internal ideological problems of CIAM
stemmed from Le Corbusier's dogged

attempts to foist his `individualist' philo-
sophy upon communist members who
were committed to collectivist urban
strategies. This caused a pendulum swing
within the organisation. On those occa-
sions when commitments elsewhere meant
Le Corbusier could not attend meetings or
conferences, the communists would have
unobstructed passage for their collectivist
ideals; and vice versa: Le Corbusier would
nudge the organisation back to an
individualist footing when the communists
were away in Russia.6 Related to this are her
criticisms that Le Corbusier

. . . used elevated highways to separate roads
from people, thereby destroying the nineteenth-
century street whose vitality as human theatre
was central to modern urban life . . . whereas
most urbanists looked to the traditional
configuration of streets, squares, and public
spaces to encourage social functions, Le
Corbusier considered them impediments.

Bacon maintains that `Le Corbusier
was inured to such defects.' This repre-
sents a longstanding criticism of Le
Corbusier, going back to Cornelius Gurlitt
in 1929 and reiterated by almost every
commentator since.7 Nonetheless, it is
based on a misunderstanding. Le Cor-
busier proposed to eliminate the street,
and many of the main areas of casual
social interaction, because he had a very
precise philosophy of what people should
be doing: cultivating their `individualities'
in solitude. This `antisocial' urbanism was
intentional. It was not a mistake or
oversight of which he was unaware.8

Nonetheless, Bacon's book is a major
contribution to Le Corbusier scholarship.
She utilises a great deal of original archival
source material ± textual and visual ± to fill a
substantial gap in our understanding, and
although this is the first comprehensive
treatment of Le Corbusier's American
adventures I'm sure it will remain the
definitive one. Beyond the obvious audi-
ence, scholars and students of transatlantic
cultural attitudes in the mid-twentieth
century should also read this book, as
should those interested in American busi-
ness, industry and environmental policy.

simon richards
AHRB Research Fellow, University of Essex

3 See also James Howard Kunstler, The Geography
of Nowhere: The Rise and Decline of America's Man-Made
Landscape, New York, 1994. Kunstler makes a
compelling case, which is echoed by Bacon, that
oil producers and automobile and tyre manufac-
turers dictated US urban policy throughout the
central third of the twentieth century. Inevitably, this
car-culture produced a sprawl-culture.

4 `Congress for the New Urbanism' [Michael
Leccese and Kathleen McCormick (eds.)], Charter of
the New Urbanism, New York, 2000.

5 This love affair was kept a closely guarded
secret by Harris until, on an unaccountable whim,
she put their correspondence for sale in 1984. The
centenary of Le Corbusier's birth was in 1987.

6 Eric Mumford, The CIAM Discourse on Urbanism,
Cambridge, Mass., and London, 2000, op. cit., pp.
16±44, 49±50.

7 Cornelius Gurlitt, `Le Corbusier and the ``Pack-
Donkey's Way'' (1929), in Peter Serenyi (ed.), Le
Corbusier in Perspective, Englewood Cliffs, 1975.

8 I argue this position in depth in my
forthcoming book (Yale 2003).
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TWIN TOWERS REMEMBERED

camilo jose vergara

Princeton Architectural Press, 2001 £13.95 $19.95
96 pp. Many illus
isbn 1-56898-351-4

Taking the most mercantile view
possible, the World Trade Center
disaster gave publishers a momen-

tous opportunity to produce books at a
time when the world stood still and the
future was certain to be different. The
attacks on the Towers inspired a host of
new publications about bravery and loss,
hope and fear and many other subjects
closely or loosely related to that infamous
day in September 2001. Some of the more
glamorous and coffee-table sized books,
biographies, books of poetry and photo-
graphs are still stacked high in the book-
stores of Manhattan.

Books on architectural subjects have
always maintained a place on some
publishers' lists, but after `9/11' there
appeared a number of books more to do
with structural engineering than with the
refinements of building. These were
intended for the non-specialist reader;
they explained how buildings are made to
stand up and about how they collapse.
Now, nearly a year later, these are still as
popular as the human interest stories
about people who were (or are) intimately
involved with Ground Zero.

Now that the site has been cleared,
writers can afford to take a more objective
view. Great discussions about the future
for downtown New York are taking place.
There are brand new subjects to consider
as decisions emerge from meeting rooms
and discussion rages in the newspapers.
Alongside the slow process of renewal and
reconstruction come new ideas for the
development of the City.

Of all the outpourings resulting from
the (then) very recent loss of the World
Trade Center this little book of photo-
graphs must be one of the most subtle and
modest. The introductory essay shows
none of the sentimentality or confusion of
thought which seemed to characterise
many of the publications which appeared
soon after the attacks. The photographs
are simply studies of the presence and
then the absence of the buildings; they are
pristine and careful compositions.

The writer and photographer Camilo
Jose Vergara was born in Santiago, Chile
and came to the United States to study,
finally graduating from Columbia Univer-

sity with a master's degree in sociology. He
supported his studies by taking
photographs of urban ghettos and poor
neighbourhoods across the country. The
titles of his other books: Silent Cities,
American Ruins and Unexpected Chicagoland
suggest that his view of the urban
landscape is an experienced one. Thirty
years ago, when the Twin Towers were
being built, Vergara began to photograph
them. He photographed the buildings
from every possible angle just because,
he says, he liked them. At first he felt as if
they were driven stakes holding Manhattan
in place. Later they suggested to him some
kind of memorial like headstones in a New
England churchyard, and still later, he
became impressed by their `clamoring
ego', an arrogance which he termed `the
arrogance of skyscrapers.' To him, their
`sleek, costly expanses' seen from vacant
lots with burnt-out cars provided the kind
of visual shock which is numbing to the
visitor but only a familiar juxtaposition to a
New Yorker. On cold days the towers were
silver, like blades cutting the sky. At sunset
their surfaces blazed red in the setting sun.
He photographed them from across the
Hudson River, from the reeking chemical
wastelands of New Jersey and the boat
graveyards of the waterfront and from the
wildlife refuge across the bay. He recorded
their construction in the 1970s when they
were still crowned by cranes and wrapped
in scaffolding. And then there are a few
photographs of the day when clouds of
smoke rose from Lower Manhattan and the
Towers were gone forever.

In his short essay Vergara says he was
unaware of the intensity of his interest in
the Towers until they disappeared. His
response to September 11th was simply to
document the effect the buildings had on
the skyline of New York. But in making
this little chronicle of events he gives an
unforgettable idea of the extraordinary
power of the buildings and of the void they
left behind.

The publisher, Kevin C. Lippert recalls
that same afternoon in the downtown
office: people stood in disbelief or
huddled near the radio or just went home
because `what we were doing suddenly felt
irrelevant'. He considers this book to be
something of a memorial to the people
and buildings now gone and so all profits
from the sale of the book will be donated
to the American Red Cross.

eleanor robbins
Independent Art Historian

LANDSCAPE DESIGN: A CULTURAL

AND ARCHITECTURAL HISTORY

elizabeth barlow rogers

Harry N. Abrams Inc 2001 £49.95 $75.00
544 pp.
isbn 0-8109-4253-4

Àhistory of landscape design is
necessarily a history of human
culture . . .'. So begins this fasci-

nating and exhaustive study. Rogers sug-
gests that man has always reflected his
understanding of the cosmos in his
interaction with nature, from the charcoal
images of bison drawn by Ice Age cave-
dwellers to Paris' recent Parc de la Valette,
designed by Bernard Tschumi to demon-
strate the deconstructivist theories of
philosopher Jacques Derrida. Drawing on
philosophy, history, archaeology, science,
literature and art, she explores the cultural
values that have informed this shaping of
the landscape.

With a background in urban planning,
Rogers was involved in the recent revital-
ising of New York's Central Park; this book
stems from her desire to understand the
tradition from which that park evolved. She
traces the shaping of space and the
meaning of place from the Paradise Parks
of ancient Persia, through succeeding
Greek, Roman and Islamic conquests to
the enclosed garden of the Middle Ages, to
the formal and naturalistic style wars of the
early modern world, to today's golf courses,
public plazas and earthworks.

Locating her landscapes firmly in their
wider political contexts, Rogers has a nose
for the delicious detail that brings her
subject to life. She notes, for example, that
the Renaissance Villa Lante with its
celebration of pagan myth and literature
was built by Cardinal Gambara, a prom-
inent officer of the Inquisition.

Wresting the subject from the art
historians, Rogers exhibits a rare under-
standing of the narrative basis behind
much landscape design. She observes the
routes by which the visitor was intended to
experience a site, noting, for example, in
the case of the Villa D'Este, that the
present entrance through the top villa
destroys the original programme, which
began at the bottom of the steep garden
and rose in a series of separate `incidents'
in a metaphor of spiritual quest. Similarly
she points out that in programmatic
gardens, such as those of the Renaissance,
the iconographic integrity is destroyed
where the original statuary has been lost.
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Mindful of the technological changes
that have shaped landscape design, Rogers
charts the obvious elements, such as the
development of cartography and the
understanding of perspective, which
enabled the conception of such formal
masterpieces as Versailles. She also notes
more subtle innovations, such as the early
sixteenth-century advances in printing that
caused the rapid dissemination of design
ideas through pattern books and treatises.

Acutely aware of the political agenda
behind landscape design she shows how
the combining of eighteenth-century
Palladian grandeur, classical ornament,
fabricated ruin and allegories of mythical
heroism was an attempt by England's
gentry to ally their country estates to an
earlier ideal of liberal enlightenment in
Republican Rome. She also observes that
though `Capability' Brown aimed to
`correct' rather than to `dominate' nature,
the earthworks needed to achieve his
`natural' style were no less monumental
than those required for Le Notre's vast
formal landscapes.

As her chronological study moves
towards the modern period, it focuses
increasingly on America; until the
nineteenth century, Americans took their
inspiration from Europe, eventually,
however, differences in both the natural
and social climate of the two continents
led to the evolution of an independent
American idiom.

In one of many fascinating diversions,
Rogers describes how the rise of the
landscaped urban cemetery marked a
major shift in cultural values since both
Calvinists and Catholics resisted the
notion of a pleasant resting place for the
body, fearing this gave a dangerous dignity
to corrupt flesh. When urbanisation filled
church cemeteries to capacity, France
finally took the lead ± in part to find a
repository for all the royal monuments
that had been evicted from her public
places. When plots in the city's newly
designed PeÁre-Lachaise cemetery were
slow to sell, tombs purporting to be those
of Abelard and Heloise were installed . . .
immediately, the cemetery became a
fashionable refuge for romantic Parisians,
dead and alive.

From the landscaped cemetery to the
landscaped playground, and so, once
again, to Central Park. Moving on from
America's great democratic experiment to
more recent urban design, Rogers
explains how contemporary environ-

mentalists have had to combat the biblical
injunction encouraging humans to
subjugate the earth, with a new idea of
the world as a fragile organism of which
humanity is only one part.

The making and erasing of place is
continuous process and this transaction
between man and landscape will continue
as long as there are men to shape space
and minds to confer meaning on place.
Rogers' book is a great addition to the
study of this process; wonderfully illus-
trated with plans, photographs, paintings
and prints it is accessible enough for the
general reader, and a valuable resource for
students of cultural history, landscape
design, urban planning or architecture.
Though one can point to a few omissions ±
Geoffrey Jellicoe for one ± and a rather
Americo-centric view, these are small
quibbles in a work of such magnitude.

katie campbell
Writer and garden historian, London

RADICAL FASHION

claire wilcox (ed)

V&A Publications 2001 £30.00
140 pp. 149 col/34 mono illus
isbn 1-85177-341-x

Over the last few years, exhibitions
and publications on fashion have
become increasingly common.

Fashion's former status as trivial and
frivolous is gradually being eroded and
books such as Radical Fashion, along with
the exhibition held at the Victoria and
Albert Museum from Oct 2001±Jan 2002
reflect this trend.

Radical Fashion is a collection
of six essays in lavish full colour
format, edited by Claire Wilcox
who also curated the exhibition.
The book, like the show,
focuses on the work of 11 con-
temporary designers who have
in common `a radical, uncom-
promising and uniquely in-
fluential approach to fashion'.
The term `radical' is defined as
both `revolutionary' and `funda-
mental' and it is the tension of
this duality that lies at the heart
of each of the contributions.

Wilcox's introduction ex-
plores the significance of fashion
and clothing in its physical
relationship to the body and in
its communicative power. She

introduces the 11 designers (AlaõÈa,
Chalayan, Gaultier, Kawakubo, Lang,
McQueen, Margiela, Miyake, Watanabe,
Westwood, Yamamoto) but states some-
what paradoxically (in a discussion of
fashion) that with these designers `time
seems immaterial'.

The theme of time and the nature of
fashion are addressed in Judith Clarke's
fascinating essay `Looking forward
historical Futurism'. She examines the
central role fashion had within the Futurist
Movement. Marinetti singled out the Paris
fashion system as one that contributed to
the dynamism and speed of early
twentieth-century society. Such dynamism
is perfectly expressed in Ernesto Thayaht's
depictions of drapery in his illustrations of
Madeleine Vionnet's creations. Vionnet
produced clothes that have been described
as timeless and elegant and it is her
interest in bias cutting and cloth itself
that interested the Futurists.

In `Radical traditionalists Azadine
AlaõÈa and Jean Paul Gaultier', Susannah
Frankel examines the origins and nature of
Parisian haute couture with its emphasis
on craft skills and traditions. She charts
the place of AlaõÈa and Gaultier in its
resurgence in recent years. Both designers
respect the traditions and technical skills
associated with haute couture ± but
simultaneously create clothes that have a
distinctive and idiosyncratic handwriting.

Amy de la Haye's discussion of Miyake,
Kawakubo, Yamamoto and Watanabe

Radical Fashion Catalogue, cover photo, Nick
Knight. Dress byAlexander McQueen.
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searches for characteristics that bind these
designers, whilst at the same time ack-
nowledging their own ambivalence to the
notion of `Japaneseness' in their work. All
four regard themselves as international
designers, yet all maintain an interest in
drapery and wrapping (Japanese tradi-
tions), rather than cut and fit.

In Alastair O'Neil's essay on Helmut
Lang and Martin Margiela, the emphasis is
on the presentation of ideas about the
nature of fashion. Margiela's interest lies
in the ideas surrounding the ideal and the
real and his method of presenting clothes
emphasises their artificiality. O'Neil also
emphasises the relationship of fashion to
performance, both in relation to catwalk
shows and to film ± such presentations
provide information on how clothes are
worn and viewed, an interest shared by

Margiela. The writer is interested in how
fashion is informed by its setting and
focuses on recent advertising campaigns
for Herbert Lang's creations using Robert
Mapplethorpe's photographs.

The final essay by Valerie Steele, ```Style
in Revolt'' Hussein Chalayan, Alexander
McQueen and Vivienne Westwood', pre-
sents an American's view of London as a
creative fashion capital. She charts the
English tradition of bohemian dressing
and the perception of British fashion as
`eccentric'. The financial struggle faced by
Westwood and other British-based
designers is a theme addressed. London
lacks the established infrastructure of
Paris and some British designers, such as
Galliano and McQueen, have fared far
better in Paris.

The theatricality and transgressive

nature expressed in Westwood's work is
also inherent in the creations of Alexander
McQueen, who combines his training in
Saville Row with an interest in sex, power
and deviancy. To Hussein Chayalan the
concept behind his clothes is as crucial as
the clothes themselves ± the set for his
Autumn/Winter 2000 show `After World'
was a living room where furniture covers
were transformed into clothes. As Steele
remarks, Chalayan does not regard
himself as a fashion person. Indeed, one
could argue that although many of the
designers discussed in this book work
from within the fashion system, they
create clothes that, owing to their radical
nature, stand apart from it.

christine boydell
De Montfort University

Books and Catalogues in Brief

THE EMBLEM

john manning

Reaktion Books 2002 £25.00 $35.00
398 pp. 150 + 18 mono illus
isbn 1-86189-110-5
US dist Consortium Booksales, St Paul, MN

Amodern scholar engaged in the
study of Renaissance and Early
Modern emblems is inevitably chal-

lenged by their bewildering nature. `There
was literally nothing under the sun that
was not emblematic ± at least potentially',
argues Manning, as if directly referring to
the seventeenth-century author, Bohus-
laus Balbinus (`Nulla res est sub sole quae
materiam emblemati dare non possit'). The
emblematic phenomenon was pan-Eur-
opean and enduring. Manning, unlike
some earlier scholars, refuses to set time
limits to the emblem as a literary form.
Andrea Alciato composed the first epi-
grams, which he named Emblemata, by
1522 (published 1531). Manning is right
that Alciato's book, and in that respect
most of some two thousand emblematic
titles that have appeared since, can only be

fully understood in the context of the
classical tradition. To be appreciated, the
pun and sting of James Gillray's political
satire of 1807 on the fraudulent activities
of Earl Temple, Joint Paymaster of the
Forces, requires not only familiarity with
the contemporary London scene, but also
detailed knowledge of the Ovidian fable of
Daedalus and Icarus. Gillray and, even
more recently, Ian Hamilton Finlay are two
examples that Manning uses to show the
lasting and vivid legacy of the emblematic
perception of the world. What Manning
set out to do in his book, and has done
with astonishing success, is to demon-
strate the habits of emblematic thought
and the strategies adopted and adapted by
those who constructed emblems and their
sister forms. This seems to have worked
much better than the original idea of
producing a historical overview of emble-
matic books, based on bibliographical and
chronological keys.

Alciato conceived his emblems as
intellectual games for his erudite friends.
The imagery of his metaphors needed no
pictures. Woodcuts were added to editions

addressed to a wider audience. Gradually,
a standard three-part structure of the
emblem was established, consisting of
lemma (motto), image and epigram; the
latter running into several pages in some
instances of Baroque verbosity. Emblems
served many masters as instruments of
moral, ideological and devotional instruc-
tions. Collections of emblems appeared in
book form and as part of decorations,
occasional or permanent, of funerals,
weddings and other ceremonies.
Emblems were, therefore, addressed to
diverse audiences. Manning dedicates a
separate chapter to `children and childish
gazers', and demonstrates how the
specific needs of this group have shaped
the development of the emblematic genre.
The emblem emerges as man's best
companion, from the cradle to the grave
and beyond, constantly engaging its
readers in the game of revealing meanings
concealed by the witty author. To catch the
motto, read the image, understand the
epigram, the modern reader needs a clue.
What do an onion and a maiden share in
common? Why does man's quest for true

Books and Catalogues in Brief
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