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ABSTRACT:

The aim of this dissertation is the study of postwodern
aesthetic theory, as it relates to architecture, Because it
waa not clear at the outset if the postmodern discourse were
relevant to architecture in South Africa, examples in this

country will be discuzsed.

Dealing, as it does, with the study of aesthetic
theory, the discussion of buildings and the criticism of
buildings are not the primary’ objectives of this study,
although the importance of making - arguments applicable to

actual buildings as examples is acknowledged.

Broad principles ih the theory of postmodernism are
daalt with first, namely the shifts that have occurred on
economic and cultural levels in Western societies during the
last three decades. The re—evaluation of Western-culture is
discussed, ss it relates to the criticism of the
Enlightenment tradition and positivism by pragmatist
philosophy and the Frankfurt School. In chapter four, which
deals with 'culture industry’, tho observation that cultural
goods are becoming consumer commodities, and the diminishing

gap between 'high art' and popular culture, are discussed.




Chapter five consists of a discusajon of the
architecture and critical theory of modernism and the
avant-garde, from the viewpeint of the pestmodarn

cal  di ¥F ist architecture is

pregented as a response to a perceived lack of content and

meaning in moderpist architecture. The concept of a

is i within the postmodern
framework to deal with the reactionary postmodern architects
that have retutr;ed to styles of the past, repudiating

architecture's moral réle, often for commercial reasons.

It is found that the main characteristics = of

ism are the reint tion of meaning or content
into architecture and the practice of the simulation and
appropriation of earlier styles. These strategles are
discussed in some detail in chapters six and seven. Fipally,
because of the attention currently devoted to it worldwide,
deconstructivist architecture is examined within the context
of the postmodern discourse, referring to its philoesophical

background.
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1. INTRODUCTION

Although architects resisted the manifestation of
pestmodernism vehemently at first, it should be realized
that it is found mot exclusively in drchitecture, but in all
the arts, including fine arts, music, dance and theatre. Not
only that, but postmodernism is also prominent in
discussions surrounding literature, philosophy, cultural
studies and sociclogy. It is in these other fields that a
great deal is being written that can and does illuminate the

architectural discourse.

As have been pointed out by Jame!an,l Hutuheonz and
Chaho(:,3 postuwodernism has emerged with special clarity in
architecture. The reason for this is possibly the remarkable
agreement within the dJdiscipline about the nature of
modeznism, so that the new developmeats in architecture

could be seen as a fairly homrgeneous reaction against it.

13AMESON, FREDRIC. “Postmodernism, or the Cultural
Logic of Late Capitalism.” Hew Left Review, no. 146,
July-August 1984, p. 54.

ZHUTCHEON, LINDA. A Poetics of Postmodernism: History,
THeorv, Fiction. New York and Lomden:” Routledge, 1988, p.
22. .

b
- 3CHABOT, C. BABRY, "The Probles of the Postmodern." New
Literary History, vol, 20, no. 1, Autumn 1988; p. 14.

1




Developing a theory of contemporary aesthetiecs is

", fraught with difficulties. Bﬂ:qeré has pointed out that the
Aw}‘ current pluralism of styles may not permit an aesthetic *e
i
s theory at all: ;

Whether this condition of ' the availability of all

traditions still permits an aesthatic theory at all, in
: the zense in which aesthetic theory existed from Xant
i to Adormo, is questinnahle, becauge a field must have a
structure if it is to be the subject of scholarly or
scientific understanding. Where the formal
possibilities have become infinite, not oaly authentic
creation but also its scholarly analyais become
correspondingly . difficult. Adorno's . notion  that i
late~capitalist society has become so irrational that
it may wall be that no theory can any longer plumb it
applies perhaps with even greater force to post
o ! avaut-gardiste art.

"ot Conceptual problems »rise from the fact that the label
of postmodernism is attached to differsnt preoccupations,
and what might be true for one, might not be true for ’

others. P m is to be a style or a wmood

that was born out of the exhaustion of and dissatisfaction
with modernism in art, architecture and literature. It is
also a trend in Freach philosophy, especially in

post-structuralist theory. Postmodernism is further seen as

o

the latest cultural era in the West. If one wanta to discuss

; these inter-discipiipary developments, one has to guard

BURGER. PETER, Theory of the Avant-Gayrde. Trans: M. #
Shaw, Minsapelis: University of Minnesota Press, 1384, p. N
94, Biirger : ia a contemporary critic who teaches at the
University of Bremen, where h& holds the chair ag Professor
of Literature. Hia interests are philosophy and art history.




against stripping ideas from their original context to force

H them into relationships with architecture,

A problem-that the architect faces is that many texts,

especirlly those in fields that are unfamiliar such as

philosophy and soclology, are very hermetic and can only
begin to be after into the bi of

philosophy aml sociolegy and reading secondary literature. ‘
1 Problems .of interpratation arise, and one cannot help >ut

think that the works of artists and architects are often

based on a creative misunderstanding of these sources.

It is uminating to note that Jane Jacob's The Death 3
and Life of Great American Citiass was published in 1961,
i almost 30 years ago. It gave an analysis of the failure of o
the utopian ideals of nodernism and swmmarized the popular &
. dissatisfaction with corporate skyscrapers and public
housing projects. In 1966 Robert Venturi's Complexity and :v
Contradiction i{n Azchitectures was published, in which he ;

condenned the minimal gualities of modern architecture. He

ted an archi that is rich, ambiguous and

SJACOBS, JANE. The Death and Life of Great Aamerican CH.
Gities. Great Britain: Pelican Books, 1977. (First published -
in"]

“1961) Y
SYRNTURL, ~ ROBERT. Complexity - ard _Contradiction -in

Architegture. IaamizmK The Archxteatural Press, 1983. (First : A

publ:shed Tn 1966) e




complex. The Pruitt-Igoe housing estate was demolished in

1972, cited by Charles Jencks as an example of the

insolvency of the modern in The 1L of
Postmodern ArchitegturJ of 1977. The first large exposition
of 'built' work by postmodern architects was the 1980 Venice
Biennale, where Paulo Portoghesi curated the exnibition The
Presence of the Past, the End of Prohihitig‘n.a The
exhibition sign~lled a return to taboos like ornament and
symbolism and céngisted of tweanty facades, based on a
Renaissénce stage~set, designed by 1leading postmodern
architects. Seeing that postmodernism already is an
bistorical fact, the next chapters will endeavour to show
how it should be seen as a broad cultural category, rather

than a transient style.

The structure of this dissertatio~ is loosely based
ugon the percoption of a cultural change in the West that
distinguishes postmodernism from modernism, an analysis of

the dif; bety thetic ts of ism and

postmodernism, and the occurrence of appropriation and
simulation of eariier styles in art and architecture, which
iz perceivéd to be the dominant feature of postmodernism.

A
7IENCKS,  CHARLES. Language of  Pogt-Nederp
Architeutute London: Acade:’y, 1877, ». 9.

81 tultrated in DPaulo': Portoghesi. Postmoderni The
#Brehitectusy of the Poatmg,\agtnal Socisty. New — York:
Rizzoli, 193:3 P 22’. 28 .and
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2.  POST-INDUSTRIAL SOCLETY

The concept of a post-idustrial society was made
popular by authers such as Raymond Williams in his book
Towsrds 2000° and Fredric Jameson in - his  article
“Postmodernism, or the Cultural Logic of Late Capitalisme.!®
It is also discussed in Paulo Portoghesi's Postmodern: The

Architecture of the Postindustrial Society'® and in Charles

Jentks" What is Post-Modernism?'?

The concept of a post—industrial society is an
important one, because it should by rea.ized that
postmodernism is not only the deseription of a particular
style, but that it is a periodizing concept that serves to
illuminate the emergence of a new type of social life and
economic order connected to late capitalism. Postmodernism

expr&ssen the internal truth of the new emergent cultural

SWILLIAMS, RAYMOND, Towards 3000. London: Chatto &
Windus, 1983, p. 87.

07AMESON, FHEDRIC. "Pustgcde:msm, ar the Cultural
Logiec of Late Cap.ltaliam " New lLaeft Review, no. 148,

. July-Bugust 1984, 'p. 5§

LLpORTOGHEST, PAGLO. Postmodegn' The Architecture of

the Bostindustrial Socisty. New[York: Hizzoli, 1983, p. 7.

12580ems, HARLES.- What Hs Post-Modernism? London:
Academy Ethtmx\s, 1987 (Second Edition), p. 43.
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logie in post—industrial society. Jameson says that
postmodézrnism replicates or reproduces, and  thsreby

reinforces, the logic of consumer capitalism.m

The modern industriszl age has developed since th_e
fifteenth century with the rise of capitalism in France and
Italy. ‘Reinforced by the industrial revolution of the
nineteenth . century in England and Europe, it was
characterized by the manufacturing . industry and the
polarization of social classes, namely the working class and

the bourgeoisie. Typical of this éra was the awareness of

development and growth, a nsci that alse
the art of the period.m This developmental process is
perceived to have reached its peak between the nineteen
fifties and the nineteen seventies.

The changes th:t are observed to %ive taken place
during the last two decades, are related to changes in work

patterns, the development of a global financial market and

3yauEsoN, . FREDRIC.  * ism and G
Society.”™ In K. Foster, ed. Postmodern Culture. London:
P}uto Press, 1983, p. 125.

lemesit Creenberg saw modernist pdinting asz the
proqreséive dpstillation and refinement of aesthetit quality
relative to the past, for example in his article: "Modern and
Eggtmode:n." Arts Magazine, vel. 54, mo. §74W, " February
1980, .p. 65

—
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technological developments in communications and the storage
and retrieval of information.

15 i gistinguished by =

The post—industrial society
mejor decline in manufacturing  employment, witk a
carz‘aﬁp;.mding growth in the service imdustries., Secrvice
industries are understood to be those activities related to
the collecting, processing and distribution of information.
According to Jencks, 60% of the workers of America were
employed in information-related occupations by the. late
3.9705,16 with only 13% still involved in the manufacturing

of goods. Thisz ia in contrast with = industrial society's

on the mass-p: tion of objects. The question

arises if South Africa could be. regarded as a
post-industrial society. Figures for 1985 in South Africal’
shows that the annnal growth rates for those sectors of the
economy that can be regarded as service industries are all

above the average annual growth rate, excepting domestic

!Sthe phrase was_coined by Daniel Bell in 1967,
according te Fredric J in he
Cultural Logic of Late Capu:&lxsm,“ p. 55 and Cha.r).ea Jenvks
in What is-Post-Modernism?, p. 43

L87ENCKS, CHARLES. Hhat is Post—!{odernug?, p. 43.

175es” Appendix 1 for a tdble fllustfating the
opportunities for work in South © Africa .according to
economical sector §n 1985,  the projected oppértun!tze! for
work in. 1995 and the expected annual growth rate for the
period 1985 =~ 1995, as published in K. e, Marais.
Suid~-Afrika:;Perspektiewe op die Toekoms. Pratmn Hupan
Sciencas Bgsearch Council, 1988, p. 143. N




servants, whick shows zerc growth. These sectors are trade,
transport and communicaticn, .iinancial organizations, sundry
services and public services. Manufacturing industry, except
mining and building and construction, shows a below-average
growth, and includes the sectors agriculture, manufacturing,
and electricity, gas and water. Agriculture and electricity,
gas #nd water are the only sectors of the economy that show
negative growth. If not a post-industrial societf, South
Africa is certainly heading in the direction of becoming
one. The result of this trend is that a new swvcial grouping
of office workers might be formed that will no longer be
characterized by the dichotomy between the working class and
the bourgecisia, but will have the appearance of a classless

sociekv, as haa happened in America and Europe.

The latest phase of the industrial revolution is based
on the application of electronic systems, like computers and
global communication systems, to wider areas of production
and control than ever before. . At present the most powerful
organizations are those with the guickest access to the most
information. Fast and effective systens of global
communication have been developed in the form of an
orgénized network of satellilte communication, computer
procasaiﬁg, telephone,” world circulation magazines and
newspapers.’ Jencks argues that the 1eve11in§ of djfferences
between different. culture; is'a result of instant worid-wide

communication. This has aesthetic consequences:“there is no

g
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longer an aesthetic avant-garde, becauss “there is no
jdentiriable front line to advance in the world viilage, no
graup or movement that cuts acrosa all the arts, no enemy to
ccnqr\er."la There is a mass culture that is similar all over

the world. This is the result of the creation of an

ind t and inter ing world market by
multi-pational capital, with the aid of improved
compunications , the effscts of which are felt even in South

Afrieca.

The Frankfurt School's concerns. in its mature phase
were firstly the critique of positivism or scientism in the
social sciences, that will be dealt with in chapter three,
secondly the voncern with the culture industry, te be
discussed in chapter four, and lastly, relevant to this
chapter, the preoccupation with the fate of the individual
in present-day society. This group originated in 1923 at the
Frankfurt Institute for Social Research as a socisty of
leftist intellectuals. Initially they functioned as a centre
for the study of Marxist thought, but their relationship

19

with mainstream Western Marxism has always besn ambiguous.

18IENCKS, CHARLES. What is Post-Modernism?, p. 44.

15he Instituts formed part of a wider movement of
thought which has ‘Gome to ' be known as 'Western HMarxism®,
characterized on - the one hand by diverse, predomnantly
philosophical and Hegelian reinterpretations of Marxist
theory in relation to the advanced capitalist sccieties, and
{Footnote Continued)




The Frankfurt School developed a distinct ‘eritical
theory' of society. Their mostly pessimistic cultural
theories, eriticizing the culture and intellectual thought
of the bourgeoisie, were developed by Horkheimer, Adorno and

Marcuse, and were revived by the Y ive

ef the Schoul, Jirgen Habermas.

Of interest for the discussion of post-industrial
society is the Frankfurt School's critical attitude towards
the ideclogical Influence of science and technology as =&
major  factor in  the  creation  of a new,
technocratic-bureauncratic form of social domimation. For
example, Marcuse sees technological ratiomalization as an
abstract force, beyond human control, which is shaping
society.zo Society is dominated by the imperscnal power of
scientific-technological rationality, instsad of by the
historical agents of the bourgeoisie and the proletariat.
These classes have been a;similated and pacified through

mass consumerism.

Babermas' central concern regarding the latest stage of

our- cultural dJevelopment, 4s +the isolation of expert

(Footnote Continued)

on the other hand by an increasingly oritical view of the
development of gociety and the state in the USSR after the
Bolshevik revolution. See T. Bottomore, The Frankfurt
School. London: Tavistock Fublicaticns, 1984, p. 12.

201piq, p. 36

10
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cultures relative to each other. The holistic culture of
earlier societles, dominated by 'ideologies, especially
religion, gave people a global interpretation of social
life. Ideology facilitated social integration in a positive
way by providing some overall interpretative framework for
social life. These beliefs gave way to the insulating of
expertise which deformed everyday ife to such an extent
that professionals are increasingly necessary in even the
simplest of matters. The increasing specialization of
knowledce has caused that the majority of individuals'
understanding of the world has become more limited. As a
result people have become disenchanted with culture and they
no longer have sustaining ideclogies with power to
convince. 2! In an aesthetical context, Habermas remarks that
this specislization has caused the arts to  become
incomprehensible to those outside a relatively small circle
of experts. This is one of the major criticisus against
modernist architecture which will be discussed in chapter

five.

To conclude: there is - significant support .for the
aasumption that we have entered a new cultural age;

different from the modern industrial age which preceded it,

*l4H1TE, 5. K. The Recent Work of Jurgen Habermas:
Reason Justice. and ~_ Modernity,  Cambridge: Cambridge
University Press, 1988, p. 116.

<11




an occurrence that may have significant implications for the
4esthetics of arvchitecture, for example the loss of the
aesthetic avapnt-garde and the  growing conformism of

world-wide culture.

E]
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3. THE NEGATION OF THE ENLIGHTENMENT TRADITION

Postmodern theory claims to have gone beyond the
i rationalistic, humanistic and progressive framework of the K
i Enlightenment tradition.zz The project ¢f the Enlightenment H
\[ that Modernist culture undertook was based on the historical 1
I and sociological design, since the eighteenth century, to
expand man's domination over nature, to develop an objective
image of the world and to improve social conditions by
i critical reascn and universal norms. It identified e
relationships be!:ween. history and emancipation,
techno-scientific advancement and social liberation, and -

o between knowledge and social ameliorationm. O

These principles are the target of postmodern

criticism. Postmodern theory has come to the conclusion that

the Enlightenment  tradition is no longer suitable as a “

conceptual framework to evaluate the function of reason and
the role of the subject in history in a meaningful way. The

theory of ism is h terized by the

desublimation of reason. the decentering of the subject, the I

RSTEK, . J. M., “"Wat is positnsdernisme? ! {
Kultuuz ‘losofiese perspektief op die anti-estetika." Sout i
Bfrican Journal of Cultural apd Art History. April 1989, L
vol. 3, no. 2, 1- 134. i

13
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detotalization of history and the deconatruction of
philosophy. This has radical implications: it meand the
repudiation of the . intellectual tra.dxtxon in,\‘qhich our
understanding of modern man and the world is ;ootsd.‘»‘r -

The philosophical -distrust.  of:: epistemological

enterprise of the Enlightenment tradition was furmujated. by
Richard Rorty in Philosophy and the Mirror of Nature23
Hilary Putnam in Reason, Truth and Kistérz.24 They gave up

Enr:

and

the attempt at a God's eye view of things ahd the des
objectivity, as was the traditional practice ‘of anal;rbfcal
philosophy. Analytical pbllosaphy had its origin thh‘ ‘Locke
and Descartes in the seventeenth century, and reached
maturity with Kant's notion of . piilosophy as a tribunal of
pure reason, upholding .r denying the claims of the rest of
culture.2® The notion of philesophy as a f\inda.ment#lf
discipline which ‘qr:’cunds‘ knowledge-claims was consolidated
in the nineteerth and the beginning of the ‘tw‘eutietl'; cenitury

in the writings of philosophers such as Russel and  Husserl:

2320RTY, RICHARD. Philcsophy and the Mirser of Nature.
Princeton, New Yersey: Princeton University Press, 1979,

24pererred tolin Pater Dews. "From Post-Structuralism
to Postmodernity.” r(L. Appignanesi, ed. ICA Documents H
Postmodernism. Londqn' Institute of Contempurary Art.s, 198
p. 12,

2SpomTy, mcm ep. cit., p. 4




Their concern was bto keep philosophy rigorous and
scientific, However, as Rorty notes.zé

the more 'scientific’ and 'rigorcus® philosophy became,
the less it had to do with the rest of culture and the
more absurd its traditional pretensions seemed. Tha
attempts of both  analytic philosophers and
vhenomenologists to ‘ground’ this and 'criticize’ that
were shrugged off by those whose activities ware
purportedly being grounded or criticized.

Objectivity, as discussed by Rorty?’, was a tradition
that ran from the Greek philosophers through . the
Enlightenment, and centred around the notion of the search
for truth. It envisaged a common goal for humanity, a goal
set by human nature rather than a specific culture. As such
it was distanced from specifical historical or social
situations and was based upon the belief in an ahistorical

human nature.

Rorty believes that a philosophy of pragmatism,. or
solidarity, is superior to cne of objectivity, as described
above. Life should be seen in relationship to specific
sdcieties and within a spe¢ific historical milieu. He
suggasts that ‘true’ might mean something diffevant for

differént societies and that rationality is defined by local

28R0RTY, RICHARD. Philosophy and the Mirror of Nature
. 4,
2TRoRTY, RICHARD. "Solidarity or Objectivity?" J.

Rajchman and C. West, Post-hnalytical Philosophy. New: York:
Colunbia Univerdity Press, 1985, p. 3-4.

i35




cultural norms. Relativism apd cultural determinism are
important features of postmodern architecture as well, as

will be shown in chapter five.

Rorty applies his pragmatic philosophy to literature
and eriticism, and he

exhorts us to replace the FRantian image of a single

fixed cultural framework or vocabulary with an image of

many different corrigible and changeable vocabularies;

he exhorts us to replace the values of foundatinﬂa and

system with those of proliferation and plurality.
Ia the same way ir which he advocates the refusal of
privilege to one language, morality or society, he is in
favour of pluralism in art, where various styles co-exist
without one claiming to be superior to another. Furthermore
Rorty is dubious about progress,

and  especially about the latest claim that

such-and~such a discipline has at last made the nature
of human knowledge 36 clear that reason will now spread

throughout the rest of  human activity ... this
eentury’ is’superstition was list century's triumph of
reason."

This means that the latest vacabulary in philosophy, but
alse in architecture, may not express a privileged
representation of essSence, but wmay be Jjust another of the

potential vocabularies possible in the world:

28RAJCHMAN, JOHN. "Philosophy in America.” J. Rajchman
and C. West. Pogt-Analytical Philoeophy. New York: Columbia
University Press, 1985, p. &V.

36:91{031*!(. RICHARD. Philosophy and the M{rror of Naturs
N .




In contrast with analytical phildsophy's )
absolute truths, Horty believes that there -'is alway
for improved beliefs and that truth’ i
correspondence to reality, but simply the term usad far

"é"el‘i‘—justsfiea belisfs. Truth does nat hava an istrimse

h he or she finds good to believe."?? Knowiédgé shouls

be sesn as a matter of social practice, rather than an

attempt to mirror aaturs. For the pragmatis..,‘ knowle&qe' is=
"simply a compliment paid to the beliefs whlch e think so
Wwell justified that, for the moment, furthar justhrcatwn

18 not nesded.”3! As will be seen in chapter five, modernist

architects often believed that theive wers Ehs.Shly possible

edpressions of the 'truth' in buildings, s belief that is

being challenged by postmodern architects. @

3 .
Hilary Putna.. supports a philosophy tba‘t is closer to

liée and that does not search for a ‘true world' Accotﬂinq

to hkm, analytical philosophy has reached a & a& erd.

Like logical posiftivism (itself Jusb one species of
analytic philosophy), analytic philesophy ‘has succeeded
in destroying the very problem with which it - started.
Each of the efforts to salve that px‘o‘uen, or &ven te

RICHARD. “Solidarity ‘or Ohiectivztv""
ajch\man ahd ¢ Wast. Pogt-Analytical Philosophy,, 6.

\?lma, p. 7. - o
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say exactly what "°§£d count as a solution to that
problem, has £ailed.

Like Rorty, Putnam notes that philoscphy kas lost interest
to all outside the philosophical community. He further
criticizes analytical philosophy because it is

non-ideological: it is non-political and non-moralizing.
Analytical philosophy is compared with the modernism of the
nineteen thirtjes, because both were in extreme form of the
rejection of tradition. Utopian medernist architects wanted
td alleviate the inequities and inadequacies of the man-made
environment and thought that the machine could put beauty
and utility within the reach of everyone, Putnam uses Le
Corbusier's 'machine to live in' and his 'radiant cities' as
examples of modernist architects’ attempts to reform human

habitation.?? In much the same way, amalytical philosophy

sought to- deconstruct tradition in order to make way for the
Carnap, for

New Man and the perfect suciety. exanple,

believed in Esperanto, soc' hsm and ideal languages that
woul:l be used in scxentlfxc work.M Bui: Putnam thinks that
the attempts at a gra. '1 synthesu in epistemology bhave

failed.

3ZpyTyAM, HILARY,]"After Empiricisu.” John Rajchman and
Cornel West, eds. Fost-Analytic Philosophy, New York:
Columbia University Bfess, 1985, p. 28.

33pyram, HILAR[ Realism and Resson: Philosophical
Papers ‘Iolume 3 ambrxdqe Cambridge University Press,
1983, p. 180.

341454, p. 18[1;.

N 18




In philosophy, as in everything else, we are at the
beginning of a post-modernism. The great rejection of
everything 'traditional®, and the great hope that by
rejecting tradition we could make possible either a
utopian future for man (optimistic modernism) or a
£inal recogniticn of the grandeur and terror of life, a
final immediacy which scientism and progressivism
robbed us of (quiet%gti: modernism), are both beginning
to look very tired. R

Putnam proposes a pluralistic view of the truth in

postulating that there are many correct ways of representing

the world and that any veraion of the world that we accept

as right can be regarded as a correct description of it.

Horgheimer's essay of 1937, "Tradition and Critieal

Theory”, 36

can ba regarded aa the founding document of the
Frankfurt School. He saw the réle of philosophy primarily as
the c¢riticism of nmodern positivism or empiricism. His
‘eritical theoxy' rejected the typical procedure of
apalytical philosophy of detarmining objective facts with
the aid of conceptual systems, from a purely external
siandpoint. The idea of a universal secientific method,
common to. all the natural’ and social sciences, was
criticized as well. According to him, positivism is an
inadequate and misleading apprcac;h which cantot attain a
true understanding of social life. Science should ba seen as

a social activity and its aim shpuld be the transformation

y . 35PUTHAM, HILARY. Realism and Resson, p. 303.

*pefnrred to in . T. Bottomore. The Frankfurt _School.

" London: Tavistock Publications, 1984, p. 16.




of society and human emancipation. Although nppcsedvto the
scientism of modernism, the Frankfurt School can be seen to
agree with modernism’s project of techno-scientific
advancement and social liberation. They are opposed to the
positivist separation of ‘fact’ ard 'value', but beliesve
that krowledge and purpose, theoretical and practical
reason, should be synthesized. Also in Marcuse's critical
th;cry his demand for reason is a demand "for the creation
of a scocial organization in which individusls can
ecollectively regulate their lives according to their
needs." In aesthetical terms, this call is typically
postmodern, bacause Marcuse wants to free art from its
confinement of sutonomy to unite the political and aesthetic
dimensions: society should be made into a work of art by

reintegrating art into iife.%®

Regarding the opposition of the Frankfurt School to
social modernity, it criticized positivism on the grounds
that the positivist philosophy of science, or the positivist

‘world view', meant the t and entrench of the

status gquo. Horkheimer's account of scientism treated it as

a form of b is which corr ds in some way

37HABKRHAS, JURGEN. "Psychic Therminor and the Rebirth
of Rebellious Subjectivity." In R, J. Bernstein. Habermas
and Modernity, Cambridge: Politi Press, 1985, p.. 72.

3%his will bb discussed in more detail in chapter 5.
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with modern methods of production.S’ Technology and science,

"and the technological consci or instr 1 reason

which they diffuse. throughout society, are seen as the
principal factors in the maintuoance of the domination of

the status guwo of a socially impotent mass society. By

attending only to what exists, positivist philosephy
sanctions the present social order, obstructs social change,

and leads to political quietism.

The Frankfurt School’'s revelt against positivism is
inpertant for the study of postmodernism: it is associated
with the questioning of the cult of material progress and a
protest against the 'mechanization of life'. This attitude
was a response to the destruction caused by the First World
War, the Nationalist Socialist regime in Germany and the
domination and the division of the world since 1945 by the
superpowers who were increasingly involved im a nuclear arms
rage. All these factors contributed to a sense of nounting
irrationality and cultural loss and decline. This critical
attitude against positivism is related to postmodernism
architecture's practice of the appropriation of historical

styles, as will be discussed in chapter seven.

39B0TTONORE, T. The. Frankfurt School. p. 34.
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Habermas opposés the traditional réle of philosophy as
a theory of knowledge. Habermag wants to ‘ascape the snares

of 1 ism, ¢ “the analysis of the

already ope.ative potential for raticnality contained in the
everyday practice of communication."®® According to his
theory of comminicative action, philosophy has to surrender
its claim to be the sole representative in matters of
rationality, and start a ‘'conversation' with the other
principal disciplines of culture, namely science, morality

and art: he is concerned with the separation of culture into

these three sph . Althouqh’ Hab is to the
practice of Western lugocentrism, he does not advocate the
overthraw of modernism as a whola: he believes that the
potential of modernism has been realized one-sidedly and in
an unbalanced way. Since the eighteenth century, when the
unified world-view of religion and metaphysics fell apart,
culture was subdivided into the dJdomains of _ knowledge,
justice and morality, and of taste, each handled by a
specific cultural ﬁrofe:sion. Each of these domains was
developed according - to its own immer logic, with little
cross—fertilization hetueex; them. This situation was also
found in the autonomous . character qf modernist  art.

Habermas® solution te the iﬁdéqﬂate redlization of cultural

“O4ABERNAS, JURGEN. “Questions and 'Counterquestions.”
InR, ‘J. Berngtein. Hab and Wodefnity. Cambridge:
Politi Press, 1985, p.- 196.
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.moderaity is to break down this isolation between science,
mzfrality and art, and also between these expert cultures and
the general public. He believes that the three different }
E ‘moments' of reason are incomplete in themselves and that ‘;‘

there should be more interaction between the cognitive, the

moral and the aesthetic-expressive. He sees the réle of the

philosopher not as claiming the position of 'highast judge'

of culture, but as being the 'mediating interpreter' beiween

the expert cultures themselves and between them and the

discursive practicea of everyday 1ife. Although this = could
“ | Le a way of exploiting the full potential of cultural K
modernism, Habermas does not make it clear what his solution I

is to the actual course that social modernity is taking,

' specifically in the development of capitalistic moderniwa.

Babermas does believe that there are problems with the
economical and political systems of Westarn industrialized
countries, as seen in the failure of orthodox socialism and i

welfars-state liberalism®), but he is adamant that the

H

failure of social modernity is not as a result of the

bankruptey of cultural modernity, as is propagated by the

neo-concervatives. He identifies the American
néo-gonservatives as the sociologists Daniel Bell, Peter

i

L / “lyurTE, 5 K. The “Recent Work of Jiirken Habermas:
Reason, Justice and Hodernity. Cambridge: Cambriige
University Press, U388, p. 2.
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Berger, Nathan Glazer, Seymour Martin Lipset, Robert Nisbet
and Edward Shils in his article “Neoconservative Culture
Criticism. in the United States and Wast Germany: An
Intellectual Movement in Two Political Cultures"? and
procesda to analyze Daniel Bell's book The <Cultural
Contradictions of Capitaiisn®? of 1976. Like Habermas, Bell
digtinquishas between = modern society, that is unfolding in
terms of economic and administrative ratiopality, and a
modernist culture. What Habermas does not agree with, is
Bell's view that iwodernist culture is contributing to the
destruction of the moral base of raticnalized scciety.
According to ‘Ba).l, the profane culture of modernity has
evoked subversive attitudes that undermined the discipline
of everyday life. Thus he blames the ocurrent ills of
industriaiized, capitalist society on the valuas of modern
culture, which the neo-cinservatives see as permissive
secular hedonism. They believe that it is cultural

d y that is ible for our t problems, and

not the economic and political structures of capitalism.

425ABERMAS, JURGEN. "Neoconservative Culture Criticism
in the United States and West Germany: An_Intellectual
Hovement in Two Political Cultures.* In R. J. Bernstein,
H;bermae and Modernity. Cambridge: Politi Press, 1985, p.
79.

#b1e, p. 81
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Wanting {o shift the ecritical focus Dback to the
economic and political systems, Habermas presents an
interpretation of modernity thet defends key aspects of
wodern culture, as was seen in his defense of cultural
modernism being only partly realized. The real problem that
is facing society today is the transformation of life and
human relationships into commodities and objects of

administration, and aot aesthetic anarchism.

Habermas' attitude vis-a-vis foundationalism in
philosaphy is lesa clear. Foundationalism claims  that
philosophy can by some method demonstrate the absolute,
universal wvalidity of some conception ¢pf knowledge or
morality. It presupposes the existence of an ahistorical
canceptual or moral framework. This belief is increasingly
falling into disrepute, as was seen in the discussion of the
pragmatic philosophers above. Although he denies it.
Habermas' work has often been suspected of harbouring some
variant of foundationalism. For example, Habermas advocates
‘the development of a philosophical theory of rationality to
allow for the iliumination of a modern understanding of the
wcrld.'“ Such a philesophy kuuld infer to be a true
representation of . the modern world, something that the

pragmatist philosophers think is unattainable.

*'“

igire, 5. K. Ine Recent fock of Jurgen Habermas:
Reason, Justice and Mode:ni’hy, p. .
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Much has been made of the reported conflict between

and the dly 'n ative’ Lyotard.45

Lyotard is concerned with the way in which knowledge is
legitlmiéed‘ through " the ‘grand narratives® of the
Enlightenment tradition, such as the concepts of the
liberation of humanity, progress, the emancipation of the
proletﬁriat and increased power. He feels that these 'grand
narratives' have become absolute, especially the roéle of
science ftself.?® as far as this is concerned, he meems to
be in agreement with the Frankfurt School. However, Lyctard
disagrees with Habermas' central concern which is the social
hopes that have been important for liberal politics. Lyotard
mategorizes this as a '‘metanzrrative of emancipation' and as

such table. Their dif are said to arise from

Habermas trying to hang on to a universalistic philesophy in

order to support liberal polities, and Lyotard's readiness

45See for example

DEWS, P. “From Post-Structuralism to Postmodernity."” In
L. Appignanesi, ed. ICA Ducuments 4; Postmodernism. London:
Institute- 6f Contemporary Arts, 1986, p. 15,

RORTY, RICHARD. “Habernas and Lyotard on
Postmodernity.” In R. J. Berfistein. Jabermas and Modernity,
Cambridge: Politi Press, 1985, p. 161-164,

+ 3. - "Post-Modernism in a Nominalist Frame. "
Flash Art; ne. 137, Novemhsr-Decemhet 1987, p.

BENNINGTON, a. Th Queati of ism:
Introduction.” In L. i i, Ica ts 4
Boatmodetnism London: Instlt\xte (=3 Contem:orary Arts, 1986,

“S6ENs, CRAIG. "The Discourse of Others: Feminists and
Postmodernism.® In H. Foster, 'ed. Postmodern  Culture.
London: Pluto Press, 1983, p. 64,
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to abandon liberal politics in order to aveid universalistic

philosophy. 47

Babermas eriticizes Lyctard, and the
‘neo~conservatives’ in gensral, because they oaffer 1o
theorstical reason to move in one social direction rather
than another. He says that they are taking away the dynamic
which liberal social thought has traditionally relied upon,
namely the need to be in touch with social reality.*® In the
end, though, the concerns of Eabermas and Lyotard seems to
be nuch the same as is evident in Lyotard's call:

... in the diverse invitations to suspend artistic

experimentation, there is an identical call for order,

& desire for unity, for identity, for security, or

popularity (in the sense of $ffentlichkeit, of 'finding

a public'). Artists and writers must be brought back

into the busom of the community, or at least, if the

latter is considered tu498 ill, they must be assigned
the task of healing it.
This seems to be evidence that Lyotard is socially
concerned, and his call for order and unity he can even be

seen as foundationalism.

47!2 ichard Rorty, “Habermas and Lyctard on
Postmodernity." In R. J. B tein. and Moderpity
p. 162,

“8rpia, p. 171.

4LYOTARD, J. F. The Postmodern Condition: A Report on
Knowledge. United Kingdom: Nanchester University FPress,
1984, p. 73.
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What is importamt for aesthetic postmodernisi is the
perception of a new relativism and pluralistiz mood. As is
shown in this chapter, life is seen closer to society an?
the real world by many contemporary philosophers and
sociologists, rather than as an abstract system to be
analyzed. It is to be expected that this new mood should
also be felt in architecture, and indeed it is, as will be

shown as this dissertation unfolids.




4.  CULTURE INDUSTRY o B

Two of the of the ' School ~ have

already been dealt with, namely its concern with the fate'of

the individusl in present-day sSociety and its criticism of

philosophical positivism. Its third principal occupation fa .

was with the ecunlture industry, which will be discussed .in

this chapter.

The Frankfurt School's ideas regarding the culture
industry were introduced by Horkheimer aad Adorno in their
essay “The cu'ture industry: enlightenment as mass .’
deception”.5® Thes acgued that all culture baro=s identical’
under capitalism and that culture became depraved as a
result of the fusion between culture and entertainment. They
characterized the culture industry by consumerish as a

cultural feature. Theae thoughts have become relevant again

if the di : sng the ial patore of p

contenporary art and architecture. An example of the
confusion that reigns in the art world regarding the status:

of art relative to mass culture, is the German advertising '

5O4ORRHEIMER, M. and T. AJORNO. 'The culture industry:
enlightenment ag mas: deception.” Diglectic of @
Enlightenmept. New York: Herdar ud Herder, 13732.
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dﬂix—,ectar Michel Schiftser's secent claim that ‘adverti=ing is
art'.5 Unti} recep)y, advertising has been ssen as 'low

art apd: as part of ass aylture. Aithough Pop Art has

‘incqn%r’qrated fegt&mgs \sf‘, adyertising in art, there has
‘genersliy been a clear distinction between art and
advertising. Now that the marketing mechanisms of art have
become ‘guite similar to the techniques employed in
aitgétis;nq, this ,d)?stinction seems to be fading.
a)}/ E

In his essay, "Op the Fe:ish-Character of Music and the
!Regxl‘e‘,ssi?n of Listening">?, originally published in 1938,
»Adorttb)obss:rveﬂ that cultural goods fell completely within
Lthle\‘:\world of ¢ommodities and that they were produced for the
magket at which they were aimed. His discussion of music
seems relevant to the consideration of contemporary
architecture. He r\xotes how classical music is subjected to a
selection process that has very little to do with guality,
but rather with popularity, and how “the most familiar Ja

. the wost suscessful @nd is therefore played again and aju’n
e .

> . Slsgumry, “BERND and KIRSTIN RUGE. "Art  and
Elash

s Adv\’ar’&isin«." t News, Flash Art Supplement no. 143,
‘. Novenber,~ Qecerller 1988, p. 4

52,D0RN0, THEODOR, “On the Fetish-Chavacter of Nusic
and the Regreshlon of Listening.” In Arato, A, and E.
Gebbart, °TheFssential FPrafkfurt Schiogl Readee. New York:
Urizen Books, 1987, p. Z70-295.
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i and made still more familiar,™ Popular styles in

architecture are &the familiar ones: originality is not

e

important; except when practiced within the confines c¢f the

familiar. The Squire's Loft Restaurant (1987) in Atholl,
i Jobannesburg (figqure 1) is obviously based on the style of
Michael Graves, the popular Awerican architect.’®  The
‘trellis work' patiern on e wall, consisting of diamond
shaped squares, is a device that Graves often uses.55 Other
features that are related to the work of Graves, alre the
massing of the building, with its high csntral gabled
i feature and spreading wings, the ochre colours, the. stspped
-1 walls to the sides of the entrance and the = square :
subdivisions of the window frames.35 It is natural that :
architects become influenced by these buildings th%t are - so

. well publisized in the architectural periodicals,’and Sthey

53 ADORNO, THEODOR. "On the Fetish-Character of Music
s and the Regression of Listening,” p. 276 X

541 1981 Michael Graves has already received numerous
; awards, including nine Progressive Architecture Deaan
“ Awards, eighteen A.I.A Awards from the New Yersey Sociéty of N
Architects and three 'National Honor Awards’ from the |
American Institute of Architectz, His work has been widely .
published: swe K. V. Wheeler, P, Armnell and T. Bickford, '
&ds. Michael Graves: Buildings and Fro]ects 1965 - 1%81. [
Kew York: Rizzeli, 1982, p. 299-303

5'r’l“or example in hu des)qn for the Corporate e
Headquartexs of _D.0.M.-Sicherheitstechnik, Bruhl, West
Germany, 1980, Illustrated in Ibid., p. 217.

|
565ee the entrance elsvation of Graves' Enviréonmental =
EBducation Center, Liberty State Park, Jersey City, New !
Jarsey, 1980. .Illustrated in Ibid., p. 235. |
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are also.responding_ to a demand for these popular styles by

their patrons.

Figure 1: COOPER MESSARIS & LOUW. Sguire's loft, 1987.

.Corner of Greystone and Catherine Roads, Atholl,
~ Johannesburg, .

Adornc explains how consumerist culture requires the
sacrifice of the individual, becwuse everyone has to do wat

everybody else is ‘doing, and the same products are being

offered to everyone b of the ) ized duction
of goods. This différs from vernacular cultures where the
il}dividual is raspansi‘blq" for the building of his or her own
house tg a qre;!:ex' {egre;, ’even if he or she does not build

it with bis or her own hands/ In our consumerist culture the

individual who wishes to aguire a home, can buy it already

32




completed, designed by an unknown person for the average

I taste and requirements and where the - client has to choose

from certain standard designs. The identity of these houses
-~ as standardized items should preferably be concealed: the \
pretense  of individualism' necessarily increases in
proportion with the ligquidation of the individual's freedem
to influence his or her own destiny.’’ The fictitiously
individual nuances are manifested in the choice of <finighes R
that is often offered to the buyers of these houses.

Furthermore the identical rharacter of the goods which s
t everyone has to buy is hidden behind the rigour of a :
universally compulsory styla. As Farrelly declares, the

popular culture of Western - capitalist democracy "seems i

capable only of pruducing an endless sprawl of pastiche,

sentiment and syntheticism - a truly International style N

whose banality even Venturi has failed to invest with any

real architectural significance."® What Adorno suggests is

that the cyclical changes in architectural styles are a foil

%o the banal character of speculative housing, and even act i

as an enticement for the consumer so that he or she feels

compelled to buy a new house in order to be 'in fashion'.

S7ADORNG, THEODOK: “On the Fetish-Character of Music
and the Regression of Listening," p. 280.

: ] 5EFARRELLY» g M. "Community Architecture: g
Contradiction in Terms?" The Architectural Review, -vel.
CLXXXI, no. 1081, March 1987, p. 29.
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Hauser sees the commercializatiop of art in terms of

the increased objectivizatiod or autonomy of artistic

i

craations.ss This observation is based on.a study of Walter

Benjamin's "The Work. of Art in the; Age of Mechanical

Repraduction"so of 1936, which is also the 'subject of a text

%, by Habermas.®} In- this essay Benjamin explored the !
- destruction of the traditiomal cultural values of human
. societies and the effect this had on. their perceptlon of
art. Within the traditional framework of society there was a B

. fixed relationship between the artwork and the community,
cspecially through their religious practices, A particular

relavionship existed between the people of those societies

and the artwork, which was understood teo be unigue and
“ valuable in cultural terms. This status of the artwork,
B which revolved around its cult function, was identifiad by

Beajamin as its ‘aura’, the loss of which wae his epncern in

H this article. He said that technological progress lsd to the
© destruction of the -traditicnal weaning of art. As the title

BN of the essay indicaves, Benjamin blamed modern techaniques of

<4, he_Sodicleqy of Ant. Tramsi K. -J:
Norﬁhcott Lundon- Rautledqa azxd Kegal Pa.uk 1982, .p. 506,

EOBE\H’M‘IIN WALTER. "The Wox‘k of - Art in’the - Age. of
Mechaniga.l/Raproéuctmn.“ I ”Illumina\‘:ionm. reat’ Britain:
Fantana/Uollins. ‘1979d p. 219-253. X

. GIHAQERMAS,/ URCER, -
Trans., ¥ q Layrence




reptoduction for this loss of aura.®? Habermas expands this
“Argument in- terms of the development of the autonomy of ark,
especially since the Rehaissance. He stresses that art was \ e
derituslized as ' part  of- the social process  of
industrialization, the production’ ethic of which changed and

" rationalized sotial structures.' Both Bé¢njamin and’ Hibermas

come to the same conclusion, that as autonomous from its »

e

cult-religious Yunction, twentieth century art his acquired i

commercial value, regardless of the historical avant-gatde's Lo

! resistance to' being absorbed 'into the market system of
J B
= art.®? The comhercial value of art is challenging the

i
autonomy of art, to such a degree that Habermas bhelieves I

that the 'artistic function' of art is being threatened.
e £
It way be désirable that architecturs -showld. '™ ™\
autonomous -in’ terms - of ité  aesthetic expression. N i\
independdnt ‘fron social - concerns,. arghitécturs fd. frae's. S

#xperiment with new foims and - ideas, as has happened to ah

extént during this century, "If architecture should be'..

dictated-to +by the -forces of the market, it would meah,

;‘-, el

As Burger. polnta out) thee developmeht ot arf in the
twentleth centuxy cannot be derived from changed. thachnigues.
. ‘of reproductiofn,.but, skould wathe: - Be=n‘as part.of “art's

loag  of eIy tion -in vélopment of bourgeois
Theory of the Avant-Garde. Trafis.-M.
Unive:sity of Mipnesotd Press, 1984, 'li.
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David Carrier. azc

sacrificing part of this autonemy and less freedom for the
architect, to express himself or herself as he or she
pleases. : On the other hand, it might also mean that
architecture would be a more accurate reflection of the
market forces at work in capitalist societies and as such an
adeurate repres’entatien of our world.

According to, Raymond Williamsé4, culture is threatened
by new technical systems of production and Aistribution,

such as cable television and satellite broadcasting.

ng‘t;inly the architectural market relies on the advertising
that the magazines offer. In South Africa there has been a
marked increase in recent years in the number of articles in
the popular press on architecture and the exposure that
architects have enjoyed on television. This exposure serves
to ma}'ke‘ arébiiecture more popular with the pubiic, but also
more com . ‘al in its nature. Many architacts are astively
seeking the ttention that. is offered through the critic's
review., This Highlights the réle of the critic in the
process of ‘the comodification of architecture. According to

itectural criticism can be seen as an
65
4

‘exercise -in persuas The value of & building depends

°4WILLIWS RAYMOND. Towards 2000, Londen: Chatto &
ngdus, 1283.79.: 128 N

! SSCARRIER, DAVID. "On- the Possibility 'of Aesthetic
Atheim: Philosophy and the Market in Art.” Leomardo, vol.
8., no. 1, 1985, p. 37,




upon its perceived aesthetic significance, and the critic
has to persuade the zeader that the building he or she
promotes does have this quality. Carrier proposes in effect

that aesthetic value equals market value. He elaborates this

view by showing that d about ¥
architecture are volatile and that it is impossible to
verify the critic's claim regarding the actual value of a
building. What does count is the popularity of the architect
and there the critic does have a significant influence.
Criticism shares the responsibility for the ahsorption of
revoiutionaryv kinds of architecture into the market: it
defuses the architecture of ita subversiveness by explaining
it and making it marketable. 7The réle of criticism is less
prominent in  South Africa. There are nat so  many
architectural mag w@s in this country, and certainly none
that are internationally distributed to the same scale as

the The Architectural Review or ive  Architecture.

However, local architects are atill keen to have their work

published in Style, for example,

The ‘diminishing gap Dbetween 'high art' and popular
culture is felt in contemporary architecture. Many b\;ildinqs
are commissionsd by large corporations and because
architects are dependént on these patrons, they accept their
money and prescriptions in a frankly commercial manner.
Buildings always had to be realigtic in financial terms, but

the avant-garde had st ~least resisted the forces of
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ecmhodification.“ It is felt that contemporary architecture
is adapting with greater - enthusiasm than before to the
corporate capitalist culture. An extreme example of the
ruthless commercial attitude of the contemporary architect
is the words of Philip Johnson, as cited by Dor:ld Judd:

I'm for sale. I'm & whore. I'm a practicing architect.

I work E?:‘ money for whosver commisgions a building
from me.

The commodification of %uildings is most obvious in the

housing market, where the traditional idea of a 'home' has

changed to that of an affordable commodity. So called ‘home
builders' advertise that one . tan have a house built for a
relatively small deposit and they even offer a ten year
written guarantee. To gquote from the advertisement in figure
2, these houses are promoted as "affordable investments",
"the best value in Sandton from only R126 000!" and they
assure the customer that "Not only will you be buying a home

but a great investmeat."

X ésﬁor a discussion of ~the avant-garde's resistance
against consumerism and  bourgecis culture, and  the
subeequent demise of this adversial attitude in the nineteen
seventies, see Hall Foster. "The Problem of Pluralism." t
in America, vol. 79, no. 1 - 5, Janwary 1982, p. 13.

S77Dp, DONALD: "A long _ discussion not  about
masterpiedes but why there are so few of them, part 1." Art
in America, vol. 72, October 1984, p. 13.

kL]
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Figure 2:.Advertisement for Schachat Homebuilders. FProperty
Guide Supplement to the Saturday Star, August 1989, p. 104.
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Postmodernism is part and parcel of “he overwhelming
forces of commodification in which the capitalis: worid is
being gripped. The demands on architecture to be popular azd
profitakle do have an influence on !tz practices. Whether
one perceives these effects as negative or net, depends on
ome's critical position. Whether one beliaves that
architecture should he free to express itself as it wishes
to, or whether one feels that architecture should further
the emancipation of man from poverty and suffering, the
copmercialization of architecture s a threat indeed. But
certain eritics, like Fredric Jameson, feel that this trepd
may be meaningf 1, because it is an accurate reflection of

the economical forces at work in capitalist society. In his

foreword to Lyotard's The + Condition J:
writes that :

aesthetics sometimes functions as an unpleagant mirror;
and we need perhaps at least momentarily to reflect on
the peculiar consonance betwesn Lyotard's scientific
‘free play’ and the way in, which postmodernist
architecture has taught us to ‘learn from Las Vegas'
{Robert Venturi) and 'to make ourselves at home in our
alienated being' (Marx on Hegel's conception of
Abgolute Spirit). This is, at any rate, the deepest,
nost contradictory, but alsoc the most urgent level of
Lyoptard's book: that of a narrative w}uch ~ like all
narrative - must generate the iliusion of ‘an 1maqggary
resolution of real contradictions' (Lévi-Strauss)

S8 JAMESON, FREDRIC. Foreword to Jean-Fransots Lretard,
ted

The Postmodern Conditiop: A Report Knowledge. Uri

Kingdom: Manchester University Press, 1984, P. xix.
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e 5.' POSTMODERNISM

: 5.1, Introduction

Tkis thapter ruminates over the distinction between the
avant—gurde and modernism, which is seen £fo be erucial to
QT{ N the aesthetic theory of ‘the twentieth century. Working

- : wfthin these guidelines, crises in the history of modernism
o and the avant-garde are observed dJduring the latter half of

o the century, aiving rise to postmodernism  and the

transavantgarde.

5.2. Modernism

j
7 The differentiation between modernism and the
i

avant-garde is made by authors such as Birger, Sandler and

. {Gablik. In bis Theory of the Avant-Garde,®” Burger defines

the difference bhetween modernism and the avant-garde in
" terins of their respective social réles. Modernism is seen as
‘ the reaction against the traditional ia art, manifested in

the experimentation with technigues and materials, a search

[

5%30RGER, PETER. Theory of the Avant Garde, Trans. M.
- . Shaw. Minneapolis;: }Jq[iver&g\ty of Minnesota Press, 1984, p.
BV 0
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for the néw and in formalism. Be ‘shows the avant-garde to be

the reaction against the bourgsoisie, the art market and the

art’inshitutions. The inténtions . of the avant-garde were

fothing less than social réveltion, according to Birger. He
sounds a note »f warning, however,.that it is inpossible +o
distinguish cléarly between modernism and the avaid-garde.
Many architects of the modernist period, for example- ;e
Corbusier, were modernist in their search for nsw, reductive

to cieate: a

forms, but alse t-garde‘\in their

better, more wholesome eavironment for the proletariat.

Irving Sandler also distinguishes between modérnism and
the avant-garde.’® He defines the avant-garde, which he
¢alls "Inclusiva Modernism", broadly as art that includes
everything that is ‘“progressive". .He discerns "Exclusive
Modernism” (modernism) as the development of art and
architecture as a progressicn of quantitative jumps into the
unknown, which looks inevitable  in rekrispect, In art,
modernism is characterized by 6 a reductive, non-objective,
abstract style, for example Hiniﬁx&l@st painting and colour
field painting. Accardinf; ti\\:‘,,i,m, modernist architecture is
scharacterized.-by the functional; commercial grid pattern. |

70SANDLER, IRUTIG. "Modernism, Revisionism, Pluraliswm,
and Post-Modernism.’ ;Art’ Journal. vol. 40, Fall/Winter 1980,

B, 345
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also noted by Suzi Gablik. 73 She ed:.f:‘l:im;“\‘\ishes between an

«-erly or h:ad:tmnalist moderniaz !)(mcaermam) and a laie,

Y
E ant;—tradltionahst or "schinmath}: moderoism (ava.nt-qardl)

As sl ' defines it, modernist a ietausew their work as

continuous with an indispensable {"and relevant past. Tiey

defended mbstraction and  art- Eo;-art‘s sake.  Modern: st

theary c‘a&med that art did not )need to ;erve any soral
pnrpuse, but that it could ot eate its- uw/n independent
X /
reality. The only experience tha’ ,,.art n2eded to  communiv:te
o s

was _an aesthetic one. Seeing itjelf as asutonomous, art as

not conoerned about an audience. Tt had 1b. brescribed soe.al
i

'ale t¢ fulfill and it was not conqruaus thh religious or
scc‘al aims. According to Ga.h.ik, the eve.n\:—qerde on ‘he

other hand saw itself as a ,mutation of the past and

¢ as 4 inugus with it. It resented ‘he
i

functional autonomy of srt an| Betpeved that urt shoud

serve a social responsib)lity EX ﬁ Purpose
{ S

The | iffersatiation Beteen 'madermsm and  che
avant-garde is a useful model '{n & study of contemporary

aesthetic theory. Biirger sees}chu alstafncugn as  che

central featcre of the art of thﬁs ce\xtury' y‘ Iy

Artin 3’: urgecis society. lillstcff they ension  betwsen
»the insf)xtutmnal Ereﬁewor!r (rg,leaun art from the

T

716&’81'11{. SUZI. Art i’ tnefm@tanst Fabitline.” -irt

in ﬁ(ﬁg,_ Marsh 1980, p. 9. ¢




demand that it f£ulfill a social function) and the
passibls political conte. (Gehalt) of  individual
works.

The rest of this section will dsal with the origin and
nature of modernist aesthetic theory, the characteristics of
mode.nist architecture and the concept vf the autonomy of
modernist architecture and aesthetic theory. The aesthetic
theoty of modernism was developed by critics such as Clive
Bell and Roger Fry in EFagland, and Clement Greenberg and
Michael Fried in America. Clive Bell (1881 - 1964), for
example, promoted an art in which any kind of representation
was aesthetically irrelevant.’® According to him, the
objective of art was to create "significant form", which he
understood to be an unigue quality resulting from a certain

combination of lines, colours and spatial elemeats.

The most inflyential critic in the development of
aesthetic modernism wzs Clement Greenberg. His objective for
art was to combat the infiltration of everyday life by
"kitgch"; which he understood te be the popular art of
immediate assimilation, produced for mass consumption and

entertainment ard which ised thetic o

723URGER, PETER. Theory of the Avant-Garde. p. 25.

73RADER, M.)A Modern Back of Esthetics. New York: Holt,
Rinehart anl:l Windton, Inc., 1973, pi-224.




demand that it fulfill  a social  function) and the
possib}g political content (Gebalt) of individual
works.

The rest of this section will deal with the origin and
nature of medernist aesthetic theory, the characteristics of
modernist architecture and the concept of the autonomy of
modernist architecture and aesthetic theory. The aeéthetic
theory of modernism was developed by critics such as i Clive
Bell and Roger Fry in England, and Clement Greentery and
Michael Fried in America. Clive Bell (1881 - 1964), for
example, promoted an art in which any kind of representation
was aesthetically irrelevant.’® According to him, the
objective of art was to create "significant form", which he
understood to be an unigque quality resulting from a certain

combination of lines, colours and spatial elements.

The most influential e¢ritic in the development of
aesthetic modernism was Clement Greenberg. His objective for
art was to combat the infiltration of everyday life by
"kitsch”, which he understood to be the popular art of
immediate asaimilation., produced for mass consumptios and

entertainment and which compromised aesthetic standards

7230RSER, PETER. Theory of the Avant-Garde, p. 25.

73RARER, M. A Modern Book of Esthetics, New York! Holt,
Rinehart and Winston, Inc., 1973, p. 224.
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al % er 's about the growth of the

"culture industry® echoes that of Adorno of the Frankfurt
School.”® The alternative to kitsch that Greemberg promoted
was the striving for purity in painting. He belir & t&at
the essential quality of painting had to be redise. -as

His prescription to painters was that they had to empwus

the physical quality of their painting materizls to euhanf:‘é
the quality of the painting as a two-dimensional object.
Paintings had to be optically flal., so that they uéuld
resist referring to three dimensional objects in the world.
Greenberg distinguishes between the 'the modern” and
*modernisn®,”® The modern is the contemporary which is ahedd
of its time. Modernism, on the other hkand, is an
historically specific period which originated in ' the
mig-nineteenth century, for example with the’paintings 'of

Manet. Modernisn p: certain of ic

quality relative to the past. It sses art as  the
distillation and refinement of mesthetic guality over time.
Because of its perpetual search for-quality, ipnovation andj

newness are important qualities = in Greenberg's eyes. : Bt

4HE RTZ, R. Theories of C ry Art. New Yersey:
Prentice-Hall, 1985, p. v.

783ce Chapter 4. p. 30, i
. 75GREENBERG, CLEMENT. “Modsrn and Postmodern."| Arts
‘Hagazine, vol. 54, no. 5 = 10, February 1980, y. 64, i
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paradoxically modernism was a retrospertive; conservative

theury: it tried to continue a level of excellence as it

existed in the past.’’.

In arckitecture, Horatio Greenborough (1805 - 1852) was

one of the first ® eritics who propounded a "functionalist

aesthetic®.”® Ho thought that the form of a building should

be determined by its function, as he observed the case to be

in thé design of ‘shipa. ‘In his words ™...instead of forcing

the functions of every sort of building into one general

form, without reference to the inner distribution, let us

begin from +the heart as a bpucleus, and work outward” in

order to ‘achieve "the = external expression of the inward

fundtions of " the Building."’d He wanted ‘the meaningless
4decoration of e’ -arghifacture of his time to be stripped
away ‘in ‘order to reveal the essential form, which wonld be
an adeptation to the function of the building.

As it developed, thé fundamental dogmas of the modern

ement in architecturs ~wers: ‘the ' usel'nf

a.nalysls as the staztzng' ‘poipt for architectural research;
% annfhilatioh 5
Ny

functional

> thet ta nal grammar of architecture;

TTrageR, . A Modern Book of fsthatics.p.- 405.
\ Tomia,, 5 5;5. L

B Greanbirough quoted by N. Rader dn n:idw




the belief in progress and the use of new technclngiss.so
These attributes are clearly visible in a building like the
Standard Bank Centre (1970) in Johannesburg (figure 3). The

plan shape was developed as a response to the requirsments

of the particular building type, namely flexible open office

epaces arranged around a ceatral service core. It caused
auch excitemsnt at the time in Johannesburg, because of its
novel structure consisting of‘ tantilevering reinforced
concrete beams from which the office floors were suspended.
This structure {s clearly expressed on the elevations. There -
is no decoration used on the building: all the forms are the

result of functional and structural requirements.

These features  correspond "with  Clement Greenberg's
belief that art should rediice itse!.f to the literal essence
of its medium. 81 _ The: Standgd Baak Centre'g repudiation of
decoration _cnncur with modernist art‘ renunciation of
gubject mai‘;i‘:sr and illusion' * it wanted to. szchieve pure
materzality and desired to giscover what architecture
essentially H 1t was desiqned through a process by which
thke h“ilding //was stripped fra,m almast all but its

Vi
ccnshtuen’c off minimal elsme \ts,

i
B

 BOponTOGHEST, PAOLO. Postimodern: The Aschitecture of
the Postmdggtua). Society. . New-York: n:zzuu, 1983, p. 32.

81!(051’1'1. D. B. “The Unhagpy Conaciousness of
Modernism," Artforum, vol. )19, ne. 5, January 1881, p. 54.
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Figure 3: HENTR

i ﬂ”eham;gshurq, 1

1c8. BEses & ASSOCIATES. Standard Ban
70, : g




‘Greenberg refused to consider art as anything more than
the materials and labour that went into it. The abandonment
of history that is visible in this building is the result of

the desire of the architects to thiank through the problems

of building afresh. This attitude was dependent on the

o

general helief that a better future was possible, and that

architecture had a rsle teo play in making this future

By

attainable. Kim Levin writes that the modernist attitude was It

experimental and scientific: it was based on the trust in a i

techuolagical future and the development of an objective »

trath.?? It used the method and the logic of science, it

= £ believed in sclentific objemtivity and it strove for g

EN perfectlan, purity, clarity and order. Modernism was |

oy mealishc, ideclogieal, oytimistic, and believed in the new i
b ang, the 1mproved. (‘?
I ’
. \ e li-
N uGr‘eenbxarq's entirely visual approach to art criticism i
i

was matched ln architectural eriticism by authors such as

Henry-ﬂussel Hitchcock. According to ﬂa.v.ha.nz\83 Kitchecock

v;.ewed buil mgﬁ as "discrete aesthetic objects”. The

formalism of modernist architectural criticism is visible in

82,

IN, KIM. “farewell to Mcdermsm." Arts Magazine
Octcbet 1979. P\t. ished  in R. Hertz, Theories of N
g gmgn&uz Art. New Yersey: Prentice Eall, 1985, p. Z.
B35ax NHA ; "R, "A 83t of Actual’ Moouments.” The o

Archifectural ‘Rngw, vol. CLXXXV, no. 1106, April 1989, p.
EEN
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Alfred H. Barr's explication of ‘modernism in  the
introduction of Hitchcock’s The International Style, as
quoted by Banham:* “
Enphasis on volume - spaces encloséd by their planes or
surfaces, as opposed to the suqqeltxun of mpass or
solidity.

Regularity as opposed to symmetry or . other forms of
obvious balance.

Lastly, dependence upon the iptrinsic elegance of

materials, technical perfection, and fine proportions,
as opposed to applied ornament.

Alfred H. Barr's conception of formalism in
architecture is close %o Clive Bell's understanding "of
formalism in relation to art.as In emphasizing volume,
space, plane, surface, balance, materials and proportion he
isolates the formal elements of architecture and reduces
architecture - to abstract forms- in contrast with the
representational style of an architecture which is based
upen the classical Orders as codified hy Vitruvius and
Vignola, for exampie. In a classical yb\lilding the load
bearing fuaction of a column is represented by the entasis
in the shaft of the column. The tranaverssl beams resting on
the architrave, itself representative of the chief beam, are
represented by the triglyphs in a Doric frieze, and so

forth. The whols tedtonic asssmblage of column, architrave,

“Bmam, B. 2 set of ActuslMomumests," p. S1.
See page 4%.

T




Voo

frieze and cornice, which constitutes the architectural
Order, iz representative of certain human qualities. The
Doric Order, for example, is understocd to be representative
of masculine force, and the Ionic Order of feminine ¢race
and beauty.3® Formalist architectural critics, on the: other
hand, belief that the cbjective of architacture is tocreate
'significant form', which is & unique quality resulting from
a certain combiration of lines, shapes, forms, spages,
textures and colours, for instance. This emphasis on the
formal elements of architecture makes modernist architecture
essentially abstract. If architecture is representative of
anything from the formalist viewpoint, it is of the
funetional distribution of spaces inside the building from
which the exterral form derives. Other than the expression
of the functional reguirements of the building,
architecture communicate only an ‘'aesthetic'’ experience,

according to formalist critics.” The schism between the

formalist dpproach te architecture, which detr ~.assthetic
' from the of everyday .. ad the
possibility that architecture can serve a . - purpose

BSNDRBERG—SCHULZ, CHRISTIAN. Meaning in Westerg
Architécture. London: Studio Vista, 1974, p. 54.

svkesth;ticiem is defiped as "A term applied to various
exaggerations of the doctrine that art is self-sufficient,
autonomous, and autotelic; that it nsed serve po .ulterior
purpose and should not be judged gua art by non-aesthetie
standards, whether moral, political, or religious.” (Harols
Osborne. The Oxford Compamion %o Art. Oxford: The Clarsden
Prass, 1979, p. 1i.)
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gave rise to the of the ‘aut of architectur

which will be discussed below.

Banham js a typical example of the formalism of
modernist architectural criticism. In "his Age of the
Mastez‘saa ke chargdcterizes modernist architecture by
discussing function, form, construction and apace. Like
Greenberg, Banham describes the development of modernist
architecture according to an evolutionistic theory, namely
how it developed in "an apostolic succession from the great
architectural moralists of the mid-ninsteenth century, John
Ruskin, Violiet-le-Duc and Gottfried Sempe:.n"a9 By reducing
architecture to purely functional and aesthetical
principles, Bapnham opens himself to eriticism by authors
such as Meredith Tax,’0 because he ignored the content or
meaning of architecture to a large extent. Tax charges
formalist criticism as a philesophy of art-for-art's-sake,
that justifies a::t by its mere existence and does not seek
any social purpose for it. Because modernist architecture is

represented as the expression of the individual architect’s

B8paNmaM, R. Age _of the Masters: A Personal View of
Modern Architecture. London: The Architectural Press, 1978.
(First published in 1962.)

891pid., p. 12.

90ra%, MEREDITH. “Culture 1s not  neutral.” In

L.
Baxendal. Radical Pecrspegtives in the Aarts. Baltlmoz“‘
Pelican Booksl) 1372, p. 18.
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vigion, the pubiic is divorced £rom both the architect and

the buildings which they are occupying.

It would be simplisti¢ to say that all wmodernist

aesthetic theory was as formalistic as that of Greenberg or

Banham. Harold was a vy of ©Or q
that believed that the critic.should not only judge the
artwork on its own terms, but that he or she should also
take the artist's intentions into account. In architectural
criticism, Stephen Gardiner's book on Le Corbusier”:
represents a reappraisal of Banham's purely visual approach.
Gardiner tried to understand the complexity of all the
influences on Le Corbusier, for example the images of French
peasant architecture and Cubist painting. What  he
illustrates, is that Le Corbusier's architscture was in’ a
way autobicgraphical, and thus fllled with content and
meaning. This is in contrast with Banham's discussion of ILe
2

Corbusier’s house at Pcissy9 . where he describes it only in

terms of its forms, planning and structure.

Biirger explains-the social process through which art

and architecture became from the of

9:l‘GA\RDINER, STEPHEN. Le Corbusier. Great Britain:
Fontana, 1974, -

925ANHAM, R. Age of the‘Masters. p. 19.
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practical 1ife.’3 He analyses the development . of art as 2
social institution, by looking at the changes in' the
funchion or purpose of art, its production and its
reception, all of which did not develop in synchronizatien.
His argument revolves around art, but the same is true for
architecture. In the Middle Ages, arrhitecture zerved a cult
function and. was wholly integrated inte the social
institution, which was religion. Architécture was produced
collectively, without an architect as we know him or her
today, and was geen as a craft. It was received collectively
by the same public that had produced it.

't became ind from  its

Later, archi
religious function, for example at the court of Lovis XIV.
It still had a precisely defined funckion, namely to serve
the glory of the king and to portray courtly seci‘ety in the
splendour of Versailles. As such architecture formed a part
of the praxis of life at the court.. Yst, as Birger notes,
the detachment of architecture from its religious function
was the first step in the emancipation of architecture. The
mode of productiop of architscture changed during this time:
Le Vau acted as an individual and kad a conscionsness of the

unigueness of his activity, He had a cleariy defined role:

' he was commissioned by an individwal to creste something for

P
N

§ T =
. ©%%50heiR, B. Theopv of the Avant-Garde. p.
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a spdcific purpose. The reception of architecture remained

collestive but its .ontent had changed: it was mo longer

sacral, but social.
iy

Biirger sees nodernist architecture as the

objectification of the self-understanding of the humgrgeois °

class. In' modernist archi tion and
are no longer tied to the praxis of life, Both produktion
and reception are now individual acts. The m&dernist
architect is working  independently. He or she is
commissioned by a client whom he or she often dees not know.
Blirger seas the absfract relationship betwgen the architect
and his or 'her clieat as a precondition for the ghstract

architecture of modernism. He concludes’ that the ddeisive

h teristic of iz archit: is the =« fon
of architecture from the praxis of life. Thus, when Blirger
refers to the gutonomy of art, he alludes to the status of
art “in bourgeois society. Here he disagrees with Greenberg,
who believed that the auvonomy of art was -a result of the
historical davelopment of the ‘'essence® of art, which
comprised of its gradual reduction in <formi Blrger ~thinks:
that tHe autonony of art was part of a  socfil pipc;a’( in

which the bourgebisie - found “time for relaxabion’ and .




senguousness tould evelve that was not part of any meaps-end

x‘elationships."94

Systematic aesthetic theory as a philesophical

discipline and the of art as only came

-into being during the eighteenth century. Referring to Max

Weber, Habermas describes the rationalizatisn of aesthetic
theory as part of the process of the differentiation between
the ontie, moral and expressive aspects of the world.gs As
part of this process, both arf and amesthetic theory became
autenomous slong with science, technelogy, law and morality.
According to Habermas, it was only siance the eightesnth
century that it was felt that the work of art called for
interpretation or evaluaticn. The subject of Kant's Critigue
of _Judgement®® (1790) was the detachment of aesthetic
judgement from the concerns of everyday life. Kant believed

in the universality and disinterestedness of aesthetic

as d to the jud of taste which is

subjective.®’ The example that Kant uses is that of someone

945URGER, P. Theory of the Avant-Garde, p. 46.

i 95HABERMAS, JURGEN. "Questions and Counterguestions.”
In R. J. Bernstein. Habermas and Modernity. Cambridge:
Politi Press, 1985, p. 199.

96YANT, IMMANUEL. The Critique of Judgement. Trans. J.
€. Meredith. Oxford: Claredon Press, 1988. (First edition

P. op. eit., p, 43.
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being asked if he considered the palace that he saw before
him as beautiful. Such a person might answer that he did not
care for things made merely to be gaped at, or he might
reply in the same way a3 someone who said that nothing in
Paris plsased him better than the eating-houses, or he may
complain that it is vain to spend the sweat of the people on
such superfluous things. All these judgements are
subjective. BAesthetic judgement seeks to. know if  the
presentation of the object is to one's liking, the judgement
of which iz disinterested and universal. As distinct £rom
mere subjective preference, t}x; diginterested judgement of
taste presupposes non-arbitrary standards for the judgement
of art or architecture, and poses to be the arbitrator of
"artistic truth". To be disinterested, the judgement of art
must be detached from the practical concerns of everyday
life. The formalist critical tradition of modernism,
including Greenberg, Michael Fried, Sheldon Bodelman and
others, ascribed to this philosophy of aesthetic theory.
Because they believed that aesthetic judgement should be
detached from the concerns of everyday 1life, and because
they ignored content, the/modernist critics were censured.ge
Fried, for example, said ‘that painting addressed itself to

eyesight alone and that it was of a purely visusl nature.®’

3 9sl'h:‘EVILL]:‘.Y THOMAS. “Heads L’t s Form, Tails it's not
Content." Art Forum vgl. XXI, no.‘ 3, November 1982, p. 50.
. P1bid. i
i
o .
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Greenberg is guoted by McEvilley as saying that “visual art
should confine itself exciusively to what is given in visual
experience and make no reference to anything given in other

orders of experience.” 100

It is common for postmodern aesthétic theory to
discredit modernist criticism as discussed above,l01
Generally speaking thé main features of modernist theory
that were criticized were its repudiation of tradition, its
formalism and its want of content and meaning. The next
section of this chapter will deal with the avant-garde, that
went some way in addressing the question cf the relationship

between architecture and social reality.

100ycEYILLEY, THOMAS. "Heads it's Form, Tails it's not
Content.” Art Forum, vol. XXI, no. 3, November 1982, p. 50:

103psr exampie; Newnan challénges Greenberg by showing
that modernist art mever was autonomous, by illustrating its
hetervnomy. (M.. Newmah. "Revising Medernism, Repreaeatmq
Postmodernism: Critical stcourse: of the Visual Arts.” In
- i 4: Postmodernism. London:
Institute of Contemporary Arts, 1986, p. 33.) According to
him, moderhism is an " expression of the Zeitgeist,
pr ng the dispi and alienation in the city,
be exanple, He -also writeés about the absorption of that
which was extrinsic to the Western high-art tradition inte
mo&ernist art, for example primitive art, the art of the
insane and of .childfen, commercial and mass media. imagery,
and, subeultural foims snch as graffiti.
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5.3. The Avant-Garde

The avant-garde coexisted with modernism: it acted as
the social awareness of the essentially formalist style of
modernism. In this section the main characteristics of the
avant-garde will be discussed, and they include the
avant-garde's preject of h\;man emancipation, its resistance
to the bourgeoisie and to the commodification of art, its
negation of traditiom and its opposition te the art
institution.

According to Clement Gr , the -1 was
102

created by Duchamp after 1912, In 1917, for example,
Duchamp exhibited a urinal, entitled Fountain and signed by
him under the name of R. Mutt, Greenberyg criticized this
gesture because the shocking and scandalizing were used as

ends in themselves. But by inmscriding his signature on a

d 4 object, Duch questioned the category of the
"work of art". The signature suggests that the work is both
unique -and individual, which it is not. By using a
mass~produced object, he calls into question the autonomous

status of the artwork as the creation of an individual

.10z . C. “Counter-Avant-Garde.” In M. Rader. A
Modern Book of Esthetics, p. 435.
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artist, as it has existed since the Renaissance. From this
Birger infers that the inteation of the avant-garde was to
abolish autonomous art apd to reintegrate art inte the
praxis of 1ife.*%% The value of the avant-garde was to make
visible art as an insi;itution and to reveal the inefficacy
of art in bourgeois saociety. With the "institution of art”
is meant the prevailing ideas about art of the time that
deternine the reception of the artworks, and the wmechanism
of the art market, including the galleries, the critics,
collectors and the administrators of art, which formed the
invisible substructure of medernist art.
The work of the Futurist and the Constructivist
architects could be taken as examples of a similar attitude:
that of the negation of the institution of architecture.
Jencks writes about the demands of the proletariat after the
October revolution of 1917 in Russia to coreate their own
houses, streets and objects of everyday 1ife.'% This
challenge to the authority of the architect as individual
designer would continue €0 haunt twentieth century
architecture, as will become clear in the discussion of
postmodern architecture in the next section of this chapter.

For Hilton Kramer, Vladimir Tatlin's Monument for the Third

1035yRaER, P. Theory of the Avant-Garde, p. 54.

10455NCKS, CHARLES. Modern Movements in Architecture.
Kew York: Penguin Books, 1977, p. 82.
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int ional of 1920 r ts the climax of the union of

radieal aestheti‘cs and revolutionary polities in Russia
during the first five years of the Belshevik regime, £rom
1917 to 1922.:"05 According to Kramer, Tatlin's ambition was
to remove architecture from the realm of pure aesthetics and
to synthesize sculpture, architecture and engineering into a
utilitarian art. For Tatlin, the modern factory at work was
the culminating manifestation of his times, and he wanted
architecture to be useful and constructive in'order to act
as incentive for the advancement of human culture - a social
environment based upon the utopian visions oc the Communist
Earty.los Bis monument signified the hope of a perfect world
to come in which the aesthetic impulse wonld be
indistinguishable <£rom the practical tasks of social

reconciliation.

The autonomous artwork of modernism was dependent on
bourgesis society. Only if there is no demand that art
should be socially wuseful, can the sphere of aesthetic
experience crystallize, in the sense of Kant's conception of
the disinterestedness of artistic judgement. The avant-garde

movements were an athack on this autonomous status of art in

1054RAMER, HILTON. The Aqe of the Avant-Garde: An Art
Chronicle of 1956 - 1972. London: Secker & Warburg, 1974, p.
151,

1067p5a,, p. 153.
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bourgeois society. According to Blrger, what "is negated is
not an earlier form of art (a style) but art as \institution
that is unassociated with the life praxis of men.”1%7 The
avant-garde wanted art to function in a useful way in

socisty.

Habermas also ts on  the t-garde ts'
rebellion against being split off the "life-world".'%% ge
traces the guestioning of the relation between the
independence of art in & worid of experts, and the cultural
impoverishment of the life-world, back fo Adorno's criticism
of the esotericism .of the exclusive, often hermetically
sealed artwori. Habermas' belief is that art should
illuminate the world and throw ilight on individual
1iZe-problems: "then art enters into a language game which
is no longer that of aesthetic criticism, but belongs,

rather, to everyday communicative practice.10?

Architecture always = had a twofold character in
bourgéois society: on the one hand a noncommittal element of
freedom in its distance from the social process, and on the

c¢*her hand its attempt to reintegrate architecture into the

10750RGER, P. Thapry of the Avant-Garde, p. 49.

108y2BaRMAS, 3.  “Questions and Counterguestions,” p.
202 :
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praxis of life.!’® Jencks quotes Le Corbusier's belief in
modern architecture’s ability to change the world for the
better: ’
A great epoch has begun. - There exists a new spirit.
Industry, overwhelming us Iike a flood which rolls on
towards its destined ends, has furnished uz with new
tools adapted to this new epoch, animated by a new
spirit. Economic law inevitably governs our acts " and
our thoughts ... We must create the mass-production
spirit. The spirit of constructing mass-production
houses. E? spirit of 1living in mass—production
Houses...
Avant-garde architects like Le Corbusier believed that the
social and human problems of their time were to blame on a
defective environment, which architecture could change for
the better, for example by the provision of safe and

wholesome accommodation and by rationalizing urban plaaning.

The scientific attitude that reigned in the
architecture of the twentieth century was manifested in the
experimgn'hati?n with new materials and methods in an attempt
to. find improved building materials and techniques. Hauser
describes the avant-garde as the negation of that which is
old and convent onal.’'? It is characterized by a readiness
toidiscover, it sees that which prevails as inferior to what

-11050R6ER, P. Theory of the Avant-Garde, p. 50.

3iipycRs, CHARLES. What is  Post-Modernisg? Loadon:
Academy Editions, 1987, p. 40.

11243y8ER, ARNOLD. The Sociology of Art, Trans. K. J.
Northeott, London: Rautledge and Kegal Paul, 1982, p. 6381,
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is coming in future. Avant-garde architects believe that the
development of architecture should always start afresh, and

that no existing solutions should be taken for granted.

In-his discussion of the ‘'new" in the avant-garde,
Birger distinguishes between the renewal of themes, motifs
and artistic technigues as practiced before the advent of
the - avant-garde, and the new as practiced by the
avant-garde.? According to him, newness before the
avant-garde meant variations within the darrow, defined
limits of a . genmre. BUrger thinks that the avant-garde is
dealing with a break in trrdition, not with the development
thereof. This is in contrast with Greenberg's belief that
modernism is a refinement and development of aesthetic
principles, as discussed Ia the - previous section on
modernism. The "new" in avant-garde architecture was related
to the new functional requirements set to the buildings of
the industrial world. There was, for example, no satisfying
modals fof the architect to follow in the process of
designing a railway station. Furthermore new construction
materials. and methofin had to be dealt with. However, Birger
points ot the difficulty in distinguishing between
arh’itrary’ fzza‘ . kistorically pecessary  newness. Some

avant-garde architetts have used old fashiomed constructior

11350R6ER, P.. Theoty of the Avant-Garde, p. 59.

64




techniques to build forms that'defied tradition. 1% He thus
thinks that the category of 'the sew i of limited usefulness

when a ing to \ the, & t-g . But this

pursuit of novefty wr;s ong af the ;15;: that the

avant-gsrde -sventually had to deal, with. As Beckett

predicted, art retire, "wi’aary' of puny exploibs, weary

of pretending to be ablsiof, dcinq alittle[better the same
old thing, of going further 'along’a “dreary whad. M5 The
avant-garde was also criticized by Grelnberg because it

placed so much emphasis on mnovahox} He felt that instead

wf valuing inspz:atxon, _‘the ,ziramt—qarde resorted to

ingenuity. It chefished contrivance mstead of creation, and

fancy vather than imagination.[!® He also predicted that the

novel effects of the avant~garde would wear off with

familiarity, J

The following sectiens will explore the. predicaments
that modernism and the avant-garde would encounter during

the latter half of this century, and héw that gave rise to

the ts of pos ism and the

T o

114paNHaM, R. Age of the Masters, o. 30.
usseckstt &s guoted by Susan Sontag in’ "Tha Restheties

of Silénce®™ in‘ 1967. Published in Styles of Rad!.cal Will.
New York: Fartar, Straus and Giroux, 1969, p.

€

ATeqRERNRERG, C._“"Counfer~Avant-Garde.” In M. Rader. A&
Moderp Book of Estéhet‘fcg‘ ¥i. 438
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5.4. Postmodernism

This section iz intended to be a generalized

zation of sm, dealing with its reactiocn

against and resistance to modernism, and its distinguishing
features, namely its desire for social engagement and
meaning, and pluralism. These aspects will be discussed in
more detail in the ensuing chapters. Chapter six will deal
with the search for meaning in postmodern architecture, and
chapter -seven will discuss the use of appropriation and

simulation.

As waz shown in chapter two, postmodernism is best seen
as a period concept. If modernism ware the period of
modernization in the West, postmodernism can be viewed as a
response to the world of the last thirty years, during which
relationships of social life and industrial production have

changed. 117 -

From about 1960 modernist architecture came under
increasing £ire because of the modern cities created

thereby.’ It was negatively criticized because of its suburbs

1"7See chaptei‘ 2, page 7.

86

¥




without quality, its urban environment devoid of collective
values, and the loss of local character and connection with
place.!® An anti-modernistic attitude came into being, now
commonly called postmodernism. Joyce Kozloff describes this
new approach to architecture in a rather long winded way as
a saries of negations, but to paraphrase her, it is
anti-purist, anti-puritanical, anti-Minimaiish,
anti~reductivist, anti-formalist, anti-austere, anti-bare,
anti-boring, anti-empty, anti-flat, anti-clean,
anti-machine-made, . anti-Bauvhauist, anti-systematic,
anti~cool, anti~absolutist, anti-dogmatic, anti-exclusivist,

anti-pro ic, anti: iged, anti-detached,
119

anti-grandiose, anti-pedantic and  anti-heroic. An
awareness of social and environmental issues like ecology,
pollution, feminism, conservation and peace became prominent
during the seventies, and this gave rise to a more
introspective, porsonalized, anti-puristic kind of
architecture, with a growing interest amongst architects in

energy conservation in buildings, the use of appropriate

11850 for example Jane Jacob’s The Death and Life of
Great Americag Cities. London: Penguin Books, 1977. (First
published in. 1361.)

- Y195aNLER, IRVING. "Modernism, Revisionism, Pluralism,
and Post-Modernism.® "Art Journal, vol. 40, Fall / Winter
1980, p. 345.




technologies, social and gelf-supporting

120

gettlements.

.-

Jencks cites the £4¢lure. of modern architecturs as the

: main motive for postmoderniss. The sxamples e uses are the :

- structural failure of

Eiglish rdsidential tower block of

Ronan Point, when some 5" Ehé flaers _gavéiway -after an

explosion in 1968, and - ﬂxe demohtiun of the - housing  ab
L

Pruitt-Igoe in - 5t. s 1n . 3972012 smen’ wisicing a :

residential tower Niock” Iike the Ponta City Apartments in’

Jokanneshbury (figure = is r;,‘_eax: why - this type “of

s

= 2
1657 It‘ was: condemnsd

buildings caused. t&ﬂ chaqrm of ox'

bécause of the appaxeht cbeapness #f its fabricaticd.

especially the off=-shutier cohorete finish, its lack of

1 personal "defensible" ;pacé and“_'che f’eelinq of alienation e

. 3
S that was euanated by it. =2 When built-in more traditional B .

lzoFor examples of *hia kind of aré‘{y,ltectu.re, ses Norma PR
- Skurka and Jon Naar. Deésiqn  for a Limited Planet: Living B
“ with Natural Enerqy. H W Yo:x~ Pallantine Books, 1976.

1215pNeks, CHARLES. What. s Post:Medernisn? London:
Acadeny Editions,-1987, p~ 16, ?»,

es likePRxcarda Bofill &- Taller de
du Lac af: st Quent1n~en—‘[vel1nes,

Classicism. Lundon. rc‘lﬁ‘i%:;tural Design 5/6, 1980, p. 54 -
57) do not seenm tocsolve these problems, régardless the use
of a style de:ived from ‘classical architecture. its gigantic
scale, the use \ofiprefabrication and the'extensive use of
unfinished concrete persevere in the ills, of modernism,
creating a profound feeliny of allena\,lon, £ 41llustraded in
the film Bragil, directed ~hy TerryV Gilliam, "which -used

Bofill's buildiags as set“_xngs. g )
ie .
. o i N




Figure 4: MANFRED HERMER & GROSSKOPFF C.C. Ponte City
Apartments, Johannesburg.

Eurcpean oities, these buildings were also accused cof

destroying the historical fabric of the cities.

One of the greatest complaints against modernist
architecture, . is about its lack of social commitment,
Although it has been shown ip the previous section that the
avant-garde was concerned gbout social issues, modernist

architec{?urs per se is understood in terms of the gradual

- reduction Sf architectural forms to its essentials. Gablik

blames this; formalism upon the individualized relationship
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of the modernist a:chitsct towards architecture.'?3 She sees
the development of the individualiem of the modernist arts

as & 'social process. Befoie modernism, art was involved with

‘“social and spiritval values, and hope and belief were part

of the rale of art. Modernist culture, on the othsr hand, is
charactei:ized by sécularization and the development of
individuafism. As Gablik notes, individualism can only

flourish.to the detriment of social beliefs and in the fage

‘of & lack of communal reality.l?? She defends this

individualisi as the strong point of modernism. The only way
in'which art could  retain its {integrity 'in the wmodern
tapitalistic society: was by conserving its purity and by
keeninig ite distanchk from the world.'?S Art has resisted
materialistic values: after the collapse of the religious
ideclogies by ‘intefnalizing itself. Gablik writes that
modernist art was the artist's forced reaction to a world in
which he or she could not believe: abstraction became an
aesthetic philosophy "and the artist became the last
representative of spiritual values in a materialistic world.
Much the same must have been true of modernist architecture.
According to Gablik, modernist art's achievement was the

expression of the wmost profound moral value of Western

123GaBLIR, S. Has Modernism Failed? London: Thames and
Hudson, 1984, p.
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civilization, namely personal fteedom.lzs According to her,

Andividualism is an . accurate reflection of the social

situation in the modern world.

In 1980,  when Gablik wrote the article "Art on the
Capikalist Faultline",’?” there was a general questioning of
abstract art. Burnham, for example, wrote that it was naive
to think of art in terms of the small scale production of
decorative objects in the light of the development of the
electronic media and two hundred years of industrial
vandalisn. 28 It was feit that modernist art had lost its
power to communicate, that it had no r8le to play in
society, and that it had no audience beyond an elitist one.
This criti~ism came mainly from marxist crities, who
believed that the idea of purity and detachment of art was
spiritually sterile and corrupt. They, for example Peter

123 peljeved that art and

Fuller and Richard Cork,
architecture should have a social function, rather than
baing a private activity. Fuller, for example, declared that

the fine art tradition has fallen into ™a malignant

128GaprTR, 5. "Art on the Capitslist Faultline". Art in
America, March 1980, p. 13.

127544, p. 9.

1285uBNHAM, 3. Great Western Salt Works - Bssay on_the
Meaning of Poat—Formalist Art. New York: Ceorge Brazilier,
1974, po 16.-

129aBLIR, 5. op. eit., p. il.
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décadence under monopoly :apitalism“.lso True art and

architecture should examine social and political realities,
and should help the public to raecognize and change social
reality. To be a social force, art and architecture shauld
have a wide audience and should pass Judgement on the

phenomeng of life. -Marx stressed that art had a social

reality and that it had to be integrated into tha world of
meaning. 3! This call for the popularization of art came
during a time when art was not cared for by th‘e general

public, simply because they could not understand it, and

felt insulted by it.

In an effort to mend the shortcomings that existed in
modernist architecture, many individual architects in South

Africa have beco.e involved in community development, For

example Mark Feldman, Rodnsy Harber and Jo Noerc. Arguably,

the most work regarding informal housing, the upgrading of
informal housing and community development has been done by
In

the Nationzl Building Research Institute of the CSIR.

Graaf-Reinet, for example, -they became involved in the

rehabilitation of the squatter area.’32 As a result of

-
=y

i .
30GABLIK, S. “Art on the Capitalist Fanltline”, p.

3lrpia., o 9.

Lazamarding to a lecture by K. A. Finlayson in ~June
1981 at the National Building Research ' Iastitute, CSIR.
Pretoria. .
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questionnaires and interviews with the ichabitants, they

discovered that S0% of the inhabitants could nat afford the
cheapest housing that was proposed by the local authoriiy in

théir relacation plan for the atea. The CSIR decided on a

strategy of upgrading the existing squatter hovsing. By

surveying the community, they discovered that housing was

often not the greatest aeed, but rather services like water
and drainage. To Implement the improvement of the area, they
facilitated the establishment of community councils and
street committees. By using local labour, and so keeping the
resources of the compunity within the area, the improvements
were gradually implemented, involving for example the
over existing houses to waterproof
their

erection of canapies
them, so that the inhabitants could gradually improve
homes and make it more permanent by building walls of more

durable materials,}33

3331 Goverment often did not take to these projects
very kindly. What they had in mind for,squatter settlements,
.wag the reloecation of the inhabitants to new towns like
Atlaptis and Mitchels Plein. Thess new. towns looked much
more imprassive to appease internationsl opinion in contrast
with rehabilitation which ‘is'a slow grocess and does not
shaw, such immediate physical and orderly results. Upgrading
the existing squatter homes  also means that minimum
grandards as set out by. building regulations are often nct
mat; otherwise the inhabitahts would not be able to afford
the Thousing. The Government resents the political
involvement of = street ocpmmitteds .during. -the  unstable
political ciimate that the country has been experiencing the

past.detade.
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The desire of postmodern architects to become involved
in cowmunity design and  advocacy planning is in contrast
with the architectural determinism of the avant-garde as it
coexisted with modernism. Clovis Heimsath discusses how
architects of +the “traditional avant-garde™ such as Le
Corbusier balieved that the forms of his buildings could
directly influence human behaviour, rather thaa basing
designs on thorough -sozial analysis of the community
concerned.'?* 5till,  postmodernism could be seen as a
continuation of avant-garde social projects initiated in the

moderaist period.

The search for a social réle for architecture since the
end of the sixties has been part of a general manifestation
in the profession of the desire to re~introduce meaning into
architecture. This was a reaction against the perceived
abstraction of the forms of modernist architecture. In their
search for meaning, architects started to look for clues in
traditional and historical architecture. Charles Jencks
understands postmedern architecture in terms of a “double
coding", which consisted of a style that could communicate
both to the public and to a y’concerned minority, wusually

13840 1MsATH, - C. Behavicral Architecture; Toward an
Accountsble Desig:rx“ Progess. New Ycrk: MoGraw-Hill, 1977, p.
35. B .
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other architects."’3® The return to styles of the past
revived the interest in the symbolism of arxchitecture.
Robert Venturi's Complexity and _ Contradiction in
Architecture of 1966,136 for example, was based to a  great
extent on a discussion of Renaissance and Barogue
architectdre, which reflected a new, and to most modernist
architects, a shocking development in criticism. As Venturi
wrote in his preface to the second edition of this book

In the early '60's ... form was king in architectural

thought, and mest architectural theory focussed without

- question on aspects of form. Architects seldom thought
of symbolism in architecture then, and social issues
came tclagcminate only in the second half of that
decade.

Birger sounds a note of warning regarding the
popularization of architecture. He says that the endeavour
to reintegrate architecture intc the life process could lead
to an "art no longer distinct from the praxis of life but
wholly absorbed in it™ which will "lose the capacity to
criticize it, along with its distance."’?® He also notes
that if the avant-garde's intention of abolishing autonomous

archi ds, archi might cease to be an

35 7ENCKS, CHARLES. What is Post-Modermism? p. 14.
136ypNTURT, ROBERT. Complexity and Contradiction in

Architecturs. London: The Architectural Press, 1983. (Second
edition, fourth printing.)
1371p54., p. 14. .

13830RGER, P. Theory of the Avant-Garde, p. 50.

.75

SR




instrument of emancipation and might ©Dbecome onz of
subversion. In a capitalist society, an architecture that
beconies practical might well become part of advertising. It
has become established practice to adorn buildings with the
name of the company that occupies it. In Johannesburg, the
offices of the United Building Society (figure 5), the South
African Airways and Wesbank (figure 6) are examples. On the
corner of Claim and Pretoria Streets in Hillbrow, (figure 7)
the building seems to dematerialize behind the profusion of
advertisements. In such a case it could be argued that the
building becomes a billboard or an advertisement. In any
case, corporate buildings "have always functioned as
advertisements for their companies, lending status to it and
making it visible in the city. Qtiman writes about a similar
situation in art: '
For the first time -there is an art that leaves the
positions of Nineteenth century theory hehind and keeps
step with today's simulative technoscience moving
rather in a  ciréular or spiral motion than in a
rectilinear progression and - mixing itself with
advertisement, television and video.
It replaces shock . with assimilation: originality with
simulation. It has no need to transform advertisement
and’ consuser ~goods. into art:p.art’ is advertisement,
consumer goods and vice versa.

o

" E3%0mIMANN, KLAUS. “Mannerism, Anti-Mannerism.® Flash
Art, no. 131, Decemher 1986 / Jaouary 1987, p. 65.
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Figure 6: South African Airways and Wesbank, Johannesburg.
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Figure 7: Coraer of Claim and Pretoria Streets, Hillbrow.

Sa was shown in chapter four, cultural erities 1ike

. Horkheimer and Adorno see this commercialization of art as a
problem, causing the deprivation and impoverishment of
culture. 1Y Other oritics, like Fredric Jameson, feel that
this trend is meaningful . as an accurate reflection of

eapitalist society.l®!

MDsee page 29.
141550 page 40:
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Thé phenomencn of - pluraiism is another jfeature of

rnisn. In trast with ‘the believed universal

validity -of the “Iaternstional Style" .in modermist
architgcture, many different styles , coexist in

pogtriodernism. As Birger cbserves: N
The historical avant-gardé ~movements Were unable to
destroy art as an institution; but they did destroy the
possibility that a given school can presem‘: if72lf with
the claim to universal validity. That 'realistid - and
Favant-gardiste’ art exist side by side Boday is-:a fact
‘that can no longer be objected to letgztmately The
meaning of the break in the hisfory zt art that - the
historical avant-garde wovenents b oked dtles . not
© consist in the destruction of art as 1115 itution, but
in the destruction of the possibility of positing
aesthetic norms as ‘valid ones. This hds . consequeiices
for scholarly dealings with works of art: the mormative
examination is replackd by functional dnalysis, the
object of whose investigation would ¥e the social
e¢ffact (function) of a.work, which is the result of the
coming together of etimulx inside the” work and a
sociclogical definable Hf within dh already
exxstmq institutional fra.me

The pluralism j= -astmodern architedtiral sstyles .thus
is, according te Birger, ascribable to loss of faith in any
one " architecturai style as the valid ‘one. This trend
corraspands to the criticism of pesitivism in pragmatic
philosophy, as described in chapter three. Thé consequence
of ‘this is that the judgement of taste, ‘g\s wag -applied and
relevant in modernist. eriticism, is substituted by a
judgement of the ‘usefulness or msosial eoffsct of the

architecture in guestion.

o .G

el R [ o
E o ¥pypgER, P. Theriy of- the Avant-Gaide, p. 87.
N - = F .




‘P’fu}‘alism‘ in architecture was manifested ‘4n “the

_simulfanedus emerfence of iany different stylbs, with’ e
v

awarenaas that all these styles were of aqual impoztanca and

‘that art:h“:ects were free to choose whichever one  they

Wwanted 'to. Jencks could be said to be the miin promulgator

of pluralism in architecturs, forever discovering new styles. -

and permutations of - stylss. In his Moderp ‘Havemedi:g in
Brchitecture,'? for ‘ssanple, he Aistinguishes: between

architestiral approaches such as DParametric - (Alexander,

Metaghysical {Louis Kahn), Academic, Bourgecis, Pragmatic,
Neo-cﬁssiqism, Megalopelis, Superdensualisn (Bollein),
Adhocisw and dthers, all coexisting around 2970. Because
quality is no .longer easily definable in postmodern
architecture, designers are competing to see who can produde
the most radical or new forms of architecture. As Alan Wilde
notgs,144 pos’cmedernist' architects do not press Lo imposz
order, instead, the contingent world is simply accepted.
This vision of architecture lacks the heroism of the
modernist enterprise. Whereas modeunist architects believéd
that some essential truth could pe cecupersted so that order
could be restored to the world, Alan Wilde's postmodesn

theory pérceives and accepts a world whose disarray exceeds

ﬁ“‘Jm(cKs CHARLES. Modern Movements.in Aremtscture
28.

Homior, NBRY. The Frobiss of Ané bostmodesn. " -New
Lxeerarz History, vol.-20; mo. 1, Autumn, 1988, . 5. <
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and defies t&solution,l45 an attitude that corresponds to
that of the transavantgarde, which is the subject of the

next section.

145911DE, ALAN.  “Postmodernism and the  Missionary

Position.” New Literary-History, -vel. 20, no, 1, Autumn
1988, p. 28. N
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5.5. The Transavantgarde

The term “transavantgarde” was made popular by the

Ttalian art critic Achille Bonito Oliva.'*® He saw the

transavantgarde as following son the death of  the
avant-garde and. the failure of conceptual art. The
de is ized hy him as using material

from different geagraphical locations and historical periods
in an eclectic way, often asserting the local and national
identity of the artist. This section of this chapter will
describe the transavantgarde as seen by different authors,

as following upon a crisis in the avant-garde movements at

" the end of the seventies.

.

% sharp dividing line between postmodernism and the
transavantgarde cannot be drawn. The transavantgarde should
be seen as a vcategory within postmodernism, withk . more
commercial attitude. The transavantgarde signals a
rel ation of the avant-garde attitudes that have persisted
into postmodernism, for example its social projects, iis
attempts to improve the world and its search for the new.

Postmodern srchitects' appropriation of historical styles,

14801Tva, ACHILLE BONITO. The Italian Transavantgare.
Italy: Giancarle Paliti Editore, 1981
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for example, was meant to make architecture wore accessibie
to'the public, to give it a greater social impact. Siace
dbout 980 a different attitude to architecturs has started
to maké itself felt; that of appropriating histsrical styles
For fihancial gain, for example. This is the subject of this

section.

* The. transavantgarde should be seen in the context of
the changéd economic systems of late-capitalisn, and the
transformations this caused in "the culture of contemporary
societies. These cultural-changes' have been discussed in
chéptors two, three and four. Oliva, for example, sees a
relat%}onship between the crisis in philosophical positivism
as diécussad in chapter three, and the demise of the

importance of technelogical experimentation and the

‘"nystEria" of the new, as was relevant in the avant-garde:

the Moptimism of the avant-garde - the idea of progress
inherent in its experimentation with new techniques and new
naterials - collapses."!4” What he says about art is true of
aschitecture as well: it "no longer dramatizes anything,
since it lacks the historical energy to do 'so."'4® 1t lacks

the hereic¢ attitude of the historical avant-garde movements,

v ;
47011va, 2, B. ia T rdia. Italy:
Electa),, 1982, po 149,
£4d,

7 p. 150,
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, Suzi Gablik argues that the transavantgarde ‘invnlves

the repudiatmn of the moral réle of art since the 19)345 149

This new attitude sees art (and architecturs) as thie pre“duct )

of the liberation from its direst social role and funct;cn. -

Tt éntails a recognition that art and architecture vull pot,

changé the world. According to Gablik, this loss of hnpe
changes art and architecture from ethic to aesthetu:
novemefits. She® sees  the cause of this”;s the \}anaundsa,
liberfy Of pluralist expression, which underfined. ‘the
mportance of ‘any cne style,isc The averwhelmnq choice iof
styles available in architecture -during -the, sevénties
miffléd ‘the profession’s enthusiasm for further change and
development. It was no longer radiédl to. déviate from the
norm. There wers so many claims to authority from diffeYent

architécts that it hurt architecture's integrity | and

credibility: architecture could na longer ' glaim £6 be

absolute and true, B 3
Gablikx further arguns- that the .energence of tha
transavantgarde is a result of the difficulty of -"dbelieving

in yet another stylistic breakthrough.15% Actording td- ‘aers

there is a feeling amongst many 4ar *sts (and architects)

149GABLIK, S. Has Moderaism Failed? p: 74

180565 page 80 Eo 82 for a .—nscussw

Slgaanix, . 0. eite, pi 18/




that the limits of the arts have baén reached, The overthrow

of conventiong has’ become meaningless: whep everything is

1= archi . renewalib difficult, It has

become difficylt for the architect - to render an image that

does not remind him or . her of samathlng’ already drawn™ nr

puilt, 152

< .0livd: -sparks- his arqgument by , representing the

for purity in art,.

avant-gardi-as an - attitude that stzove
and that relsted art to its social rele.}®? The avant-garde

was symptomatic of =iperiod &hat offered hope for a better

1

futire. 25 The . view pf. history a4 a. progression. towards

conditions of greater social and-econemic eguilibrium, was

typical of the avant-garde, .1t thought that architecture

could-possibly  contrel the .course of  events by modifying

reality and transforming the social world. Oliva says that

according to the transavantgarde. perspeckive, the plan . for

social -transformatiom ne .loager existz. . He blames the

historical situation for this logs of faith, with the Yom

Kippur War of 1973 and the :energy ¢risis which brought

fo their Xnees.

Western economies “Thus the prospects of

15250NTAG, SUSAN. “The

In Styles of Radn:al (Hill. New 'Ygrk: Farrar,
Ciroux, 1969, p. 121 . 3

~ iva, A B he Intarmt}onal Trans-avantgatde.
Traly; Bidncario Politi Edifore, 1582 p

Aesthatics of Silence." .(1967)
St:aus and

; 154Tha avant—,garde has been aiscu ei in chaptex g3
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e progréss o\g.tli“ned by wvarious social .systems and their

correspénding cultures collapsed and a state of political
u;ncéi'tainty was agcentuated in which there were no longer
any sura bearings pr comforting sense of direction. 155 The

use nf q'uotat)onsn from prevlmus styles or periods in

v architect is  also blamed on  the
ajsappearance gf the idea of progress by Lyotard.l5® Ascther
°. author who has noted the growing sense of catastrophe in the
werld, is McGreevy.in his article "Chiliastic Reflections on
the old. adage® 'Thres's the -Charm'".’57 artists ana
ar;:;ﬁtects could nok remain . untouched by this situation of

political, moral,. economic and cultural detericration: it

, () caused a new, less dogmatic attitude on their part.

. Z\!rb:ugq criticizes Oliva's theory, according te which
the sxthatxcn of catastruz ¢ -~eculiar to our time has caused
. the historical optimism of gvant-garde and the idea of

progtess to dollapse, and with it the experimentation with

<y 1%01va, A, B, Avantmuazdia T bquardia. Ttaly:
Electa,’ 1587, p.
PSS voman, JERN FRANCOL ‘», "Defining the Posts wtern.®

. In L. Appignanesi. ICA Documeiifls 4: Postwodernism. Locddns
Inétlt\‘xks of Contemporary Arts, 19867 p. 6.

PYcGEEEVY L. Fo ~"Lh1hastu: Reflections on the “old
adage “"hgae #. the Charm'".. Arts Magazine, no. 59, January

i
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new techniques and macerials.'5® according to Oliva's
- . reasoning, art ecan no longer be evaluated in terms of
pregress, advancement and its currentness. But Zurbrugy
£eels that Oliva ignores the technelogical advancements that
H are being made, for example in architecture.159 However, as
: Zurbrugg hinself notes,'®® there has been a conceptual shift

. in the way in whxch transavantgarde architects employ

technology. Their buudxngs generally consist. of the

simplification, ampliiication or systematization of the §

formal and. technical " innovations of modernism. In the

ninstesn eighties, we possess the materisls and construction

imethcds to build what the modapnists of the first half of

the century cculd only envisage. But these buildings are not
necessarily new in their conception and form, but are often
the fulfillment of the irnovatory ¢ sts of modernism. The
transavantgarde's contribution to arcaitecture should thus

3 be seen .as the methodical consolidation of the tentative

aspirations of modernism. A building like 1l Diagonal Street

{1986, figure 8) could be seen as an example of the

158,01vA, A. B. The Internstional Tt e, .

1595qr example the "High Tech" Architecture of Norman
Foster.

160

Métavhore and
the Myth of the Transavantqarde." Leonardo vol. 21, no. 1,
1988, p. 65.
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in association with Louis

89

Xarol

1986, Johannesburyg.




fulfillment of 'Ludwig Nies van der Rehe's Project for a
Glass Office Building for Berlin of 1920,'%' Mies van der
Rohe did not possess the technological ' means ta ciad this
building with glass, but- with today's Fflush glazing
techniques it Has become possible. But 11 Diagopal Strest is
not necessarily very orh;;nal: the origin of its form can be

traced hack to 1929.

Oné -of .the most visible. characteristics  of

archi is its use of the appropriation

and simulation of older  styles. This feature will be
discusseci 1n detail in chapter seven. According to Oliva,
transavantgarde - architecture has overcome the fear = of
non-currentness.®2 Architecture becomes a product of a
network of recoveries and’ renewals. A South African example
of this is Samuel Pauw's HSRC ~Building in Pretoria (1987,
figure 9). The classical forms are not guoted in their pure
form, but are transformed by éxaggeration and stylization.
This was necessitated by tl-;e modern fabrication methods
employed: the building ix clad in fibre geinforced concrete

panels. If transavantgarde architecture is not true to the

8154 illustrated in Christian Norberg+Sciulz. Meaning
in Western Architecture. London: Studio Visty, 1974, p. 366.

182007va, A. B. The.Interpational Trans-: 5.
s4. P e
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.. B . M
snu:ces that it quctes, it ¢s alse not tme»to the present,
accordinq .6 Hall Foster.'®? It 12 ot bound to any
lus(:crxcal - mdment. . He characterxzes trahsavantqarde
archxtg:ture as ;ieepwalking in a museum. it uses historjcal
styles. thhogby‘hacaming’part of §t. He reasons ' that
eontelporary a.n::hi,tecp‘ure cannot be seen as a feturn %o
historys buts that, it should be seen as an ahistorical
en(:erpxis;"rhs values<that are being revived are those

necessitated by a marks“ based on tas!'é",_,\ namely style.

Ccntemporany uchigecture- isvery sty'ish: "everyone had to

be differemts.:. “ifi the same way".15% Often the styles that
are markeked se aggréssively as “new" in the architectural
magazines are Ju;t recombinations of {familiar elements.
Contemporary arch“itectm:e plays on a2 desire of people to
be mildly shocked by the already assiwilated, dressed up as
the naw‘\)“

i

Oliva also writes about the fact thatt transavantgarde
architects do not revive previcus styles in their original
forms. This revival does not mean that the architect
identifies wit&: those styles of periods .that he or she
copieg,

but: he or she only simulates their surface

‘, with the

that “"ia a changing society

183§0STER, H, "The Problem of Pluralism.” Art in
Americé, vol. 70, mo. 1'--5, January 1982 §. 10.

841hia., b, 10,




S

whose fipal. form:bas  yet to be dafined, one has.nc option

but to adopt a zommadic and transiltory outiook. 1€

Transavantgarde archifecture - is an architecture of

indifference. Referring to Baudrillaral®®

» Zurbrugg writes
about the fadt that our age is-one which has witnessed - the
dissolution of TV ints life, and the dissolution of life
intg TV. The re¢l life tragedies op teles ision are’ played
out in front of the indifferent eyes of the viewers, who see
it as spectacylar images which have lost almost all dramatic
depth and 1is - flattened out -on the screen as pure
appeazvs.m—:e.167 However, as Zurbrugg points out; Oliva
misjudged the effect that transavantgarde art would have,
because he believed. that it would restore seme~tic depth to
the images it used.'®® Oliva repeatedly contradicts this
view of his, by stating that transavantgarde art, Ilike
images from the mass media. is an art of uninhibite%

superficiality, in which the image 1is relieved from any

185GL1vA, A. B. The T lomal T taard

D, 8,

188pAUDRILLARD, JEAN. Si
Agents Series, 1983, p. 149.

187 un, i oy 5

. No 4P ity mariguée, and
the Myth of the Transavantgarde.” Leonarde, vol. 21, ne. 1,
p. 66.

wiations, dew York: Foreign

)
1%801va, 0. B. op. cit., p. 148.
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- £ - that'was = import t for postmodein architectuve by often
K 1:ecoming' a play of Uirface quaneies: architegts. that
practise this type'of architecture include Jon Jerde!’! .and
s Fohn Portpan &° Aasoc"xates. 172 N
. ‘
Pa The rde ig a response to the absorption of

i dissenting art and architecture into the market system. Aas

I + 172per a discussién of Portman's Bonaventura Hotel, see

ie' ant tt nay bave' borne. 189 artists that are vegarded - as

Fr\ \:ransavantqarée by Ollva S includes Sandro Chia,’ Francesco

s Clefiente, Enzo C\mcki, Nicola De Maria, Mimme Paladino,

170

$3slian Schnabel and David | Salle. Transavantgarde

architecture has Iy ')St the emphasis on . content or : meaning

Suédn Sontag yoted:

LR
In modern vulttre, powerful .machinery has been set up
whereby digsident work, after gaining an initial
semi-official | status as ‘avant-garde' is gradually
abserbed. and rendéred acceptable ... fortified by its
insatiable appetite. for novel commoditiss, the educated
public of theé great cities has becoue habltuatéed to the
wodernist agony and well skilled in °“t'f",'§tm9 it: any
¥ negative can be. turned inta a gesitive.

. i
’ 16%L1vA, /A, B.. The jonal Trans-avaptqarde, p.
68. B
‘ onal T .
lnGOLIJéTEIl!, . BARBARA, "Context Consumerisim." The
Architeetural Re(fiew, vol. TCTLXXXIV, po. 1099, September
i988, p. 82 - i h

‘Fredric Jameson. “Postmodernism, or the Cultural Logic of
Late Ca.p1ta.11=|:;." New Left.Review, mo. 146, July-August
. 1984, p. 80 N L

As quoted in A:.Searle,j"Past Presence.". Artseribe,
no. 43, October 1983, p. 42 !} E :
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Avant-garde architecture was intended as a refusal of
the commodity status of a \i’tectute.l',A The erosion of the
distinction between high Cu e and mass or populas .culture
is a distinetive feature  of the transavantgarde. This is

visible i the 'fascination‘\of sarthitects by the whole
175

landscapg of advertising and. oF“ the Las Vegas Strip.
Commercial drchitecture is not only quated at present, hut
it is ingorporated "into architecture to such a point that

the lines betwgen -architecture as high art and commercial

forms are increasingly difficult “to draw. e Crack
Restaurant (1986) in Pretoria, for example, has obviously
been designed te appeal to popular taste, with its comic
strip imagery (figute 10). This building, which combines the
functions, of a restaurant, night club and roadhouse, is
crowned by a speech balloon with the words "Crack" displayed
in neon within it, mounted above a huge, graphic fissure in
the wall. With its gay colours and the ambigucus meaning of

176

its name, it is meant to exert a seductive attraction to

the public.

17450 chapter 5.3.

L7SUENTURT, ROBERT, DENISE SCOTT BROWN' AND STEVEN
1ZENOUR, eds. Qeaznmg from Lag Vegas. Cambridge, 1977,

176

“Crack" is the popu\lu name of a dérivative of
cocaine. - .

o . TR Y.




Figure 10: FRAME & LAMPROPOULOS
Restayrant, 1986, Pretoria.

96,
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The demise of the avani~garde came about because it no

longer had any radical function to perform. -Avant-garde
architegture could not affront bourgescis values any lenger: ., G A

in fact, it Dbecame the accepted style £r corporate

héadquarter buildings. Searle feels that it was : <Fmilated ®

by the same culture that it tried to eritici..

International Style of Le Corbusier, Frark Lloyd Wright .
N

Mies van der Rohe, that was once felt to be scandalous . and \J e

shocking, is thought of as stifling, dead and canonical by

the gensration that has started studying architecture since

the nineteen eighties. As 2 result of the iacreasing

popularity of architecture amongst the general public and
the proliferation of popular aad academic teaching -of W :

architectural history, the avant-garde has become' accepted

and conveational. Because it has become familiar,

avant-garde architecturs is no longer considered to be ugly.
Jencks exemplifies a critiec who thinks that the reasen for

the gence of the t tgarde is the iof

1
avant-garde art by the institutions, such as the museunms and
the market place. The avant-garde has made peace with Hass “

culture.




Craig Owens

considers an in  the

interesting paradox

.or  she

.transavantgarde architecture is

status of the postmodernism vis—&-vis modernism.”a If a
contemporary architest works within the modernist idiom, he

is conventional, If he or she repudiates the

modernist norm, he.or she confirms the avant-garde challenge
of authority. But Owens does not develop his argument in

termy . of the avant-garde and the transavantgarde. The

transavantgarde attitude is exactly the refusal to defy the

norm: the transavantgarde architect is conventional, aven

reactionary in his or her conservatism.

According to Charles Jencks, the significance of
that it acknowledges the
fact that it 1is bourgeois.l?? It .re ognizes class-based
the result of this is an eclectic

taste as valid: style,

bhased on the philosophy of pluralism. Jameson sses the

pastiche, free play:of styles and historiecist allusions of
the transavantgarde irn much - the same ccntext,mo pamely as
the schizophrenic celebration of commodity fetishism and as

L780KENS, (. "Honor, Power and  the Love of Woman.® In
R. Hertz. Theories of Contampogsxy Art, p. 135.

1793ENCKS, C.  "The Post-Avant-Garde.® In A. C.

Papadakis' , ed. The Post-Avant-Garde: Painting in the
Eighties, Great Britain: Academy Group, 1987 p. i7.

Y80aMESON, E.  "Architecture and.’the” Critigie of
Idsology.® In J. Ockman.® Architecturs -~ Criticism =
Ideclogy. :Princeton, New Yersey: Frinceton “Architectural
Press,. 1983, p. 75. - y




the moment in which the logic of media capitalism pensetrates
the logic of. adyanced  cultural production itself., and
transforms the latter to the point where the distinctions
between high and mass culture lose their asignificance.
"Therefore whatever avant-garde or architectural
aesthetic utopias thought they were int.nt on
achieving, in the zreal world of capital and in their
. effective practice, those ends are dialectically
reversed, and serve essentially %o reinforce the

technocratic total control of ~the new systeg of the
bureaticratic society of planned consumption.”

Avant-garde architects wanted to change the world in
the images of art and architecture, according to J. M.
Kirsten.'®2 They believed that the reconciliation of culture
and material life was only possible when the latter has been
transformed by architecture. Transavantgarde architects, on
the other hand, have reconciled the aesthetical dimension
with the pelitical. social and economical sktatus guo. The
architects of the nineteen eighties adopt an attitude of
reaction, affirmation and eciecticism, reconeiling
themselves with the world of consumption. This commercial

attitude of transavantgarde architects was severely

1815aMEs0N, F. *“Architecture and the Critique of
Ideology." p. 78.

IB2g1ReTEN, J. M. "Wat is Postmadernisme? ‘'n
Kultuurfilosofiese perspektief op die anti-estetika." South
Africap Journal of Calturel snd Art History. A ril 1988,
vol. 3, mo. %, p, 139.
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criticized, for example by Donald Judd.!®%7 He blamed

contemporary architects for being ambitious and ruthless,

like their businessman clients.

It seans as if transavantgarde arohitecture is a hay of
building that reflects the superficimlity and commercialism
of our time. It is only possible because of the suppression
of the avant~garde's social awareness, which, “if true,

signals a warning for our ocurrent and future collective

values,

18254pD, DONALD. . “A . lomg ddscussion . not _adout
Master-Pieces but why thére are so few of them.” Two part
a.rt:cle Art.in America, val. 72, Saptemher ‘and Cctober

984,
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5.6. Postmodernism of Reaction ox of Resistance

A distinction is often made’®* between s postuodernism
of reastion or one of resistance. Hal Foster defimes

postmodernism of reaction as a repudiation of modernism, znd

a celebration of the status guo.'®® He calls the
practitioners of reactionary postiodernism the

“rieg-conservatives" apd criticizes them for confusing cause

and effect by blaming the ills of soclial modernization on

the practices of ocultural mnodernism. This reactionary

postmodernism is typical of some aspects of the

postmodernism discussed in chapter 5.4, which criticized the

186 ag Foster

cities created by modernist architecture.
points out, to blame the socia] iils of modern cities a the
architecture, would Dbe a

reductivigm of wodernist

misconception, namely to believe that architecture caa

1841’0:' exam

FOSTER, HAL, “Pcstmodermsm‘ A Preface.” In H. Foster,
ed. Postmodern Culture. London:; Pluto Press, 1983, p. xii.

FRAMPTON, KENNETH. “"Some Reflections on Postmodernisn
and Architecture.” In L. Appignanesi. ICA Documents 4:
Pcstmoderm.; P. 29.

KIRSTEN, J. M "Wat is Postmoderniswe?” p. 139 - 142.

1 PRINSLOO, - “PR. “Post-Modernism: the Architecture of
iaactwn and Resi3tance.” ADA, no. ¥, 1987, p. 22 - 2

lssmsma HAL. "Postnoderaism: A Piwface,” p. xii:
1885, Page 68 't 69.




. " change or influence  social condikisns. Modernist. culture's
no . universalistic morale and individualistic self-expression is

condeiined by reactionary critics in the same breath as

“ ., condoning the economical and pnliéiCal statns duo. The

o solution they propose is equally misconstrued, namely to

o si conceive of architecture in ic, cosmetic ; Y

ut . terms:by returning to the "truths” of tradition: to art, the »

Co fanily and tradition.’®? Stylistically this is represented

by the appropriation #nd simulation of older styles.

The duthors writing about a postmodernism of reaction

are vegues as - to -whom they group within this category.

K Kirsten implies  some critics fulding within his group:

{ according to her, Hassan, Huyssen, Jameson and Fosfter see
¢ 188

postmodernism as a radical break with the cultural pas

They regard postmodernism as &  general  cultural
transformation which signifiea a crisis in modernism, A

typical example of the :eactionaryk attitude in eriticism is

B ¥ the article by Profecsor D. Holw: of the University of
Pretoria, entitied "Nuwe gebou van .die Raad vir ®
=~ Geesteswetenskaplike - Navorsing ' . in.  FPretoria  as ¥
s, tydvarskysel.” 3% He blames the modernist movement for R
o Lon
’ R 2+ 8TROSYER, HAL. *Postmodernism: A Preface,” p. xii.
o ] e 188KIR§TE!€, 3. M. "Wat is Postmodernisme?”, p. 140.
3 L o, D vNuwe  gebow van  die. Rasd  .vir
1 g ¢ “ L« - (Pootnote Contimued)
' - . S 102 T
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¥ ‘.
: disregarding the environment and history and the -désigner
- for being salf-centered, with a prima-dona  attitude.
At Postmodernism is an attempt to solve these and other
; problems, agcording to Holm, by being more aware of its
o historical and envirommsntal context. . ;
- 13
As far as buildings go, the architecture of the
i transavantgards seems to it within the' category of :
j reacktionary postmodernism, because of its allegiange with i
N l the current séovomic system. %0 Frampton describes this kind i
| of arvhitecture as. "wholesale commercial ~ developments,
. I featuring cannibaiized skin-deep masks drawn over the ‘
* normative skeleton'of optimized production”.!®’ The tendency :
in reactionary postmédernism is to reduce architecturs to
surface imdges that are -oriented towards marketability anmd -G
towards the optimization of the production and construction
of huildings. The douarters Offices for Gold'Fields of
- South Africa (figure 11) is a building wi* -~ 7 skin of
c precast concrets paneld seemingly float '%’Layer of
- " black granite cladding~ The conerete pane. ’A\I(isibly thin
o~ (figure 12}, adding to the sparse quality of the building.
Kﬁ (Footnote Continued)
< . Geesteswetenskaplike Navorsing in Pretoria as tydverskysel.' .
L R South African Journal of Cultura and Art History, vol. 2, -
no. 3, July 1988, p. 185 - 3

i . 190500 pags 34 to 95,

[ - )
: L A9PRAMPTON . KENNETH.  “Some  Reflections; on
i Posb:qode.rnlsm and Architecture," p. 26. P
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Figure 12: LOUIS KAROL ARCHITRCTS. Headguarter Offices for
Gold Fields of Suuth Africa, Johannesburg, 1987, Detail of
cladding.

In the citation for its award of merit it is stated that

"this building weg @esigned - within the parameters Of the
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hardnosed commercial wora», 192 Taking into accouat the
above mentioned considerations, it seems that this building

is an example of a pustmodern building of reaction.

Postmodernism of resistance could be seen as a critical
attitude both to the official culture of modernism, and to
the "false normality" of the postmodernism of reaction.'®?
As such it could be seen as similar to the avant-garde
aspect of postmodernierm.l%% This attitude sees the project
of modernism as being incomplete, and wishes to continue
changing architecture and its social content. The approach
of an author like David Dewar is in marked contrast with
that of Holm discussed above. In his three part article
"Urban Poverty and City Development"lgs he discusses very
real south African architectural problems like poverty and
inequality in political and social opportunities. He
evaluates contemporary urban designs in terms of factors
like ea’se of access to shelter and essential utbility

services and access to work opportunities, commercial

192000KE, 7. ed. 1987 Awards of Merit.” Architecture
SA, November ; December 1987, p. 22.

193p0STRR, HAL. “Postmodernism: A Preface,” p. xii.

194'See pages 71 to 74.

195540aR, DAVID. "Urban Poverty and City Development.”
Three Part Article. Architecture-SA,. Part 1: March / April

1984, p. 27 - 29; Part 2: May / June 1984, p. 48 - 51; Part
3: July 7 August 1984, p. 49 - 52.
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opportunities, education and transport. The bleak pic“ture‘\

4 .
that he paints, namely of the conditions of the urban poor:

being imposed on them by an authoritarian goverament,

differs drastically from ‘that of Hola who enjoys
architectural forms as "professional inside jckes".l?e

The ng a ism of resistance

joins the reactionary postmodernist critics' condempation nf’
the reductive formalism of modernist architecture. But
rather than returning to historical forms, it advccates the

in favour of remewed social

a of formal
engagement. [Kirsten criticizes +the concept of  a
postmodernism of resistance becaise she could not f£find
concrete examples to validate it.'7 2o example of this
strategy, where architecture becomes Involved in community
housing, has been discussed on pages 72 to 73: it seems that
there are no shortage of architectural examples of this
approach. Kirsten further questions the supposed break of a
postmodernisn of resistance with the modernist tradition.l%®
But even if .-the postmodern philosophical discourse, which

Rirsten is primarily interested in, is embedded so deeply in

196401k, D. "Nuwe gebou van die Raad

Vire
Geesteswetenskaplxke Navcrsmg in Pretoria as tydvurslryssl “

197KIRSTEN, J, M. "Wat is Postmodernisme?" p. 141,
1981314,
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the . modernist tradition that the supposed break with
nbdernism does not make sense to her, the same could mot be
said about architecturg. Thers is a clear break between the
poiitlcal and ,so;ial awareness of the postmodernism of
resistance, e;h& the formalism of modernist architecture.
Hnwgvet, the ;vantﬁqarde project of modernism, namely its
attempt ﬁq reconcile architecture and the needs of soviety,
does c;LFn'ginue in the postmodernism of resistance that has
been sketched above. .

A
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6.  MEANING IN ARCHITECTURE

6.1. Introduction
As has already been. discussed in chapter 5.4, the
search for . meaning is a cantral feature of postmodern

architecture. This is especially,true for postmodernism, as

d to the t tgarde, which has a more commercial

aad ruthless attitude.

What is under discussion in this  chapter, is a ehift
£rom the more formalist art and architectural criticism of
modernism to the contextualist interpretation typical of
postmodern criticism. Whereas an art critic- such az John
Kemp (born 1920) believed that one should judge the work of
art independently from what the artist has inteanded, other
eritics such as Lucien Goldmapn (born 1913) advocated that
the work of art should be seen in the context in which it
has been nade.l®? Goldmsnn wrote about a "world vision”
which actéd as an ideglogical screen through which the
influence of the <conomy and ¢lass status is filtered to the
artist. What is at stake here, is a concern wi§h the neaning

. i

1990 apER, M. Bool of Estheticd. Nev York:
Kelt, Rinehart and #inston, T Toc.) 1973, . 404(
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or- gontént of th; artwork‘.zco The work of art, or a building
for that matter, should not only bs judged in terms of
formal criteris such as line, shape, texture and proportion,
but also in terbs of the degree in which the complexity of
the conteWporary social relationships are reflectsd in the
work of the artist’or thelarchitect. According to Goldmann,
the value of architectube is measured according to the
extent to which- it qm;.gas to reflect .2 coherent and
intégrated view of the values of society. This view

corresponds to that of; a postmodern eritic such as

Jameson's.zm
2 i
g -
A gont alist eritical h like that of Goldmann
can give a totaliy new ive of archi 1 history

compared to that of the leoavantional £ormalist approach of
Banham for e‘xample‘ The latter describes the Weissenhof
Exhibition in‘Stuttgart, 1927, as the stirring momeént when
the International Movement =stodd united in form and
intentions befors the world.2’? Jameson, on the other hand,

sees the exhibition as an absolute failure as an urbanistic

200papER, M. poMudern Book of Esthetics, p. 405.

201?0]} exanple Fx‘edric Jameson. "Postmodernism, or the
Cultural Logic of Late " Capitalism." New Left Review, no.
146, July - A\xgust 1‘3&4, b, 83,

20255 qnan, . Bae_af the Masters: A bersonal View of

Modern Archltgct\xre X,ond@n‘ The Architectural E.\:sss, 1978,
B
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§ project of  workers’' hou‘sing.zo3 This project caused
fihancial ‘speculation ih the area, wi;h a resultantrise in
land and property values, so that the workers, for whom the
2 housing was designed, could no longer afford to live . there.
In Banham's interpretation of architectural history £factors

o like these were largely extrinsic and accidental.

6.2, Marxist Criticism {

From the postmodern eritiecal viewpoint, the modernist

architsct saw architecture as a private, individualized P
activity.?*% The most significant content of wodernist ;

aréhitecture is the expression of the liberation of the

architect from traditional restrictions such as social and

v oult funetion.?%% “Marxist® art critica?®® attacks modernist

arcititecture as being art-for-art's-sake: for them the idea
of an arrhitecture that iz functionally pure. aesthetical

and individual, is spiritually corrupt and sterile. ‘These

203734ESON, F. “Architecture and the Critique of
Ideology.” In J. Ockman. Architecture - Criticism -
Ideolicqgy. Princeton, New Yersay: Princeton Architectural H
Preas, 1985, p. 64.

o
] 2043,p11K, 5. "Art on the Capitalist Faultline." Art in .
. : Amerigca, March 1980, p. 2. ;
1. 205&0:‘ a discussion: of . the process through which : '

architesture became autonomois from religious and social
concerns, see chapter 5,2; p. 53 - .

204

lAs called by Suzi Gablik in gp._eit., p. 9-15.
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eritics think that true architecture should investigate the

i social znd political reality behind appearances and that

T architecture cannot be autonomous as modernist eritics

et

§ wished it to be. Accordirg to Marxist architectural
criticism, architects should illumizate social relationships

and help the general public to observe social realities in

order +to change them. The Marxist viewpoint is that

architecture should be used as a social weapon: it is not a B
se;}arate reality, as modernist eriticism would often have i

1£,297 put should be integrated with the world of

nmeaning:2%% These concerns are not unique to postmodern
theory, - but bhave already surfaced dJuring the nineteen
twenties: Hannes Meyer, labeled a Marxist architect by
Jencks, said in 1938

L0 Remember: architecture is a weapon which at all times

has bee&ugwielded by the ruling class of human
society.

What is unigue to the postmodern situation, is the changing

social conditien influenced by new wodes of processing

information, as explained in chapter two. Marcuse, for

i

example, perceives the role of art to be the imaginary

0

AN i
o - 207por a descriptioa of the modernist critics' belisf 5
- in the 4 of ical from everyday :
47 i iavsts- i i 3 :
208GapLIR, §. Has Modernise Failed? London: Thames and |
Hudson, 1984, p. 25 [
;
o) 29955NcKs, CHARLES. Modern Movements in' Architecture, ‘;
} J . Great Britain: Penguin Books, 1377, . 88.
< i 12
5 N s o
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construction of a new 'renlity, in oppesition to the

"advanced barbarism and brutality" of today's worid.'®

E‘psfmode;%ism's attempt to open up architecture to a
larger audience, can be seen as an attempt to reunite the
spheres of architecture and society, Possibilities that
exist « for ar’chiter;tq to become mors involved .socially
inci\;de advocacy, planning, ¢ommunity design, concern with
environmental protection and responding to contextual issues
such as maintaining the local character of
neighbourhoods. 2! Attempts at social and  contextual
involvement in architecture is common in South Africa. The
Building Research Institute's .involvement in  community
housing in South Africa has been discussed in chapter §.4,
pages 72 and 73. Groups within the architectural profession.
for example A}chitacts Against Apartheid, have tried fo
mobilize architectural opinion against the political
situation in South Africa.?!? The interest in erchitectural

conservation is manifested 1in projects like the failed

2104RCUSE, HERBERT. "Art in the One-Dimensional
Society." In'L. Baxendal, ed. Radical Perspectives in the
Arts. Baltimore: Pelican Books, 1972, B 57. —

#1ycooraing to Beyhan Karahan. "Soms Obssrvations on
Weiting and  Practicg." In J. Ockman. Architecture
ntlmsm - -Ideology, p. 92.

212¢5; part of the dsbate surrounding this issue, see

H. Jt Schirmacher. Letter to Architecture SA. Architecture
S&. November / Decsmber 1985, p. 14 emd is5.
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atteppt to save the Coléss‘e‘um “Theatre in Juhanngsburq from

demolition, and the successful conservation of 'the Hest
Fa.cade of Church Square. in Pretoria. The response to
contextual issuds, for cinstande . the use of  regional

characteristics:in orfler to maintain the local ¢Haracters of

nelghbourhuods. lsdanolher hexample of what architects can do
tn become sccfially engaqad "Stephanie Mills, for imstance,
has' reacted to, the changes in ' Parktown whichk ‘have
irrepsrahly dataged ‘the senge of place that the suburb once
had. 213 South African architectural criticism and practice
seett " to be -part of “the world-wide sympathy  for the

postmodarn concerns noted above.

Jo Noero's Alexandra Township Community H’ousing project
is typical of architects' renewed search for relevance in
theiyr architecture. Here the architect was concerned with
issues such as the guility of life, archetypal activities
and spaces and visual language.’'® Built-in seating is
provided along the perimeters of the courtyards formed by
the ‘houses, and the entrances to the houses are emphasized
by architectural elaborations around the door (figure 13).

The "end wusers . were involved in ‘the: fecision making
3 Joc ;
T

ot ”3?111,1’.,5]3 g-rgygl i Is. We have w;tgdrawn inte  our
oriresses.” Architecture. January / Fébruary 1986, p. 14
- 17, //7 i

214N’0 ERG, JO. "Alexand:a Towns}up Cmmmumty Housing."
A:chztec(zu;e SA, July / Auqust 1988, p. 11 ~ 13
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B0 V. PO Iy SOUET @

quux:e 13; Jn Noere Architect Alexandra Township Ccﬁmunitz
Housing Alexa.ndra. 198;

process?!S and the inhabitants of the community built the
pr.oject themselves in order to upgrade local skills and to
keep thair ocapital within the community. The housing was
des;gned in such & way that informal economic act’i\‘lities
weul“‘d. be encouraged, for example Dby providing areas for
A‘shops, créche, community centre and workshops in future.
‘Q\“\vrchitecture like | this neither searches ‘ for the
Jjratification of thel architect ds individual, hog for new

’}aréhitecturalv‘ﬁoms but to be of assistance £o' - the

IZZISNOERU: 30 "Alexandra ‘“TFownship Community Housing,"
11. A, S ;
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community at.large.?'® In the article he published on this
project, Noers. also addresses the question of making the
public Qwére @f the political problems reigning in the South
African townships, to help them observe social realities in
order to chanéé gl;xam. aut,217

However, as Jamesgon points

architecture can never be of immediate political benefit.
Architects, like other individuals, can be political, but
not their ﬁrch;tacture.

has the

The architectural critic, however,
resyons;bxlity to be

vigi lant.

- 2'67ni5 point ‘can he dsbated. Naero's intentioms, for
example, are not. entirely clear. During a lecture at
Northwards: Johannesbhurg, where he presented this project,
he acknowleded'that he did recsive renuneration for his work
o it. Furthérmore, the publicity he receives from this type
of work has meant, & lot to his architectural practice and
academic standing.

217szsow, F. "Arehitscture and the

Critique of
Tdeoldgy," | 55. .
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% . o .
The' end of a;x-t has been am:ounved"at"feg“lar intervals

« .
At the lustorwal vomeRt s yher aesthﬁh s achieves its
greatest possible hexghjx brsadth, ankifigor of form,
great “art -comes an end. The chievement of
aesthetics derives its greatnesa fiom the fact that it
recdgnizesgand gives td the end of great art

is related to the

Ll . "
tan ‘concep of art, as discussed in

-chaptér 5.2, page 57, a“nd as will be - explained below. As
% >

adorio lextrapolates from Hegel {he thought that the
!nh;te aspect/of art, 'its nod-identity with the
d:.mpgsxon ©of 1life ‘apd. death- as content,  “might
précisely be art’s mortality” ;" so that, from Aadorno‘s

modérnist point of wview, "The revolt of art which
programmat{ cally defined ftsalf 4n terms nf a new
gtance towards the objective; -historical rid has

betonme s revolt. against art" such that "Aesthetics
today xszgawerless to avertyits becoming a necrologue

of art N
210EwiaN, . M, "Bavising Modernism; Representing
Postmodernism: ‘Critical Dissourses of the Visual Arts." Ia

L. Appignanesi;, ICA Doguments 4: Postmodernxsm. London:

ica
Institute of Contempdrary Arts, 1986, p
21%4B1DEGGER, M. “The Will to Power as Art." In

Nistsche, Vol .1, London: RKP, 1981, p: 84. Quoted from
1bid., p., 22,7 B i

#pia,, p.. 32. Quotations from T. W. Adorno.
g Vi g ., {Footnéte Continued)
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From these two quotations it emerges that the perceived "end
of art" is: a modernist critical respanse related t;: the way
in whieh modernist art had developed, resulting in
iinimalism with its severely reduced forms, for example.
Adat‘no believes that it is art's refusal to act socially and
its insistence on its autonomous status that leads to its
reaching a dead end. Tne development of modernist art had
reached a cul-de—sac: it could not be reduced any further
formaliy, and the public saw art as of uo conseduenc.
Postmodernism can be seen as an attempt to break this
deadlock, by reintroducing content and social meaning back

inte art and architecture.

Lyotard divides the history of the philosophy of art
into three stages.?Z! The first, up to the end of the
seventeenth century, which he calls the classical approach,
believed that art and architecture could be produced
aceording to ruleg. The proportion systsme of Renaissance

architects like Alberti can ke used as an example.

From the end of the 17th century until now, & new

approach, called aesthetics, was developed by critics such

(Footnote Continued)
Besthetic Theory. London: RKP, 1984 (first published in
German in 1570}, p. 5.

2201 3cOUR-LABAKTEE, P. . "On the  Sublime." Ia L.
Appignanesi. ICA ism, p. 9
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as Baumgarten, Burke.and Kant. Their main preoccupation was
with the question of the sublime, which made a conception of
artworks without rules npecessary. They dealt with art. and
architecture in terms of criteria such as tasts and genius,

Kant’s formulation. of tke ic as the 1ly

subjestive reaim of the judgement of tasts, indicated the
freedom of the individual artist, architect or eritic to be
autonomous from social comcerns, In terms of his belief in
the autonomy of the individual artist Greenberg could be
named as an art critic that follewed this approach. A&s
Hauser notes, this modernist approach fell into disreputs,
mainly because the public felt alienated by the art and

222 g,

architectuve that they could not understand.
geametrically pure form of the Ponte City Apartments (figure
4) is an example of architecture that has developed to be so

abstract that the 'end of architecture' was pronounced and

the demand aross, as discugsed in the previous section, that

architecture should engage in a social function.

Today, in Lyotard's third period and after the 'end of
art', ecriteria such as genjus and taste have become
irrelevant. It can, for instance, be inappropriate to judge
a project such as Noero's Alexandra Townshi'g Community
Housing, as disgussed above, in terms of beauty, taste or

222pp1SER, A. The Sociolosy of Agt. Trams. X.
Northeott. La‘ndoA “Rautledge and Kegal Paul, 1982, p. 667. .
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the azchitect's geniu% bedauss  the znten“zorm of the

project were of a Eunctifil natux-e. "he questwh of art bas

not ended, hu€

indieates the and

e, sh&ilz continue, bm‘_

in.a changed form

f
223gaussR,




6.4. Death of the Author

The ndtion of the death of - th: author has originated
with the post-structuralists,??% and .is related to the
renewed concern’ with ‘the content and ‘sorial aspects of
architecture, as well as with the interest in the
appropriation of clder styles that has marked postmodernism.
The term wds adopted from Roland Barthes' essay "The Death
of the Author”.??® Other sources of the concept are the

texts of Lacan, Althuser, Foucault and Derrida.??®

Barthes believes that the author is 'a modern figure,
created by modern society. In traditional sociekies, the
responsibility for narrations was never that of the
individual, but of a mediator, for example the shaman. His

performance was not appreciated for its ‘genius'. but for

2240y, post-structuralists are French pailosophers,
inciuding Foucault, Jacques Derrida, Roland Barthes, Lacan,
Althuser and Lyotard, who have forced questions of moral and
political interest back onto the agenda, that had been
evaded in structuralist philosophy. They will be discussed
in more detail in chapter 8.

2253aRTHES, ROLAND. "The Death 6f the Author." In
Image-Music~-Text. Trans. Stephan Heath. New York: The
Noonday Press, 1977, p. 142-148. i

. 226NEWMAH M. “Revising Modernism, Represantmg
Postmodernism: Crxt)cal Discourses of .the Visual Arts. in
L. Appignanési, ICA I 4: P ism, p. 39.
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its cultic function.??” In wmodérn societies, however, much
ihpnrtance is attached to the person of the author: literary
criticism, for example, is centered around the authoer and
his or"ﬁher life, taste and passions. The explanation for the
wurk is sought in the person who has produced it. As an
example in architecture, muck importance has been attached
to”t:he‘ fact that Frank Lloyd Wright had played with Froebel
bla::ks, id his youth, for the development of his architecture
in later 1ife.??® But Barthes believes that the view of art
history as the history of ‘the artist and the influences on
hin or her has been an obstacle ve the proper understanding
and apalysis of art. The prestiye attached to the inaividual
artist as - creator is a result of modern positivism, the
pitimacy of which is waning at present, as was shown in

chapter three.

Writers who have attempted to loosen the "sway of the

Author", according to Barthes, were Mallarmé, Proust and the

9

Surrealists' experiments with autouatic writing.22” Barthes

227BaRTHES, ROLAND. "The Death of the Author,” p. 142.

2285pNcRs, C. Modern lMovements in Architecture. Great
Britain: Penguin Beoks, 1977, p. 125,

2297he Surrealist text IThe Masnetic Fields (1922) by
André Breton. and Philippe Soupault is discussed in P.
Waldberg. Surrealism. London: Thames-and Hudson, 1878, p.
14, It was written "at the dictation of the unconscicus” and
it was impossible to distinguish which author wrote what.
They were . indifferent to the individual work of prose,
signed by an individual author.
.
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sees ths text  as not being the signification of a . single

meanmq, whu:h the authur has intended, but 'as

% multi-dimensional _space in which a varuty sof

writings, none of them original, blend and clash. The
,text is 'a- tissue’ of quotations drdwn form _the
innumerable centres of culture ... the writer can énly
imitate a gesture: that' is always anterior, never
origindl. His only power is to mix writings, to counter
the ofies with' the °th°r§30‘n such a way as never. to
rest on any one of them. .

- : o y :
Thus. Barthes touches on-two issues, which zre important for

‘a- study. of  postmodernism. The one is ths diminishing

importance of the.authbr, and the other is the refusal of
originalityi- o appropriation and .simulation, to which
chapter seven  will be dedicated. The - author becomes a
'scriptor‘, accorqu to  Barthes, . who dges net express
pasgions, hupeurs, feslings, or “impressisns,, but mevely
imitalis the arf of ‘the past. . .A typical. example of - this
attitude is’ the Kippies Bar at the'- Market Theatre in

: 5 ; .
Johannesbiirg. {figure 14) by Meyer Pienaar and Partners.. Inc.

This puilding is ad exact repiica of the old ablution' Hloek

béhind the Narket ‘Theatre (figure 15). Following Barthes"
critical sodel, it can be said that by so -dramatically
refusing authorship of the building, the architects reonfirm
Barthes' thesis i:‘nat the individual architect is becoming
less important, &nd that the building develops as a tissue
of quotations drawn from the past. This abstract structure

of appropriationy . and refusal of authorship bscome the

2303ARTHES, R, "The Death of the Author,” p. 145,
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content of this architecture, with no meaning underneath it.

Barthes means that the new rdole of criticism is to follow

and diseéntangls this structure, but that thers is no meaning

.other than this self-referential ome to architecture to

deci ph%r’.

Figure:14: MEYER PIENAAR AND PARTNERS INC. Kippies Bar at
the Market Theatre in Johaunnesburg, 1987.

ol » : ;




Figure 15: 014 ablution block at the Market Theatre,
Johannesbury.

Of course the situation is much more complicated than
made out al;b‘.:"e. The architects remain important: the réle of
the architect may be growing into something approaching the
status of 'a pop-star. The building is alsc not si\?lply a
quotatxon oi the old ablution hlock, but can be seen as an
at(:empt a.t the conservation of the old building, The
questxon remains, however, why nothing is ?:sinq done to

zestore the .0ld building, which is still dilapidated and

gnutilized (figure ‘F).,
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&,
Barthes advocates that the modernist emphasis on the .
author was unfounded, and that the real value of a work lies [
in the bsholder: "‘
A text is made of multiple writings, drawn from many i
' cultures and entering into mutual relationships of
B dialogue, parody, contestation, but there is one place
where this multiplicity is focussed and that place is
the reader, not, as was hitherto said, the auther ... -
< text's unity 1iles not in its origin but in its a4
: destination .., The,birth of the reads: must he at the L
cost of the Autho—. g
“ b
An architectural work should be seen as a dialogue between B
® the architect and the observer. Because the viewer does not i
. .| know exactly what the intentions of the architect were, bkis ,,
B or her interpretation will be provisional and specific to g
. his or her background and personal circumstances. Wolff
N ) shows how the meaning that the artist has intended will not B
: always be the same as that which is perceived by the o)
onlooker.?3? Architecture is related in a systematic way to 7

i the social and economic structures in which an architect b
operates. The ideas, beliefs, attitudes and values expressed
in buildings are always ideological. The perspective of the
individual architect is not only biographically constructed, N ¥
but is also his or her personal mediation of the group =
consciousness. Even if ideclogy is not directly reflected in

architecture, the building is always mediated by an

2515ARTHES, R. "The Death of .the Author," p. 148.

232401FF, JANET. The Secial Production of Art. London:
The Macmillan Press, 1981,.p.-118.. i -
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aesthetic code counsisting of styles and conventions that
determines how buildings in that region might look. Even if
he or she is not conscious of it, the architect is

restrained by the existing rules of form and representation.

From the viewpoint of the observer, it is impossible to
determine a fixed meaning for a building. Wolff calls texts,
which can include architecture, polysemic, which means that
it provide; the opportunity for mulciple readings by
aifferent viewers.233 Samuel Pauw's intention with the HSRC
Buil g in Pretoria was that it should express & humane
corporeity, for example by having a definite front and back,
erown and -base, to respond to the way in which people

perceive builaings.?3% The classicism of the building is an

at the r ion of this idea. However, it is
likely that the observer will feel dominated Ly this
building, with itz heavy, imposing architecture, instead of
feeling reassured by the human touches that the architect
has intended. Not only has the classical language used by
the architect autheritarian connotations, but the building
is situated opposite the police headquarters building in
Pretoria, which is itself the seat of the South African

government. As can be seen in figure 16, the huilding oftern

23340LFF, J. The Social Production of Art, p. 123.

234pauN, SAMUEL. “Memsgerigtheid in die RGN-Gebou."
Architecture SA, ¥ December 1988, p. 24 - 28.
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acts ds: packdrop: for armoured military vehicles parked
alongside the road. The architect was powerless to do
anythinanaboqt the location of the building, but as Wolff
notes, cultural products contain and express meanings beyond

those imtended by the author.23% When using existing

architectural . codes and conventions, the architect - is

siously r ing ts of ideology encoded in

these. A& secopd reason why cultural products do not reflect
236

.the iptention of the author, according to Wolff, is the
© complicated .way in which individuals are situated in
‘society. Whether he wants it or not, Pauw is working within

% an.oppressive gociety that practices apartheid, and his

buildidqs will be d  in that Wolff vpoints

out that some Marxist theorists believe that architects are
more or.less £ree to engage in cultural politics.z:” But, as
$laves of history, they may merely be acting ouf their

predeternined réles.

The nature of architectural production is collective,

and it is a misrepresentation that the ‘architect’ alone

should be credited for a building, as Wolff observes.?® The

235yoLFF, JANET. The Secial Production of Art, p. 124.
. i127. N




architedt and his or her building are completely dependent
ori the ' existence of the structures and institutions of
architectural practive, imcluding external innoVators. of
style, his or her. teachers, critics, his or her assistants,
professional consultants, contractors, local authorities and
patrons. Architecture is a social act: +this is especially
apparent in community housing projects, such as the one by
the National Building Resesrch Institute in Graaf-Reinet.?®®
The drchitects' contribution is invisible in a project like
this!, when their réle was purely to facilitate upgrading by
the installation of gervices like water and drainage to the
existing Houses, which would gradually be improved by ' the
inhabitants' own initiative. What happens here is what
Barthes advised, that the architect becomes less . prominant
to the advantage of the end users. It is seldom that the
architect will not be recognized at all: an architect like

Jo Noero, who's Al d Township Communii, Teusing has

been discussed above, h‘as such a high wuw-~'.le in .the
architectural world that his projects seldom gu . upnoticed.
But as Wolff notes, Barthes is maybe too radical in his
views: although the réle of the author may have ~been
overenphasized in the past, it still has some relevance in
the discussion and understanding of architscture,24?

2393 discussed in chapter 5.4, pages 72 and 73.
240015, JANET. The'Secial Production of Art, pi 1237
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241, says that the :

. Foucault, in Yhe Order of Things

- nhunanist subject 'man’' is the product of the discourses of a e
particular historical moment, »nd if these discourses were
to disappear, "that man would Be erased, like a face drawn
in sand at the edge of the sed."?%% Ag part of his
questioning of the individual subject, he believes that the
. text is' more- important than the author himself. He !

illustrates  the importance that has traditionally been

accorded to the author, by discussing the impact it would
have if it were to be discovered that the sonnets that are
attributed to ‘Shakespeare were not in fact written by .
bin.?#? This would have greater significance than if 1t were

¢ to be disclosed that Shakespeare was not bora in the house .
' now visited by tourists. Out of this example it emerges that ;
~ the important relationship has been between the author and

the text. But also only to particular ‘artistie' texts: his =,
. letters and shopping lists are regarded as of less
y importance than his sonnets. The peculiarity that we accord
. to the author's naze only applies to certain spheres of our
L culture, for example in what we understand to be art and

architecture. The author or architect is less important in I

24Le0UCAULT, MICHEL. The Order- of Things: An Archeology
of the Human Sciences. (1966) New York: Vintage Books, 1973.

242rv34., p. 387 -

243,
5. 121 -

§5g§ssed‘ in 3. Wolfs, The Soccial Produetion of &ri
123. :
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gpeculative housing aud squatter housing than in large scale

\piblic buildings, for example. The dscisios of whigh work

woul;i be considersd as important in an architect & career,
15 /&eiuminsd by -historical amd cultural factors, which

uhange over time. With the cux‘rent grow’m%) umerest in low
cost-housing and spcially ofiented architecture, it {s to be

expected that the architeutural hwtury of Sauth Africa

"would be seen in & dlffex‘ent hght AT eed, thP pasE only

the mare monumental part of an archite\r;t like Sir: Herbert
P .

Baker's work was discussed. This ss-uartwn stens ‘to be

changmq' now Radford, for example, found xt worth the while
to do research into Baker's mining houses, which were not

considered to be of enough importancé "for historical
244 ;

‘consideration before.

Wolff further comments on the Lact that the author's

name often unites a variety of texts which may reflect a
-great difference of style and approach over time. Revel
Fox‘sr career reflects such a  ange, supposedly determinéd
by fa#hien,.,from the modernist BP Cantré of 1975 in Cape
- 245

Town' te the postmedern classicist Eirst National Bank

; 2445,DF0RD, D, "Baker and ) ng héuses -
¥ initial ‘investigation into this aspecl of his architesture.”

- South African Journal of Cultu Cul\‘:ural and E History, vol. 3,
‘no. 3, July 1989, p.. 257 — 267

7 248youmpnc, 0. éd. "Revel Fox = the Archifdct and his
Work " Axchiteckers SAino| 7, Summer 1979, 3. Z6.
g il
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,Figure 17{"REVEL FOX AND PBRTBLERS\, GALLAG‘{ER ASPOAS ~ POPLAK

SENIOR, HEIER PIENAAR SMITH MOR 7 RHODES<HARRISON FEE! | RS
FALD CHALLIS-ROY, ~First Natiopal Bank City. Johannesburg, i

* construetion atarted” 1989. Fyrspective photagraphed frow @ -
“noticé board on; site. To

“

s . Se 0w T .
Cﬂ:x . fiqure 17y currently heing - -cgnstructed i1 ca ow
Johannesburg Adéording to Wolff's theory, breaking tho -
unifying bond #hich the imprrtancs attached to the Erchitecs

as author 1mp\>ses on his ox her preduction facilitates the

expos = of the crucial differences between his or her

busidings, 46 Fax's style has ch in to
in, the sogial and economical structures in his environment,
whicl have influesced the styles apd corventions expressed

EE%SWOLFF, 3, The'-Bogial Productive of Art. p: 122.




in his architecture, The architect is so constrained by the
existing rules of form and representation, that his or her
identity as author is sacrificed in the pracess of

designing. Bis or her. assistants are catalysts in this

liprocer { very few architectural practices manage to produce

i{ixainés of & donsistent nature bscavse of the changes i

eﬁ\\ir design staff. As Wolff concludes:

\ What is- under attack 1is a concept of ‘author’ as a
"\ deterninate and,,fixed source of artistic works .and
\\their meanings,

Bec’aug\\\a tite afchitect is'wot free as a creative person, it
is a militake to see him or her as an automomous, monalithic
entity.‘ Ynfortunately, for too much attention is still given
to‘the‘arc\\xtect who acts as principal in the offtce, and
the coﬁtrih\}\tion of his or her staff and consultants are
still ® ofteny ignored. This tendency is perpetuated by
architects whb still want the status of designsr, for
@hemse‘ﬁres; ufg\vr for reasons linked to financial factors or

personal-edo.
e

o

i
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6.5. Semiology

-Ag- & - reaction. to the formalism . of - modernist
architecture, postwodernism has been marked by a search for
meaning or content, rather than seeking ideclogical
justification in  programme, function ot structure,
Architects were not.alone in this guest for meaning: by the
ningteen sixties the TFrench sociological movement called
structuralism was studying the theory of signs, or

seniology.

Semiology originated in the studies of Ferdinand de
Saussure of 1955.2%% His theorstical work on the maturs of
language lies behind all modern structuralism in Fraace. It
is based on the study of the nature of the basic unit  of
language, the Llinguistic sign. He ider .ified the two
components ¢. the sign as the signifier and the signified.
in language the sound of the sposen word would be a
sfgnifier and the canception or mental component the

signified,

2483R0ALBENT, 6., R. BUNT AND CHARLES JENCKS. Simns
Symbols and Architecture. Mew York: John Wiley & Sons, 1980,
pe Lo
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Architects found the systematic evaluation of
architecture as a system of signs useful to validate meaning
as a design objective. In 1969 Charles Jencks and George
Baird sdited the book Meaning i Architecture.’?’ Their
intentions were to encourage the study of architecture as &
legitimate subject for semiotic studies and to encourage the
production of an architecture which carries relevant
meaning. In architecture the signifier would ba the building
form by which the sign is made physically manifest. The
signified is the concept, idea or thought that the signifier
or building stands for. The architectural sign is  however
arbitrary in two ways.250 Firstly the signifier is arbitrary
because there is no natural, but only a conventional meaning

for architectural elements. Different building forms can

mean ‘entrance’, for example. The classical pedimented
has been by simple glass doors in many
contemporary buildings, which have come to signify

"entrance®” for many urban dwellers. As soon as a building
form becomes conventional, it is generally understood by the
public, The signified is also arbitrary, becaus’e concepts
differ from one culture to another. For a Western person, >a

hole in a wall will signify a windew. For the Navajo

249;ENCKS, CHARLES and George Baird, eds. Meaning in
Architecture. London: Barrie & Rockliffe, 1959.

2%05TURROCK, J. Structuralisw and Sinve. Oxford: Oxford
University Press, 1979, p. 9.
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. without the intervening barrier of the opening.

Indian, however, such a Kole represents a visuall barrier,

and he would ‘rather walk outside to'view the landscape

251 pyen

" “within a monolithic culture, the same building form can mean

different things to.different peopls. One person may feel
attracted to pitched corrugated . shest metal roofs, hecause
of the associations they have with homeliness and security,
w}xile ‘annth?r‘ pergdn may ‘be averted by the connotations such
roofs have for him of cheapness and poverty. The units of

thé sigpifier and the signified are not meaningful in

themselves 23 essences, but only when seen in a relationship

_of mitually conditioned elements, The sign system is thus

fundamentally arbitrary.

Architects such as - Michael Graves and Charles -Jencks

often waed semiplogical terms . to explain buildings because

8% their dssocration with semiology, for example by

raferring to  the 'semantic’ or 'syntactic’ dimensiops of
architecture.?% Mary McLeod criticizes the semiclogical
approach . for - being too chscure and contrived. The

translation of Tinguistic principles into the language of

’519A1)Auzx VICTOR. . "Vernspular Architecture: What ‘o

_ Learni” Azch ture SR July Vs Anqust 1989, p. 17.

a
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architpeture is a formidable task.- It has been sbov%.n above
how.difficult it was for Samuel Pauw to  design the HSRC .

Building in spch a way that his intestions wm}‘\@ be cledr to ,

253

the - ohserver. McLeod . notes  that contemporary

aréi\itecture's capability to . communicate has .become moke

o
limited than in - bast epochs.” Buildings' .ability to

communicate is dependenton whether, the general public Xnows

the codes that are used. During: the meédieval period it cg\;ld~'

. G s
be 4 that ¥ &) exactly how to interpret a
Gotiuc cathedral, hut Dbecause architectural codes have

fallen into disuse, the same cahnat be sald\far r:on,temporary .

society. Leon Krier, for example, cDmments on the fact = that

architects often fail miserably to. make their huildings

- o

communicate thelr proper. function: H}‘Q‘S shurz‘ Centre ofor T

the Visual Arta®S®.is for example. v ) "‘\&'the hanger” and
Quesiis Cblisge residences, Oxfok’ _Alled “the' car

park®. 256 Geoffroy Broadbent's defefite. _-the semiclogical
A,

See page 127. . ,

253,

254p0sTER ASSOCTATES. Sainsbury® Centre for the Visual
hrts, Unive sity of Fadt hnglia, Norwieh, 1977. Illuatrated
iF Golin Ds ses. High Tech arenit sdon’ Thames and
Hudson, 1988, p. 58 - 61. e

255ms STIRLING. | fthe Flbgeys WONATR.  Stusent
Residente, QuUeen's Coldegs - Oxford University, Oxford,
England, 1966 ~ Tis Tllustrated in  Arthue Draxler.
Tran ions in !godexn A:chltec“ure Londo Secker &
Warburg, 1950 . .

. ZSSPORPHYRIUS DEMETRI. Léon Krjer' Huuses Peuzaces
“Cities. Lundon. Arnhltectural Desiqn, 1984,




approach iz that these complaints are evidence of how
poverty-stricken the intellectual environment has become in

257 Tnis might be true, but few

which architects are working.
architects or others havée the time or the motivation to
reacquaint themselves with "the semiology of traditional
architeeture. Acgording to Hal Foster, the semiological
approach to architecture is an act of bad faith to the
public that it professes to serve.?5® It plays on social
levels, in deciding who will get what: the response to the
signs that are employed is based on a hierarchy of clagss and
education. Jencks, PTor example, bases his definition of
postmodern architecture upon the dual code of meaning: one
which speaks to architects and other specialists interested
in architecture, and another communicating with the public
at large.?"® By pronouncing the social differences along
with the privileges that underlie them, architectural signs

are not the 'democratic signifiers' that they claim to be.

McLeod further comments on the fact that  contemporary
architecture is a pacr competitor against the electronic

media, such as television and computers, as neans of

2575p00 5ENT,. 6,, R. BUNT AND CHARLES JENCKS. Signs
Symhols and architecture, p. 4.

258p05TER, WAL. | “Th» Problem of Pluralism.” Art in
Amevica,”vel. 70, no. 1, %, January 1982, p. 14.

25%9cLEOD, HASY.: "Arehicucture,” p. 26.
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A communication.?6®  Without . even  the technology  to ‘
“ . mechanically reproduce books, the pra-industrial societies ;
i had a nesd for representative artforms and architecture. i
| But, according to Mcleod, with the media as we know them
N today, buildings' communicative réle is at best a momentary ;
o Y communiqué of status or wealth. §<
' }
S
! : 3
]
| .
. E V(A%‘
)
| ;




H 7. ' SIMULATION AND APPROFPRIATION

7.1. Introductien ~ H

2] - Recent times have seen -the collapse of notions like
. originality and newness in architecture. Architects are
often .-adopting - attitudes that take inko account

architectural languagas of the past. In this chapter the

author will try to show that this is not juet'a passing
fashion, but that it is caused by certain cultural changes 8
in the second half of this century. What will be discussed,
for sxample, is the fact that  postmodern architects no

longer have the trust in progress that their modernist e

predecessors had, and this opens up new possibilitiez for
adopting past styles. Other issues that have become

important within this context . are the use of bricolage,

parody and the renewed interest in allegory.

7.2. Originality i
p¥ e
350 One of the nmost important questions of twentieth i
“ century aesthetics has been that of the originality of the G

artwork. The avant-garde's questioning of the institution of
art is typified by Duchamp's ready-mades, for example the

urinal that. he exhibited 'under the title of Fountain ip
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1917.280 ‘Instead of making an original artwork, he chase a

standard factory made ohject and exhikited it as art,

thereby negating his rdéle as creator and artist and

_questioning what could be accepted as art. In the ninetaen T,

. they Mrikish Qew Wave, New York: The Kew Huseum  of

seventies it has become common for artists to appropriats
artworks: Malcolm McLaren, for instance, composed the album

Duck Rock (1983) by making a musical collage of pre-existing E

records. He had no qualms about his acts of appropriation:

All. I can say is - that accusations of plagiarizm don‘t
bother me. As far as I'm concerned it’s all I'm useful
for; but if people don't want me to plagiarize I'1l H
have to stop to work ... I can't sit down and write a
tune. I'm not interested. I can Esﬁnta a tune as good
[sie} as Puccini, so why bother?

Pastmodern architecture is also characterized by the

appropriation of pre-existing styles. Samuel Pauw's HSRC °
Building of 1987 {figure 9) is an example of the Ke)
appropriation of classical building forms in a2 contemporary
building. Christopher Alexander's pattern language
exemplifies a different architectural spproach o  the |
renunciation of originality.2®® His book, A__ Pattern

Language, is a practical manual deseriking how to build

. 28LcAMERON, D. "Art and its Double.” Flash Art, no. .
134, May 1987, p. 58. .

3527ayioR, PAUL, ed. Impresario: Malcolm Melaren and

Ca:vtsmporary Ark, 1988, p. 16.

* 2633LEXANDER, C.,..S. JSHINAWA & M. SILVERSTEIN. &

Pattebn Language, New York: Oxford University Press, 1977.
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using elements tha't are ¢ommonly and traditionally used in
the enviromment. By -oing +this, he made it possible for
virtually anyone ~ to comuxirwel: a decent building, thereby
excluding himself from bBaingithe author of the building. He
negates the impsrtance that the traditional avant-garde has
attached to originasity’®® by firstly using almost
exclusively pre-existing patterns, and secondly by allowing
people to use his - ‘pattern book' ta design their own
byildings. The use of pattern books in architecture was

common ir the past. Andrea Palladio's I Quattro

dell'Architettura (1570) could be seen as an early exampla
of an architectural pattern bock of & sgimilar kind as
Alexander's.25% It also deals with techmiques and materials
and the rules tor their implementation in the correct design
of buildings. The book exerted tremendous afluence over
architecture up %o the ninetesnth century because it
iliustrated a universaliy applicable vocabulary of
architecture that would result in beauty when followed
judiciousiy. It was only since the start of the modern
movement in architecture in the nineteenth century that
architects started to 'reinvent' architecture, disregarding

the past to a greater extent and expressing modsrn

254For a discussion of the ‘ importance of originality
for the avant-garde, see pages 63 to 64.

265pL15D10, ANDREA. The. Four Books of Arshitecture.
¥ew York: Dover Publications, 1965.
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", Mechanical Reproduction™

tedhnoldgy and materials in the forms of buildings. The
*'significance of the work of Alexinder and other architects

s

it a8 ‘Ralph Erskine in his housing at Byker in
uewcasuez“ is their repudiation of the réls of the
qodernisﬂt:a.rehitect &s formgiver. Since about the nineteen
éevénties architects have become willing to relinguish this
;reaie’{in‘ fdoour of one which facilitates building without
prescribing the appearance 'of the end result. This
repPesents a renunciation of the traditional definition of
© the arghitect as the designer of buildings who supervises

the erectisn’thereat.
f :

o

" Walter Benjamin's essay "The Work of Art in the Age of
1267 ¢ 1936 is often used to explain
iy oxlgznal:ty in - art and architecture has become

progressively less important in the twentisth century.268
_ The pechanical reproduction of art was something new in the

time of " Benjamin. He wrote that art first Dbecame

266yaTES,  NICK.  “Co~op  Comsolidatic The
hechitectural Revisw, vol. CEXXVII, no. 1058, Aprii 1985, p.
,- where more examples are mentione

267published in BENJAMIN, WALTER. Illumipations. Great
Britain: FontanafColiins, 1975, p. 219-253.

> 26Bpor eyample:
° CRIMP, DOUGLAS. "On th: Museum's Ruins." In H. Foster.
Postmodern Culture. London: Pluto Press, 1978, p, 51 - 53.
HABERMAS, J. “"Walter Benjamin: Consciousiess-Raising or
Rescuing Critique.® (1972) In Philosyphical-Political
Pr les. Trans. F. &. Lawrence. Cambridge: MIT Press, 1983,

163.
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. thereaftar photography accalerated the prus

repraducﬁl with the: wogdcut. Dnrlnqﬂthe hm;iddle ages the

tschniques of engraving- and cfching were addsd td'sthe
woodeut, but it was only in the beginning of the ninetasnth
centuiry that lithography made it poss,ihl‘e‘\ to

I
everyday publications 269

such as Shortly

new apg\t:

.s of pa"tarxal
reprnduqtion: because iliustrations .na longer had tu be
dr{pp By hand. Benjamin's thesis was that the' reproduction
of artworks by pbotography had. a profound influence on Vti}e

public's view of art. Before photography the experience of

b P
the artwork was on the observer's.presence in time

and’ place. in .front of the original artwork's unique

existenceé, The photographic reprodu:tion, however, allows

the Vi’\wg;‘ to rlook at it in a location remo‘ved from the
orfginal, thereby substituting the copy for the unighe
existence of the original. Thereby the originel artwork
sacrifices ifs spatial temporal

aura®’® of uniqueness is destroyed. Habernas notes that this

individuality and  its

2695ENgANIN, WALTER. “The Work of Art in the Age of
Mechaxs‘cal Reproduction,™ p. 221,

Benjamin explains the "aura" ,,ss follbws' "Expeuenca
of dura thus rests on the of'a ammon
in huwan relationships to ‘the aﬁptmn;hxp hetwenn the
inahimate or natural object and humar beifgs.sThe person who
we look at, or who feels that is being looked at, looks at
us in  turd, To. percéive the .aura of /am cBject.’ meas to
invest it with the capagity to look at #s in turn. (R.
Benjamin. Lllumipations, p- 298. ) 3

illustrate’




& = .
] i s ;
L The' uniquéness of the orig.nal ‘artwork is :
J\ Erom b5 tradition in vhich it in eibedded.2’? Berjanin usl)
i the exAmgle of the statue of Veius, which was an objett .
‘ (}: vereratidn for thé Greeks, but 7&5 seen as an ominous

by the' clerics: of tae Middle 'Ages, For th& Greeks

emphasis'was’on the cult functich of this statueé and it

not necesdarily retognized as a hork of art. It came fo .

“ recognized’ds & work of art only whep the cultic functifin
C ) b ;
1 was regarded as less important ' than'its ‘beauty: this wis ;
y : o b ] \
’wv 3 already the  case when Roman a tists began to copy Gresk h
[ ‘

sculptures. Benjamin started t; develop a theory of the

historical process by which the'wowk of art was emancipatéd
fraom its' cultic "function, a2 theory thet would later e i

elaborated by Habermas.’’? But Benjarin fails to develop his

. theory to its logical consequsices, and blames the uoded
ides of art-for -art's-sake, whe:'e the social function of art

is denied. on the mechanical reyroduction of art.

R AT
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27lgizERuAs, J. TRplter Bea an.v conmxs\xsness—aazsm‘e
or Rescuing Cr;tique," .

1
272Uy samiN, WALTER. “Tme Wbrk ot Art n the Age of
Mechan#ital, Reproductinn,(‘ p. 225. % N
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The mechanical reproduction of artworks .may well have
been a contributing £actor causing the loss of the unique
aura of the artwork. But it seems to be arministic to
suggest that new technologies would cause +the autonomous
status of the modern artwork. The autonomy of modernist art
is best seen as the result of a socio-historical prm:ess“”‘?4
Hakermas develops Benjamin's theory by describing the
deritualization of art.2’5 He argues that the economic,
political and cultural systems have become divorced with the
rise of civil society. Whereas economic, political and
cultural affairs were experienced as a totality in
traditional cultures, they are all handled by specialists in
modern society. The traditional integrated view of the world
was undermined by the logic of industrial production.
Through this process art and architecture were freed from

the context of ritual and hecame more autonomous.

Art, when stripped of its aura by being reproduced
indiscrimi‘nately, moves closer to wmass culture simply
because of its increased availability. What concerns
Habermas in this regard, is that this means that art becomes
more and more commercizlized. Before the FHenaissance,

archite sture was not necessarily seen as art, but it was

274506 pages 53 o 55.

275yaRERMAS, J. "Walter Benjamin: Consciousness—Raising
or Rescuing Critique,® p. 139.
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claser to the reality of everyday life. With the loss of its
cultie value, however, . the emphasis moved. to art and

278, autonomous  from

architecture's commercial value.
practical concerns, the purpose of architecture increasingly
became the personal enjoyment of either the designer or the
viewer., "As autonomous, art is set up for individual
enjoyment; after the loss of its aura it is geared to

reception by the masses."2’’

Douglas Crimp uses Benjamin's essay as a lead to
explain how. the notions of originality, authenticity and
presence have been updermined by the frank . confiscation,
quotation and repetition of already existing images in
contemporary art.2’8 He blames this phenomenon, which is
also felt in postmodern architecture, on the effect of
reproductions in books and magazines. The difference between
various architectural styles gets éroded by their all being
reduced to ‘'colour-plates' that are often superimposed
without regard for period or style. These images are
available for indiscriminate use by contemporary architects.
Modernist architects such as Le Corbusier also referred to

past styles and buildings for inspiration and guidance:

275HABERMAS, 3. "Walter Benjamin: Consciousness-Raising
or Rescuing Critigue," p. 139.

2771p54., p. 132, .
o Y8:p1mp, D. vOn the Mussum's Ruins,” p. 53.
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there have been studies of ‘the correspondences between his

Vills Stein-De Monzie and Pallsdio's Villa Malcontents.?’®

However, Le Corbusier’s house ~only appropriated - certain
‘composititnal principles and proportions. The product ' of
this process is a modernist house with no direct gquotations
of forms that have been used in the Palladio building. It is
not uncommon, on the obther hand, to £ind a new postmodern
building that is indistinguishable from the old buildings
surroundimy 1t. Quinlan Terry, for example, appropriates
historicdl forms, without transforming it in any way, in his
Richmond Riverside Development.?C The project consists of
the renovation of the existing buildings near Richmond
Bridge in London and the erection of new buildings in the
vacant lots between them. As Jonés notes, aven the trained
eye has difficulty distinguishing new from old, The
preservation of the scale of the area and the contribution

that the project make to the city's public spaces,

especially the genercus riverside terrace, are positive ~

features of the project. Horever, Terry had problems dealing
with the services peculiar o modern buildings, for example
housing the air-conditioning equipment and designing the

underground car-park. The interior is modern, making it

279%y801S, MARC. "2 into 1." The hrchitectural Review
vol. CLXXXI, no. 1079, Januvary 1987, p.

280500Es, P. B. “"Richmond Riverside: Sugaring the
Psll.” The hrchifectural Review 'vol. CLAXKIV,. no. 1101,
Navember 1388, p. 87 -
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= cultural phenomenen, . relatsd to. the

incongruous with the external appearance of the buiiding.

nd ,
Méyer Piendar and Partners' Kippies Bar (figure®14) Vh"‘é tisen

‘discussed” aliove as a South African example of a buildlng of

thikitype. This type of historital quotation is entirely
aifferent from thal  employed by ,modegnist.architects, who
would have «considered it as v,,iﬁ)iior‘gl to_blatantly copy other

buildihigs’ fofs. It would be difficult to prove that it. is

«entirely mechanical reproduction's fault that architects mow

feel enfitled to -do this. it siould yather be, seen as a
questionjng of the
moderngst icultire of material progress, as was discussed -in

chapter three. g . e




"culture in post-industrial socie

7.3. Baudrillard

Jean Baudrillard is a sociologist at the University of
Paris and is, according to Gablik, the "seminal theoretician

w28l g

oxrchestrating the whole Post-Modern scenario, seldom

writes about cultural products such as art and architecture,

Most of his texks are prosaic descriptions of bourgeois

v.282 paudrillard’s main

emphasis is ~on the nature of modern sign systems, which
include aesthetical and political considerations and
advertising, He popularized the term 'simulation’ in his
beok Simulations.?®? This term is used to indicate the
domain of reproduction. According to Baudrillard’s theory,
the historical search for truth has progressively separated
teuth from reality. This has happened during several

stages.?®% During the first stage, basic reality was simply

28LGABLIK, S. “The Aesthetics of Duplicity." In A. C.
Papadakis, ed. The _Post-Avant-Garde: Painting in _ the
Eighties. QGreat Britain: Academy Group, 1987, p. 36.

2820AMERON, D. "Art and its Double.” Flash Art, no.
134, May 1987, p. 3.

283BAUDRILIARD, JEAN. Simulatioms. New York: Foreign
Bgents Series, 1983,

2B4yEgUAN, M. “Revising Mcdernism, Representing
Postmodernism: Critical Discourses of the Visual Arts.” In
L. Appignanesi, ed. ICA Docunents 4: Postmodernism. London:
Institute of Coatemporary Arts, 1986, p. 46.

151




?

reflected, for ‘axam'plsj in Feudal Christianity, where ;:he
image, for instance the icon painting, was fixed as real by
the religious system. During the second phase, from the
Renaissance to the nineteenth - century, basic. reality was
magked and perverted.‘ Baudrillard calis the images produced
by these cultures “counterfeit" or false imaqea.zés This is
because these images were no longer bound by ehlig’atian.zae
Whereas Gothic artists were compelled to produce their art
according to crm'vvsnti‘on, Repaissance artists were more free
to do what they wanted to, but they were free only insofar
that they did no longer believe that their art was the only
possible way of working. They were no longer working out of
obligation, but from reason. According to Baudrillard, their
art - and architecture were simulations of the symbolic
obligation under which the -artists of the HMiddle Ages
worked. -They were not ready te declare themselves

independent from the bond of religicus fusction.

The third phase of simulation marked the absence of a
basic reality. Neither God, nor any other professed reality
is expressed, but only the “imminent logie of the

operational principle. 28’ This stage is represented by the

285BAUDRILLARD, JEAN. Simulations, p. 83.
281p1a., p. 86.
7 rmig., pe 950




Capitalist epock of irdustrialization, which is
characterized by the seriality of production, Mass

manufaciured goods are marked by equivalence, rather than

uni . ‘A new ion of signs accompanied the

" Industrisl Revelution:” signs “without the t%tradition of

caste, ones that will never have known any hinding
constristions."?5% The relation between objects is no longer
that of an original to a counterfeit, but that of
indifference and equivalence. "In a series, objects becoms

undefined simulcza one of the other." 8%

The last- stage of Baudrillard's theory involves the
situation wheén there is no relationship left to any reality
whatsoever, when the image becomes its own simulerum. The
situation is, according to Baudrillard, typical of
postmodernism, where productien is  superseded by

simulation,?90

This happens when forms are no longer merely
mechanically repreduced, but when they are conceived in
terms of their very reproducibility. The resultant ohiject is
noe laonger the counterfeit of an original as in  the

Renaissance, or one in a pure series such as ia industrial

manufacturing. Baudrillard calls this condition, where the

288yAUDRILLARD, JEAN. Simul.ifons, p. 96.
289y1a., ¢ 97,
100 and 101.




distinction between xjea;.ity and fiction no longer ¢ exists,
“hyperreality". Hyperreality is a reality that is always
already reproduced, where the real and. the copy.. become
identical ian a world without originals. This is Dest

explained by usiang an architectural example.

Baudrillard uses ‘Benjamin's 3 theory of technological
réproduction as the foundation for his arglm!ent.z91 The
dangers-6f using techmological changes as the cause of
cultural changes ~have already been commented °n292 but
Baudrillard's scheme has  interesting implications for a

stidy of the of archi ural ion seen in

relation to the ‘use of simulation. In primitive
architecture, a tree trunk would be used as a post. As Terry
demonstrates, simple columns like these could have been the
origin of the classical orders of architecture.zga. The
primitive column was a 'real' column, in the sense that it
did- not si}\\ulats anything eslse, but acted as support in its

raw form.

291 B AUDRILLARD, JEAN. Simulations. p. 98.
292500 page 147.

#°STERRY, QUINLAN. ““Canons of Classicism Origins  of
" the Orders." The Architectural Review, vol. CLXXIII, no.
21032, February 1983, p. 2% - 3 .
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in anclent Greek architecture, however, marble columna
were carved in order tq simulate the timber ones from which
they originated. Classical architects were still bound to
the form of _ the original

these

tree  trunks, although by

transforming into marbie counterfeits their

architecture becamg more independent of practical concerns.

Similar to Baudrillard's third phase of simulation,
architectural components were mass produced since the
beginning of the Industrial Revolution. Initially, they

removed simulation a further step Zrom the oriéinal source

by making cast iron buildings to leok like stone ones: some

of these buildings still exist in SoHe in New York. In due

coursé, howsver, the demands of prefabrication cauzsed

building components to become strictly utilitarian, and the

relationship bet building &

¥ d being that
of original to g counterfeif, and became that of one object
being a simulcrum of the next identical one in an indefiait=
series.

In contemporary architecture, it could be argued that

building elements are no lenger dependent on the mnecessity
that it should be mechanically reproducible as a series.
This is

made possible by computer technology. In the

L

h

!




294

& Shanghai Bank by Foster Agsociates for

example, the complete structure was clad in aluminium‘panels
«f bewildering complexity and number of varieties. Using
conventicnal techniques would have meant months of work on
the drawing bouard and repeated re—jiqginq of machines. It
was, however, manufactured by cumputerlzed pressing ana‘
welding machinery that could  easily cage with tha
geomekrical complexities and variations of the cladding ‘made
-
up out of thousands of pieces, moutly of different shapes
and sizes. This freed the designers from the tyranny of
]
standardization. The implications of this are extensjve:
Picture programmable, adaptable machines tﬁrnlinq out
small batches of high technology “ components,
tailor—made for specific buildings in specific | places,
and for specific clients, at economic rates. previoygly
theught £easible only with mass~production methcds
In terms of Baudrillard's theory, the means of productwn of
this building negates any relationship to . reality: the
building components no longsr refer to the original tree
trunk used as example above, nor to the marble simulation
made thereof. Nor are they any longer sinulations 6f other,
identical components in a productios line: .
Here we are in the third-crder simulera; no longer that
of the counterfeit of an original _as in the
first-order, nor that of the pure series as in tHe
second, Here are the models from whick proceed 'all

0 -

294yper, CHRIS. A Bullding for. the Pesific Century,"
The Architectural Bewiew, vol.. CLKKKIX, 070, Aprxl
1586, p. 54 - 61. i

2957444, , p. 60. S o




forms accopding ta the modulation of their
differences.

The question of the real and the copy no longer exists when

dealing with these building components.

Baudriilard’'s book is open to incerpretation: as Ottman
notes, much recent American art has been based on a creative
nisreading of him.2%7 His writings have been ussd to explain
the work of artists such as Sherrie Levine. Her acts of
simulation consist of, £or example, rephotographing the
photographs by Rdward Westur of his young son Neil, and
exhibiting them as her own.??® These acts of theft have
become comms~ in various foras of art, for example in the
work of Richard Prince, Jeff Xoons and Heim Steinbach, whe
either rephotograph other people's work, or sinply ‘use
found, or bought objects in what approaches the Dada
attitude of Duchamp.2%? To validate this kind of work, the
following description of hyperrealism by Baudriliard could
be quoted: it is

the minute dupiication of the real, preferably on the
basgis of another reproductive medium - advertising,

296 AUDRILLARD, JEAN. Simulations, p. 100.

2979rTMaAN, K. "True Pictures.” Flash Art, no. 132,
February / March 1987, p. 9C.

298yRaUSS, ROSALIND. "The Originality  of  the
Avant-Garde." 1In B, Hallis, ed. Art After Modernism:

Rethinking Representation. New York: The New HMuseum of
Contemporary Art, 1984, p. 27.

29952¢ page 593
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/# - phota, -etc. From mediti to medium the real Is
© .volatized; it becoiiés an allegory of death, but it is
" reinforced by its very destruction; it hecomas the real
for the rea}, fétish of - the lost object * no lénger
i object of representation, but ecg&gsy 2f deneqatum and
: of its own rituzls extermination.

"Ba,’udrillard‘s hoak dues not deal specifically wif;h art; and
it is very rare that he 1llus\‘rates his a.rguments referring
to azt, and architecture. Eut his texts suggest _vays ' of

gl

representmq acmtemporary culture, which is domxnated by the

3 medla and information based ac‘:w:tieﬂ, in art. Photoqraphy

tspecially has ~ bemefitted from this  approach.’ In
arcixiﬁepture this type of ’reproducticn can also be shown to
have taken place. As Baudrillard notes, the duplication
should preferably not be of the real, but on the basis of
lsomething that is already reproduced. It has become common
éor architsets to app-opriate “elements from photographs of
distant, and often historical buildings. - Architecture
sertainly approaches the hyperzeal, when architects quote
well koown architects' work, which is in  itself already

quoted from historical sources. A case in point has- already

been dfe d, namely Squire's Loft restaurant by Cooper
Mess-arls & Louw (figure 1). This building is a collage of
elements uged by the well known American architect Michael
Graves, whose buildings the architects must have seen in the

architectural press. Graves himself bases his designs. on

e
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historical models: he thinks that it is crucial that
architects
re—éstablish the thematic associations invented by our
culture in order +¢e¢ fully allow %he culture of
axchiteg:ture to rapregﬁ&t the mythic and ritual
aspirations of society. .
For Baudrillard, this type of representation for its
oun sake signals the end of the old illusions of bilief and
of spatial and psychological perspective and depth. The real
as become an empty myth.2°2 This restaurant corresponds to
his definition of hyperreality. which 1is not what can be
reproduced, but that which is always already reproduced.> 'l
This is in contrast with the past, where aesthetic pleasure
was found in discovering the "naturxzl" in the artificial or

the counterfeit, for example by recognizing  the

representation of a fase in a painting.

Baudrillard notes that the arts and wmass culture are

. being merged in contemporary society. "Today., when the veal

and the imaginary are confused in the same operational

totality, the aesthetic fascination is everywhere." 0% oOur

3C1yichael Graves quoted from K. V. Wheeler, P. Arnell
and E, Bickford, eds. Michae, Graves: Buildings and Projects
1966 - 1981. New York: Rizzoll, 1982, p. 13.
30253UDRILIARD, J. Simulations, p. 142:
303thid,, vp. 146,
3%41pia., pr 150.
i - 159




lives have become aestheticized, especially by the mass
media and advertising, all produced by artists. Art and
preduction have become zesthetically interchangeable.

Art is everywhere, since artifice is at the very heart
of reality, And so art is dead, not only because its
critical transcendence is gone, but because reality
itself, entirely impregnated by an aesthetic which is
inseparable from its own structure, has been confused
with its own language. Reality no logger has the time
to take on the appearance of reality.

Gablik has warned that art had to remain independent
from the concerns of everyday life, in order to be able to
adopt a critical stance towards society. °° Baudrillard
senses that contemporary art and architecture have become
absorbed by. commercial life and as such have lost their
autonomy and their critical stance towards the political and

economic statys quo.%°7 This is reflected by the perception

of architecture in terms of its "exchange value” or its
investment value, a theme that emerges repeatedly in this

dissertation.

305AUDRILLARD, JEAN. Simuylations, p. 151.

398GABLIK, S. "Art on the Capitalist Faultline." Art in
America, March 1980, p. 12.

3075ee for example Jean Baudrillard, "The Ecitasy of
Communication.” Tu H. Foster, ed. Postmodern Culevure, bp.
129, where he discusses architectural "super-chbjects” such
as Beauborg and the Forum des Halles, - but without
iliustrating exactly what features he regards as the
"demonstration of the opsration of culture, commodities,
mass movement and social flux,
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7.4. The Decay of Confidence in the Idea of
Preogress.

This chapter will develop the argument started in
chapter three, especially or page 16 to 21, about the waning
of the confidence in progress that is currently being
experienced in many cultural f£ields. Postmoderaism is based
upon the perception of the existence of a mouern era that
dates from the Enlightenment of the seventeenth century and
has now run its course. Since this "Age of Reason" it was
thought ¢ertain that progress 'in the arts, technology,
liberty and knowledge would be to the benefit of all. As was
38 and  the

discussad in the chapters on modernism’
avam:—g-e\rv:le:w9 modernist architecture was based on this
belief in progress and the use of new technologies. However,
as Lyotard points out, there has lately been a demise of the
confidence traditionally placed in progress: progress
continues to take place without leading to the modern
movement's dreams . of the emancipation from poverty,
’dﬂspatism and ignorance. Lyotard thinks a major aspect of

the failure of the modern project is that mankind is still

3%8¢hapter 5.2, page 49.
309Chapter 5.3, page 63.
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divided into the advaneed and conplex Western World onm the
one hand and the Third World which.is struggling to survive
on the other hand. He ériticizes the failure of the Westerh
World to alleviate the suffering in tbe underdeveloped
countries as ful’aws;

- The developme\iﬁaf ééchnu-sciences, has become a means

of increasing ease, not of fighting it. We can 'no
longer o]} this dsvelopment by the old name of
progress, AN

Modernist architecti\believed that they would be able ,~
to produce a heﬁtar‘e‘em&r*ﬁrcnment using functional and
technical parameters such as‘efficiency and sconomy. By the
nineteen 'fifties, after -the trugediss of the second world
war, these goals were seen as having failed. Mary Melead
mentions the social problems that were created by mass
sucial Wousing as an ‘sxample of the deficlency of the
nodernist project.3l? Oliva shares this view of the collapse
of the idea' of progress inherent in the modernist movement
being caused by the situation of catastrophe peculiar to our

time. 32 N

3%0LYOTARD, JEAN-FRANCOTS.. "Defining the Postmodern.®
Applgnanesi, ed. _ICA Doguments  4: Postmodernism,
Inpndnn‘ Institute of Contzu‘\i orary Arts, 1986, p. €.

SLiyeizon, WARY. "Axchitecture. In §. Trachenbery. The
-Postmoderty Moment A Handbdok of Contémgoka;z Innovation
the Arts. London: od Press, 1955, b. 30. ewation 8.

312500 nages 86 tdu90.




" windows Wi,j;h cottage frames and tiled pitched roof ~(figure

= The loss of confiderve in a’ bettex fiture, linked to

the percei’vad\\ failure of modernist drchitectire, are

reflected iy the apprcpriat;cn of histoncal styles in
pcstmodern g;rchitech.re. If progress is no longer held to be

an asset thHen thers are no longer any moral dilemmas in H

‘using styles of the past, Compared to the Standard Bank B H

Cantre,_‘thh its confident, unadorned expression of P

structurs (iagure 33, the Reeva Forman Building in B

Johanneshurg “looks retrogtessxvs with its cornices, = arched

18). In thig huxldmg structural elarity is not considered

important: everything is ‘simply plastered. -The materials

used,‘ aré m:t expressxve of our times being the most advanced

tem@olo@icalLy. That is, not to say that all contemporary

buildings adapt- this reactionary attitude: 11 Diagonal
Streat,(figure . 8) is an example of the - converse. But as

discussad op pages 88.to 90, the building in Diagonal Street

is also not necesaarilf new in its conception; but:éould ke

seen as a refinement of the technologies and fc‘"ms developed

during the ,.flrsi: half of this century.

Lyotard's views on the bankruptey” of modernism has bean :
contested bv Haberma~. The central preoccupation in their
debateihas been the
. question w‘heth‘er we are currently experiencing the

» £inal-exhaustion 0f the project of the Enlighteament,
or whether -our present discontents and disillusionments

183




Figure 18: LOUIS KAROL ARCHITECTS.
Johanneshurg, 1989,
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stem from the fact that this prejecglgas only been
one~sidedly and inadequately realized.

Bs was discussed in chapter three’'* Habermas thinks that
the modernist project of Enlightenmeat has not been fully
realized and he remains committed to this project. It might
be that the particular model of Utopia that modernism wished
to fulfill is outdated but not invalid, and that it has to
be updated to fulfill the needs of contemporary and
post-industrial society. There are authors who agree with
Habermas on thiz point, for example Zurbrugy, who laments
the fact that technological advancements in art, which
testify of the potential of new techniques and materials,
are ignored by critics.?'® An example of technological
advancements in recent architecture has been discussed
above, 31 namely the production methods employed in . the
construction of the Hongkong and Shangzi Bank, using

computerized manufacturing technigues.

33pews, . “From Post-Structuralisn to Postmodernity ”
Ica Pos

In L. Appananes:, ed.
London: Institute of Contemporary Arts, 1985 p. 14.

314Page 22 ta 27.

3157yRBRUGE, - NICHOLAS. "Postmodernity,  Métaphore
manquée, and the Myth of the Tr garde.” | Li
wel, 31, no. 1, 1988, p. 66. E—

316pages 155 to 157.
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7.5. Bricolage

Bricolage in architecturs is the combisation of
fragments of quntations from other buildings ipto a design,
something that has become common in  contemporary
architecture, as illustrated above.3’ The term was 1ifted
from Lévi-Strauss’ The Savage Mind.’'® The concept of

bricolage is useful in the discussion of postmodern art,3?

although Lévi-Strauss’ text was not concerned with
postmodernism at "all, but with the difference between
mythical and scientific thought. He used the bricoleur as an
example of a mythical thinker and the engineer as an example
of a scientifi: thinker. A bricoleur is a sort of

professional do-it-yourself person who makes do with

¥7For exanple Squire's Loft, figure 1, as discussed on
page 31, and the HSRC Building, figure 3, discussed on page
90.

318.4y1-STRAUSS, CLAUDE, The Savage Mind. = London:
Weidenfeld and Nicholson, 1972, p. 16-22.

31‘Sse, for example

NEWMAN, M. "Revising Hodernism, Representmq
Postmodernism: Critical Discourses of tha Visual Axts
L. Appignanesi. ICA Doguments 4: Postmodernism, p. 45.

ULMER, GREGORY L, "The Oh t of Post-Criticism." In H.
Foster. Postmodern Culture,

ROWE, COLIN & FRED KOETTER Cnllage City. London: MIT
Press, 19BB p. 102 105, which advocates a nore
multivalent view of- c)ty&furm rather than the grand utopian
visions of "total planning” and "total design.”
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wiatever is at hand when  constructing or repairing
something. In contrast with the engineer, who designs new
tools for each job, the tools and materials of the bricoleur
bear no relation to the current job, but are the result of
all previous projects that he had worked on. In the same way
the postmodern architect turns back to an already existing
setl of tools and materials when he or she designs. He or she
engages in a dialogue with all the heterogenecus ideas and
memories in the 'treasury' of his or her rind to discover
what each of them could ‘'signify' and so contribute to the
impending design, which will differ from the original
sources only in the disposition of its parts.>2° The design
is limited by the references available to the postmodern
architect: the possible Qesign combinations are restricted
because they are drawn from an sesthetic language, which is
limited: This is in contrast with the engineer, or modernist
architect, who could question the universal sciences for
solutions, free from cultural and social restraints. The
modernist architect sought to make his or her way out of the
constraints imposed by a part’ ular state of civilization in
order tc go beyond it. Postmodern architeckture, on the other
hand, tends to remain within the constraints of civilization

by incliaation or out of necsssity.

s - 320p4yy: STRAUSS, CLAUDE. The Sivage Mind, p. 18.
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Lévi-Strauss notes that the qualitieg that are claimed
to be peculiarly scientific by scientific thought (of which
modernist architecture forms part of) were those that formed
na part of tiving experience. Characteristic of mythical
thought (and@ postmodern architecture) is that it seeks the
i;zchporation of a certain amowit of human culture into

reality.3?! Mythical thought is "imprisoned in the events

and experiences which it never tires of ordering and

reordering in its search to £ind them a meaning."322

relates n bricolage to the

Fredric T
architect's loss of confidence in his or her ability to
design anything original.323 With the loss of  the
high-modernist idealogy of style and the belief in the
inevitability of the appearance of mass produced buildings,

architects had nowhere to turn but to the past and stylistic

play.

3215,2v1-STRAUSS, CLAUDE. Z}_zg Savage Mind, p. 20 - 22.

R2rhia., 5. 22,

32373MpsoN, FREDRIC. "Porthodernism, or the Cultural
146,

Logic Uf Late  Capitalism.® New Left Review, no.
July-August 1984, p. 64. ’
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7.6. Allegary

modernist art eritics, who faveured. ‘the forma:. elemen(\

revalustisn of allegory revives “discursﬁeﬂness, textug

and arbitrariness of meaning. It is this discursive naturs

of art and architecture, whereby cultural _prof
T

of meaning, that 1is important in the, adsbndtie theory - of
aliegory. An example of an architectural allei]nr?. according

<hick stands

to Owens, is the ruin, for "hlstoky as an
irreversible process of dlssolutlnn and decay, a: pruqreSsufe
aistancing frow origin. 2% 7 ; “

“ o,

Owens narrates how allegory has been condemned as

assthetic aberration "for mearly two centuries’’f ani for
being an outmoded device enly of historical imterest. The
negative associations of allegory in art weré based on -the
allegory to history

connection  of painting  that

3240WENS, CRAIG. "The Aueqoncal Impulse: Toward &
Theory of Postmodernisn.” In B, Wallis, ed. After

Modernism: Rethinkihe Representation. New York: The New
Museum of Contemporary Art, 1584, p. 203235, . "

3281p1a., p. 208, s f e
s | ¢ . .
32%1nig., p. 2084 WL .
e | !
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{ 169 S .
BT . . .
‘ ; 5 \& ’ . o ‘; ® L




]

traditivnally represented images of the present in tecms of
the classical past. Bllegory is beneficial, however, in
rescusing historical styles from Qisappearing. According to

Owens, allegory functions in the gap between the present and

_a fast disappearing past.327 Postmodern architects attempt

to heal this rift between the present and the past by
appropriating styles from the past. 28
Allegorical imagery .is  appropriated imagery; the
allegorist does not invent images but confiscates them.

He lays claim tog,the culturally significant, poses as
its interpreter.

The original meaning of the appropriated bailding is however
not rastoered: ancther meaning rather replaces it: Owens
conceives of allsgory as a replacement, taking the place of
an earlidr meaning. It could be argued that the Reeva Forman
Buildine (figure 18) 1is an appropriation of an Italian

Renaissance palazzo. Renaissance palazzo's were, however,

residential buildings housing the nobility, and Forman's
building is an office building. Besides its function, there
are a myriad of differences betwesn the modern building and
its source in terms of social and historical differences and
their dissimilar settings in the city. The original palazzo

was eitber located in the countryside or cheek by jowl with

3270WENS, CRAIG. "The Allegorical Impulse: Toward a
Theory of Postmodernism,” p. 203.

3281514, p. 204.
329%pid., p. 205.




ag is more like a

other urban buildings. The For
detached suburban house: it is c¢lear that this building

differs fundamentally from its source of quotation.

Owens' postmodern view is that allegory is an essential
part of the meaning of any building. This is in contrast
with medernist aesthetic theory which distinguished between
the artwork as the product of aesthetic intuition, and
allegery as sesthetic convention.3?® Allegorical meaning was
seen by modernist art as something that can only be added to
an artwork consciously. In order to preserve the intuitive

character of the work of art, the allegorical was conceived

"of as being a supplement, externally added to another

expression. The modernist or formalist aesthetic theorists'
vehement attacks against allegory  were based on the
possibility of mistaking thsi which they thought was merely
appended to the work of art for the artwork's essence,
Owens' opinion is that it was a fault of modernist aesthetic
theory to ignore the allegorical aspects of art and
architecture, because it is- a possible ingredient of any

cultural product.33?

3300uENS, CRAIG, “The Allegorival Impulse: Toward a
Theory of Postmodernism," p. 4

33pia., p. 2210
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part of the meaning of any huiid}.nq
with medernist aesthetic theory whicl
the artwork as. the product of

allegory as aesthetic convention.

an artwork consciously. In order ko pz‘es rve: t«he m(:u:.tﬂ/e
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expression. THe modernist ar fotmalls ~pasthetid ﬁheorists‘
vehement attacks against allegoryl. were based ‘on - the
possibility of mistaking that which they thought was. )\;erzly
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appended to the work of art for thei‘artwork'ss es

Owens' opinion is that it was a fault:é7 médernist aesthetic

theory to ignore the allegorical” asyects of art and
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: Referring to: Paul de Man>3? Owens distinguishes between
two levels or usages of language: the literal and the
rhetorical or metaphoric. The modernist way of thinking was
that these twe - levels are mutually exclusive, bscavse the

entire schema set up by - one reading can -be underm:.aad or R

deconstructed in terms ¢f the second. According to Owens, i
however, there exist two heasings side by side for a

o building: the literal or. formal eading and the discursive :
A " reading of its centent. Although neither reading can be
) given priority over the other, none can exist without the

& other. ¥

M Lévi-Strauss believed that the engineer or scientific
thinker of modernism was c¢lose to nature because of his or

her abstract way of thinking., The bricoleur, who has ]

“ affinities with the postmodern architect, works by means of
signs, addressing the public, and is thus closer to i

culture.?

33 Owens also detects a shift from nature to ;
culture in postmodernism. “In postmodern art, nature ig b

- treated as wholly donesticated by culture: the 'natural' can

332pp MAN, PAUL. Alledories of Readine. New Haven: Yale

University Prass; ‘1979, Referred to in, OWENS, CRAIG. "The
Allegorical Impulse: Toward a Theory of Postmedernism,® p.
210 .

3331491-STRAUSS, CLAUDE. The Savage Mind. p. 20.




be approached only through ity cultural repressntation." >~

Through the acts of simulation and appropriation, the
content of architecture has becomeé influenced by . the
architecture it motes. By placing the emphasis of
postasodern arcnitecture  on its discursive nature, a more
centra} ©ele is assigned &o > the observer.33% However,
readiny the arckitectural work has become more problematic
than ever bafora: the piecemeél combination of imdges in a
building initially impels reading but alsc eventually blocks
it. An example of this has becn seen in the attempt to
determine what the meaning of Samuel Pauw's HSRC Buildiag
could be.®3% It was seen-that the architect's intentions are
not always perveived corrsctly by the onlooker, because of
external social and political factors beyond the designer's
control. The complications th;t arise in the interpretation
of artworks have been analyzed by Barthes, and will be

discussed below.

33%54ENS, CRAIG. “"The Allegorical Impulse: Toward a
Theery uf Poshmodernxsm," b 223,

3355ee chapter 6.4..Death of the Author (page 126) for

, & discussion of the new,  more active rdle the observer has

t§ play in postmodern art and architecture.

36gor o qiscusiion of the difficulty in judging what
the contenft of this Duilding is, -see pages 137 to 12,
' . i i
. o | i
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Barthes prcposed an allegorical schema with three
levels of meaning, as referred to by 0w=ns.337 The first
level of -meanin¢ is the 1iteral, where the sign is
informational, referential and certain, and when it assumes
the reality of what it denotes. Greenbergian modernism
preferred: to see art in.this way, in terms of the materials
used to maké a painting, Literal architectural criticism

znalyses buildinys purely according to function and form.

° - The second level of meaning, according to Barthes, is
the symbolic ox the  rhetorical. where an obvious meaning
pregents itself quite naturally to the mind. A GCothic
cathedral, for example, is explicit in' its spiritual and
religions intentions' and was understood as such by the

p2wlic for which it was built.

Barthes' third meaning is difficult to formulate: it is
when there is a signifier without a signified, when the
meaning is suspended betwean the image and its description,
when the image doss not represent anything.’>® The function
of the third level of meaning is to expose the image as

3375ARTHES, ROLAND. “The Third Meaning: Research Notes
on Some Eisenstein Stills.” In Image - Music — Text, Trans,
Stephan Heath. New York: The Noonday Press, 1977.  Referred
to in Craid Owens. "The Allegorical Impulse: Toward a Theory
of Postmodernism,” p. 231,

3380yrNs, CRAIG. “The Allegorical Impulse: Toward a
T%:eury of Postmodernism,” p. 231,
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fiction. Communication and -signification is complicated by
the presence of this obtuse third meaning. It depends on the
previous +two jlevels of meaning, the “literal and the
rhetorical, hu!’%hen nevertheless  undoes them. It "exposes
the Iiteral ldvel of ‘the inage to be & fiction, “implicating
it in the web of  substitutions and reversals properly

339 Oyens’ uses the self

charavteristic of the symbolis.
portraits of Cindy Sherman, & well known Ameriecan artist, as
example of _;‘:hi:n; third level of meaning. %" an example of her
work is where  she photographed herself to resemble female
stereotypes, for example in the typical poses and settings
of the cinemaf:ic"culture of the nineteen fifties and sixties
(figure 39). The posed sffect of these pictures prevents the
photograph being read on the iiteral level, for example by
mistaking it for a parfioular human subject caught up in a
human drama. Instead it compels a rhetorical reading, that
of a oritical attitude towards the image of femininity as
projected by ' 'the media. ' Howsver, the perfsction of ~her
impersonations ‘leaves an linrésolved margin of incongruity in

which the image deconstructs critique of the supposed

:xigox:ical Impulse: Toward a
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Figure 19: CINDY - SHERMAN. Untitled, '198Z. Metro Pictures,

New York. Reproduced from a

New York.

o B
innocence of the images of wdman pro:

postcard published by Fotofolio,

sted'by the media. Her

- o - A
images were so painstakingly freconstructed, Ehat it becones
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impossible to distinquish her from her r&le rodels. It was,
however, the intention of her work to make this distinction.
Owens concludes that Sherman found it upavoidable to partake

in the very aetivity she sought to denounce.

Modernist architect: ‘s tent was its & and
self-sufficiency. as was -seen in <chapter $.2. In a2
Nakfonal Bank City
(figure 17) the building obviously refers to styles of the

5

postmodern project such'as . tha

past, However, like the work of Sherman, the reading of the
buildiag is preblematic. The building resembles buildings of
the past, of a type that is often found in the city centre
around éhis building's location. It has a tripartite
vertical division with a heavy rusticated base and a cornice
elemént to terminate the building against the sky. The
corners have been treated as round 'towers', another device
that was often used in the area (figure 20 and 21). The
massing and the proportions of the building, with its small
windows of upright proportion, give the building a

distinctive classical fedling. But the original meaning of

S




Figure 20: STUCKE & BANNISTER. Standard Bank Building, 1907.
33/5 Rarrison Street, Johannesburg.

the historical source cannot be restored, and it is mot the

intention of the architects to do so. Because of the absence

178




of any classical columns and mouidings, the building will
not be mistaken for an historical one from the beginning of
the century by someone who is  architecturaliy informed.
Instead it compels a typological reading as corresponding to
the popular architectural styles promoted by architectural
magazinés. One can nevertheless imagine that an ohserver
might pass by the finished building without noticing that it
is new and contemporary, thinking that it is an old
building. It was however the intention of the architects to

make the distinction between their building and the original

source that they quoted from. In crder to be in fashion and

‘modern’, the designers appropriated. an historical style,
but by not simulating it too ..os.ly, they assured that
their building would not beecome indistinguishable from an
©ld building. The desire of postmodern architects for tlheir
work to be of a contemporary nature is perpetually
frustrated, and the ambition for the néw is constantly
deferred, by the practice of simulation. If the architects
wanted to. adopt a critical stance towards. the popular
architecture published in the pericdicals, the situation is
made even more complex. There is Iittle to distinguish this
bpilding from those of Rob Krier, for example the Ephraim
Palais (figure 22), which was designed to match the

proportions and general composition of the rebuilt part of

G



e 21: T. B. SMITH (London). Consolidated B\nldmg,
1994~6 84/6 Fox Street, Johannesburg.

the palace. It becomes difficult to decide if the building

is an appropriation. of a historical predecessor in

186




H Johannesbury, or if it is a copy of a popular architect's

work., The architects certainly would prefer to see their

building as a response to the built context, rather than in
relation to international architectural trends, in order to
be able te justify their intentions. But exactly in order to °
be responsive to the historical surroundings, they had to :
engage in a style that is huirently very popular
internaticnally. This' situation of indetermination is
typical of postmodernism as seen by Owers, complicating the

activity of reference, and frustrating the yearning for
e s ipy 341

finality. i

According to Newman, postmodern architecture allows
# both the critieal credibility of architects, for example by
justifying the appropriation of styles as designing 'in

context’, and compliclty in fashion  mongering.3%?

Postmodernism does not allow the clear avant~gardism of

radical modernism, and its critical comment is difficuit to
. disentangle from careerism and an opportunist complicity.

Newman sees the weakness of postmodernism as being too great 3

34lo4gNS, CRAIG. "The Allegorical Impulse; Toward a
Theory of Postmodernism,” p. 235.

S42ygwMAN, M. “Revising Modernism, Representing TS
Pos ism:'Critical Di of the Visual Atts." In P
L. Appignanesi. 4: F ism, p. 44. i




Figure 22: ROB KRTER. Ephraim Palals, Lindenstrasse, Berlin,
1979. Published in Rob Krier. Rob_ Krigr on Architecture.
London: Academy Editions, 1982, p. 70.

a degree - of complicity, of Dbeing too commercial in its
practices. This is not true of all contemporary architects,
but looking at western cities, one has to agree with Newman
“that wmaterialism seems to Dbe shaping them to an

ever—increasing degree.
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7.7. Fascination and the Uncanny

Newnman describes the fascination that consumer items
hold for the public.’®® When a person is fascinated by a
consumer item,: he or she does not see what he or she thinks
‘is seen. "Rather it touches him in an immediate proximity;
it seizes him and ceaselessly draws him close, even though
it leaves him absolutely at a distance.">?4 Barthes refers
to the fascination that words hold as bliss or a= the
erotic, and suggests that the word can acquire this quality
employing one of two means:v"buth excessive: if it is
extravagantly repeated, or on the contrary, if it is

- unexpected, .4ucculent in its newness."345 The . bliss that
Barthes is describing is similar to the concept of the
sublime; a feeling of transcending and overpuhering
dimensions, of delight, ecstasy and enchantment. Ising
Barthes® model, architecture can rcause a gensation of

transportation if repeated excessively, almost in the same

343yEWMAN, M. Revising Modernism, - Represent ng
Postmodernigm: Critical’Discourses in  the Visual Arts.” In

Institute of Contemporary Arts, 1986, p. 45.
344pp1d, ] s

34Spanpyds, | ROLAND. The Plessure of _the Text. ‘Trans. .
Millez. andon. Jonathan Cape, 1976, p. 42,

L Appignanési. IC3 pPoguments 4: Postmodernism. London:
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way that obsessxve rhymss éﬂd incantatory musie car create
bliss. Some of . {1 projects of Aldo Rossi fall into this
éaf,eg‘ory, for example his ':nmpetitiox; design for a Student

in. Chieti, taly.”®® Rach module, consisting of a

stﬁ&'ent'n room, °‘is expressed Ly a gabled wall, repeated
incvessantly«glong the sxpansive elevation. Rosei calls the
desigr "non-finite"*4” which gives an. indfcation that his

ention was t/:. create.a feeling of transcendence by the

{edcesgie repetition of forms.

More te the point for the-disgussion of fascination as
it relates to appropriation and simulation, is the bliss

.;;reaeea by the condition of newness: "bliss may come only

! #with the absolutely new, for only the new disturbs (weakens)

- consciousness.">*® The new is a value: our evaluation of the

wdrld depends on the distinction between new and oid. That
which is new is seen as superior to the old. Everything that
"i"s“ repeated becomes old and undesirable.  As was discussed
.beforé, ‘at the end of the seventies it was felt that ~&.hing

new was possible in architecturs.? The architecture of

;' 'popular ' culture is characterized by mass hanalization,

43008tk 7. & T. BICKORD, eds. Aldo Rossx. SBuildunas
and Pro]ects New York: Rizzoli, 1985, p. 154 -

LM . 154,

3“3)&1@:\'@3 ROLAND, The Pleasure of te Text, p. 40;

349See page 85°- 86,
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Liftked to the repetition of styles.’>° The appropriation of
architectural styles of the past can be seen as a desperate

attempt to revive the new in architecture, by " disquising

unfamiliar styles of the past as new ones, in "an attempt to

reproduce in historical ter 3 the bliss repressed beneath

the sterectype."?°! Tnis bliss is aimed at giving pleasure

or at- popularity: given the identity of the transavantgarde

architect as an appropriator of styles and the designer of

cemmodities, Newman notes that desire-arousal is the

ifiterface betweesn appropriation and consuming. It is not the
architectural style's physical form that exerts Lane pressure

¢i the consumer, but the fact that it appears new in its

unfamiliarity and that it is - fashionable. The faseination

that postmodern architecture holds for the public lies in

fashion and the pressure that fashion exerts on the
consumer . These effects do not remain enchanting
indefinitely, because with repetition a style becomes

steresotypical, and a new style has to be appropriated Ffor

the same effect. The illusion of newness is essential to

create this £ eling of bliss, and therefore new styles bhave

to be marketed all the time. 52 The life-span of postmodern

3‘r’DCcu\pare with the discussion of speculative housirg
oft page 33.

¢ 3SIBARTHES, ROLAND. The Pleasure of the Text, p. 41.
352R01and Barthes discusses this phenomenos in Ibi
. 40.




styles is approximately three years, as is confirmed by the
rapid successien of postmodern architectural styles such as

Postmodern Classicism, Rationalism and Deconstruction.

Because - of the use of appropriatien, postmodern
buildings have a strange .feeling of déij2 vu, an uncanny
guality of beir=» " at once strange (new) and familiar. The
best postmodern architects manage to imbue their designs
with a certain opacity which promises a sudden ravelation or
mystical illumination. The £forms employed by them. are
suggestive of meaning, but if an attempt is made to discover
this meaning, it is frustrated, as was shown in the previous

section. 353

This section discussed what many. contemporary
architects refuse to ~acknowledge, namely the way in which
architecture functions economically. This aspect of
architecture should no longer be ignored. In a ecapitalistic
society, commercial architecture is . true reflection of the

values of society and is valuable as such.

o




7.8. Parody |

This last section jof this chapter will discuss parody,

which is another aspept of appropriation "and simulation.
This concept is the subject of discussion in the hooks of
e et Linda Hutcheon, Profedssor of English at the University of
‘Toronto, Ca.nada.asA‘r Her discussion of parody as used in
postmodernism is pgrtitularly useful because she bases her

text on architectuke. To her postmodernism in architecture

seems to refer to a generally agreed upon corpus of works,

more than other disciplines.>>>

Parody is not exclusive to postmodernism: if Jencks is i
Ea to be believed, Le Corbusier's Ronchamp Chapel may be a

parodic reference to praying haris, for example,356

Postmodernist. theory questions the economic  (iate

! capitalist) and ideological {liberal humanist) dominants of

354nis section is based on Linda Hutcheon's A_ Poetice

London: Routledge, 1988,

3881pid., p. 22, -Her discussion of postmodern
architecture is indebted to Charles Jencks and Faole
Portughesi. g

3567ENCKS, CHARLES.
Architecture, p. 49, B

Po.
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357 It aijows both a critical

culture from the inside.
attitude towards 'culture and one of complicity. Parody is
the perfect postmodern .strategy because it paradoxically

both incorporates and challenges: that which it -treats as™ a

parody. It wodks from a position within the world, yet keeps:

its critical distance from i¢.3%8 . -

Both the detachment and invplvehent demanded from the
postmodern architect and observer arve permitted by “parody:
it allows both distance and’ fdentification.

Parody seems to offfr a yyrspective on the present and

the past whichn allows 'the. artist ta speak fo

discourse from within it, but without being totally
recuperated by it.
Hutcheon understands parody as “repefition with eritical
distance", which marks the difference between the ' original
and the simulation, rather thin . theif similaritiss.>®0
Parady is the capltalizatien on the wunigueness of an
historical style and ' the seizuve of its idiosyncrasies to

produce an imitation which mocks the original; but with the

35 se aspecy - Have been discussed. in  .chapter 2.
Post*Industt:al Society which dealt with late capitalism,
and chapter 3. The Negation of the Enlightsament Tradition,
whére the problems conderning modernist and postmoden&ist
ideologies Fave Been examineu.

3583u'rcm:om LTNDR: &Pokics nstk_ucie:nlsg;, o)
- 30, p '
350
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understanding that some ~sympathy for the original - skill
s 361 )
éxists.

i B

In postmodern architécture, a concern for® being T

understood replaces the modetnist concérn. for the purism of ;

- < 7 -2 .
form. Like Jencks, Huteheon is ihteres/\‘:éld in the double B -

362

‘eoding of postmedern architecturs. hccording to this..

theory,” postmoders architecturd is designied to addrkss rthe

uninformed public on the one hand with  its use of popular

i and well known ¥sferences, and the architecturdl comn~acenti

on the-other hand by means of more sophisticated -allusions

to styles of the pask,  Parody of ‘the-classical tradition 2

offers a set of references to architects that are meaningful

té the public, ahd alsé allows architects to incorporate ‘

elements of the history of  architecture into® i

buildings. “In’ this way parody enables architects

re—establish the link between architecture &nd the ‘social

world,.. Hutcheon sees the essence of pestmodernism as- the [

formation and recollection of a generall}: shared and’ kY

collective aesthetic code. The language of architecture has-”
. : i
to be. learned in'detail by-designers befora they can use it > b
effectively 23 a communicative tool. As was dikSussed in = r
. 3 i

351Jmasou FREDRIC.” “Postmodernism * and  Consumér s
Society.” In K. foster.-Fostnodern Culture, p..113. :

S
. . 36%%0r,.a . digoission of Jencks theory of the dounls 2
J o coqu of pnstmcdem arﬁhitecture,x @8 -padeés 74 t 75. ¢ . a




chapter 6.5, problems arise with this theory because the

codes necessary  for the comprehensioi of postmodern
s architecture are :nbt‘ shared by the encoders and decoders: .

nembers of the ‘;’:ublic‘:‘ax:e often not capable qf iﬂterpretinq

the codes used, by architects, and architects themselves LY

often cannot be bdthered to learn this lanquage.

An  important aspect of postmodern architecture, i
ageording to Hutcheon, is the social discourse in which it
partakes. Postmodern archifecture is a response to a demand
fer 'n‘ew architectural forms 'that will reflect a changed
social awateness. This is done through the return to forms i
5 that have |been rejected by the Interpational Style of i
modernism, such as the vernacular and the Zlecorative, as a

responsé to ,local needs and traditions. FPostmodern ke

architect * ‘has returned to histoery and paredy to give

architectt gk its traditional social and historical - |

dimension. Hu’ttheon argues - that parody brings about a
confrontation between. the aesthetic world of art and {
architecture on the one hand and - the pcditicall and
historical dimension on the other.’®3 Parodic references to

the histery of architecture reinstate i1he dialogue with the

past; as will as with -the social and ideological context in

v
Foae S E

3631'1115 renewed int 3 rchitect in
social concernihas been dis?:ussed ln chapt:er 5.4, pégs 69 to




chapter 6.5, prohle_ms.ariae with this theory because the
codes necessary for the comprehension of postmodern
architecture are not shared by the encoders and decoders:
members of the public are often not capable of interpreting
the codes used by architects, and architects themselves

often cannot be bdthered to learn this language.

An  important aspect of postmodern  architecture,

according to Hutcheon, is the social discourse in which it

partakes. archit is a to a demand
for new architectural forms 'that will reflect a changed
social awareness. This is done through the return to forms
that have been rejected by the International Style of
modernism, such as the vernacular and the decorative, as a
response to o needs and traditions. Postmadern
architecture has returned to history and parody to give
architecturs back its traditional social and historical
dimension. Hutcheon . argues - that parody brings about a
confrontation between -the aesthetic world of art and
architecture on the one . hand and the political' and
historical dimenmsion on the other.’5? Parodic references to
the history of architecture reinstate the dialogue with the
past, as well as with the social and ideologica} context in

3531}115 ranewsd \nteresi: of architecture in matters of
i in chapter 5.4, page 69 to

gocial bas. been &




whi¢h architecture is produced, by means of its renewed

concern with the meaning of buildings. Postmodern
architecture wants to work towards a public discourse “that
would overtly eschew modernist aestheticism and hermetisise
and its attendant political self-marginal:sation."3%%
Hutéhieon notes . the strong appeal that Post-Saussurian

365 an important,

semiclogy had for postucdern - architects.
but bften neglected aspect of the Saussurian model is
language as social contact: "everything that is presented
and thus received through language is aiready loaded with
meaning inherent in the conceptual patterns of the speaker's
culture."38% She stresses that architecture is & social art

that engages in the environmeat and in people’s lives.

Hutcheon sees the kitsch in postmodernism, for example
the tacking of classical arches onto otherwise stersotypical
modernist skyscrapers, as an attempt to capitalize on the
(figure 23), far example, it basically a modernist building,

without historically derived decoration. The form of the

3545UTCREON, LINDA. A Poetics of dernism, p. 23.

. 365y, semiologteal approach to  architecture is
djpscussed in ghapter 6.5

386HUPCHEON, LINDA. op. cit.’ p. 25.




gig'ure 23: MLH & PANTNERS. 5 Simmonds Street, Johannesburg,
9839,

building is determined by functional considerations: the
‘colyuns' on the elevation act as vertical air ventilation
ducts, and the fire escape stairs are located in the
vertical masses that relieve the elevations.>S’ However, the
entrance to the building is in the form of a classical
portico, with stylized classical columns and a pediment
crowning it (figure 24). Hutcheon does not regard a building
like this as posbaedern but as a sign of its
commodification, dilukion and debasement. This type of

commersialization of styles is not unigue to postmodernism,

3Tppg huildiag is discusﬁed in detail in Plap
101, January 1989.




Figqure 24: MLH & PARTNERS. 5_Simmonds Street, Johannesburyg,
1929. Detajl of entrance.

but alsc happened to modernist styles, as was visible in
many cffice developments that found the stripped, minimal
forms of the International Style an economical way to build.

The e of p architect is its in

the search for meaning, and for a shared aesthetic code, and
not its, alleged depthless character as trivial kitsch.
Hutcheon does not agree that any recall of the past must, by
definition, be sentimental nostalgia. “Postmodern ironic
recall wof history is neither nostalgia nor aesthetic

cannibaljﬂation"‘ssa Postmedern architecture averts being

Fo

368yyrCHEON, TINDA. A Poekics of P ism, p. 24.
%




‘kitseh by its parodic Bature of involvement and by ifs °
89 oo

. ambiguous and ironic sttituds, example the HSRC »
Building's stylization ‘and distortion of its classicul - B

sources, with the objective to commuinicate with the public

“ using its familiar forms (figure 9). &
: . =
- Lyotard, however, . does not see posimodernism in the —
| same light. - We regards.’ the commodified version of
. appropriated architectiwre as postmodernism proper. He notes
. the increasing distanée and estrangement between the
L

contemporary architect and ‘the end users of the building,
and alleges that parody,.irony and quotation are used .to

cover up this failure of drchitecture. Lyotard accuses

postmodern architecture of 'political quietism’, by which he

i means its apalitical actitude and its posture of “don’t talk ‘
= to me about the addressee of architecture”.>’® Butcheon
. / thinks_ that parody assists .architecture to bedome socially )

more involved, by reinstating the dialogue with the past, as
well as with the social and ideological context in which
architecture is produced, by means of its renewed conesrn .
with the meaning of buildings. But obviously Lyotard does

not agree with her: for him the detachment of - architecture B

3694UTCHEON, LINDA. A Pgetics of Postmodernism, p. 30. 1
wo <
3701y0TARD, . JEAN-FRANCOIS. “Response o  Kenneth L
Erampton." In +“ Appignanesi, ed. ICA_Documents  4: °
Postmodernism. Loadon: Instit\x\te of Contemporary Arts, 1586,
. 30 B S et
N o
b . o et .
. «\\ 2 - 4 e,




is “péStmodern

ffom, social : life architecture's dJominant
feature.
8
Hutchon’s  distinction ( Dbetween  an . authentic
Ciement

pogtmodernism and its commodification is Fimilar to

Greenberg's distinction bet .the unique guality of ‘art

and. the Webasement of kitscli. It is difficult to determirv
"

which postmodern buildings areé sincere in their .intentioss

to re-establish the relationship. between architecture ané
2

the cémmunity,. and which are c&yitélizing oa the style's

popularity. A distinction like!this may also not be in the

spirit’of postmedern aesthetic théory: Rorty for example

points out +Wat +the 'truth' ":)des .not have an. intrinsic

uature, and that it should rather be seen as a matter of

371 To

soeial practice. try to\i distinguish which buildings

are truly postmodsrn, and - which are adulterated versions
thereof, is a very precarious undertaking. Postmodernism is
best ssen as an all inclusive cultural process, rather than

a Eixed stylistic definition, as Hutdheon herself notes.’’ 2

Similar to Lyotard, Fredrig Jameson ‘disputes Hutchson's

conviction that postmederri®n $ibnals

an' identification with

3TlRoRTyY, RICHARD. ."Solidarity .of Objectivity? J.

Rajchman and &, Fest. Post—Ana _ytical Philosophy. Wew York:
Columbia University
372HUTCHEDN Langﬂp 145
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¢ :
the socxah dimension. Jameson - fesls that pastiche is the L i
® B
D typical postmodern device, rather th;t parody..  Parody, ' Lt

LR according,to him, has some sympdthy for' ,Lhe nrigmal source,

wh reas . pastiche, which is also t)”a unlbsnwn of a

: particula_r style;, is neutral in ’w’/ prar:txce ~ef such

minfery:?7 He explains that modernist !eschet,c theory was

il

. ¥inked to the concept of aunique Ielf and
. s

i identity: for example the archicect d& ; unique personality - !

&’ private

that ‘could .create his or her own umque]vers;um 3¢ the worid

if his pr  her own, unique and unmists‘(able style. Jameson

4 . saya that ‘contemporary aesthetic them:)[sts regard “epie kind ;
i

of 1nd1v1dual1sm apd personal identit:] 45 2 4tHing of the

past,?® and because of this it is ob ng%; Alear what the

contemporary architect is supposed fo je.doing: he or she no

longer has a unigue private world or :tyle to sxpress. It is

in this light tha® Jameson sees ‘the incgp;bility of

postmodern architects to invent new st'lest He belisves that

H there are only a limited number of ! ¥ommal “tombinations

possible in architecture, and they haveiail been thought of

already. This is where the réle of pastlche presents itself:

"in a world in which stylistic irmoﬁk\:lcn is “no lonqer

o

373, mwsoav,j! FREDRIC.
Soctsty. TnH. Foster, ed.




Bl vossible, ail that is left ia to imitate dead styles."?’°

b The essential of are "t is the

| failure of the new, and of being imprisohe. . the past.

[ The theory of Linda Hutcheon certainly offers more hope

b for the soclal redemption of architecture than those of

Lyotard and Jameson discussed bere. But it offers a more

restricted view of postmodern architecture, because it does

not iaclude . the more mercantile manifestations of

ke develop a general cultural theory of postmodernism, these
S commercial buildings are important as a reflection of the

economic forces at work in western sociefies.

2% S757AMESON, FREDRIC. " tsm and G
! Society,” p. 115. .

architecture that are common in our ¢ities. If ome wants to




8.  DECONSTRUCTION
8.1. Introduction

The . ohjective of this chapter is to explain the
philosophical background of decanstructivist arehitectural
theory, to . discuss deconstructivist architecture and to
indicate what relationships exist between deconstructive

architecture and postmodern architecture as a whole.

Because deconstructivist architecture developed out of
existentialist and post-structuralist philosophy, a hrief
overview of these theories will be given, followed by &

discussion ~of deconstructivist  architecture itself.

uetivigt archi is represented as a style

falling within the postmodera &poch, sharing some  of
postmodernism's attitudes and resisting others, as will be

shown below.




8.2. Posf-Structuralism

Pogt-Structuralism refers to the philosophical and
intellectual discourses of French- authors such as ~Barthes,
Foucault, Lacan,” Derrida and lyotard®’ ® during the :last
twenty years. Their coatribution to the architectural
discourse has been to demonstrate to architectural srifies
how the study of the structire of language could be used ‘as

a critical method for assthetic theory.

Deconstructivist philosophy should be seen against the
background of the existential phenomenolegy of, for example,

377 mheir theories were

Heidegger, Bartre and Merleau-Ponty.
agains® the distortions caused in philosophy by the trend,
from Descartes onwards, to interpret reality according to

scientific dnd technological models of thought. The

376 hare does not anem to be unanimity in who belongs
to the- grouping of posi-structuralists, and who not. -The
authors discussed here are a selecticn of those labeled as

post-structuralist by J. Rajchman, "Postmodernism in a
Nominalist Frame." Flash Art, no. 137, November - December
1987, p. 45.

377 pcoording to

CROWIHER, PAUL. "Beyond Art & Fhi losophy:
Deconstruction and the Post*Modern Sublime.” In A.

Papadakis, ed. The ism: Deco_ngtx;\;_c_ggnahst

New_ ]
,cies in Art. - Great nntam Acadeny Group, 1968, p.

Ten:
48, a

P'ACFARLAHE JAMES “Jewn-Francois Lyotard on Adami,
Buren . and Ars In K, C. Papadakis, ~ed. Ths New
Modernjsm, p. 7.7. =
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H existentialists asserted the primacy of "being~-in~the—
o world”, weaniny that our Knowledge of the world “is

o conatituted from the totality of our practical, emotional, i
T social and linguistic interactions with it."%78 1n :

o comparison with the scientific rigour - of the conventional
philosophliy which they opposed, the existential philosophers'

texts were idiosyncratic and metaphorical: by introducing an 2

artistic dimension of style inte their work, it enabled them
to fuse the sensuous and the intellectual in a play of

language, to  illustrate the  complexity of  our

1
t

being-in~tre-world.

a.  Barthes ;

Barthes did not set out to develep a theory uf

dedonstruction, but many of his ideas are applicable to the {

deconstructivist discourse, He has Lz2en ianfluenced by

i

Lo Sartrean existentialism in his belief in the freedum of the

individual to change constantly in order o escape
- deterninisn. 79 He is opposed to essentialism, which is the
belief that some ultinate essence exists which does not ’

change and which causes peopl!z to behave within predictable N

ES

| 2] 378CRONTHER, . PAUL. "Beyond Art &  Philosophy: i
Decanstruction and the Post—Modern Sublime,”" p. 48. ;;
B

3796TURROCK, J; Structuralism and Singe. Oxford: Oxford
University Press, 1979/ p. S3.




limits. He pits the fiuidity, or even the anarchy, of
existence against the rigor mortis of essentialism. Barthes
professes a philosophy of disintegration: his philosophy is

pluraiistic ahd centrifugal, which makes it attractive for

aesthetic thinkers of uction and ism.
Barthes'® grievances agzinst modernist aesthetic
criticisn are explained by Sturrock.®® Firstly, Barthes is
concarned because farmalist eziticism is essentially
zhistorical, assuming that the values of an artwork are
timeless and independent of he society in which they were
created. He believes that Literature, which is his main
concern, plays a réle in society and that the réle of the
éritic is to try to grasp the dialectical relationship
between Iiterature and the society that produced it, or
between thé one literary period and the next. This iz 2
copmen attitude in postmodernism, as was showh in chapter

5.4.

In isolating the text from the author, as was shown in
the discussion of the "death of the author" 38! Barthes
respects the ambiguity of the relationship between the

author and what he or she writes. He believes that it is

» .. 3804puRROCK, -J. Structuralisn and Since, p. 55.

"38lgee Thapter 6.4.

N
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possible to analyze a text without psychoanalyzing the

author. 382

- Barthes believes in the ambiguities of lanjquage and in
the coexistence of various meanings in texts. He argues that
the more meanings a text can have, the better, and that neo
meaning should be granted precedence over others. He is also
more concerned about. the system by which wmeaning is
produced, than a‘bout what the text means. This emphasiz on
the process . of 5§gnifi}:atian, rather than on the
significance of the text itself, is typical of
deconstructivist architecture, as will be shown later in the

chapter.

Lagtly, Barthes criticizes modernist ocritics because
they do not believe that criticism is ideclogically
motivated: they want to create the 3llusion that their

values are universal and beyond challenge,’®? Barthes wants

382;1:;5 eritical attitude of Barthes has an ambivalent
relationship with the former point of discussion, namely his
belief in the historical specificity of the text. It is not
only the text that is related to society and the historical
period, but also the author. Janet Wolff, for example, finds
Barthes too radical in this regard: although the réle of the
author may have been cveremghaslzed in the past, he oxr  she
still has some relevance in the discussion and understanding
of his or her work, (J. Wolff. The Social Production of Art,

London: The Macdmillan Press, 1981, p. 123.)

3831pe nodernist notion of the detachment of aesthetic
&1 t from ‘the oI o of everyday life was discussed
on page 56. § S




4 y
to demystify criticism by wsing it as & mears of sccial and
political enlightenment. Again this attitude is typical of

postmodern criticisn. 384

Qne of the - ocoupations of deconstructivist architects

i
X s
that will. be discussed later is ‘their belief that T

architecture is purposelessi This ssems to be in opposition

to the search . for meaning that is exemplified by

postmodernism, as was shown in chapter six. Barthes |is

ol
ot opposed to art as representation of the existing and the use :

i

!

of art £o convey a purposeiand a meaning, This is because

Barthes believes that representing the prevailing view of :
things entrenches the gommon unexamined  assumptions i L
operative in society, thusiallenating.the public from the Lo
) real world in which signs are ambiguous rather than
: intelligible, and where many incompatible views coexist.38S i

This attitude can be seen 4s critical of the way in which @

# belief systems operate in society, rather than the refusal
to evaluate art in terms of content, as was prevalent ian

modernist criticism. . ¥

. S

k 38%5ee chapter; 6.2,

385STURROCK, J. Strweturalish and Sinte, p. ,61.
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b. Foucault

Douglas Crimp - describes the philesephy of Michel
Foucault as the "replacement of those unities of humanist,
historical thought such as tradition, influence,
develugment, evolution, source and origin with concepts such
as discontinuity, rapture, threshold, lim;it and
transformation."*%® Foucault's philosophical ~position is
difficult to determipe: in his perxception of the ;nadness of
all wisdom and the £olly of all knowledge, he is close to

387 Iy the dissourse of the

the nikilism of Nietzsche.
natural sciences, which Foucault resists,. the ‘natural*
always conceals within it the aspect of a 'norm', so that
any 'law' that is derived from a study of the natural can
always be shown to be nothing more that 2 ‘'rule' or a
convention by which to define the ’'normal'. According to
White, there is no centre to Foucaul'’'s discourse: it is gll
on the surface, willfully superficial, and intended to be
50.98% Foucault resists the impulse ko seek an origin or

386eRIMp, DOUGLAS. "On  the Museum's Ruins,” In Hal
Foster, ed. Postmodern Culture. London: Pluto Press, 1983,
5.

38TyHITE, H. "Miche:  Foucaslt.” In J. Sturrock.

- S{fuctiialism and Since, . 81. "

381pial, p. 87~ 85. o .
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transcdndental subject that would confer anv specific ®
meaping on human 1life. He delights in the discoveries of

paradoxes, and his essays consist of nothing but negations.

The authecrity of both logic and conventional narrative’ is
rejected. His discourses are suggsstive of stories, but the
events that the:r comprise of do not pexmit the reader to
drderstand some as causes, and others as effects. They are:
fraught with discontinuities, raptures, and gaps and deny a
coherent explanation or interpretation. He rejects the i

notion that there is a 'reality' which precedes discourse.

This philosophical attifude proved to be influential on §
deconstructivist architecture, for example that of Peter |
Eisenman, whose designs are explained as symbolizing the
overéoming of knowledge, taking place somewhers between the
rational and the irrational.’®® According to Foucault, the
purpese of a discursive event, like architecture, is to mark
the arbitrariness of its existence as a simple utter e i
Architecture's réle is to reveal, in the free play of )
the wilful nature of every rule and norm.

White's discussion of the

pature of Foucault’'s

discourse seems to come very close to a description of the :

SBSPAPADAKIS A c.

"Deccnstructxcn at the = Tats® ¢
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P03t ts aifficult

deconptructivist style in architect:
toﬁistihguish between F.aucault's, style and the cotiteht of
what he writes, because it is the act of saying, the

utterance, that constitutes +the content of his discourse.

“Sinilar to Barthes, Youcault is interested in thé pracess of

signification, rather than the final meanihg of cultural

prodicts. The object of his discourse is the ‘Blay of

" signifiers which are their own signifieds; no distinction is

“made - between the signifier and the sighified, between

- subject and‘object and between sign and meaning; Foucault's

"dist eludes all dat ination, logical cal,

or rhetorical®: 3% He does not want to duplicate the reality

of the world, but wishes to discover an unsuspected meaning

or “space™ by means of the spontaneous redoubling of

‘Lalhquaqe. Foucault takes the "absence" in the heart of

. language to be evidence of "an absolute vacancy of being,

.“hich it is necessary to invest, master, and £ill up by pure

invention."agz The purpose of Foucault's texts is to lenve
something verbal in the place of the nothing which preceded
it, to fill the absence which occasioned it by a certain

t manner of

which circles words back unto

themseives without praducing any meaning other, than the

3%umITE, H. ‘Michei Foucault.® In.J. Sturrock.
Structuraiism and Since, p. 86.

3 1pia.
3920p34., 5. 87,
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modality of its articulation. “his abstract way of writing,
which takes itself as the only iconology possible, axerted
an attraction for architects who wished te resist

Postmodernist Classicism's historical apprepriations.

T naRT L R
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e. Lacan

Lacan's work consists of an exploration of ¥reuwd. His
task is firstly to detach Freud's {deas from the banal
explanations given by later commentators, who have lost the
sense of the weight and innovative power of Freud's ideas.
Lacan makes psychoanalysis turn _ back upon itself to
re-examine itself from the vantage-point offered by its own
discoveries. Lacan further sets out to correct certain parts
of Freud's Eﬂatk, which he believes are incorrect, by usieg
the unconscious as conceptual tool.393 For Lacan, Freud's
central insight was not that the unconscious exists, but
that it has a structure, and that by effecting what we say
and do, this structure betrays itself and becomes available
for analysis.

In a selection of Lacan's writings which were published
in 1966, called Eerits.’™ his ideas are presented in a
conseiously ragged and inconsequential form, bearing the
marks of free association. Lacan wrote 1like this to allow

the -energies of the unconscicus to become palpable and to

393BoWIE, M. “Jacques lacan.” In J. Sturrock.
Structuralism and Since, p. 117.

394peferred to Ut Ibid., p. 121.

208, ' ;




discourage the readey from bufiding premature’ theoretical

- linguage a rold of unprecedented importance within the field

“thinking. The proper subject of Lacan's attention is the

suggested ways in which intellectual rigour' might becoms

possible:in branehes of ¥ pSychology that’ have always beén
. : g Y

constructions wpon the text: collaboration in the inventive

work of language i rather ‘encouraged. In békfeving that the

lacan has given

unconscious is skructured iike  a languags

of psychoasalytical anﬁiry. This spontaneous stylé of

Lacan’s was X e td & uctivist architeets, not

because of the ends that Lacan employed thew £0%, but as a

stylistic mode.

Lacan believes ~that &the unconscious is created by
language. Drawing® on  strueturalist lifiguisties, he
discovered that the ' linguistic dign, defined'as signifier
and signified in arbitrary association, ¢orresponds neatly

to certain antithetical pairs of concepks within Freud's

stgnifying chain, whicl” fs  the interlocking syntagmatic
peries of signifiers which constitutes an utterance or =a
meaning. He believes that the 'study .” this signifying chain
can iilumipate the psychical structure of the human subject.
His insight that -structural linguistics may be used £

reorganize tHe psychological account of the - tnconscioui,”

: Bog
vague and (feliad oh guesswork.
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Jameson

There is a tendency . in post-structuralist theory to
feel that the signified, or the referent, was a kind of
myth, thit one canhet tailk about the "real™ in an objective
way.sgs Lacan, for example, gquestions the model of language
as bassd upon the relationship between 2 sigmifier (=
material object), and a signified . (the meaning of. that
material object). Fredric Jameson finds a useful aesthetic
model in Lacan's account of the signifying chain, according
to which meéaning 1is not a one-to-one relationship between
signifier .and signified, but 1is generated by the
realationship of sigaifiers among each other. Jameson . is
especially interested in the situation when this
relationship between signifiers breaks down, a situation he
identifies as schizophrenic, characterized by the remains of

distinct and wnrelated signifiers.’®®

When the signifying chain is intact, lanquage can bhe

credited with the experience of temporality, where the human

3957AMESON, FREDRIC. P isn  and  C
Society,” In H. Foster. Postmodern. Culture. London: Plute
Bress, 1983, p. 318.

" 3% 1ni4,, p. 72,




can experience the persistence of personal identity over
time. If the signifying chain is broken, however, a person
cannot experience temporal continuity and then is condemned
to live in a perpetual present, experiencing acute
alienation and isclation. If discontinuous material
signifiers refuse fo bind ap in a coherent sequence, as in
the world of the schizophrenic, the world is not seen in
differentiated vision, but is experienced in a heightened
way because the meaning of signifiers are lost and their
materiality becomes absessive.3?’ Jameson draws a parallel
between the experience of the schizophrenic and the way in
which we experience the ags of multinational capitalism. We
have begun to liveé in the perpetual present, characterized
by a sense of -loss of history. Even if architects
appropriate styles from the past, the kind of traditions

that existed in earlier societies are lost forever. The

discontinuities that Ji bser in ry
existence, are expressed by what he salls the "hyper-space”
of cur cities. % He thinks that the comtsmporary experience
of urban space is very different from that of historic‘al

cities:

3975AMESON, FREDRIC. “Fostmodernism and.  Consumer
Society." In H. Foster. Postuodern Culture. Londen: Plute
Press, 1283, p. 119. S

3985TEPHANSON,  ANDERS.  "Interview - with  Fredric
Jameson.” Fiash Act, no. 131, Dicenber 1386 / Japuary 1987,

P .
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What is striking about the new urban ensembles around
. Paris and elsewhere in Furope is that thexe is
: absolutel ersprctive at all. Not only has the
street duappearad (that was already the. task of
Mcdernism) but all profiles have disappeared as "well.
Thi¢ is bewildering and I use existential
in this new postmoden spice to make a final giagnosis

of the loss of our ability to posifign ourssives within

this space and cognitively map it:

Jameson sees this hyper-space of the city as indicative of

our inability to position ourselves within the. decenired
globa} wultinational cilture. Postmodern space

o ‘ha’s Einally suceeeded in transcending the capacitiés of

E the individual human body to locate itself, to organize

its - immediate surréundings percsptually, and

cognitively to map its position in a mappable extarnal

world. And I have already sugyested that this alarning

disjunction point betwesen the body and its built
. enyifonment ... can 1tse1£ stand as the symbol and
‘ analogue’ of that even lsharper dilemma which is the
; incapacity of our minds, at least at present, to map
§ the great global multinational and decentred
% communicational netwbrk ~ in whbsh we find ourselves
H caught as individual subjects.

: Jameson's perception of . a new urban spatial experience is

" related to the changes that haye occurred in modern cities.

As can be sgeen in Parktown inm Johannesburg, new office

developments are now ofter being built® in the form of

isolated buildings, situated as islands in landscaped areas

surrounding them (figure-25). This is in contrast with

o
i
i . @
Y ’ .
“”STEPHANSON, ANDERS, © “Interview with  Fredric
Jameson,” p. -
4°°Jmsson FREDRIC. "Postmgdernism, or. the' Puttusal

Logic cf Late Capitalism,” p.,83.

bewi ldermant .
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Figure 25: Parktows, Johannesburg. .

tradritionil icities like Berlin, where the buildings fronted
directly onto the street, which was formed by the space
Ibetween the buildings.2%l According to this traditional
Ipattern cities were made of the forms of buildings set in
the spaces of streets and sqguares. In Parktown, however,
there is an ambiguous experience of space: the landscape
‘consists of isolated buildings within an overall, formless

space, which includes the roads. It is more Qifficult for

4915 for example Kreuzherg, West Berlin, = as
illustrated in Peter Davey. "STERN Work." The Architectural
Rev:ew ‘vél. CLXXXY, no. 1082, R;lrll 1987, p. 87-89.

A




the individual to orientate himself or herself within an

undifferentiated space like this.

Jameson's strataegy o overcome this problem of
alienation in the city is based on Kevin Lyrch's The Image
of the City.%%2 Ee proposes that architecture should have a
didactic function as an aesthetic of "cognitive mapping,"4°3
invelving the practical reconguest of a sense of place. The
vognitive map of the city should enable the individual to
form a situational representation of himself in relation to
the city as a whole. This suggestion of Jameson's is
intended to be relevant to the orientation of the individual
in- the larger national and global spaces of society as well:
there is

a most interesting convergence between the empirical

preblems studied by Lynch in terms of the city space

and the great Althusserian (and Lacanian) redefinition
of ideclogy as "the representation of the subject’s

Imaginary rg&itmnshlp to his or her Real conditions of

existence”

The spatial dilemma of contemporary life is a result of the

increasing i ibility er i ability between

4021 vy, EEVIN. The Inase of the Citv. Cambridge;
M.I.T Press, 1974

403;AMESON, FREDRIC. ‘"Postmodernism, of the Cultural
Logic of Late Capitalism," p. 89.

4548, 5. bo.




individual expefience and existential experience.??S Jageson
sees’ his call for a . strateqy of cignitive mapping au. a
politidal move, calculated -to regain the capacity to
struggle and a¢t in & workd in which the individual is at

present. neutralized by social confusion.

For Jameson- the pastmodern experience of form is one of
profound. Eisymntin;xity: architecture is no longer unified or
otganic but consists of disjointed subsystens ‘whose reading
procesds by differentiation rather than unification.”®0® 1t
would not be tfue to 'state that all postmodern architects’
intentions were tc constitute their builidings in terms of a
signifying chain: in chapter 6.5 it was shown how architects
such as Charles Jencks went to great lengths to fry to
bestow meaning  oh architecturs according to the
structuralist model of the sign, comprising of the signifier
and - the signified. As Rajchman points out, Jameson's
philosophical project consists of trying to resolve the
opposition between French structuralism and the semivlogical
approach to - aesthetics on ' the one hand, and philoscphers
1ike Lacan's conception of the artistic work as expressive

of the contradictions of society. as a whole on the other

495CHABOT, C. B. "fhe Problem of the Postmodern." - New
Literary History, vol. 20, no. i, Autumn 1988, p. 13.

408 7XMESON, FREDRIC. "Postmodernism, or the Cultural
Logic of Late Capitalism,” p. 75.
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1and. %07 Jameson tries to dissolve tais polarity by seeing
the sign in a  broader context: iastead of, for example,
restricting himself to discussing 2 specific building form
as a signifier of a certain functional meaning, he analyses
contemporary architecture as representative of the new
culture of an advanced stage of capitalism, associated with
America's multinational financial networks and  the
mass-media. Ag an example of this, Jamesén writes about the
mirroring of the urban chaos in reflective flush-glazed
buildings: in South BAfrica this is exemplified by 11
Diagonal Street (figure §). In this case, it is not so much
the building that is an expression of the ad-hoc growth of
modern eities, but the nute refléction of the city in its
glass skin is seen by Jameson as a unique wppartunity to
represent scmething that cannot be readily depicted
otherwise. According to Jamegon, the new techrologies that
developed during the mudérnist era were relatively easy to
represent in buildings, for example Le Carbusier's‘ early
work which was often based on the shapes of streamlined

ships and aeroplanes.wa Contemporary technology, however,

40’RAJCHMAN, J. "Postmoderaism in a Nominalist Frame.”
Flash Art, no. 137, November - lecember 1987, p. 50.

498 1AMESON, FREDRIC, “Postmodernism, or the Cultural
Logic, of Late Capitalism,® p. 78,

Richard A, Etlin shows Le Corbusier’s Villa Savave,
Polssy, 1928-31, to be infiuenced by the acean liner
Aguitania and the Farman Goliath "Ait Express™ aeroplane,
both of which are illustrated in Le Corbusier. Vers ung

(Footuota Continued)




©  mpo longer possesses this capacity for representation. The

computer's outer casing, for example, gives no indication of
its processing - capabilities, other than carrying ths B
£lattened image of its output on its monitor. Jemeson feels

that ghe aesthetic devices of reproduction and simulation

coms dlosest to repr ing y  information

i
o
{

tectinology, and in this architecture hasg a privileged role; s

hecau‘se‘"the distorting and fragmenting reflections of one

enormous glass surface . to the otHer can be taken 28 W

paradignatic of the dentral rsle.of provess and reproduction

in postmodern culture."®®® These reflective glass skins, for

s

example in figure 26, offer some privileged representational

shorthand for grasping the network of power and control in ©

. the world of wultinational capitalism, that is very

difficult for our minds and imaginations to grasp otherwisé, s O

acecording to Jamesan.“o This capacity to represent what is
otherwise so difficult to depict, causes a feeling of
exhilaration, described as the “hysterical sublime" by

411

Jamesgon. The term is derived from Edmund Burke's

{Footnote Continued) 5
Architecture. Paris, 1923. (Richard A. Etlin. "3 Paradoxical N i
Avant-garde: Le  Corbusier’s Villas of the 1920s." The .
Architactural Review, vol. CLXXXI, no. 1079, January 1987, 2
p. 21=32.) .

4997AMESON, FREDRIC. ““ostmodernism, or the Cultural
Logic of Late Capitaiism,” p. 78. )

01344,
Ayt p. 76l .




Pigure 26: Reflections in §6 Sausr Street, Johannesburg.

definition of the sublime as
terror, the fitful glimpse, in
of what was so  enormous
altoqethen"luz Jameson's use
Kant's refinement of it: "the

not only a matter of sheer

Yan experience bordering on
astenishment, stupor and éwe.
as to crush human life
of the term is closer to
object of the sublime is now

power and of the physical

incommensurability of the human organism with Nature, but

also of the limits of figuration and the incapacity of the

human mind to give representationm to such enormous

412 74MESON; (FREDRIC. “Postmodernism, or the Cultural

hogic of Late Capitalism;" p. 77
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s. Lyotard

Jean-Francois Lyotard's concern is with questions of
knowledge and 1its legitimization 1ind 'advanced' sacieties.

His book The Fostmodern Cunditionl*

led t¢ his fame and
caused his name to be associated with postmodernism. The
book is a bread characterization of the present age, which
Lyatard distinguishes by the loss of the grand récits of
modernity. These grand récits, or master narratives, whose
demise Lyotard describes, are concepts like the liberation
of humanity, progress, the emancipation of the worker, the
accumulation of wealth, increased power ard a classless
sociely, the function of which was to legitimize Western
man's seif-appointed mission of transforming the world to
his or her awn image.®!® He says that postmodernity signals
a crisis in these master narratives' legitimizing

416

function, especially in the roéle and ultimate legitimacy

of science itself. As an example of the crisis in the master

4141 voTARD, JEAN-FRANCOIS. The Postmodern Copdilion: 3
%e_p,gr‘c ig Knowledge. United Kingdom: Manchester University
ress, 1984,

4187ENCKS, CHARLES. What s Postmodernism? London:
Acadeny Editions, 1387, p. 36.

41844ENS, CRAIG, “The Discourse of Others: Feminists
and Postmoderaism.” In H. Foster. P8stmodern Culture, p. 64.

220

o




narratives he observes that the social classes, of the
classical type as defined:‘by Marxis\rn, no longer Function as

such today, but that theyv% have been replaced by different,
1 b 417

non~class formations suck as bureg and &

A further change has beén the shift from older industrial

tachnologies to newer f{hformafional ones, as discussed in

chapter two. f

Lyotard is not directly c}:ncerned with questions of
assthetics. In the appendix:.of The Bostmodern Condition he

418 He

dn¢s however address queshcns relating to art. sess
postmoderdism -as - a sew social and economiz moment
corresponding with the ‘medfa society, consumerism and

post-industrialism. His /understapding of postmodernism is

based on the decay of “the coafideace in progress and the

idex that the avant-gerde is over.?!®
Sy

Like Jameson, Lyotard is usihgq the idea of the sublims,

which he defines as a feeling of pleasure and displeasure,

418599 the apendxx. “Answennq the OQuestion: What is
Postwodernism?” in UJiﬂ.. p. 71-82.

419 yoraRD, TEAN- ~FRANCOLS. "Defm;ng the Postmodern,
ts 4 tmodernisn

In L. Applgnanash ced. !_u._A Doguments H
London: Institu(’.rs of’ Yy Kris. 1986, p. 6.




i - .
exparienced snn'ultanaously.420 Postmcd rn re .- fupctions

as an unpleasant mirror , im the’ sar postibdern

architecture bas taught us . to

stulies af Las Vegas, in
421

architecture, for example: Vent\iri

order to make vurselves abt hém& i thisz. alienﬁ“ed world.

Lyotard sees contemporary a_rchu." adia schx zophranic

- . Ll FE
efhic, again employing a term; thet St mand. that is &
way of surviving under capitalism

it he i feeld b that | this.

yotardls displeasufe ip.
capitalist'c society . is: clesr,

negative feature of contempo:‘:a;';t"sécfaty‘”is fRooneiled with

the aesthetic dimension
use of aesthetic play and the: mmﬂxtmenﬁ ta “the stn(face and

to the superficial. For I.yxztsrﬁ (:’hz sublrme m postmndern

art and architecture consis cf the~ 111uswn t‘nat it

creates of reconciling the i 3 of both db istic,

society and the aesthetic difiemsits: > . .

it remains pussible and ugefdl. to assess the vglue of
works of art according ta Lh& profits they yield.” Such
realism al just’ as capital
acgommodates all ‘needs’, ,,rcvida&g that thg J:endem:z.es
and needs have purchasing pgwer. - \//

: " B
4201701, JEAN-FRANCOTS .~ “Complexity amd  the
Sublime.” In L. Appignanesi, ed. ICA Documents: 4:
Postmodernism, . 10. - i

“21LY0TARD, JEAN-FRANCOIS.: The, P

70N
Condition, .

xix.

“221yia., p. 76.
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£. Derrida

Derrida is a key figure in the pesusftructuralist
movement. ‘As’ will be shown in the pext stctin;m, he is also
one of ths main influences on architectural deconstructice.
Derrida questions the ability of the‘individual to lhave
knowledge of ux\:i}varsal matters, as well as the status of the
universal itseif.*?® Instead of proposing a comprehensive
philosophy. Der%ida explores the impossibility of such an
all-embracing theory. He believes that ane' canaot know a

definite, concréte reality.

His well known deconstructions of philosophical and
other writings brought te 1light internal con‘tradicticns in
seemingly perfectly coherent systems of thought. What he
does with texts is to demonstrai;e that the author's argument
undees itself by Dbecoming involved in paradoxes and
contradictions. -

Deconstruction thus undertakes a double reaqu,

describmq the ways in which lines of arqument in the

texts - it is analyzing call their premises inta

question, and using the system of concepts within which
a text works to preduce constructs, such as différance

o
i

4231«0&11;5‘{ STHON. "A Diffe In . €/

Papadakis,

i




. and supgéiment, which challenge the consistency of that
systen.

The reascon for doing this, is to uncover accepted concepts
and asaumptions and to make its presuppositions and
lin:itat‘xons more apparant. He wants to reveal the
impossibility of a urified meaning in a text, by opening it
up to reveal its basic incoherencies. 1f the meaning of 2
text is accepted as sslf~evident and patural, its meaning is
restricted unfairly: more often than not  meaning is
instituticnulized through historical processes.®?® is
thesries claim to open up new ways of thinking about
language: for him both meaning and the impossibility of

meaning i s inherest in language.

Like Lacan, Derrida believes that verbal meaning is not
carrisd by the relationship betwsen a particular physical
sound and thing, but by the relationship between one word
and all others. Meaning consists of the endless free play of
signifiers that circulate in the closed system of language.
Typical of post-structuralist philosophy, it is the
signifier, and not the signified, to which importance is

attached. The term that Derrida uses for these endless

424cyuriER, 5. "Jagues  Derrida." Ia J.  Sturrock.
Structuralism and Since. Oxford: Oxford University Press,
1978, B 172.

“25aNIAMIN, MIREW.  "Derrida, Architscturs = and
Philosephy." In A. Papadakis. Deconstruction in

~ Arehitecture, Great Britam Academy Group, 1988, p. 10.
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8.3. Decoastructivist Architecture

Hauser explains the relationship between existentialis®
philosophy and the art of the same category, which forms a
link with deconstructivist art. According o existentialist
theory, art should correspond to the facts of existence, for
example by acknowledging that we are living in the period
after Ruschwitz and by considering the "nonredemption" of
the world.*?” Art should not glass over the difficulties of
existence or falsify truth. The images of the artists whose
work are resulting from this attitude are characterized by
obviously angst-ridden, bdloody., cynical or solitary topics,
such az the work of Francis Bacon, Francis Gruber and Luclan
Freud, and the books of Backett, Céline and Malcolm

428 according to Rauser, there is a link betwsen this

Lowry.
type of art and literature and existentialist thought, which
revolves around aspects such as death and existence, fear

and care, hape and desgperation, decisions and

“275aUSER, ARNOLD. The Sociology of Art. Trans. K, .
Northeout. London: Rautledge and Kegal Paul, 1982, p. 671.

428GRIFFITES, JOHN. "Deconstruction Deconstructed.” in
A. C. Papadakis. .Ihe New Modernism: _ Deconstructionist
Tenden: n_Art. ‘Oreat Britain: Academy Group, 1988,
p. 12.
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renunciations.*?? This seemingly negative attifude is in
contrast with the prevailing temper that existed in
nodernist art and architecture, that was one of confide;"zce
~nd wonder.?3% Deconstructivist architecture seems to be a
continuation of the existentialist tradition, characterized
by evocations of chaos, inm"%herence and disintegration, for

example ia the work of Coop Himmelblau {figure 27).

Decanstructivist theory involves a  criticism of

structuralist phiiosophy's view that a text or a work of art

can be under d on the ption. of a set of fixed

relationships betwsen signs, as was discussed in chapter

6.5, uctivist thetic theory this view ia
favour of one in which sats of relationships bekween
signifiers are seen as contingent structures constructed by

the imaginative play of the human mind.%3!

The
deconstructivist critics feel that structuralist theorists

have encapsulated signs within a structure that isclated the

429pUSER, ARNOLD. The Socioloay of Art, p. 670.

4¥05uRBRUCG, . NICKOLAS.  ° nity,
manguée, and the Myth of the Tran: t-garde.” L

vel. 2%, no. 1, 1988, p. B64.

431DEG!:1HJ\}\R, JOHAN.- -"Writing and Re-Writing." In The
Soutk African:Association of Art Eistoriams, eds. Re-Writing
the Art and Architectural History of Southern Africa. Papers
of  Conference held from 10 “to 12 September 1987,
Stellenbogch: University of Stellembosch. 1987, p. 2.
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Figure 27; The project which Coop Himmelblau did dyring the
"Hamburg Bauforum" wurban planning symposium, 1985, called

Skyline: Silhouette for a city like Hamburg. Above: plan:
[+

below: elevation. Illustrated in Papadakis,

A, .
tructioh in Architecture. Great Britain: Acadeny
Group, ‘1988, p. &64. - ¥
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artwork from the rich texture of human experience and the
political, social and economical conditions which
co-determine both ‘the creation . and understanding of

artifacts.

During the modern period the authority of the work of
art was seen to ba vested in its claim to represent some
authentic vision of the worid, based on Kant's demand that
the judgement of taste is - universal.?3? Part of
deconstructivist art's project is to uncover accepted
concepts and assumptions like these in art and to make its
presuppositions and limitations morea apparent. It claims no
such authority as modernist art 4id. but it actively seeks
to undermine such claims. Deconstruction is a kighly refined
syst~mn of double-takes:

It suspacts not only the declared aims, apparent

narrative structure, cbvicus etkhos, and so on, of

phenomena it is used on, but also whatever anything,
even its dwn on-going Deconstr‘uction, nay ?“giﬁ§t is
the actual substrate of the object of analysis.
The vritical method of deconstruction regards the attempt to
reveal an innermost or fundamental principle in art or

architecture as a blunder.

v X
“3209ENS, CRAIE. "The Discotrse of Others: ' Feminists
and Postmodernism.",In H: Foster.® Postmodern Culture, p. 58.

. 433GRIFFYTHS, [JOHN. 'Decostruction Deconstructed,”

P.
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In trying to determine what influence deconstructivist

authors had on tiVist archi . one di

that their discussions of art are meant only for the
initiated and are invelved in practicing philascphy rather
than being explanatory of the art tkat it purporis te
discuss. Derrida in His Truth in Painting,®? for example,
practises what he predches by writing in a Eraqr'uented and
difficult style, refusing to discuss art in the conventional
art-historical sense. Derrida's resistance against clarity
inthis writing is as a result of his attempt to always defer

the signified In his texts, to refuse a finite meaning.

ks Lacan does, Derrida accords great importance to

435 gecause,

language in its rdole to comstitute the worid.
according to Derrida, writing constitutes language, writing
should be seen as the activity that constitutes the world.
It is revealing that Derrida bestows impartance on writing,
instead of spaech. He wuses speech as wmetaphor for the
‘objective’ truths suppasedly revealed by analytieal
philoscophy, that is such truths that are construed as
embodying a perfect coincidence of meaning and signification

with thought. In the same way that writing is once removed

43peserred tor in James Macfariane, "Jean-Francois
Lyotard on Adami, Buren and Arakawa." n A. €. Papadakis.

The :New Mof3ernism: Deconstructiviast Tendencies in Art, bD.
77. ¥ :

435gGEyARR, JOMAN. "Writing and Re-Writing," p. 5.
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frowm spesch, Derrida believes that a person's relationship
with reality is always deferred because he or she is at the
mercy of a background network of elements like culture and
ideclogy, over which he or she has iittle control. The term
'writing' is used metaphorically by Derrida, to refer to all
human sctivities.*3® The world is seen as being continually
written through human activities, by means of signs, and
thus architecture could also be included within this
activity of writing. 'Writing’ or acting in the world is a
social process, becausa man's acts and experiences are never
innocent but are always preconditioned by a variety of

mediations, for example the political dimension, culture,

context, power-relations, history and ideology: "the world

is always alveady interpreted.”3’ According o Paul
Crowther, Derrida manages to make evident the ungraspable
network of relations operational in the worid. He manages
"toa offer an insight into, or partial presentation of, =z

totality which as a totality, is table."®3® Thig

revelation of the unpresentable imparts a fe;ling of sublime
pleasure to the reader or the observer, because of the

representation of what is normally unrepresentable. This

438DEGENAAR, JOHAN. "Writing and Re-Writing, p. 6.
371114, . 10.
438CROWTALER, PAUL.  "Beyond Art and Philosophy:

Deconstruction dnd - the Post—Modern Sublime.” Ian A. C.
Papadakxa The New . tionist Tendencies

i
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concept iz related to Lyotard's and Jameson's concept of the

subline. 439

The proceés of writing should remain dypamic, according
to Derrida. He feels that the way in which the philosophy of
logocentrism tried to find a privileged position which will
guarantes fixed meanings and final interpretations, reduces
human activities to a static way of life.*%¥ Certain signs
should not be privileged to the detriment of others,
suppressing the dontribution the latter could make to
undergtanding. Derrida is intent on exposing all hierarchies
in order to illuminate the hidden assumptions in man’s
thinking, Reason is often seen in the privileged position of
being universal, instead of sseing it as a convention, for
example the centrality that was traditiomally accorded to
white domination in Sogth Africa.*#? Deconstructivist
philosophy involves the overturning of these hierarchies,
for example Derrida's essay “"Racism's Last Word",**2 smich

is a critique of Seuth Africa's practice of apartheid.

439500 pages 217 anad 221.
440nraENAAR, JOHAN. "Writing and Re-Writing." p. 6.
44lm1g.

4425ERRIDA, JACQUES. “Racism's Last Word." Trans
Kamuf. Crikical Inguir: vol. 12, Autumn 1985, p. 290 - 299
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To prevent the pracess of ‘writing' from becoming
static, Derrida introduces’ the term §ifférance, by whick is
meant the chain or systemn in which elements iy a taxt are
interwoven, and where-each element carries within it the

trace of the other elements in the chain or the system.%43

Diffé differ iation, or differing, which may also
and simultaneously be understood to. mean deferment or

postponenent, 444

is‘ an ongoing process of thought in a play
of differences. The elements. of this process are
interrelated by their distinctions, by their - ’removes®,
'distances' or ‘intervals' from the reality that they
represent; and by previous acts of representativa whose
‘traces' they bear.%45 These interactions, differences,
deferments and  trazes deprive all texts, including
architecture, of an ultimate ‘external’ and immutable
neaning.*#6 The artwork is seen as a network or texture of
intervalg and delays:

the trace of each difference appears in avery other

difference. There Is no absolute general origig., of
meaning. Each trace exists by virtue of ancther.

4431 ER, G. L. “The Object of Post-Criticism.” In H.
Foster. Postmodern Culture, p. 84.

“*%GRIFFINS, JOHN. *D uction D tructed.” In
. Papadakis. The New Modernism:  Desconstructionist
Tendencie§ in Art, p. 16.

PELE s v




; X R S
4 Oneof the implications that Degenaar sees in- thk e
7/ i

° theories of Derrida, is that the work of art can never be B

autonomous, bezause it funetions in the context of society

and history. ' Futthermore the work of art canhot» be

interpretéd ‘innccently’, hecause the world of mediated
presuppositions of an economic, aesthetic and’ poli;:ical 4
naturs intervenes between the artwork and the ohserver and - - . e

shapes the observer's response accordingly. Because ’,l:e“xts

P Yy [
and artworks can be read in many ways, each i pf whick B P

- g ;
containing within itself the possibility of an infinite set &

: of stiuctures, it will be an ideoldgical move to privilege B ]
one reading by setting wup a system of rules _ of %

i "
interpretation. %48 : [

Simoh Morley traces the deconstructive attitude in art

RN
back to MarceI Dichamp's exp” .. ‘*ions of the nfybhs of :

art. %4 Duchanp questioned the whole category of the “work i
of art"’ by his ready-mades such as Fopntain of 1917.%5° i
Morley continues by mentioning some of the characteristics
of decomstructivist art, which are also relevant ¢to

deconstructivist architecture, namely that the idea that the

4483GENARR, JORAN. “Writing and Re-Writing," p. 1l.,

44%0RLEY, STHON. *A Differamce.” In A. C. Papadakis.
The New Nodernisn: Deconstructiomist Tendenoies in'Art. p.
3,7 0

45\See cliapter 5.3, page 59.
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dabject or authé«/ is & -faliacy, that ‘there can be #o

L o knowledge of unxvars”als, that it is inpossibie ta intend shy N .
.t ) C‘, - neaning $% art, that  the signs that arhsts use do nqt “e f ‘,,;5 -
S “ 7 ariginate With the and that the artige cavnot conprof | ek, f ce
) uge of thw \ siqus, aid the sxpressian af ddﬂbt ‘regatqu ’ o) o 3

the traditionsl notions of créativity,%S! Thes: .influences

E PP : .
- have affegted architects and artists’ia varying degrees.

Z)~ N . e jGriffiths notes, many.critics, writers, architects

% " 2nd artists who profess to adhere 'to the 'deconstructivist.

- TR, movetient ars very wide of the Derr‘dian mark, and&a].a.mst any
interested party wid’be gple to fina kault with any account
of the conuepts and history of deconstructivist art or

architecture. %52 The situstion s Further comgliﬁated by the

fact the deconstruction is not a unified  philosophical

method, but that it has split into many schools and factions [
hat are often” ot in agreement,®53 However, accorling ta IR

: . . P
Griffiths, it is of merit that the Impétus of the wusuxilly ET | B

vaguely correct or mistaken quetations of degonstrictivist

philosephy gave rise to sueh- appealing ~:Y' in art and ‘\
i |

A mffer@{mce", p. 31.

Ly *3%crrrrrTas, JomN. ruction Deé
A e, Papadakzs. The New Moderniem: .
Tent cles in Art, » kS \\ y
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architectur, eyen if it {s YHased on an Incorrect

interpretation of its sources.
The popularity of deconstructivist architecture has
exhibition Deconstructivist

been end.ursed\ by the

Architecture fré{m June 23 to August 30, 1988, in the Muswam

of Modern Art in New York. The style has alse spread to

South Africa: #ast of the work exhibited in the students’

exhibition of . the: architectural departments of FPretoria

University and thé University of the Witwatersrand in

Northwards, Johanneshurg on the evening of 20 - September

1989, was in the deconstructivist style. Lecnard Steiner’s
sixth year thesis at the University of the Witwatersrand in

1986 was one of the eamrlier examples of the utilization of

the style  in South Africa. He designed a wultipurpose

building under and between elevated  highways in

Johannesburg, in a blighted semi-industrial area. The plan

form of his building is purposely fragmented, without a

visible ordering ptinciple (figure 2§). In contrast with

traditional architecture, the idea of stability and order of

form is contaminated in this design. It is meant to

challenge the values of harmony, unity and stability. The

form rf the building. is determined by its dynamic structure,
which is uuconvenéicé:al, judging from Steiner's description

of it "as Béing based partly orn & vertical crane

construction, and another patt as having & ‘“vartical lag




Figure 28: LEONARD  STEINER. Untitled Thesjs, Pla
Johannasburg: Department of Architecture, University of t}\e
Witwatersrand, 1986.
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support  (trunk) and a cantilever counterbalanced by a

weight® %4

pivoting around a structural node. Instead of
being based upon anr orderly structural principle, his
building consists of many. incongruous structures that are

suberimposed and intertwined.

Ulmer sees collage and montage as ideal strategies to
stimulate signification that {s neither univecal nor
stahle.455 s am-example of mostage he discusses Derrida's

of a nbvél hy Phillippe Sollers, called Numbers, and

Derrida's own text.?®® Tne appropriated text does not
operate as a simple quotation, but the two texts transform
and deform each other, contaminating eack other's content.
It is interesting to aote that Leonard Steiner's thesis is
intersticed with references to and illustrations of work by
Joseph Beuys. These citations do not clarify Steiner's
intentions in a straightfcrward manner, but they do

inseminate his text, suggesting a possibility of meaning in

454STRINER, LEONARD. Untitled Thesis
D;gartmen§7of Arch*tecbure, University of t‘ne Wltwatarsrand
1986, ».

455,LMER, G. L. "The Gbject of Post~Criticism,” p. 88.

ASSERRIDA, - J. Dissemination. Trans. B. Johmson.
Chiagige: Dn\versxty of Chicago, 1981, Refarred to in G. L.
Ulmer. "The Object af qut—vcrxtmxsm," p. 89.
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his esgteric project, a meaning which is however meant to be
diffienlt to pin.dewn in 2 definite way. 3 K

Johsn Degenaar, in his discussion of decemstructivist
philosophy, notes two important shifts that have taken place
in wWhich our the  world is

in the way nadcrstanding ofs

described.®57 Firstly, a shift BKas occurred by which the

paradigm of perception has been replaced by the paradigm. of

language. If langusge fulfills the réle of the bhasis of

understanding, it means tha: our relationship with the world '

is not ‘as immediate as it was through perception.. This

argument offers a new way of looking at aesthetic thepry: if'

enables us to lowk at the work of art as somsthing: that'='has

to be interpreted . in an historical  context. The act of

understanding an artwork became more mediated mnd no. longer

sinply consists.  of the process of observation. Steiner’s

thesis, for example, has to be read ‘through' Jossph ~Beuys'

work and in the context of Russian Coagtructivist

architecture and contemporary deconstructivist architecturs.

Without taking these mediating influences into -‘account,

Steiner's design will degenerate iate being purely

sculptural indulgence.

457DEGENARR, JORAN.- "Wiriting and Re-Writing,"'p




[ The second shift ‘that ocourred is ome wWithin the

patadlqm of language itself, samely +hé trapsition. ffom

spaa](%mq, to wxltlng, again a move from immediacy to .mediacy.

i
Some lngortancs is aftached to this perceived denigration of
the lbrimacy of vision, as - it relates to art/ and

architecture, 458

Traditionally sight.enjoyed a privileged role hs - the’

‘host discriminatiag and. trustworthy of the sensual mediatars
betwseh man snd the world.*59 This special réle ascérded to
visicn' was not restricted to - the actual observation ¢f: the
world with  the eyes, but included the monoculary vision
represented in -pafinting. As - is clear from common Englishk
words -such as insight, perspective, overview, = farsighted,
survey - and point of . view, the wvisual contribution to
krowledge has beéen credited with far mere importance’ than

the other senses on a metaphorical level.

“ "With the start of mechanical repraduction technigues

like phetography, .the problemizing of the réle of vision

A58pop example:

JORES; P. B. “From  the Neo~Clagsical axis to
Aperspec{;ive Space." Th i
CLXX:

Arc gctural . Review, - vol.
XIIY, no. 1093, March 1988, p. 19 — 27v and
JBEY, MARTIN, "Irx the Empire of the Gaze: Foucault and

‘the Depigration of Vision in 20th Centiry French' Thought."

condon:

In L. Appignanesi. ICA Documents 4: Postmbdernism.
‘Institute’ \Bf Cnntempywa.ry Arts, 1986, p.. “p. 18 ~-25.

459:m mm‘m. Ibids, o 190




: lz]sqan. Instead 5f .the imaglstic Fepresentation of the

2 of the Humn Selences.

o - . : i
world

460

by painting, it was ; alleged, for example by Baudelairs,

that " photdgqraphy viewéd things - in a "  scientifis,

disinterested manner. The time~honoured nobility of sight is
called into quéstion’. bj twsntisth century French. thought:
in. which: the
261

especially Foucaudt 'records the shift

denigration of vision supplanted its former celebration.

n rhe\o:derc of_Thif Thifgs®? Fouceult describes the assuned

unity hetween the word and the image in antiguity, when

there was no distinetion between what. was seen and the word:

observatmn and“ riation formed a single, unbroken unit. 463

. Feucault dephribes’the breakdown of the unity between

wagd and image that accurred bafors the end of the sixteenth
Gentury! @ growing I/ awareniess of the binary nature of the

sign gave r,r'se to @xe distinction between the word and the

image that = it refefred to<4'64 Visio. s h0wever still

privildygéd “as  the -sole means of ascextairunq reliable

knowledgs of »the - extermal world: during! the sixteenth
ba Y -
[ MARTIN. “In  the Empire of the Gazs: Foucault
and the Denigratiosi-of Vision in Zoth Centurv Féench
Thousht.” 5. 12

4615y,

20.,

A82p0uCAULT X WICKEL , The' Géder of Thinas: An Archesloqy
(1960) New York: Vihtage Books, 1973.




century there was a new faith in the power ~ of direct &nd
technolpgically improved observation, to the detrimént of

other senges such as touch and heuing.465

With the risea of humanism during the seventeenth and
eighteenth centuries, the end of wvisual primacy was
signalled, with the biological stress on invisible, anatomic
and organic structures.2®® Yet, according to Martin Jay,- the
primscy of vision was preserved in the rise of the human
scipnces: the Enlightenment's dream was of a ‘transparent
society, visible and legible in all its parts.?57 gay doces
wot describe the status of vision in contemporary society,
or indeed its final demise. As was szhown above, however,
authors such as Fredrie¢ Jameson do feel that the new urban
developments in the Western world are charact: '” "ed by the
disappearance of perspective, giving rise to  ristential
bewilderment and the loss of our ability to position
ourselves within space.?®® Jameson projects this feeiing of
uprootedness and alienation back on the emergence of a

global multinational culture which is decentred and in which

46575y, MARTIN. "In the Empire of the Gagze: Foucault
and the Denigration of Vision in 20th Century French
Thought," p. 23.

4681118,

4671pig., p. 24. i

4BSTpPHANSON, A. “Interview with Fredrie” Japesom."
Flesh A¥t, no. 131. December 1986 / January 1987,.p. 70.
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one cannot position onese.f, He sees the loss of spatial
perspective in contemporary <cities as a reflection of the
estrangement of the  irdividual in the society of the late
twentieth century.

Peter Blundeil Jones makes the above argument
ipplicable to architecture,®®? He explains how the use of
axes in buildings; where the rectangular rooms each has a
major and a minor axis, has political implications in its
differentiation of social ' rank. Thé nature of the axis is
_hierarchical, asgociating it with a«uthoritarian political
gystems. The example that Jones uses is of the chanqé from
Asplund's symmetrical Lister county courthouse of 1920 to

his ¥ law courts extension and reconstruction of

1937 with an asymmetrical spatial arrangement, which

70

reflected Sweden's conversion to a social democracy.®’® He

also describes Garnier's Opéra (1861-74) with its enmphasis
on the use of axes in terms of its acute differentiation of
sonial rank, in contrast with Bans Scharoun®s Philbarmonie,
(1963) the 'apsrspective spaces' of which is not designed to

be read statically from a privileged position, which makes

46930NEs, P. B. “From the Neo-Classical axis to
Aperspactive Spave,” p. 19 - 27.

4701514, 'p. 20 and 21.




o

it expressive of communality in Jones’ . eyes.?7!

The
disruption of the conventions of perspective in the work of
architects like Hans Scharoun (bora 189%), 'Hugo Héring
(1882~1958) , Alvar BAalte (born 1898) - and Gunnar, Aapluhd
(1885-1940) is resisting normal modes of perception and
could be seen as indicative of the denigration of the
primacy of vision in the architectural context. This is a

seductive theory to  explain the  occurrence of

ivist archi 's severe spatial disruptions,
for example as is visible on the plan of Leonard Steiner's
thesis project (figure 28). Bur the notion of the
denigration of the primacy of vision as applied to
architecture is based on a highly selective rview of
twentieth century architecturs and ignores the greatest part
of the architectural production of this century. Most of the
architectural examples discussed wup to now in  this
dissertatica are gymmetrical in thbeir arrangements, for
Street (figure 23), 11 Diagonal Street (figure 8) and
Squire's Loft (figure 1). It thus seems as if the notion of
the primacy of vision being ercded is of limited value in

the disgussion of contemporary architecture.

4Ti30NES, 'P. B. "From the Neo-Classical axis to
Aperspective Space," p. 27.




Phillip Joknson, in the preface to the book that was

published on the occasion of the exhibition Deconstructivist

472

Architecture™'“, refuses to see the work on exhibition as

tepreséntative of 2 new style, but prefers tec think of it as
an exhibition of the work of seven architects with a similar
approach to design, namely Frank O. Gehry, Daniel Libeskind,
Rem Eoolhaas, Peter Eisenman, Zaha M. Hadid, Conp Himmelblau
and Berpard ‘Tschumi. He does not mention the influence of
the * gost-structuralist philosophers or of Derrida on
deconstructivist architecture at all, Bbut sees it as the
revival of Russian Constructivism of the second and third
dec&des of this century. Johnson evaluates deconstructivist
uch‘itecture in formal terms: the forms of th¢se buildings,
according to him, derive from the expression of their
unusual structures. No memtion s mede of the political
content of the Russian Constructivists' work. Like most
formalist critics, Johnson wishes to remain apolitical.
Diane Ghirardo sees the references to the Russian
Constructivist. work that was also en  exhibition as
incongrious, because the work is suppossd to be understood
as having derived from the theories of Jacques Derrida.?73

But the appropriation of Russian Constructivism is seen by

472.Josusou PHILIP and MARK WIQLEY. Leconstructivis
Acchikecture. New Yorks Museun of Modlrn Art, 1988,

3snmmno, . DIANE. "News'  ‘and Reéviews.'
A hxtsctural Review V‘Ol CLXXXEIT, npo. 1095 June 1953, p.
N




some  critics as =z conti“nuseion of ‘the strategies

postmodern architecture: ﬂstephanson, £or example, nutes that

the return to Minimalism, blank surfaces looking rather

like '60s and early '7Qs, seems to indicate that
,paatmadetn cannibalizatign of styles has been ‘revvied

up', conceivably endzrgﬂg some furious, vertigious act
“ of biting its own tail; ¥

Wigley also states that deeonstzuctwmt archltecture. ig
not a rhetoric of the. newy Rather, it exposes the unfamiliar

within the traditional. Tt is the shiack of the old.”%75 “as

ia ism, strudtivist architects apyrk};ﬁ’igte
the \€crms of an earuer stylet, while they are distancing
themselves from the ntent‘ions of the original Russian

Constructivists.

Charles Jencks traces the origins of decoc. structivist

‘architecture back to its historical Constructivist -sources.

According to him, Zaha Hadid and her tutor, Koolhuus, revive

the work of Leonidov, and Berpard Techumi is influenced by

Chernikov.?7® Gregory Uimer sess one of the most important

innovations in Derrida's critical practices as the miming of

“TASTEPHANSON, &. “Interview with Fredric Jamesom."
Flash Art, no. 131, December 13986 / January 1987, p. 73.

A75I0HNSON, PHILIP and MARK WIGLEY. Deconstructivist
Architecture, p. 18. :

> 475JENCKS CHARLES.  “Deconstruction: The Pleasyre of
‘Apsence. ™ 3. _C. ' Pepagakis. Desonstmction in
A‘rch:tecture, p. 20 = 23.
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. the text which was his object of study.’’’ In this process -

theé" commentary of a text is % simulcrum of th: primary text.’
Because he guestions the aotion of truth, Derrida does not P B

choose between different interpretativne of a text,. but

ragher reflects on the cireularity whidh makes the one line bt

- of thought pass into - the other indefinitely.

! Deconstructivist criticism traces the surface of the text it £
studiks, looking for flaws  and opening’ the Jjoint: and N

j_,’: articulations where the text may be dismembered.’’® he s

| strategy for miming that Derrida uses is to utilize the same

* means and structuring processes that were used by the host

i i work itself, and then detaching them from one conceptual set

o \tf or semantic €£isld and reattaching them to ancther. The R

! implication of this is that kricwledge of an ebject of stiy

can be obtained witb % conceptualization or explanation, .
i bt rather through performing or miming the compositional
structure of the referent. resulting in another text of ths

same kind. The example that Ulmer uses, is Derrida's text %

#,%79 yhich is an attempt to mime a visual wors, :

"Cartouches’
namely Gérard Titus-Carmel's The Poecke*-Size Tlingit Coffin

-a\ (1975~763. The artwork consists of = mahogany box containing

47TyLMER, G. L. “The Object of Post-Gritieism,” p. 51i. i
- 4T8rpig, p. 93 - e
. M.
€7%pyblished in J. Derrida. La Véritd ‘en- Peinture. freen
Paris: ‘Flamsarion, 1978. Feférred fo iz “Ulmer. "The ' &
Object of Post-Criticism," p. 93.
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aBifle.farrida’s strategy Yor mining the Tiinait Coffin s
to ignarf the -plastic artwork and to mime the structuriag
pracess of thy work: His téxt refers to the artwork in a way
résenbling’ the

hiZ text

srelatiénship br‘ween . the drawings and the

“péxt is different form the artwork on which i%

&epend;‘“m the . sameé Way “as the mai.djany box is different
from the drawings of which®it forms part. Derrida mimes the
dated dr;w;ngs ‘by srranging . his text in a journal, each
erftry being,a variation on the.same theme, coming to an end
er :P vpredete:mi‘ned, arbﬂ"iﬁrary number of Hith this

text

pages.

errida ‘illustrates how another work can be simulated

by & mimiory of its structure.wather than its content.

is

e
Miping as a critical practice used by deconstructivist

hitects as well. Bernard Tschumi, whose architecture is
very abstradt, is quoting earlier Constructivist styles, in

order to. criticize the nodern movement. By using the

" abstract’ forms of wmodernism, he hopes to be able to
ilius(gfate his oppositior [“to the idea that meaning is

immenent in architectural structures. He wants to dismantle

meaning to show that it wei Sccially construed, 80

. . e
o $¥00gdiT s BERNARD: "Park  de la.Villette."
Papadakis. Deconsbruction _in Architecture
Academy Group, 198 38

e
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«

0




P el

‘Craig pwens points out the inherent danger in

deconstructivi \nchxtwture 481 By miming the modernist
o)

,,ﬂ styles which ik, dnts to desounce, it is unable to avoid the

! s
ks . very errors thaf - i% set out tb expose. In - the end,
4 tructl ist irenitest affirms . the meaningless i

fcrmalism of mnr‘ rni et archi, .. per ing what it

set sut to uncaver & :'
4 a N

b . ¢ Tséhumi belfeves . that the absolutely new, the

completsly wnique that avant-garde architecture strove for,

e . is an mpossihihty “and 'that - the search for it formed part :
E e of ‘logbcentrisn's desire for a self-enclosed totality.%8? :

& nawnstructlvmé “rchitects do not search for movelty, but

' . i tbegr arc{hztecturea is dependent on that which was previously N
7 I ¥ ogonsfrusted For its crnter.t. "It always posits an orthodorv O

4810RENS, CRAIG, -"The Allegorical Impulse: Toward a
Theory of Postmodernismd’ In B. Wallis. Art After Mod m.
“New York: The New Museun of Contempozary Art, 1584, p. 228.

4823EHJAMI,W o jMIOREW. 'Derrida; * Architecturs = and
ssophy. " a -" Papadakis.’ Deconstructien _in
(3, Architecture, p 10. "
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Figure 29: MICHAEL HART. Untouchable Abstraction 1986,

Student Project, University of the Witwatersrand.
in Re-Mould, February 1986, p. 16 and 17.

Published
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which it 'subverts', a norm which it breaks,.an assumptitn

and ideology which it undermines-“483

Michael Hart's  projest, - entitled  Untouchable
Abstraction,®®% (figqure 29) was dv .1.6& for a small urban
site. The building = appears. fragmentc. , weing ‘i\\:callage . of
different materials and shapss. The rassicy is «@eliberately
picturesque, striving for the ihree diménsiuns{l \\\éﬁuiptural
expression of form. Tough, industrial - materials are used,
like off shutter concrete walls, steel columns, corrugated
sheet metal cladding and metal grills. The plan consists of
elliptical, rectangular and curved shapes that are. randomly
supezimposed, with the strong linear shape of the corridor

slashing through and clear of both ends of the building.

Hart's praject has been designed with the knowledge of
the theory of Bernard Tschumi's deconstructivist
architecture.®85 It is therefore apt to analyze his design

in the light of these theories. In his discussion of the

4837ENCKS, CHARLES. ‘“Deconstruction: The Pleasure of
Absence,” p. 17. .

“8%ART, MICHAEL. Untouchable Abstrat! Student
project, University of the Witwatersrand. - Puhllsbed in C.
Elk and P. Kollenberg, eds. Re-Mould, February 1988, p.. 16
and 17. £

48511ndsay Brewner, a lecturer in the Aschitectural
Department of the Un:.versity of the Wltwaterzrand, was
instrumental in interesting her students in decopstructivist
architecture.
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work of OMA (Office for Metropolitan Architecture). headed
By the architect Hem Eoolhaas, Jencks lists the
charsctéristics of their deconstructivism.?®6 Like in Hart's

building, the forms employed by OMA are randomized and

indeterminate, and the plan has ne overall figural shape.

Logking at the Untouchable Abstraction is disorientating for
someone ~not accustomed to the style, because of the
disjenctive forms used =znd the deadpan collisions between
the -different parts of the building. The buildirg seems to
attempt to defy gravity, using suspension cables to support
parts -0f the structure, and with walls leaning over tawards
the street. The building has similarities with the work of
2zha Hadid as weli, for example her Peak Ciub Competition
(1983y in Hong ¥ong.%87 Hart's design has a comparable
feeling of explosive, warped dynamism, coming from the acute
angles used in the composition of the plan  sghape.
Furthermore he alsc uses elements that are exaggerated in
length, such as the corridor of the building, which is
totated off the grid and is combined with slight 'curves ant

dissonant angles.

It is, however, Bernard Tschumi who exerts th: greatest

influence ob designers like Michael Hart. Tschumi®s design

.. “8GIENCKS, CHARLES. "Deconstructién: The Plemsures of
Absefics ™ p. 28,

4B71nig,, p. 22.




for the Parc de la Villette (1983-) in Paris is one of the
first, and the largest in scale, of the built manifestations

of deconstructivist  architecture.?%?

By  combining
architectural forms of the old modernism, he creates. a style
with an exhilaratinq feeling of keing new. The layout of the
park favours - chance and  coincidence, whern the three
compositional structures of & point grid, the lines of the
wajor circulation routes and the shapes of the main - spaces
are layered randomly and at angles to each other. Michasl
Hart follows mich the same approach in his desiqn, .where
different structural systems and forms are haphazardly
superimposed. The results of this compositional technique
are incomgruities and discontinuities which are meant to
destabilize meaning. Tschumi intends his designs to be
interpreted as emptiness and as a reflection of the kind of
urban reality that was created by modsrnism.’®? This kind of
architecture is a representation of the uprooted., anarchic

and confused nature of the society created by mass—culture.

Bernard Tachumi gives a detailed account of his

approach to architecture in his essay "Parc de la

488 7ENCKS, CHAKLES. "Deconstruction: The Pleasures of
Ehsence,” p. 23.

4897p54,, p. 24,
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villette.**% flis architecturs is meant as a resistance to
the conven‘tinnal image of the architect as form—giver, wha
fuses form and function, programme and context, structure
and meaning into hierarchical structures. He thinks that a
belief in the unified, centered, and self-generative subject

underlise work that is formally autonomous.*’! Tschumi feels

that the importance attached to syntheésis, harmony and. the
composition of elements in architecture is estranging
buildings from contemporary ecultural conditions. His
strategy to rectify what he perceives as heing wrong witk
conventional architecture is explained in terms of the

concepts dis-structuring, order, disjunetion, limits,

notation, struction and nor / ing, each of

which will be discussed in more detail below.

The concept of dis-structuring encompasses the notion
that contemporary cultural circumstances, that of alienation
and disorientation, which cause the “dispersion of the
subject®, should be reflectsd by an architecturs in which
the unified, coherent form should be decentred.*?2 This
decentring of architecture takes the form of the disruprion

490psCHUMI, BERNARD. "Parc de la Villette." In A. C.
Papadakis. Deconstruction hitectore, . 32 - 39.

“¥l1pid., p. 33.
92514,




and digjuaction of architectural form in the work of Tschumi

and his followers.

Tschumi giestions the traditional notion of order in
architeéture, partly because he believes . that fooc much
emphazis 'is pldced on 'the final, unified product of
architecture, instead of concentrating on the techniques and
the process of design. According to him'the process of
design should have 7o beginning or end. This approach is
related to that of Joseph Beuys, who believed that life and
the world should be made into a work of art: as mentioned
above, Leonard Steinér has draws on Beuys' ideas in his
thesis projéct. This approach puts the limits of
architecture into question, which is another of Tschumi's
concerns: he wants to analyse the historical concepts of
architectural thzory to see what unexplored presuppositions
are répressed and hidder behind them. Tschumi is indebted to .

Derrida's deconstructivist techniques in this approach.

The ‘“notations" of architecture, namely the farms
traditionally used in buildings, are alsc questioned by
Tschuni. %3 He wants to renew the Forms of architecture,
without the reqgression to classical forme as practissd by
the Postmodern Claséicist architects. Here Tscuami  ties

b

493yscruni, BERNARD. “Park de'la Villette," p. 34.




himself ~up im kaots, because¢, as shown above, his.

architesture cam bhe seen” as a revival' of Russian
Constyructivisme and of éhe moderhism of the nineteen Eifties
and sixties. Tschumi sets himself the task of dsveloping a
new vocabulary of forms, . something that few architects. and

ceritics believe i3 easy to achieve.

Tschumi's concept of disjunction implies that a design
should not he allowed to achieve synthesis or a
self-sufficient totality. The f£ragmented forms of ¢ the
student projects discx{ssed above should be seen in this
light. The function of the fragmentation, superimposition
and arbitrdry combinatiod is teo try to transcend the
traditional limits of architecture, in search for a new
architectural vocabulary that will be expressive of
Tsehumi‘s "new concept of the city", which is a celebration

of the status quo.*’® This sentiment 1is echoed by E. M.

Farreley: .
Conte-aporary architecture ... will be honest and true
when streets, open spaces and infrastructures reflect
the image of urban reality ... The imporkant thing
won't h54§ge grass you can‘t walk on, but the asphalt
you can. . :

Techumi's concept of an architecture of disjunction is

incompatible with the traditional view of architecture as

4947SCHUMI, BERNARD, “Pare de la Villette," p. 35.

45SPARRELEY, E. M. "Song of Inpocence and -Experience.®
The Architectural Review, RO, 1074, August 1986, p. 18.
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static and autonomous. Using Derrida's “concept of différance

Tschumi promotes an architecture that issbased on a constant

operation that will systematically produce dissociation.
This design technigue leads to an undecided product, the
opposite of the concept of a b\.gildinq as a complete
totality. = 2

Lastly, Tschumi is opposed to the idea that meaning is
immanént in architectural forms, This brings him in conflict
with the architects that bslieve in. the semiological

approach to - design.?96

Tschuni aligns bimself with
post-structuralism's assault on  Redning: he wanis o
dismantle meaning by showing that it\v\:as socially construed
and is based on convention rather thyh objective truth. His
claims that the architectural forms employed in La Villette
means nathing, that it is an architecturs of the signifier
rather than the signified, should be sesn in this light.
There is, however, a differer “tyein Techumi’s denial of
meaning and the formalism "jst architecture, which
analyzed buildings in terns o & formal elements and in
functional terms, thereby avoiding the possibility that
axchitecture can constitute . meaning. For Tsohumi
architecture is meaningful as a. repiesentation of the

uprooted culture of contemposary society. He uses . the

;
i
%825 aiscnased id chapter 6:5.7 . } .
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abstract forms of modernist architecturs to depict this

"meaningless” cu

post-industrial/

It is often said tHat "deconstructivist architecture

1 be suffocated by the publicity given to it, whick has

turned it into another fashionable architectural style.*97

Buildings like the Crack Rdstaurant (figure 10) can be seen
as commercialized versions of the style, capitalizing on the
seductiveness of the forms of deconstructivist architecture
without sharing its “hilosophical concerns. Many of th-
deconstructivist projects seen in universities and in the
architectural press are merely. uncritical translations of
Constructivist forms into an elegant design ethic. Because
the deconstiuctivist approach in architecture has become so
repular, it is foreseen that the novelty of the style will
quickly wear off and laose its abrasive intentions to become

merely ancther popular, commerciaiized style.

A
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3. COXCLUSION

Dovbht was expressed in the introduction to this
dissertation whether the postmodern discourse is relevant to
South Afriea 'as 'Third World® country. South African
architects gensrally seem to share the concerns of
international Western architects: the mass media in the
forms of, far example, film and periodicals have overcome
pbysical boundaries and distances between countries and are
contributlug to a culture becoming increasingly similar -im
ail Western countries. Elthough the same can be said of the
architecture of the first half of this century, the process
of cultural levelling was then mare or less restricted to
the West, with large parts of Africa and the East 1little
affected thereby. The use of modern communication systems
and cemputer technolegy has changed this to a large extent.
Little attention has been paid in the literature studied for
this dissertation to the ways in which the cultures of Third
World communities an@ the urban and rural poor are reflected
in their huildings‘. This field of study has not been

negiected as is illustrated by the examples below.

Rapoport. studied the ways in . which Thizd World
comnmunities have adapted to technological progress in their

coubtries. The Nubiams, for ir ‘tande, customised . the new




housing provided for them when they were displaced by the
Aswan Da.m by using traditibnal patterns to decorate their
huuses. Tr ing to respond to the needs of black clients,
the South African architect Peter Rich has researched
traditional black settlements.®®? These studies served as
foundation for his architecture, for examy e his Elim
Shopping Centre,’%® which is meant to be representative of a
transitional architectural response to South  -African
conditions. His references include both Third World and
First World forms, for example traditional mural decoration
and the bright Shangaan  colours on the one hand and the
lean-to roofs of trading posts with parapet walls om which
advertisements were placed and the central roof ventilaters
of eolonial dwellings on the other. An in-depth critique of
this attempt to enhance the status of black art forms cannot
be undertaken here, but Franco Frescura, for example, points
out that 'traditional’ black architectural forms are often
the product of the last forty years of less, as is the case

with Ndebele wall decorations.3®l as can be seen in the new

498RAPOPORT, AMOS. The  Meaning of _the  Built
Environment. London: Sage Publicaions, 1382, p. 142,

499500 for example Peter Rich. "The Bantwane Settlement
at Kwarrielaagte.” Architecture SA. /D 1982,
p. 38-43. :

S00:1cm, PETER. Elim Shopping Centrs, Gazankulu, 1986.

Pubiished in Buildl_rg, no. 6, August 1986, p. 13-17.

SCFRESCURA, FRANCO.. "The™ Plascon 'Living use  of
: (Footnote Contlnuad)
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privately ownad housed in Alexandra -and éoweto, ‘biack people
do not aspire kv 'fraditionsl’ homes: én the contrary, their
homes are indistinguishdble from houses in-white suburbs. "%
Anitra Nettleton showed that so-called ; ftraditional’ art
forms often are the resuit of the infldence of the whitps
dominated market for black art.’3 David Dewar seems to have
a less paternalistic rxitical approach because he ddes not
laok back to trafition ia searching fobisolutions for Third
World architegture. %% Instead he explores the problems’ of
the poor in a very pragmatic way, for example hy 5tE§.yia‘g
the problems daused by the insistence on high stahdards in
building, zoning into nono-functional activities and the
power of housing as a todl of social control. His solutions
for the housing problem in South Africa revolye around
notions such as the ability of families to generate incomsg
within and «round the housing pracess, the .multi-functional

use of wurban spaces and elements, the subsidizing. of

(Foatnote C. “inued)
Colour®' Exhib.ition.” South African J_qu;rga‘].‘gf_ tural and

Art History, vol. 3, no., 3, July 1389, p. 275.

sozSee Rodney Harber. "The Cc.untdown." Architiecture [JA,
July/August 1988, p. 52-535, for ¥ustrations = of Black
Housing preférences, which include 'Cipe Dutek’, ‘Morrocan®
and 'Space Frame' houses. < ¢

SOSNETTLETON, ANITRA. “Myth of the tramsitional: black
art ani white markets in South Africa,® South African
Journal of Cultural and Art Histery.-'cl. 2, no. 4, . October
1988, p. 301-310. :

504pruag, DAVIS..USelf Help Housing in’Soifth Africa —
Redofinition of thd Problen.’. Architecguze B dulyfugust
1983, p. 16-19.: g




housing, the decentralizing of decision-making and financial _

networks and the freedom of small builders to ipnovate with

non-standardized and unconventional materials.

Cees Hamelink is another critic who blurs® the
aistinction between the Third World and the First World. A
stage has been reached where the problems of the Third World
have to be solved using resources in the way that the First
World does in terms of financing and the availability of
sophisticated communication and . information systems.
Although Hamelink is critical of the exportation of Western
cultural goods to the Third World because it threatens

cultural diversity,3%5 he

points out that Third World
countries often argue for a more equitable distribution of
information and communications in the world at .].arqe, To
enable Third World countries to keep afloat in . commodity
markets, they have to be able to compete against
multinational corporations who have.access to international

digital data compunication networks.

Many architects still believe that postmodernism is

only an ephemeral style. They are correct, if the definition

SOSHAMELINK, CEES. Cultural  Autonomy. Global’

pup . New York and Londen: Lengman, 1983

nG AMELINK, CEES. Finanes and Informationt A Study of
Converwing Interepts. New Yersevi Ables, 1983. <
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of postmodernisn is restricted to Postmodern Classicism,®°®
for example. Max Hutchinson, ia his' inaugqural address as
President of ‘the Royal Institute of British Architects on 11
July'1989, urged architects ta forget postmodernism, which
he explicitly defines as ‘'neo-~Classicisn', and embark on a
new architecture, which he calls a “new Modernisw®. He
acknowledges, however, that "There is nothing new under the
sun" and that the new architecture will have to be a ‘“nao"
styls; nhnely “neo-Modernisn.5%7 But this dissertation
strove to demonstrate that postmafernism should be seen in a
broader contex:, namely as ths Youltural dominant® of late

598 1t was shown how

capitalism, to use Jameson's words.
philosophers and cultural critics perceived a cultural shifh
during the last twenty years to a "post-irdustrial saciety®
in América and Western Europe. %? This new development in
culture is related to changes in work patterns, for example
the increasing number of office workers relative to factory
employees, and the technological advancements in the fields

of data processing and communication. Parallel to this shift

506hs illustrated in Charles Jencks, ed. Post-Modern
Classicism, London: Architectural Desigqn, 1980.

SOTHUTCHINSON, MAX. "Towards the Mext Millemium." RIBA
Journal, vol. 96, ne. 9, September 1989, p. 42.

5087aMESON, FREDRIC. "Postmodernism, or the Cultural
Logic . of JLate Capitalism." New Left Review no. 146,
J&ly-Aigust 1984, p. 85. e

508
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1
a new pragmatism in philosophy has Weveloped, with a more

flexible view of the constitution of truth and knowledge

€han the earlier philoscphical systems® of the twentieth

century. 510 The practices of post-industrial .society 'caused

certain changes in general culture. Improved communication
systems such as television, radio and the press made
advertising into one of the big industries of the Western
World, bridging the gap between art an« mass culture.
Jameson argues that- culture has iexpanded .throughout the
sacial realm, to the point whére everything in our social
"1ife can be said to have bscoms 'eultural’.’!! ccording to
Stephanson, postmodernism can be seen as the collapse of art
and social life into one: design has become pervasive in cur
world te such an extest that 1life itself is beccaing
aesthetic. 512

Many of the characteristics of modernism and the
avant-garde were contirnued in contemporary art. If moderaist
architecture is criticized because it was too formal, it
should be remembered that it is impossiblée to create any

_artwork or building without resorting to the formal elements

5105.e chapter threa.

5117aMES0N, FREDRIC. :“Postmodernisn, or the Cultural
Logic of Late Capitalism,"’p. 87.
Sl25ripHANSON,  ANDERS.

"Interview ¢ - with Fredric
W Elash‘Art do. 181D b

198F)Janvary 1987, p.




of the spécific'discipline, for &xample line, form, shape;

texture and space. The  discussion 6f these formal features

form an intrinsic part of any analysis of ' .e arts. The view 5

that modernist art criticism was exclysively interested in

e

the formal elements of art-is dus to ths-\‘ importance attached
el te Clement Greenberg's  critical: attitude. ~Greenbergian
formaiism is but one facet of the art historical discourse
6f the twentieth century, he avant-garde being another side
i . »f the same  coin..In chapter - five it has besn shown that

post: ist architect Was a continuation of  the

0w ‘avant-garde attitude! of modernist architects, but
‘ simultaneously a - repudiztion of - the reductionalist aspect
thereof. But these avant-garde efforts of cultural 4
resistance were eventually disarmed and absorbed by the late
- capitalistic systems, and architecture is currently seen as
becoming an accomplice in the commodification process

experienced in all facets of ‘contemporary culture.’’3

i Although modernist arti was not without meaning or
d

By ¢ontent, a greater emphasis has been placed on the meaning

of art and architecture sinde about 1960. BAs was shown in

chapter sixz, the renewed contern with meaning is atiributed

[e] to Marxist art criticism ané *structuralist linguistics in

particular. The importance :attached to content led to the
i

g i '

2 i

; S137ampsoN, FREDRIC. ‘'Postmodernism, or the Cultural

Logic of Late Capitalism," @. . .
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virtual disappearance of form in some instances, as was
i visible in ‘performances arit' and -the intersst in commuaity
housing projects amongst architects. Where architects were
designing buildings, the forms had to ke meaningful, by
being & response to communal values, for example. Again,
thesu popular forms were often changed into pastiche and

514

absorbed by mass culture. It has been said that the

weaknass of postmodernism is too great a degree of

3
complicity in mass culture, careerism and opportunism,®l5

There are d&ifferent answers to this charge; Lyotard. for

example, views postmoderm architecture in its debased

commercialized forms as representative and illustrative of i

the economic and political forces at work in Western
societies, and as such a valuable 'mirrer' of society. 18 1t ‘

is difficult to determine which of the attempts made by

547he term "mass culture” is used here as explicated
by Harold R b in Discovering the Present. Chicago and i
London; The University of Chicage Press, 1973, p. 15 - 28.
He explains that the basis of the concept of mass culture
lies in the concept that an experience can be recognized as
common to many people. Mass culfure can he made when the
cultural producer can detect the element of sameness in i
large groups of people. However, as Rosenberg points out,
mass culture operates according to laws that cause it to be
potentially true of the mass but inevitably false to each
individual, because each person's experiences are unigue to

bhimself,
S15yEWMAN, M. “Revising Modernism, Representing
Postmodernism: Critical Discourses of the Visual Arts.® In

L. Appignanesi, ed. ICA Documents 4: Postmodernism. London:

Institute of Contemporary Arts, 19
516g.,

page 222.
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architects to design their buildings as mors responsive to

‘the needs of the public are honest, and which not. The whole

guestion of honesty. in architecture has proved to be rather
arbitrary: Philip Johnson, for example, may £eel that he is
perfectly honest towards both himself and his client when he
declares that he is for sals and that he will work .for
whoever has money and commissions a building from him,517
But his attit-de smacks of decait when vompared to Marcuse's
proclamation, guoted by Habermas: "...I know wherein our
most basic value judgements are rooted — in compassion, im

our sense for the suifering of others.” 518

The characteristic that typifies postmodern
architecture - in the most apparent way is the uss of
simulation and appropriatien. Stvles of the distant or
recent past are appropriated for different reasons: it may
be done to make buildings visually more accessible to the
genaral public, or to capitalize on popular taste or
fashion. ‘Popular taste' is not an innocent feature of
society that is constituted spontaneousiy. The term itself
is an aberration: 'popular' seems to denote the universal,

5175upp, DONALD: A - long discussion not  about
masterpieces hut why there are so few of them, part 1." Art
in Americs, vol. 72, Uctober 1984, p. 13.

518yaBERMAS, JURGEN. "Psychic Therminor and the Rehirth
of Rebellious Subjectivity.” Ia R. 'J. Bernstein. Habermas
and Medernity. Cambridge: Politi Press, 1985, p. 77.
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at least in a specific society, while taste is subjective
and individual; according to Kant.5!? According to Hauser,
popular taste can be seen as a .consciously developed and
carefully orchestrated creation of entrespreneurs whe finance
the production and distribution of cultural products, aad it
is conformist by ;lature.szo A better term for povular taste
search

say be 'popularized taste'. The conflict between.the

for a social . relevance for architecture and the

commodification of buildings as part of the materialistic
s a constant theme in

felt

Sulture that we are living in;

postmodernism. This conflict was also _in modernist

architecture, but the forces of commedification now seem to

Be more overpowering than ever before.

The styles that are quoted are often chosen, or used ia
such a way, that the resultant buildings look novel, because

of the unfamiliarity of the appropriated style. it is

imperative that ‘new' styles must be created to fulfil the

induced public demand for new fashions. But, if repeated

often enough, these styles become outmoded and have to be

substituted by others. Architects' imaginations do not seem

o be. able to cope wilh the persistent demand for new

1% AN, TMMANUEL, The Critique of Judgement. Trans: J.

€. Me::ed;th Oxfcrd, Claredon Press, 1988, .p.

"520ms8r, A, The _Sesiolo Art, Trans: X. J.
Nnrthco(:t London; Rnutledqe ans%egal Faul, 1982, p. 643.
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styies, and they are groping in the past for design clues.
The. coneept of appropriation is related to the ‘denigration
of the trust in technoalogical progress, as was shown in
chapter seven. Although technological development continues
to take place, for example in' the field of computerized
production methods in architecture,5? it is often felt that
contemporary - buildings are more the fulfilment of the
potential of medernist architecture, than a formal renewal

of architacture.522

Many of the dritics discussed in this dissertation, for
example Marcuse, Jameson and Lyotard, do not really make
value judgements by pronouncing which buildings they regard
as 'good’, and which as 'bad’. They are interested in
buildings as manifestations of culture, and de not judge
them as architectural compositions.23 And critics wha feel
that there still is a place for the judgement of quality,

524

" for example Linda Hutcheon, are open to the criticism

that they perpstuate Greenberg's insistence on quality in

521g.4 pace 156.

52255 wap discussed on pages 88 ko 90.

523559 for example Jameson's discussion of the Lcs
Angeles Bonaventure Hotel, Los Angeles, California, by John
Portman and Associates. Fredric Jameson. "Postmoedernism, or
the Cultu:al Logic of Late Cagitahsm," p. 80,

5245ee page 191.
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art.5% The architectural critic will always have to weigh
the manner in which the formal elements of architecture have
baen utilized against the role that the building plays in
society at large, if he or she is to give a balanced
evaluation of architecture. Most architects still value a
well designed building more than a 'bad’ one, simply because
there still ig the latent possibility of gquality in
architecture. But the nature of architecture might have
changed to such a degree that buildings are already no
longer seeh as discrete aesthetic objects. The influence
that design exerts on all aspects of everyday 1ife like
advertising. the packagirg of merchandise, clothing Ffashions
and the huilt environment is impossible to ignore.
Baudrillard maintains that the aasthetic fascination of
design is felt everywhere in contemporary societies.526 In
this dissertation the author's argument is that architecture
is increasingly making the complete material world part of

the zesthetic experience. The appearance of buildings is

still regarded as important, that is why they are designed .

by architects, but for reasons related to the narketability
of the building or the economic function performed in it.
The forms of buildings, for example, are increasingly seen

as transient and can be altered every few years o ensure

525539 page 45.

526gaypRILLARD, 3.
Agents Series, 1983, p. 150

¥ew York: Foreign
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thate the. buiddings remain "new” and fashionable. Everite

Hoyke in -Brasnfontein and Killarney Shopuing Centre are
C . -
building compléxés thdt. have recemtly undergone such

transformitions; These buildings give one the idea that they

have bddome less %utahomous as aesthetic entities and that

£ \\hem the aesthettw dimension is being reconciled wita the

ative in society. This trend has

always been :pay® of the architecture of capitalistic

N scc;et;em« ~l~n}t the author ifeels that it is now becoming more
Vi

qﬁg@fand that it could ba seen as characteristic of

~'postmidern arch1te{cture in general.

If architecture is becoming part of mass-cul:iurs it is

ccmplishid’r;’\;hé" léng cherished dream of the merging of

architectur§ and the social dimension, howsver in a

different fcm than that wished for by the social eritics of
the Frankfurt School, for example. As was discussed in
chapter 5.4 the Marxist corities' ambition was that
@rchitecture should be integrated into the world of sccial
reality.527 Wnat might be happening, though, is what Blirger
has warned agéinst;, namely that the endeavour to integrate
srciiitecture into the life processes is leading to an
architstture ao }onqex distinct from the praxis of life, but

wholly a.bsorbed“by it ghereby loosing its critical capacity

@

a
5275ee pagé 71,
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tewmrds the stg_.t_qs__qp_g;szs The modérnistierd of arﬁibitactufe
has seen the architect in the ngle oﬁ\\i’\ﬂxe afitie of “society
and the built envirenment. Partly because of the ‘percei\«:ed
failures of architects' attempts to solve the architectux’al

problems of the world®?®, tha. recént trend has beed that

architects abandoned ' this réle to. become sccomplices, in’

consumer culture. This step seems to be retrogressive Na"’nd
morally degeserats, even if it is the logicsi thing to do in
a culture based on the exchange of commodities. The critical
task yis-a—vis the commodification of cultural goods in
contemporary societies fell mainly -on the shouldsts: of
Marxist oritics.®®® In the face of the crises of socialism
experienced recently during the 12989 spring democracy
uprisings in China, the opening of the Berlin Wall and the
perestroika ‘policy in Russia ' the resistance against
consumerism seems to have “little effect. Thus the

architectural profession is likely to contismué te become

more commercialized. As individuals architects can’ remain’

sceptical and critical about prevailing social values and
urbau conditions, but the profession as a whole has adoptdd

a much more business-like attitude than in

52830RcER, P. Theory
Shaw. Minneapclis: University of  fipmesota Press, 1984
S t °

529506 ‘page 162.
53%eqy pages 71 and 727, 4
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Symptoms of this trend in South Africa, that are felt in

America and Europe as well, are the deregulation pf the

‘profession in the forms of the abandonment of minimum fee

scales, the sanctioning of advertising of professional
services and the possibility of voluntary membership to the
Instit\xterf Architects. Architecture seems to be moving out
of the domain of the arts, becoming more businass ‘oriented

and merging with the world of commodities.

What are the options availeble to the conteaporary
architect? Sne i3 to simply Join the world of commercial
architecture and design buildings as commodities as well as
one can. There is a certais realism in this 'reactionury'
attituge.5?! It means that architecture will be integrated
into the material processes of life. Then architeciure may
be the embodiment of reality, the experience of which can be
gratifying. Another possibility will be to try to resist the
commodification of architecture, if one believes that the
should not simply be

social and economic status

aceepted. Lyotard suggests a strategy of resistance open to

contepporary architectural practices‘ﬁzz The approach that

53150e chapter 5.6 for a discussion of postmodernism of
reaction and of resistance.

32ryoTaRD, ~JEAN-FRANCOIS.  “Brief {Reficétions  on
Popular Culture.® In L. Appignadesi, ed. ICA Documents 4:
Postmodernism. Landem‘ Institute of Contemporary Arts, 1986,
S8, :
% ; _
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APPENDIX 1

Oppa:&mi és for work Accorrﬁnq to econcmical settor in

L;i&_sk the prajectad cpportunit:\es for work in 1995 and- ‘tha
W al Owth rate for the period 1985'- 1995.

71995 Annual
Growth

] % Rate

ey Be 147 - 11,4 802133 9,6 0,8

% 796 388 . 10,4 952 430 10,6 1.8

1409926 18,4 -1594-189 1708 1,2

Electnci.ty Gas 5 Water 92 049 1,2 87000 1,0 D8
Building & Constriiction 238 623" 4,4 4780 4,7 1,1
[ 984 622, 12,5 1284438 14,3 3,0
Transport & Comminication 510 619 ° 6,7  633s68 7,1 2,2
Financial Organizations 381 136 5,0 456209 5,1 . 1,8
Sundry Services . 273 933 3,6 . 344490 3.8 2.3
« Public Servites A 113985 14,9 1504990 168 . 2.8
Domestic Servants . LETae. 11,5 87T s 887 0,0
O, 7642 328 100,06 952608 10,0, 1.8

Published Marais. Smd-Afrika. Perspektiewe o og ie
E_og}gams Pretonm Buman Sciences Researsh Council, 1988 p,
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