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“The artist is the creator of beautiful things.
To reveal art and conceal the artist is art's aim.
The crific is he who can transilate into another
manner or new material his impression of

beautitul things.
The highest as the lowest form of criticism is a

mode of auto-biography.
Those who find ugly meaning in beautiful tings

are corrupt without being charming. This is a

fault,
Those who find beautiful meanings in beautiful

things are the cultivated. For those there is hope.
They are the elect to whom beautiful things
mean only Beauty.

There is no such thing as a moral or an immoral
book. Books are well written, or badly written.
That is all

The nineteenth century dislike of Realsm s
the rage of Callban seeing his own face in the

glass.
The nineteenth century dislike of Formanfticism is
the rage of Caliban not seeing his own face in

the glass.
The moral life of man forms part of the subject-
matter of the artist, but the morality of art consisis
in the perfect use of an imperfect medium.

No artist aesires to prove anything. Even 1hings
that are frue can be proved.

No artist has ethical sympathies. An  ethical
sympathy in an artist s an  unparaonable

mannerism of style.

© University of Pretoria

No artist Is ever morbid. The artist can express
everyrhing.
Thought and language are to the artist

instruments of an art.
Vice and virtue are to the artist materials for an

art.

From the point of view of form, the fype of all the
arts is the art of the musician. From the point of
view of feelng, the actors craft is the fype.

All art is at once surface and symbol.

Those who go beneath the surface do so at

their own peril
Those who read the symbol do so at their own

oeri,
It is the spectator, and not life, that art really

mirrors.
Diversity of opinion about a work of art shows

that the work is new, complex, and vital.
When critics disagree the artist is in accord with
himself.

We can forgve a man for making a useful
thing as long as he does not admire it. The only
excuse for making a useless thing is that one

aamires it intensely.

Al art is quite useless.”

OSCAR WILDE (1897)
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SEMINAL AUTHORS: Adorno, Bourdieu, Kristeva,
Csikszentmihalyi, Schafer, Negus &  Pickering,
Tzortzi

Through the consideration of Adorno's theory of
‘negative didlectics’ the existing society of art is in
a state of dlienatfion. This idea considers units of
similarity abstracted from one another and thereby
establishing an  opposition; a negative  didlectic
relationship between creatives. ‘Instead of belonging
to the world, man put himself rationally and critically
opposite it.." (Jencks & Baird, 1969, p. 218). The
concept that a fufure can exist free from dlienation
lends toward a future of collaborative community
considered within the context of cultural production.
Culture is not merely the manifestation of the human
mind info a creative material medium; it is also a
mechanism of interaction developed through social
behaviour such as a custom or an idea.

Kristeva's constfruct, 'the abject’ (that which is
neither subject nor object), is used to define the
scope of this proect. Producing culture using
space is not defining object in space nor is it
defining subject in space. The friadic inferaction
between object, subject and abject is important
N understanding the cultural system within the
built environment. This is conceptually infended fo
manifest the communal identity of creatfives within
the host building. Considering the explicit (whereby
knowledge and social interaction are produced) and
implicit (which considers action between object and
subject) relationships reinforces the argument. The
understanding of the relationship between culturadl
media and mediators is fo be explored spatially in
the adapftive reuse of the Sunnyside Post Office info
a production house and exhibition space, utiising
social applications to defining a model for a creative
cohesion.

Wanneer Adorno se teorie aangaande ‘negatiewe
diclekte'corweeg word, is die bestaande
kunssamelewing in ‘n foestand van  vervreming.
Die tecrie meen daf ooreenstemmende kKonsepte
gemyn kan word om feenoorgesteldheid te
skep; N negatiewe didlektiese verhouding tussen
kunssinniges. ‘In plaas daarvan om aan die weéreld
fe behoort, het die mens homself rasioneel en krities
in teensteling daarvan geplaas...” (Jencks & Baird,
1969, p. 126) Die konsep dat 'n toekoms sonder
vervreming kan bestaan, begunstig die idee dat
'n toekoms waarin samewerking wat onder die
gemeenskap geskied, moontlik is in die konteks van
kulturele produksie. Kuns is nie slegs die vergestalte
van die menslike brein nie in 'n skeppende, materiéle
medium nie; dit is 'n interaksie-meganisme  wat
ontwikkel word deur sosiale optfredes, byvoorbeeld
kulturele gebruike en idees.

Kristeva se konstruk, die "abject” (n voorsteling
wat dit wat nie onderwerp of voorwerp is nig)
word gebruik om die omvang van hierdie projek te
definieer. Om Kultuur te skep deur ruimte, definieér nie
die voorwerp of die onderwerp nie. Die drievoudige
inferaksie tussen voorwerp, onderwerp en “‘abject”
is van belong vir die begrip van ‘n Kulturele stelsel in
'n geboude omgewing. Konseptued!, is die bedoeling
om 'n gemeenskaoplike identiteit vir Kunssinniges
fe vergestalt in die gasheergebou. Die verhouding
tussen die eksplisiete (waardeur kennis en sosidle
inferaksie geproduseer word) en die implisiete (wart die
aksie tussen die voorwerp en onderwerp oorweeg)
staaf die argument. Begrip vir die verhouding tussen
kulturele media en bemiddelaars word ruimtelik
ondersoek in die aangepasde hergebruik van die
Sunnyside Poskantoor as ‘'n produksiehuis  en
uitstalingsruimte, deur gebruik te maak van sosidle
foepassing om N model vir kKreatiewe samesmelting
fe definieér.
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A dystopia exists in Pretoria, a dislocation, a disparity,
it is not a natural phenomenon of rock against rock.
Instead, it is one for the souls inhabiting the city. The
aystopian world has many facets and they exist
in many hues. Art is a Technicolor world. Colour
is a way of seeing the world, you attach colour 1o
emotion, to memory, to knowledge. A world without
art is a monochromatic haze of greys. If the realms
in which art exists are not conserved, the creativity
within a city will surely die.

The dissertation aims to consider the contention
within the artistic sphere using the concept of didlectic
and negative didlectics as discussed by Theodore
Adorno (1973). There are dialectic states which exist
in the realm of arf, which here are separated info
four states; namely environment, elitism, emergence
and exhibition.

Separated geographically, the environment of the art
world creates a negative dialectic state which can
be briefly defined as 'similarity in alienation’. Artists
dike are isclated and thus unable to connect to
the art sphere creating a non-identity of the unified
artistic field.

In the existing fabric of the city, art as a culturadl
medium is seen o become an elitist discipline which
is removed from an accessible public inferface.
Instead, art galeries or institutionalised creative
exhibitions connected to academic instfitutions are

the norm. This exclusivity created by the ‘invitation
only” mentality of the art world creates a growing rift
in the connectivity of the disciplines resulting in the
negative didlectic landscape which is exasperated
by the geographical separation of the isolated arfists.

The interaction between the emerging and the
established in the current state are completely
removed from one another. The only means emerging
artists have by which fo learn from the established
creatives, is fo join an academic institution and
become further qudlified. This rationale does not in
any way demote the value of education but it does
crificise that alternative means should be avaiable in
the more informal art sector.

The exhibition of art, which wil become the focdl
point of the design, wil consider the subject, olbject
and abject of art; namely viewer, artwork and
spatial appropriation thereof. The theoretfical basis
for the design infentions will be distinguished and the
design discourse wil be appropriated.
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7 was wWithin and without
Simulfaneously enchanted and
repeled by the inexhaustible variety
of lfe.” (Fitzgerald, 1925)

1.1. NORMATIVE PROCESS

The cultural industries found in the vibrant landscape
of Pretoria are segregated. A state of dlienation exists
in the capital city, in fact it can be found repeated
iN many cities not only locally but also infernationally.
The elifist nature of the field of creative production
imits the adbility of emerging artists to gain access
to the existing network of autonomous knowledge.
To counter the current negative dialectic state found
within the fabric of the city, my normative stance
should be clarified. | explain here the manifesto | use
when approaching design:

The ream of interior design should be approached
with  a conscious understanding of how the
environment influences users within a space.
Designers today are concerned so indefinitely with
the aesthetic value and appedal that we often forget
to consider the element of use.. The conscious
or unconscious reception of the design influences
should be used to change the standard of space
from a ‘mechanical space’ info a ‘human space’....

To define how you as a designer create, you
first need to define the subjective ‘self’; you as a
human being. Wiliam Blake said "My business is to
create” and Gleckner (1956, p. 363) explains how
this metaphorical journey begins in the imaginative
perception...

It is explained that the normative process towards

© University of Pretoria

architecture fals infto one of four categories;
functionalist, populist, conventionalist and formalist
(Rowe, 1987, p. 124). In the discussion of the
various positions, it is excluded where the interior
ream of reuse and adaption stands; also, that the
various positions are not mutually exclusive...

Interior design dllows for all of these processes
to be utlised simultaneously. Making use of
functional elements in the design of space, a
designer applies the aesthetic nature of populist
processes, the heritage and value in reuse of
conservationdlism and dllows the “‘autonomous
ream of expression” of the designers’ formalist
views to be appreciated... Between identity and
function, the designer must unify an environment
such as to create the apt user experience required
for that space...

Creating a ‘person centred place’ dlters the
obstruction of human experience in the designed
readm. Sensorial reactions are perceived by the
users, and these ultimately affect the constantly
changing balance of their mental state as
explained by Augustin (2009, p. 39). Designers
have the ability to manipulate the spatial ream
as to make use of these sensorial elements to
create or instl a reaction in the users. Through
the correct employment of these strategies,
the appropriate use of an interior realm can be
achieved... In interior design the application of
these psychological references combines the
cognitive, ethical and poalitical into a single unified
perception...

Through the primary dominating sense, the
majority of our environmental influences are
experienced and this is sensitivity to space occurs
on an underlying psychological and emotional



plane. Augustin (2009, p. 37) states how although
domineering senses prevail in cognition, all sensual
experiences combine and with this the creation of
new knowledge can occur...

When a user is considered in a space, the
environment in which they actively participate, albeit
unconscious inferaction, their surroundings can
better their performance, alter their mental state
or even change their behavioural characteristics.

As stated in the manifesto, all four normative stances
are ufiised. Both the theoretical underpinnings and
the design discourse pay particular attention to
the role of the user. For this purpose, this project
specificaly makes use of the ‘populist’ stance as
defned by Rowe (1887, pp. 125-129) in which
inclusivity and user needs play a vital role in the
determination of form. Symbolic and infangible
as well as physical gualites are recognised and
fransloted to form architectural expression. It s
also accredited within the populist framework that
there are ardent correlations between behaviourdl
attributes and the building environment, and that the
latter has an infrinsic effect on the former.

My approach to the project is situated within an
intferpretivist  paradigm.  “Interpretivists  believe  that
the human experience of the world is subjective
and they [are concerned with understanding] it
as it is" (Cronje, 2013, p. 18). This stands in line
with my architectural manifesto and the normative
position | have fowards this project in parficular.
The subjective experience and relationships of and
between the users (which includes all associated
profles of maker, mentor and viewer; as well as
their inferaction with the space) is a crucial factor in

the response o the negative dialectic fabric.

The process of theoretical perceptfion is rooted
in the premise and rationale. Comprehension  of
factors regarding didlectic behaviours within the
field of cultural production is the inifial stage of this
project. Programmatic behaviours will be aligned
to this theoretical framework and resclved through
the use of vision and pragmatic requirement. “The
programming of facilities is aimed at revealing those
hidden biaoses and at democratically safisfying the
environmental reguirements of a buiding” (Rowe,
1987, p. 127). The site is then selected and the
suitability thereof is tested against the programmatic
requirements and conceptual models. The design
is to be iteratively resoclved considering all three
components.

The theorefical underpinnings of the project form

EXHBITION

Figure 2: Research field and focus diogram
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abstract knowledge preceding design investigation.
The document is separated into parts, firstly
infroducing the broad scope of the project and then
continuing iNnto the theoretical discourse. Elements
from these abstract theories are then translated
fo gpatial application for the design discourse.
Resolution of design makes use of tfechnical fenacity
and pragmatic consideration.

The process of understanding the theoretical basis
of the project wil fiter through various levels to the
roof focus of the conceptual foundations. These
fopics are:

The project aims to:

- Delineate the various didlectic states existing
within the fabric of the capital city. This is achieved

’ NEGATIVE DIALECTIC ENVIRONMENTS
ELITISM & EMERGENCE

CREATIVE PROCESS AND ECPHASIS



through analysis and observation.  Theoreticadl
underpinnings will be utilised to pinpoint what these
sfates are.

Consider mechanisms  of bringing the
network of autonomous knowledge to a state
of equality which would more easily allow for the
emergence of new artists. This is a mechanism to
address the greater elitist field. This will theoretically
pe discussed so as to find mechanisms with which
this can be achieved, even if only possible in part.

Outline the creatfive process in  arfistic
production so as to understand the process with
which art is produced and understood. This aims fo
delineate which implicit and explicit processes are
avaiable and how they can be manipulated. The
manipulation thereof infends to dllow for better user
understanding.

Al three previous ams are then to

be theoretically combined to investigate more
appropriate mechanisms to exhibit work. This is
achieved through the iteratfive design process whilst
using conceptual and theoretical foundations.
The premise and ratfionale wil further define the
problem under contention as well as the mechanisms
with which the problem will be addressed to meet
these ams.

© University of Pretoria



1.2. PREMISE

The creative world of Pretforia is seen under a
dialectic contention. Artistic material is shambolicly
scaffered across the urban scape. Isolated artists
sfruggle to break through the instfitutionalised
pboundaries which surrounds high-end established
art. This difficulty is emphasised by the elitist nature
of the creative network. The link between emerging
and established lacks accessibiity as there are few
places where the two extremes of the ladder can
CONNect.

Diclectic states can be described as a confradictory
separation. The complexity of this concept is found
iNn consciousness. "What we differentiate wil appear
divergent, dissonant, negative for just as long as the
sfructure of our consciousness obliges it to strive
for unity: as long as its demand for fotality wil be its
measure for whatever is not identical with it" (Adorno,
1973, p. B). Block and white (as a basic example) is
a didlectic pair; opposition is used to create a unity
through the measure of one against the other.

Perception becomes an important factor in negating
the concept of didlectics. The non-identity seen
pbetween the dichotomous parts to the didlectic is
where the complexity of negative dialectics can
be found. Negative didlectics instead relate to the
correspondence of parts creatfing the dissolution of
the pair; this is seen as the opposite of the didlectic
pair whereby the two units are contradictory. This
is discussed by Adorno (1973, p. 180) whereby
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the subject of negative didlectics coincides with the
object, therefore extinguishing the direct appearance
of the object. The negative didlectic is where identity
between parts leads to non-identity of the unity.

ldentiies and non-identites are  fervently visible
within the city. Four didlectic staftes exist within the
fragmented cultural system of the capital which will
form the focus of the dissertation and later inform
the design resolufion. These are:  environment,
emergence, ecphasis and exhibiton and wil be
briefly introduced below. Each topic is discussed in
its own chapter (chapters 2, 3, 4 and b respectively).

ENVIRONMENT

n. the social and cultural forces that shape the
life of a person or population (Oxford Dictionary,
1998, p. 268).

1.2.1.

The geogrophical separatfion of arfists across the
fabric of the city creates the macro-scale basis of the
four didlectic states to be addressed. This element
of environmental estrangement is the premise of the
problem under contention o be addressed by this
dissertation, that is: simiarities in alienation.

The existing state and intended aim are considered
diagrammatically with the use of the Art Museum
implemented in Kanazawa, Japan (Sasaki, 2010) as
precedent of the viability of creating arfistic cohesion
fhrough the use of intervention.

Art is then discussed in reference to the Bourdieuean
(Bourdieu, 1984) fields of cultural production so as
fo define the field, and agents o the field.

Lastly, the ability of catalysts to generate change is



questioned. For the dialectic state o be challenged
or dissclved, a level of interconnectivily between
creatives is required across the city. This network,
as the problem to be contested, also broadly aligns
with the solution to be pursued.

RESEARCH QUESTION:

Can the negative didlectic fabric of the Pretoria
cultural landscape be challenged through the use
of adaptive intervention?

EMERGENCE

n. the act of process of coming iNfo existence
or developing (Oxford Dictionary, 1998, p. 264).

12.2.

There exists within the elitist world of art, a specific
diclectic forming an important focal point within this
dissertation; the relationship between the unknown,
emerging and established artists. A discord exists
petween estfablished known artists and the lesser
known or completely unknown artists. This can
be defined as both didlectic and negative dialectic.
The didlectic nature is founded upon the fact that
established and emerging are oppositions creating
a unity. This unity forms the hierarchy within which
artists can become established; whereby unknown,
established and emerging are various stafuses
pbelongng to the order. The negative didlectic is
based on the idea that artists are simiar in their
action, infention and representation. The segregation
of these parts from the whole dissolves the identity
of the unified collective of the artistic industry.

The social life of the art world creates the social
organisatfion which allows for emergence to occur.
This sectfion of the dissertafion discusses and

defines the structure of this social field and considers
how future can exist free from alienation and how
emergence within it can occur. The existing problems
with the system in Preforia are considered. Both
institutional, individual and production related barriers
are demarcated.

Considering the existing hierarchical nature of the
cultural industry, the merits of the system are
expressed. Legitimation as the process of emergence
is then delineated, divulging intrinsic aspects to the
process of becoming established. This involved
consensus as well as justification which can occur
both internally by field experts and externally by the
visudlly stimulated mass audience.

This gives background to the stance to solve the
emergence boundaries met by the individual arfist
fryng the access the field of cultural production.
This dm is not to destroy the exisfing hierarchy,
but instead to manipulate the functioning thereof to
allow emerging individuals easier access.

RESEARCH QUESTION:

How can the elitist fabric be challenged to create
a functional network and equadlity between
established and emerging creatives?

ECPHASIS

declaration or

12.3.

n.an explcit
(Webster, 2012).

interpretation

This chapter wil discuss the process of artistic
production. Considering various theories (Negus &
Pickering, 2000; Mace & Ward, 2002; Mcintyre,
2007; Glaveanu, 2010; Groys, 2011) on what defines
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the process of art making, specifically looking at
models of creative process, a mechanism towards
creative externdlisation wil be outlined. Externalisation
defined by Glaveanu (2010, p. 52) is the physical
form faken on by creative ideas. Arfisfic process
wil be discussed in tferms of generalised methods,
iNnpufs to the process and the consideratfions of
social context and audience perception. A model
for creative process is visudlised and defined within
which the implicit mechanisms will be defined.

Furthermore, this wil consider how understanding
implicit mechanisms can be used to define new
means of exhibition which will further be discussed
iNn the chapter regarding exhibition. The aim is to
redefine the production showcase to include the
implicit processes of creation within the perceivable
readm of audience understanding. This brings
forth the discussion of what implicit and explicit
experiences are and how the social aspects of
artistic production relate to the viewing of art.

Ectobatic perception is here termed as the means
by which implicit processes are made explicit.
Three mechanisms are used to theoretically base
fhe process: these are interndlised consciousness,
procedure and presupposition. Al three are
discussed in sectfion O so as to validate the concept
of ectobatic perception which wil be used in the
spatial exploration in the folowing chapter.

RESEARCH QUESTION:
Through consideration of the artistic process, can
implicit mechanisms be made explicit?



124 EXHBITION

n. an exhibiting, showing or presenting 1o view, a
public display, as of artists or artisans (Oxford
Dictionary, 1998, p. 277).

The final section of this dissertation relates to both
theory and praxis. Existing exhibition typologies are
considered to lay out the premise of this section. This
forms the foundation in generating a new typology
of exhibition making use of the principle of ectobatic
perception; making the implicit explicit.

Cognition and perception are infrinsic qualities to the
formation of a new fypology. To better understand
this, the friadic relationships between the user, the
arfwork and the spatial appropriation or rather the
subject, olbject and abject are specifically considered.
These terms are used as fools to define cognitive
connections between the parts of the system.

Having looked at theoretical elements required
N achieving a new typology, spatial implications
thereof are then discussed. A cognitive-orientated
display is intended to be achieved making use of
five principles: placement perception,  uniformity,
sequence, spatial separatfion and interaction. Each
is discussed with specific reference to the design
discourse undertaken for Blank.

RESEARCH QUESTION:

How can the exhibition of visual arts be developed
to a new or synthesised typology as to allow
cognitive understanding of artworks from the
perspective of the audience?

© University of Pretoria
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1.3. RATIONALE

Considering Adomo's theory of ‘Negative Dialectics'
as discussed by Kul-Want (2010, p. 178), the existing
society of art is in a state of alienation. This is an
idea which considers units of simiarity abstracted
from one another and thereby establishing an
opposition; a negative dialectic relationship between
creatfives. Instead of belonging to the world, man
puf himself rafionally and critically opposite it.."
(Jencks & Baird, 1969, p. 216). The concept that @
future can exist free from alienation leans foward @
future of collaborative community considered within
the context of cultural and artistic production.

Addressing this problem reguires the use of the
onfological guestion: what is..” What is culture?
How can culture be produced? These guestions
need to be addressed to consider how the
network between these disciplines of imagination
can be created fo be functional utiising the spatial
framework of the interior environment. Furthermore
how exhibition practice can affect the infernalisation
of knowledge.

‘Culture is seen as a dynamic process in which
agents create meaning by drawing on cultural
forms as they act in social and material contexts,
and in so doing produce themselves as certain
Kinds of culturally located persons while at the
same time reproducing and fransforming the
cultural formations in which they act.

© University of Pretoria

Thus ‘cultural production” has a double meaning:
it is concerned with how persons are produced
as cultural beings, and with how this production
of persons results in the (re)oroduction of cultural
formations” (Wortham & Rymes, 2003)

Culture is not merely the manifestation of the human
mind info a creative material medium; it is also a
mechanism of interaction developed through social
behaviour such as customs or ideas. Wilis (1981, p.
49) explains cultural production to contain different
meanings playing across social relationships:

‘Our starting point should be in the cultural mileu,
in material practices and productions, in lives
in their historical context in the everyday span
of existence and practical consciousness. We
should investigate the form of Iiving collective
cultural productions that occur on the determinate
and contradictory grounds of what is inherited
and what Is currently suffered through imposition,
but in a way which is nevertheless creative and
active”,

It can be explained that the core of cultural production
is the society created through active existence; from
this, creative production (the manipulation of material
mediums into form) is rooted. Society becomes art,
This is an implicit factor within the process of making
art. Society forms specific bonds and boundaries
within - the social organisatfion of the hierarchical
structure; networks are formed.

The existing hierarchy of the artistic disciplines
negates that a nefwork exists, the fact that
reaching the next stafus level within this hierarchy
is so difficult shows that this network does not
function adequately. Sasaki (2010, p. 4) discusses



the imperative requirement for creative industries fo
form networks or “horizontal cooperation”. He lists
three main reasons exist for such cooperation / for
the formation of networks:

The exchange of qudlitative and tacit
autonomous knowledge which is retained within the
clusters of an industry.

- The placement of the industry within the
broader urban context,

- Trust is bult within the industry through
non-monetary tfransaction and exchange.

Additionally, the consideration of how these
disciplines can be appropriately exhibited must also
be addressed.

Kristeva's (1982) construct, ‘the abject’ (that which is
neither subject nor object), is used to define the scope
of this project. Producing culture using space is not
defining object In space (although exhibition design
will be considered in the theoretical understanding)
nor is it defining subject in space. The triadic
interaction between object, subject and abject is
important in understanding the cultural system within
the built environment. This is conceptually infended
to manifest the communal identity of creatives within
the host building. Considering the explicit (whereby
knowledge and social interaction are produced) and
implicit (which considers action between object and
subject) relationships reinforces the argument.

The understanding of this abject and the relationship
between cultural production and creative media and
mediators is fo be explored spatially in the adaptive
reuse of the Sunnyside Post Office. Utlising social
applicatons to defne a model for a creative
cohesion, the post office is intended for alteration

iNnfo a production house and exhibition space. This
brings social and environmental psychology into the
theoretical approach used to define a model for a
creative collective,

There are various relationships which need to be
considered within this scope of establishing functional
exchange networks. It is to be noted that there
are an indefinable amount of relafionships which
can exist and can be questioned. This project wil
however only focus on the folowing relationships:

- The emergng creative and established
creafive.

- The subject, the object and the abject.

- Interdisciplinary interaction between makers
and mentors.

- The negative didlectic relationship seen in
the creative urban fabric.

- Media to mediator relationships: ie. the
user and the exhioit,

- The host buiding and the intervention.

These relationships will be discussed and explored

through the process of design and theoretical
discourse.

© University of Pretoria
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1.4. PROPOSAL

The adaptive reuse of the Sunnyside Post Office
info an arfistic complex called Blank containing a
production house and exhibition space, ams fo
address the lacking infegrated artistic  cohesion
within the Pretoria cultural londscape.

The capital needs a space which allows the various
crective users within Pretoria to  inferact.  This
association  between various status levels  within
the field could be a mechanism of breaking down
the barriers which have been created within the
emergence of new faces to the discipline. A space
to produce art, to showcase art; to be immersed
within the world of art wil not only draw in users
within the creative ream but also allow connection
pbetween them.

141 PROGRAMME

The design will embody three programmatic sections:
‘oroduction’, 'exhibition” and 'post-production’. The
production and exhibition spaces wil form  the
centre point of both the design and theoretical
understanding. ‘Post-production’ finds itself as an
archive; an area of secondary importance in this
dissertatfion. The combination of the programmatic
fields will form the unity of the artistic complex.

The production house wil be utlised in the
conceptualisaton and production of arts. The
production spaces should provide for interdisciplinary
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requirements considering both statfic and dynamic
production of arts. Statfic art refers to art which is
stationary such as paintings and sculpture whereas
dynamic arts refer to arts utlising movement; fim,
performance and so on.

The exhibition spaces are used to showcase the
produced works as wel as externally supplied
works. The design of the production house wil
inferlink  with that of the exhibition spaces. The
infention of creatfing 'mind space’ both in production
and exhibition is an important facet of the theoretical
approach to the spatial design.

The process of production within a creative field is
an imperative feature in both the production house
and exhibition spaces. According to Mace & Ward
(2002) the creative process can be broken down
info four key phases, namely artwork conception,
idea development, making of the artwork and
resolution. All four phases have both explicit definable
derivations as well as implicit intuitional essences.

From the viewer's perspective, art is experienced
explicitly, both in observaton and in the social
inferaction surrounding the object. The implicit nature
of creative media is however typicaly overlooked.
Informed by participation theories and the creative
process, the am is to make the implicit processes
explicit both in production and display.

‘Understanding of participation primariy deals
with infrinsically motivated actions exercised in
social formations which share a high degree of
inferaction, common objectives, and interests.
It is a form of production that can be best
described as explicit...



However, new information management systems
reveal an implcit participation,  which goes
beyond the mere participation in a surrounding
culture: social actions are channelled and
controlled by design. On what one might call
a rather subliminal level, users are participating
in shaping and expanding the information
infrastructure.” (Schafer, 2008, p. 74).

This defines the parameters within which exhibition
will be analysed so as to appropriate it for redefinition.
The implicit or explicit participation of users allows for
an understanding of how the exhibit is received by
an audience. The exhibition display will be explored
N more detail through design. Existing typologies
of exhibition design such as the object orientated
display and the concept orientated display will be
further defined in section 5.1.

The perspective of making the implicit explicit is
the foundation principle for the redefinition of the
exposifion in this project. Bringing out the process of
production from inception to physical making is the
aim in this new fypology which wil be prelminarily
defned as a ‘cognitive orientated display’. The
methodology in achieving this will be using the social
facilitation approach which is defined by Bifgood
(1994, p. 4) as a strategy to stimulate societal
communication and inferactivity  amongst  the
users or subjects of the space. This will further be
discussed in section 5.3,

The nature of the design wil also facilitate inferaction
between the tfemporal and permanent. The project,
although requiring a prototypical exhibit, wil not
address the lmits of contfemporary curating. Both
temporal and specifically permanent inferfaces will

be an important feature defining the role of the
interior designer in this capacity. Programmatically
the consideration of in-between space or non-space
wil be a specific design designation for the project.

Inferaction is to be created between imagination and
production; between user and architecture; between
new and existing; between the knowledgeable and
the layman. The design wil aim to create a narrative
relating back to the post office thus adapting the
sfructure with sensitivity to the intfangible heritage
values',

Pretoria based collectives ke Hello Amibassador,
POSTBOX and the Cool Capital Biennale® are
aftempting to create a network which re-joins the
knowledgeable established cultural creatives o the
emerging creatives. Thus far, these inifiatives are
impacting on three levels.

The first is education, whereby conferences and
workshops can be attended locally for a fee. The
second and third factors are interlinked: these
colectives create a plotform  where emerging
creatives, industry pioneers and local entrepreneaurs
can inferact, dlowing for collaboration between
these various parts of the field whilst showcasing
and seling their products.

The callectives mentioned will be able to use Blank
when needed, on a plug-in basis. Hello Ambassador
is viewed as a typical plug-in client.

1 See heritage approach and analysis in section 1.4.2.6.SITE

2 \Various initiatives are constantly attempting to break into
the arfistic sphere to improve the community reach; the three
mentioned are better known and wil be better delineated in

Table 2.
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The design wil not be lmited to any specific
organisation, but Hello Ambassador is used fo
determine the spatial requirements of the site. Hello
Ambassador hosfs an annual event in Pretoria’s
city centre where interdisciplinary collaboration
is encouraged. The annuadl event consists of five
inferrelated components listed in Table 1.

Bonk wil be designed to accommodate all
the mentioned functions with exception to the
conference. Blank wil include space for workshops
and wil include an outdoor paviion. The inferior
altferation will be focus on production and exhibition.



D

Table 1: Hello Ambassador reqguirements (Hello Ambassador, 2013)

THE CONFERENCE
THE WORKSHOP

THE CREATIVE EXPO

THE STREET FESTIVAL
THE AFTER PARTY

Optimally designated for 500-1000 people to attend.

Interactive workshops and lectures are given to those who attend; they
consist of smaller seminars and hands-on fraining.

The work produced during and for the conference is exhibited throughout
the period it runs.

An open air public area for disploy and performance.
The event celebration.

OPPORTUNITY FOR
ENGAGEMENT

Figure 3: Diagram fo illustrate programmatic schemes and connections
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Table 2: Creative initiatives

HELLO AMBASSADOR

Figure 4: HA Logo (Helo Ambassador, 2013)

"“The main focus of Hello Ambassador is:

1. To create a plotform where emerging artists, creative
entrepreneurs and industry experts can meet and network.
2. To promofte local South African talent both nationally and
internationally.

3. To inspire and educate young creatives and students.

4. To create opportunities for international collaborations.

5. To promote arts and culture and create awarenass of the
opportunities that exist within the creative industry.

6. To revive interest in the Pta CBD and inner-city creative
inifiatives while contributing towards the urban redevelopment
of our capitol” (Hello Ambassador, 2013)

POSTBOX

P0S

Figure 5: Postbox Logo (Postoox, 2013)

"PostBox is an arts and culture initiative. Our aim is to provide
all kinds of creatives with a platform to feature their art,
design, photography, graoffit, music, fim, animation, poetry,
dance, fashion, architecture, and anything else that qualifies
as creative and originall

The FPostBox inifiative includes an annual publication, online
media, events, workshops, exhibitions and more...” (PostBox,
2013)

COCL CAPITAL BENNALE

2014 COOL
CAPITAL
BIEMMALE

Figure 6: Cool Capital logo (Cool Capital, 2014)
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‘Cool Capital Biennale 2074 is a non-government organisation
and citizen-lead infiative to bring about visual, perception and
actual change to Pretoria, the administrative capital of South
Africa and the surrounding metfropolitan area of Tshwane, by
means of a multitude of small interventions.

The am is fo Infroduce the public to a weadlth of art,
architecture, urban- and graphic design, as well as sculpture
creations, while affording them the opportunity 1o interact
with these civic interventions. The event is inclusive and open
fo any individual, collaboration, educational facility or group
wiling to contribute something creative within the borders and
the laws of the city” (Cool Capital , 2014)
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14.2. SITE

SUNNYSIDE POST OFFICE (SPO)

ARCHITECT. Holm Jordaan Architects
LOCATION. Steve Bko St, Sunnyside
YEAR. 1972

TYPOLOGY. Modernist
USE. South African Post Office (SAPO)
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1421 MACRO SCALE: PRETORA
Pretoria, as the South African capital, is known
culturally as the "symbolic heart of conservative White
values” (SAHO, 2013). The perceived conformist
and antideluvian  local atmosphere  does however
not limit the creativity which is embedded within the
vast fabric of the city. The city holds within it vast
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and vibrant cultural assets which include music,
art and theatre. Figure 8 shows the cultural assets
present in the city fabric.

Sunnyside, as the selected area (highlighted in
Figure 9) is surrounded by a variety of districts
which include but are not lmited to residential,
commercial and academic. The site also lies on
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the border between the CBD and Pretoria East.
Both these factors attributes to the feasibility of
the project as the Iiminality of the space dllows for
cafalytic infervention. The justification of the site is
further discussed in Table 3.

\RESDENTIAL
ACADEMC
COMMERCIAL

- Figure 9: Preforia district edges



1422, MESO SCALE: SUNNYSIDE
The Sunnyside precinct, which was incorporated
info Pretoria in 1890, is the focus area in this
dissertatfion. Situated on the edge of the Nelson
Mandela Development  Corridor, there is  an
envisioned shift towards a more upscale constitution
iNn the surrounding areas as explained by Encha
Properties (2012). This district does have a developing
creatfive denomination making it appropriate for this
conceptual design project.

Small establishments  attempting to create artistic
cohesion and social interaction are found in the area.
One such body is the Capital Arts Revolution on the
eastern edge of Sunnyside which was established
in 2011 "Their am is to bring about an artistic revival
to the Caopital City, by exaggerating, accentuating
and encaopsulating the great and vibrant artistic
heartbeat of current Pretoria” (Joubert, 2011).
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CREATIVE NODES

Cultural incepftive sites like this have been affempting
to advance since the 1920's as seen with the
Overzicht Art Village. Although small, these culturadl
pbodies which have again started to arise could
instigate a ‘revival' across the entire fabric of the
city, especidly with the ad of an appropriate
catalyst. Individually they don't achieve the followers
or status to grow, but connecting various iniftiatives
dlows for a better chance fo achieve the goals of
these projects.

The SPO site is situated on Steve Biko Street
(formerly Jeppe Street) which is a high energy path
for both pedestrions and vehicular traffic. The site is
surrounded by a high energy area which includes
commercial and retail daytime energy as well as
an energetfic nightlife within walking distance. This
enables the success of Blank.

Figure 10: Sunnyside analysis: movement, nodes & pedestrian activity
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The historical development of Sunnyside (depicted
in Figure 12) went through three stages as explained
by Petzsch (2012, p. 18). Early stages included
a majority of residential and the foundatfions of
commercial development over time shifting fowards
Robert Sobukwe Street (formerly Esselen Street)
pbecoming a retail and commercialised high street
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with  high density residentiaol blocks above. The
Overzicht Art Viloge is important to note in the
creative historical context.

Magome (2012) describes the Overzicht Art Vilage,
an area of Sunnyside along Gerhard Moerdyk
Street, which was a collection of buidings used

Figure 12: Sunnyside timeline
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as the arts district in the city centre from the 20's
onwards. This secfor of the city has been left 1o
decay which in turn affects the dialectic state as the
arts are no longer being uplifted in this area.
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MDC) has a positive impact on the
y ability for the intervention to succeed *
, due fo the fact that the development "z
- framework looks specifically af cultural g
. aspects and inferventions. The site (4
¢ is located east of ‘Precinct 3 of the &
' MDC which is aimed to redlise cultural
. and tourism related faclities (Encha
- Properties, 2012). Figure 13 shows
' the SPO in relation to the MDC.

Figure 13: Site relationship to MDC



1.4.2.4, MICRO SCALE: SITE

Stil functioning as a Post Office, a programme
for which the bulding was originaly intended,
the Modernist building in the heart of Sunnyside
is considered. The SPO is anadlysed using the
combinatfion of the working drawings the origindl
building acquired from Van Heerden (2014) and on
site observation.

The buiding has a rigid grid system which has been
used to separate interior spaces with partitioning. The
pbeam ond column structure can be seen in Figure
14 below. This structural device allows the building
the opportunities of adaptability as temporary interior
structures can be stripped and replaced with more
confemporary fit-out structures.

Figure 14: SPO column stfructure

The building makes use of concrete and brown
face brick buf dso includes detalng in burnt
orange ceramics (a detail 1o be kept) which odds
to the acesthetfic value of the street facade. The
brick detaiing existing in the exterior balustrades
and the shading partition on the northern fagade
adds a sense of permedbiity as the surfaces are
perforated. The neutfral palate seen in the materials
allows opporfunity for expression.

The interior spaces are awkward and do not allow
for public access with exception a foyer-lke area
where users can dccess service counters. The
remainder of the building is reserved for staff and
process.

Moving fowards the exterior spatiality, the building
creates d public inferface with the street due to the
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wide sidewdadlk and set-back enfrance. This is not
used and remains empty with exception of circulation
iNnfo and out of the building. A large exterior plaza
adjacent to the northern edge of the buiding is not
publically accessible and has been quartered off,

1420 SITE JUSTIFICATION

The SPO would be better suited in a smaller building
on the edges of residential and business district. It
can alternatively e proposed that the post office
move to a shop-fitted space within the Sunnypark
Mall which would suit the functionality and access
Jjust as appropriately. See Table 3 for full discussion.

mm accessidle exterior spaces
mm accessible interior spaces
m inaccessible exterior spaces
mm inaccessible inferior spaces

Figure 15: Public accessibiity of the SPO
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Table 3: Site Justification

Access

Diurnal activity

Services

MDC

Threshold

Transitional area

Spatial requirement

EXISTING

Ease of public access is faciitated by street
side buiding, transportation modes neariby
as wel as the proximity of the Sunnypark
Moall and related activity.

Building is neither universally accessible nor
fitted for disabled use.

Diurnal activity is strong in the area due fo
a callection of nightlife locations within the
surrounding area.

Availabiity of services in the surrounding
area: ocodemic instfitutions, commerce,
food esfablishments and retaill.

Mandela Development Corridor: The site is
situated near the edge of the MDC which is
proposed to rejuvenate the inner city. This
corridor is made up of cultural, institutional
and active and passive recreational areas.

The site exists on a threshold between
institutional, academic, business and
residentiol districts.

The area is used to link the eastern suburios
and the CBD and can be used merely as
a throughway dllowing a flux and variance
of activity.

SUNNYSIDE POST OFFICE

Public access is used.

Building is used for short periods of time
by public but for day time periods by staff
members; this neglects the diurnal activity
of the surrounding area.

Services are not be utilised fuly as users
have very short layby times when using
the post office.

The post office does not make use of the
opportunity provided by the MDC.

A post office would be better suited to an
area between business and residentiol
districts.

The transition is useful for the post office
as it dlows for in-transit use.

The functions of the post office no longer
require such a big space as the main
faciity has moved to the centre of town
resulting that the large interior volume is not
appropriately used by the post office.
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CULTURAL INDUSTRY

Public access can be upgraded allowing for
accessible use.

The building wil make use of the diurnal
surrounding area as the cultural industry will
be used both during daylight hours and for
night-time events.

Services wil be better utiised within the
creative programme which will uplifts local
economy and community.

The programme will link in very well with the
cultural institutions belonging to the MDC.

A creafive industry wil work well with the
collective of various thresholds.

The programme can be benefited or
hindered in a transitional space. Either new
users wil be gained or users wil pass by.

The interior volume of the site allows for the
housing of the identified programme. The
double volume adds an opportunity for
display which is not found in Pretoria art
venues.



14.206. HERITAGE APPROACH

Heritoge is analysed using the fields as defined within - Table 4: Tangible and intfangible heritage value'

the ICOMOS Burra Charter (1999) considering both
tangible and intangible heritage value. “This wil be
done through examining how existing buildings may
be adapted to meet these new needs and how
new buildings may be designed to allow sustainable
adaptability to meet future needs” (Kincaid, 2000,
p. 156). Table 4 shows the various fields and
associated value.

After the analysis of the architectural and cultural
fabric has been completed, the resulting information
shows that there are noteworthy details worth
preserving and that there is an infangible narrative
of diclogue to conserve. The infangible factors can
be maintained while infervening in the structure,
placing emphasis on the design to achieve this
intention of cultural conservation. Other analysed
tfangible factors allow for building adaptability. This
leads to an inferventional approach fo be applied
in the design. Adaptive re-use of the structure wil
consider the process of intervention as explained by
Scott (2008) using the steps: stripping back, making
good, enabling works and new works.

The SPO does not fall under the SAHRA (1999, p.
59) legislation which defines heritoge artefacts as
being any building over 680 years.

TANGIBLE

INTANGIBLE

Architectural VValue
Aesthetic Value

Historical Value

Social Value
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Award of architectural merit

Asymmetry

Concrete in-fil structure

Orange ceramic detaiing

Figure 16 shows tangle heritage elements

Post office: narrative of communication and dialogue

Space of gathering but not localised inferaction.
All interaction happens through correspondence in
letters.

1 During communication with Holm Jordaan in March 2014,
the architectural firm responsible for the design of the SPO, it
wass explained that an award of merit was won soon after
the completion of the buiding, no further information relevant to
the award was available both from the firm or in reference 1o
research.



Figure 16: Tangible heritoge
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42.7. STATEMENT OF SIGNIFICANCE

The Sunnyside Post Office is a modernist building in
the cenfre of Sunnyside. It was designed by Holm
Jordaoan, the architecture firm known for the Ou
Raadsaal in Church Square; and was completed in
1972 and soon after won an award of architecturdl
merit  (Holm Jordoon  Architects, 2013). The
a-symmetrical buiding was bult with the intent for
ifs use as a post office which is associated with an
infangible narrative of dialogue and connection. This
programme is still in operation. A society exists in a
post office, not one of interconnectivity between users
within the space, but instead creatfing connections
from persons within, to persons without,



1.4.3. DESIGN INTENTIONS

This section intfends fo consider the spatial intentions
of the prgect, relafing them to the respective
theoretical origins. This is to be elucidated from
the spatial perspective using supporting theoretical
foundations fo clarify these principles.

CEOMETRIC  JUXTAPOSITION  OF EXISTING
GRID

This infention develops from Kincaid's (2000, p.
160) adaptability framework: "A buiding should be
adaptable through its geometry, fabric and structure
(in most cases) without the need to reinvent its
essential morphology”. The building demonstrates
a rigid grid. Considering the concept of changing
perspective, opposing this grid wil create design
opportunities in spatial layout and exhibition tactics.

The defiance of the grid dlso roots from the
conceptual basis of negative dialectics (simiarities in
opposition) using this idea of opposed entities as a
design generator. The spatial implications of the grid
can be seen in section 5.3.3.

REDEFINITION OR SYNTHESIS OF THESIS/
ANTITHESIS EXHIBITION DESIGN

The design intends to use the didlectic theory to
refne an amalgamated fypology whereby the
thesis (object-orientated) and  antithesis  (concept-
orientated) models of exhibition styles are synthesised.
Alfernatively, the project development could define
an entirely new typology of visual display.
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CREATING 'MIND SPACE'

The objective is to create a cognitive medium whereby
the cultural process and conceptual rationale of work
can be brought across fo the viewer. In essence
creating a mind-space in which 1o experience art
and the cutture from which it stems. Culture is @
mechanism of the mind and individuality of a person.
Aspects of culture and associated meaning are
personally attributed to whatever process or action
the individual acclaims to e a cultural activity. The
artistic space aims to portray this. This will consider
psychological principles to best appropriate ways of
bringing across these implicit features of art: making
the implicit explicit.

EXTRACTING OR RETRACTING BULDING
THRESHOLDS

The spaces are to be designed to enable social
cohesion to take place. The idea is to break down
or shiff boundaries to foster both inferaction and
collaboration. With regard to the production house,
inferaction between established and emerging artists
lend towards hierarchical social structures and
sfatus which feeds the elitist culture which is seen
in the creative fields. The design intends to break
down the elitist fabric creating a utopian equality
between the various users of the space (maker,
mentor and viewer). As there is a nature of the
emerging artists learning from established creative
pioneers, the hierarchy cannot e entirely dissolved.
Exfracting and retracting thresholds is a spatial
realisafion. This shift in boundaries is exemplified
through extracting and retracting thresholds in the
space. This addresses the buiding's interaction with
the sfreet: interaction between interior and exterior
(implicit and explicit).

© University of Pretoria
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1.6. DELIMITATIONS & ASSUMPTIONS

DESIGN DEVELOPMENT DESIGNATION:

The project's focus wil be lmited to creative and
cultural space. There wil be smaller alternative
incomes housed in the buiding, namely studios for
rent and a workshop area. Faciities for catering
services wil also be alocated to accommodate for
possible events in the exhibition spaces.

The definttion of the exhibition and production
houses wil be the main focus of the dissertation.
The additional income spaces wil be proposed ds
preliminary layouts or defined to be occupied by
tenants.

CURATORSHIP:

The onfology of interior disciplines within  the
programmatic  approach towards art  production
within the architectural schema excludes curatorship.
Although the boundaries between curating art and
designing space for art to be appropriately viewed
can be an interesting consideration, the choice of
one artistic style over another is less important in
this dissertation.

The focus is to consider the spatial implications of
theoretical ideas concerning arfisfic practice. The
relationship between the viewer and the display
is the intended objective to be considered through
pboth theoretical and design discourse. Curatorship is
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discussed relevant only to the theoretical foundation
of the dissertatfion such. The effects of curatorship
have little to no impact on the spatial investigation.

ASSUMPTIONS:
For the purpose of this dissertation, it is assumed

that the current Post Office programme will relocate
such that the buiding can be occupied by Blank.



UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
YUNIBESITHI YA PRETORIA

© University of Pretorie




PROBLEM:
DYSTOPIA OF ARTISTIC PRODUCTION

DESIGN DISCOURSE

macro-scale

ENVIRONMENT
(contextual)

— negative didlectics
— cultural production

— adaptive re-use as apparatus

EMERGENCE
(theoretical background)

art as a social organisation
legitimisation
manipulating hierarchies

ECPHASIS

—— artistic process and inspiration
— confluence model of creativity

ANA RN

ectobatic perception

micro-scale

BLANK
(complex for artistic production)

EXHBITION

subject : object : abject

spatial implications of ectobatic perception
—— NEW EXHBITION TYPOLOGY

Figure 17: Theoretical discourse effects on design discourse
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“The Individual becomes a subject
insorar as its individual consciousness
objectifies it, in the unity of the self as
well as in the unity of its experiences.
" (Adorno, 1975).

Can the negative didlectic fabric of
the Pretoria cultural landscope be
chalenged through the use of adaptive
intervention?

@G@MMCTICSAS STATE

Exasperated by spatfidlity of Pretoria geographic
separation, the local artfistic landscope lacks
inferconnectivity between creative participants in
ifs system which allows for creatfive production to
decorously e achieved. A hierarchical structure
(which wil be discussed in section 3.1) has no
centralised spatial points of reconnaissance  with
which to unite the negative didlectic nature of the
cities artistic fabric.

‘Negative dialectics’ is a theory developed by Adormo
(1973) which describes the contention between two
states. Briefly described in section 1.2 as an opposite
of the didlectic pair where opposition between the
object and subject creates unity through the measure
of one against the other. Negatfive dialectics then
can be defined as the dissolution of unity through
the parts corresponding with one another. This in
turn creates a non-identity within the whaole.

"The podlarity of subject and object may well
appear to be an undialectical structure in which all
diclectics takes place. But the two concepts are
resultant categories of reflection, formulas for an
irreconcilability; they are not positive, primary states
of fact but negative throughout, expressing nothing
but non-identity” (Adorno, 1973, p. 174).

The art world in Preforia is much the same,
dlienated artists (equal parts) form part of the field
of artistic production but sit diametrically opposed to
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it (dissolution of unity) as their connected existence
within it has yet to be established (see Figure
18). Arfists, of a simiar trade and intention, are
segregated. This dlienatfion does not allow for the
identity to exist between the congruent subjects.
The identity between segregated parts of the unity
leads to the non-identity of the field of art.

In addition to this, the institutions which should enable
the art world are closed off and do not usudlly get
involved with the initiatives which are affempting to
break down the barriers of the art world.

This section of the dissertation will consider whether
the negative didlectic fabric of the Pretoria culturdl
londscape can be chdlenged through the use
of adaptive intervention as a catfalyst of change.
Blank wil be the framework for a concept of an
approach fowards the dissolution of the dlienation
by connecting the isolated artists through an artistic
complex of production and exhibition; a hub of
cultural production (see Figure 19).

Similar centres can e sited across a city to further
break down the divisions as a further development
from this project. This dissertation wil be lmited to
the consideration of Blank.
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Figure 18: Existing state of dlienation in Sunnyside

EXISTING STATE:

Artists are seen in isclation to one another with no
connecting network forming a negative didlectic
state within the cultural londscape of Sunnyside.
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Figure 19: Intention of the SPO adaption info Blank

MACRO DESIGN INTENTION:
Using Blank as a catalyst, the cultural landscape
within- Sunnyside and the larger Pretoria context is
infended to connect various isolated artists using the
infervention as a cultural hub.
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IMAGINED

Figure 20: Imagined future of the Pretoria cultural landscape

MAGINED FUTURE:

The networks of creatives are sufficiently connected
so as to endble the challenging of the existing
negative didlectic state and ease of emergence for
artists accessing the field.



According to Sasaki (2010, p. 8), the 21st Century
Art Museum in Kanazawa, Japan completed in
2004, is a good example to show a catalyst like
Blank can feasibly be implemented to alter the state
of a city info a functional creative system.

‘In addition to collecting and exhibiting contemporary
art from throughout the world, the new museum
also began to solicit and feature localy produced
traditional arts... In addition to this fusion of the global
and local, along with the modern and traditional, the
new museum also pursued a policy of stimulating
local interest and tfalent in the arts... Thus we can
see how the promotion of art and culture can lead
to new development of local industries” (Sasaki,
2010, p. B).

The museum makes use of a variety of different
exhibifion fools with which to engoge users. This
is an important factor in the success of such an
infervention. The Swimming Pool by Leandro
Erlich produced in 2004, a permanent exhibition
ot Kanozawa?21, is an example of alternative
perspectives utlised by the museum. This is shown
in the images included in Figure 21.

3

Figure 21. Kanazawa21 Swimming Pool Exhibit (Kanazawa21, 2013)
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I&IAFFI D OF CULTURAL

"Artistic practice can be not only a way to express
feelings, emotions and ideas but also a way fo
create meaning N a certain place and fime through
creafive  expression, keeping things dynomic
and evolutionary... Art, as a verb, should not be
understood as lmited to a specific sector of society,
but professionals who do work in the arfistic sector
can be cafalysts for others to become reflective
practitioners” (Kagan & Verstaete, 2011, p. 20).

Lipstadt (2003) questions whether production in
the art and literary ‘professions’ can be considered
‘cultural production’. This ferm is a Bourdieuean
concept (Bourdieu, 1984) which delineates a field
of cultural production to be outside the ‘scholastic
falacy' that everyone is seen as a 'homo calculan’
or the calculating man. “The fallocy inhibits analysis,
indeed, the very comprehension of practice, its
logic and its mastery, obscuring any understanding
that what makes an ‘artist’ is a ‘manner of doing'...
modus operandi...habitus... practical mastery without
theory" (Bourdieu, 2002, pp. 32-3).

Additionally, Lipstadt (2003, p. 396) discusses
that art, although not seen as a profession in the
same light as architecture, can stil be seen as a
field of cultural production. She uses competition as
a way of bridging the gap between arfistic praxis
and architecture, labeling architecture as a form of
artistic field: "[Competition] is an institution unique to
architecture among state-regulated professions, but
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one shared with fine artists”.

Alfhough art itself is not a state-regulated profession,
the professional nature of a discipline does not affect
the behaviour of the discipline as a Bourdieuean
field.

"Felds are an abstraction used to apprehend and
describe relatively autonomous social microcosms
that in relationship to each other make up social
space” (Lipstadt, 2003, p. 398).

Arfists, or ‘agents’ fo the field, do not interact with
the social space which makes up the field. For
the functioning of this field to occur properly and
have an impact on the didlectic state, mechanisms
need to be in place to dllow interactivity between
agents of the field. This is the purpose of the artistic
complex; to allow for cooperation and interaction
between agents.

‘For creative industries, whose lifeblood’ is the
creativity, skill and talent of individuals’, to form a
Cluster, It is imperative to have a ‘milleu’ in place
where creativity can be nurtured and can flourish.
In creative city theory, it is the creative milieu’ and
'social structure of creativity” and, above all the
social, cultural and geographical context that are
fruly vital for the effective integration of industrial,
urban and cultural policy.” (Sasaki, 2010, p. 4).

Kirchberg & Kagan (2013, p. 142) discuss the
requirement for parficipation such that creative
communities avoid becoming “both communitarian
enclosures in neighbourhoods and autopaiesis in the
art worlds”. Maturana & Varela (1987, p. 89) define
the concept of the autopoietic system as a self-
sustaining system which produces, as ifs output,



the components required for input and they further
state that they are not Cartesian in their functioning,
in ofther words it can be defined by; the whole is
greater than the sum of its parts’ (Aristotle, 1933).

According to Culture, Art and Jobs' (CAJ, 2008)
Cultural Industries Report as  prepared for the
Human Sciences Research Council (HSRC); the
urban markets are shiffing towards collective
engagement within the artistic fields (further explained
in Figure 22). This shift is a necessary mechanism
in the transference of a city from individualised and
isclated artists to a flourishing network within the
creafive economy.

ndividual CULTURAL

INDUSTRIES

CREATIVE
INDUSTRIES

COPYRIGHT
INDUSTRIES

CREATIVE
ECONOMY

SHIFT IN URBAN DYNAMIC

~

colective

/L

Sociological and economic aspects of the city also
play a role in the abllity for the intfervention to succeed'.
"As a result of inadequate education, employment
and income, not 1o mention discrimination, [excluded]
populations have been driven into a corner, socially...
A policy of social inclusion should bring an end to
the factors leading to social discrimination in the
first place and promote the social parficipation and
inferaction” (Sasaki, 2010, p. 5).

Figure 22: Shift in urban dynamic from individual to collective (CAJ, 2008)

1 Social, political and economic factors do impact the ability of
a catalyst to have an effect on the faloric of the city in various
ways. This needs to be mentioned as it is important, but this is
not the focus of the dissertation.
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23. CATALYTIC NII

Having considered negatfive didlectic  stafes in
reference to arts and the creatfive field” within the
context of Pretoria, the ability of adaptive reuse o
alter this environment needs to be considered.

The programmatic infent of the Sunnyside Post Office
has been discussed in section 1.4.1. This chapter
now considers whether the adaptive reuse of the
SPO into Blank is a feasible project considering the
infent to challenge the didlectic state existing in the
fabric of the city. For this, Florida's (2005) concept of
the ‘cultural city' is considered: "This concept refers
to a mobilisation of the creativity inherent in art and

culfure to create new industries and employment
opportunities” (Sasaki, 2010, p. 3).

Furthermore, Sasaki (2010, p. 4) explains that the
‘creatfive city concept supports the premise that
artistic production achieves a variety of regenerative
goals within the urban scope. In terms of the culturdl
mode of production (shown in Figure 23), these
godls include:

- Addition of cultural value to the city

- Income circulation aim toward new
investment and consumption

- Formation or development of an organic
and infimate nexus between industry particioants

- Technological advance

- Development or emergence of ‘creative
human resources’

- Advancements in the quality of local
consumer markets due to cultural consumption.
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Figure 23: Diagram of cultural mode of production (Sakaki, 2010)
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The merits of creatng a community of creafives
extend beyond these aims. “[Artistic practice] can
open up possibiliies and spaces for dialogue and
also contribute to creative forms of collaborative
learning in urban  neighbourhoods”  (Kirchberg
& Kagan, 2013, p. 142). The requirement for
‘community” specifically is very important to note as
the connection between agents of the field is the
mechanism with which the nature of the Pretforia
fabric is altered both in its artistic identity and its
structures of participation.

In conclusion, it can be stated that challenging the
dialectic state existing in Pretoria is possible; to fuly
dissolve this dystopia entirely wil prove to be difficult,
For the didlectic state to be entirely albsent could
even be detrimental to the societal aspects of artistic
production. Much ke the requirement of hierarchy
as discussed in the next chapter, the didlectic state
can create healthy competition between individuals.

‘By bridgng the gop between educators,
professionals, practitioners, and the public, museums
are capable of connecting people from various
areas and creating new knowledge, experiences
and value” (Jun & Lee, 2014, p. 248). Blank aims 1o
adioin the various creatives by appropriating social
devices and creative practice through the use of
designed space and display. Not only will various
status members of the hierarchical art world come
together, but this will also connect the art world to
the layman, audience or viewer,
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‘No culture can ive If it attempis
to be exclusive.” Mahatma Gandhi
(Yadav, 2012).

How can the elitist fabric be challenged
to create a functional network and
equdlity between established and
emerging creatives?

1

Arfisfic production and exhibition are not free from a
system of social organisation. Art cannot exist without
people, both to create it and also fo view it. "Art is
a form of communication between an artist and an
audience” (Baumann, 2007, p. 59). The ability to
display art relies heavily upon this system of socidl
sfructure. As a mechanism to explain the socidl
structure of the world of art, Csikszentminalyi (1999,
p. 314) defines the Systems Model, comprised of
three parts: domain, field and person. The domain is
the cultural system containing the knowledge, values
and existing practices. The field is the social system
which defines the community of art hierarchies and
the gatekeepers thereof. The person is the individual
creative practitioner.

Access to the field which is regarded creative, both
as viewer and unknown or emerging artist, can be
a monoalith casting shadows. There is a hierarchical
domain in place in the arfistic fields whereby
unknown artists and emerging artists currently have
itle or no connection to the established realms.
The concept here is not fo disband the hierarchy.
Instead, the intention is to keep in place the system
utlising it fo create bridges by manipulating the
system of esfablishment alowing for emerging
artists to access the autonomous knowledge which
is held by the elife established.

"The

inferlocking organisafions and techniques

of modern cultural production entail a necessary

sty of Pretoria

relance on the institutional networks already set in
place by an industry” (Negus & Pickering, 2000, p.
271).

The creative field can be defined as:

“The network of people whose cooperative
activity, organised via their joint knowledge of
conventional means of doing things, produces
the Kind of art works that the art world is noted
for” (Glaveanu, 2010, p. 60)

There are many reasons why a hierarchy exists
within the creative reams and many factors which
play a role in its establishment and sustenance. The
social organisation makes use of both entities and
individuals in construction of its framework. The input
of people or insfitutions o the social organisation of
art shall be referred to here as social access.

The art world within Pretoria is socially inaccessible
as the boundaries of the creatfive industries tend
fowards academic or institutional characterisations.
It is observable that institutions such as the University
of Pretoria, as an example, have broad colections
of cultural artefacts which cannot be viewed by the
public. Similarly, the Pretoria Association of Arts has
the ability and means with which to assist struggling
arfists, however exhibition af their faciities requires
membership and experience.

According to Baumann (2007, p. 58), creative
iNndustries rely on these academic or institutionalised
enfites as a mechanism of cultural authority giving
both art and artists presfige and visibility. This
mechanism is infended fo assist in the emergence
of new art. This concept of the ‘institutionalisation
of art’ creates an air of the ‘elite’; where access



is only possible fo those high up in the artistic
sphere. Both academic and applied institutions
such as universities and associations exist where
art is produced, showcased and archived internally.
Access to these creafive assets found within the
boundaries of institutions is difficult, be it for artists
or viewers.

Additionally, arfists themselves assist in creating the
socidl inaccessibility. Institutions are  faciitators  for
individuals. Negus & Pickering (2000, p. 267) discuss
the idea of exclusion of individuadls by individuals:

‘Certain gifted or mystically inspired individuals
have creative abilies, and the rest do not,
being able to do efficiently only that which that
have been socialised into, or acquired through
formal training... This denies the application of
analysis or rational thinking to a process whose
wellsprings are held to lle and a psychically
deeper level than the one at which rational
thinking and analysis operates. The appeadl Is
then to metaphysical, relgious or unconscious
sources of credtive faculfies”,

The elitism of art can be viewed in two respects;
shift in social access and production. Social access,
as explained, relates to the individuals or entities; in
other terms "whao' is responsible for the elitist fabric.
Production intent relates fo the 'what' is responsible.
Groys (2011, p. 3) discusses how avant-garde art
fransferred the focus of production from art for
the consumer to art for the artists altering what
is understood by art viewing; art as aesthetic vs
art as knowledge. The adjustment from one fo the
ofher affects the production of art itself moving from
the production of object showing ‘what' to object
showing ‘how’; dlowing mastery and technigue to

become important tools in the showcasing of art.
Within the scope of art production specifically,
there is a degree of professiondlisation found within
the ream of art albeit that art is not considered @
profession.

Neal & Morgan (2000, p. 11) discuss the difference
pbetween profession and occupation and  the
requirements for the process of professionalisation
to occur. These requirements include: a state-
regulated professional body or association, a code
of ethics and educational facilities.

Although there is a vast amount of autonomous
knowledge, training facilities in the arts are common-
place and associations exist fo promote the field,
there is no state regulation or legislation.

Autonomous knowledge of a discipline, according
to Wilensky (1964, p. 146), is a specific requirement
for professionalisation of a field to occur and this
autonomization exists within the domain of art
making. This allows for a shift in production intent
to occur. Without a level of mastery within the field,
validation would not be possible and this is the
infrinsic root on which art for artists grows.

Bourdieu (1984, p. 2) discusses how the development
of ‘art-as-art’ as opposed to ‘art-as-commodity’
utiises a process whereby the function of the arfist
and therefore the art itself is redefined. The arfist
becomes valued for technigue.

A significant factor to the concept of elitism requires
mentioning but will not be discussed in detail; this is
the concept of ‘art as commaodity’. “The development

1 The economic factors within art do have an effect upon the
fabric of the art world as wel as upon the art itself. The fact
that effects exist is to be noted but wil not be deliberated for
the scope of this project.
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of the system of cultural production is accompanied
by a process of differenfiation generated by the
diversity of the public at which different categories of
producers aim their products. Symbolic goods are
a two-faced redlity, a commaodity and a symbolic
object. Their specifically cultural value and  their
commercial value remain relafively  independent”
(Bourdieu, 1984).

This in fun fransforms the relationships between
arfists and non-artfists as well as between artists at
various levels of emergence. Figure 24 shows the
distrioution of the artistic hierarchy as well as the
imagined future thereof. This element of autonomy
exasperates the elitist nature of the field of artistic
production.

‘It has become increasingly impossible to produce

a cultural artefact alone without the intervention,

assistance, guidance, collaboration or hindrance

ESTABUSHED
B BEVERGING
UNKNOWN

EXSTING IMAGINED

Figure 24 Extant vs imagined distribution of artist positioning



of other people [as a result of the formal
organisation of modern production]... Whatever
the opportunities provided, and however they
are assessed, the interlocking organisations and
techniques of modern cultural production entail a
necessary reliance on the institutional networks
already set in ploce by an industry.” (Negus &
Pickering, 2000, p. 271).

The hierarchy is a necessary arrangement within
the realm of art. The hierarchy exists to form a
system in which validation can occur. Validation
serves to give art value. Status within the art world
is what makes the works of art valuable and which
creates the demand for art fo be created.  Without
this hierarchical structure art would not function as
a commodity and therefor nullify its value in culturadl
and social contexts. This is the first of two important
mechanisms which are implemented due to the
hierarchical structure of the cultural industries.

The second endorsement to the system relates
fo the process of innovatfion. The hierarchy, as
mentioned, serves to validate. This creaftes a body
of work or knowledge against which the emergent
works are judged. This didlectic state is constantly
re-affrming the network in place. Furthermore, as
new works are accepted info the field of artistic
value over fime, the field adapts fo include these
pbroadening the autonomy against which  new
works can be validated. “The 'new’ and the ‘old’, in
their never ending interaction, characterise human
culture and dlso define each other through this very
process” (Glaveanu, 2010, p. 50).
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The hierarchy itself is not the problem, without
this system art-as-commodity and lkewise art-
as-art could not be produced to have value. The
contenfion to address is the lack of cohesion in
terms of inter-status and inferdisciplinary connection
and the sharing of autfonomous knowledge.

An infrinsic part of moving up the hierarchical system
is valdatfion. “Legitimation is a process whereby
the new and unaccepted is rendered vald and
accepted” (Baumann, 2007, p. 48). This concept is
the foundation of becoming established in the social
order of the art world. Shyon Baumann (2007) in his
article ‘A general theory of arfisfic legitimation: How
art worlds are like social movements’, explains the
process by which this goal is achieved. He defines
the process for the validation of ‘an art world" a
movement or style for example. This dissertation
draws from his theory to define the process
whereby the legitimation of an emerging artist would
pbe achievable and am to define the process within
the Pretoria framework.

Legitimation is defined by Baumann (2007, p. 49) as
a function of consensus which is achieved through
Jjustification: defined here as the argument explaining
art to conform to the existing values and norms
of the existing field and domain. This concept can
only exist within a social context, "Cultural production
and reception are acts that are inherently collective
and the legitimation of culture is always achieved
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colectively” (Boumann, 2007, p. 50). Glaveanu
(2010, p. B0) takes this further to claim that creative
production cannot be isolated from social judgement.

Two forms of justification exist: infernal and external
legitimocy which are defined by the society or
domain, as explained by Csikszentminalyi (1899, p.
319), in which the artist operates. The two opposing
sides affect the legitimation of an individual in different
ways.

Infernal legitimacy refers to that of the ‘cultural
authority'. Art-for-art defines a process of production
leading towards the validation of art by other artists.
This additionally can e achieved by valuation
by institutions such as gadlleries or museums, or
academic institutes. The value of an artist's opinion
is based on their rank within the system; for their
critigue 1o legitimise the art of another individual, they
must be established within the social field.

‘One Iimportant  feature of the field is its
hierarchical nature. There are ‘gatekeepers’
who judge what should entfer the domain as
valuable and creative artefacts and what should
not... Creative acts and social judgement occur
constantly In the everyday and the fact that
the vast majority of therm are never spotted by
the ‘radar’ of highly formalised organisations
doesn't affect their existence or their relevance”
(Glaveanu, 2010, p. 55)

The internal legitimacy is achieved by the ‘elite’ of
the cultural field. Baumann discusses that the critics
apply their expertise in arriving at judgements which
validate art and therefore the artists who create it.
This gives them value or status, a key factor in the
validation of emerging art. Validation as a mechanism
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for social ascent brings to the fore the concept
discussed by Groys (2011, p. 2) which states that
art exists fo be viewed and that resultantly its very
existance depends on it viewing which disagrees
with the statement by Glaveanu. It is important fo
make the distinction between creative media and
art. Creafive media exists irrespective of status,
whereas media to be considered art requires field
acceptance and therefore without social facilitation
cannot exist’,

The second form of legitimacy is external; by the
public or mass audience. This brings forward the
idea of art-as-commodity; production with  the
consumer in mind. "Most art worlds exist with an
audience in mind... Acceptance by an audience that
the art world's acftivities are legitimate culture, high
or popular art, constitutes the main measure of an
art world's success” (Baumann, 2007, p. 52). This
form relates closely to aesthetic value as outsiders
or the 'mass audience’ cannot define the skil of
arfwork as they are not within the autonomisation
field discussed earler. They define only the visual
experience of displayed art.

An important point to be noted which thus far has
been overlooked; external validation to a certain
degree is a subseqguent form of justification. Internal
legitimation must first occur in order for display in
most cases to occur. For art to reach the public
eye: to be exhibited, a specific amount of validation
has already occurred. Art has already come info
existence. Creative media exists oufside the reams
of public view, seen only and therefore validated
only by parties to the creative field.

1 This differentiation between art and creative media is made
here but wil further be discussed in section 04.1 within the
discussion of inspiration and validation.

This results in the conclusion that within the process
of legitimation, intfernal and external validation of art
are in fact not alternating steps abreast from one
another in the process. This can rather be seen as
a mechanism of augmentation moving from internal
processes to external processes. In essence, it is
an ecfobatic process moving fowards the outside.

© University of Pretoria
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The inferaction between unknown, emerging and
estapblished individuals within the framework must be
considered. "The new creative individuals employed
within the culture and media industries are often
portrayed as fighting the system, batfing against a
new emergent ‘collective’ and ‘collaborative’ dilution
of creativity" (Negus & Pickering, 2000, p. 271).

To define the point at which an individual becomes
established is not the focus of this dissertation. For
the purpose of this project, establishment is defined
as the ability to affect validation.

The process of legitimation according to Baumann
(2007, pp. bB2-60) is expressed with three
components:

1 Opportunity (exogenous faciitation)
2. Resources (endogenous faciitation)
3 Discourse, ldeclogy and Framing

Opportunity refers  fo  support outside of the
individual scope: sponsors, competitors, even the
domain conditions can be seen as ‘opportunity
space’. Resources denote the fangible or infangible
meaons of achieving legitimation: venue, materials
and eqguipment are examples of this. Even status
and creatfive value can be considered an intangible
resource. ‘Discourses have a loose logic and
provide the vocabulary and concepts needed for
the communication; ideclogies have a coherent logic
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that provides an understanding of the world as well
as norms and values; and frames are tight cognitive
structures that direct thinking and interpretation
about a concretfe issue, condition, event or object”
(Baumann, 2007, p. 58).

These components are Keys in manipulating existing
hierarchies. A magjor problem in the system of the
hierarchy is that artists exist in isclation. Access to
the network of the infrinsically social cultural order is
hindered due to this fabric. This is where the dialectic
state of Pretoria becomes an important factor.

The 'art house' functions as a mechanism o bring
fogether the segregated social system enabling
creative cohesion and collective production. Negus
& Pickering (2000, p. 272) explain that collective
creation is supported by the formation of a bridge
between social production (as o characteristic
of artistic creatfion) and collaborative works. By
creating a co-equal process of creation, links are
formed within the hierarchy with which isclation can
be broken down and bonds can be struck between
arfistically established and the unknown or emerging
individuals.

Blank, as a model for collaboration and interactivity,
alows for the established artists to inferact with
individuals and their respective art forms. This serves
fo induce validation of arfists who would otherwise
be unseen. Glaveanu's (2010, p. 55) point that the
existence and relevance of creatfive media exisfs
regardless of it having achieved internal legitimacy,
must e reiterated. The model of the production
house and exhibition space dlows unknown and
emerging artists visbility and possible prestige if the
established validate the media to become art.
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The model dllows a secondary mechanism infrinsic
to the legitimation of emerging individuals; knowledge.
The existing field, and on a larger scale the domain
itself, contains a body of knowledge which is
autonomous to the artistic mediums. Production
knowledge can be passed forward alowing the
emerging to e educated in the workings of the field
without iImpinging on the personal implicit processes
of established arfists.

The question revolves around the impugnation
of elitist nafure and the creation of equadlity in the
network of autonomous knowledge found between
the estfablished and the emerging. The theoretical
context resulting in the design discourse solves this
in part,

To challenge the eltist fabric enfirely and instil @
perfectly equal social structure would be to remove
the hierarchical nature of the field. This is an
impossioiity for the field of art as it would nullify the
entire system of creation. The hierarchy is needed.
So in answer to the gquestion of how this can be
achieved, simply put; it can't.

A field is more likely 1o experience creativity if it
has, a system of training in place, a system to
identify potential newcomers, where monitoring
Is prioritised and provision is genuinely made
for newcomers to work in the domain. If the
systerms model is correct these are necessary
things to become aware of. Some fields will also
require lots of networking as some connection
and interaction with the field will be necessary
in order to gain support, albeit emotional or
financial, to allow creative practice to, firstly,
fake place and, secondly, continue... [Thus we
understand] the nature of collaboration as, no

matter what domain is engaged with, it is often a
necessity in creative practice” (Mcintyre, 2007,

o. 7).

The answer lies in the manipulation of the process;
finding the points which allow for emergence fo
occur and how these points can be made more
accessible to individuals operating outside of the
estapblished field. These are outined in three main
points:  resources, collaborative production  and
visibility.

The programme of the design alows resources to
be dlocated to the emergence of new creatives.
Resources as defined by Baumann (2007, p. 55) can
e either tangible or infangible. Infangible resources
refer to matters of status, labour or organisational
methodologies. Tangible resources are those of
venue, equipment or materials. Blonk dppropriates
both. Organisational structures for exhibitions as well
as venue for showcase and production, equipment
and materials are provided within the programme.

Colaborative production allows for creative cohesion
between the emergng and the established.
Established artists will assist, educate, valdate and
parficipate both in the creation of emerging artworks
as well as in the creation of their own artworks. The
connection between the emerging artists working
towards status alongside established artists in lieu of
the isclated undertaking dllows insight info the field's
autonomous knowledge as wel as network links
required in any social commission.

Visibility, as the third opporfunity for assisted
emergence, is a key factor in the jusfification of
creafive media into art. As exhibition happens on
site, this programmatically allows for visibility not
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only sanctioning internal legitimation but also external
legitimation by the public in view of exhibits. This
creates an opporfunity for emergence to occur
even without validation by the ‘elite’” and come info
being as popular art; art sanctioned by the mass
audience.



"Artistic behavior embellishes
everyaay reality with the infention of
constructing or manifesting what is
consigered to be another ‘level” from
quotidian practical life” (Dissanayake,
19580, p. 407).

Through consideration of the artistic
process, can implicit mechanisms be
made explicit?

SRR THE oD FOF

The production of creative arficles is much like that
of design, a mechanism of process. The process
is individual to each arfist and relates to persondl
frameworks and mechanisms. There is a sfigmatic
perception in which the process of art creation is
seen as ‘an intuitive manifestation that cannot be
explained or quantified”:

‘It is this continuing, mystical and metaphysical,
sense which seems to confound any attempt o
develop a rational and sociological understanding
of creativity as a component process of cultural
or arfistic practice...

Any aftempt to articulate the experience of
the creative process inevitably involves having
fo bridge the gap between the sensational
experience of creating and the necessity of
fransiating an understanding of that experience
info longuage that can be communicated 1o
others.

The endurance of this gap s perhaps
unavolidable, since those acts of creativity In
which sormeone is immersed and at one with the
acts itself and quite distinct from subsequent,
relatively self-conscious efforts to describe what
the creative process involves. It may be that,
due fo this, cerfain credtive experiences can
only be expressed in a metaphorical, pseudo
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religious or extra-rational manner” (Negus &
Pickering, 2000, pp. 263-264).

There is no disfinct definition of the process by which
art is created. There are many concepts by various
theorists defining a set of generdlised phases in
which it occurs. These steps are usually recognised
from the point of conceptualisation.  According to
Mace & Ward (2002, pp. 182-187) the process of
art making follows four main developmental sfages:
conception, idea development (both implicit and
explicit), production, completion.

Art work conception
ldea development (ooth implicit and explicit)
Making the artwork
Finisning the artwork

Hwn -

The complexity of this process including its feedback
loops and moderating variables are expanded upon
in their article 'Modellng the Creative Process'.

Is there not more which precedes the conceptudl
basis of an artwork? In aftempt to answer this
question, this section of the dissertation wil aim
tfo consider the relationship between process and
product through rumination of the creative process
as a whole.
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This deliberafion makes reference to processes
of art, design and intervention but considers the
creafive process' as a whole as it can be applied
tfo many fields.

These ways of looking atf the creation process, from
the perspective of models (relating to art, design and
creativity), are generdlised from the intrinsic nature
of creating. To consider the production process in
these 'steps’ is a broad way of understanding art
making.

According to Lubart (2001, p. 298) the classic four
sfage creative process progresses from conscious
work to unconscious thought or ‘incubation’ of an
analyfical premise resulting in ‘sudden  ilumination’
which then is shaped through exploration and
subseguently formalised fo verify the idea.

The concept of an analytical premise is an essential
point to note in the delineation of art making. “Technical
design relies on deductive reasoning- thinking based
on logic and analysis. Industrial design, by contrast,
relies on inductive reasoning- synthesis, drawing
on previous experience” (Ashby & Johnson, 2010,
p. 30). This is a definitive differentiation between
processes of design and processes of art. “The
work of infervention is therefore based on analysis,
of thought that must be both inteligent and intuitive.
The work of infervention then proceeds, founded
upon its initial analysis” (Scott, 2008, p. 116).

1 The mechanism or process of art cannot be fully
defined in a ubiquitous sense; as being true to all arfisans. The
process is indeed individual from person fo person, therefore
subjective in its nature. This chapter intends to consider the
definition of a theoretical process based of research about
creatfive processes and the development thereof from inception
to the production of an object or product.

Logic versus intuition is a key aspect in distinguishing
art from design. Although design development
and process also containg an amount of ‘intuitive’
decision making, the process of art is not as easily
quantified. “The creative process [is] a dynamic
plend of processes the co-occur, in a recursive way
throughout the work” (Lubart, 2001, p. 298).

Architectural design processes rely heavily on choices
to be made by means of autonomous knowledge to
the field. Training and experience influence decision
making in architectural and product design, for
example the knowledge of which material is more
ikely to be structurally vioble for a certain design
specification. These choices, dlthough descrited
to be ‘intuitive’ are in fact made due to previous
experience which is known as ‘inductive reasoning’.
Bourdieu (1977, p. 78) outines 'the habitus' as "a
set of dispositions which generates practices and
perceptions. [it] is the result of a long process of
inculcation which becomes a ‘second sense’ against
which [creative individuals] can make judgements
about the creative work being produced”.

Inductive reasoning is an implicit process to production
N any medium, it is very commonly found within the
creative mediums whereby many choices could be
quantifiably appropriate to the solution of a given
problem. The inductive process isn't single sided. The
infuition that comes hand in hand with experience
occurs on a multitude of levels. Using the earlier
example, the structural material wil include attributes
such as sustainability and aesthetically appropriate
quadlities to the atmosphere to be embodied by the
space or product. This can be a completely implicit
decision, although these processes can dlso be
cognitive choice.
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Inductive reasoning is a problem solving mechanism
whereby design solutions are manifested  through
the synthesis of previous case studies; ‘Inductive
reasoning has its foundation in previous experience”
(Ashby & Johnson, 2010, p. 45). Art uses inductive
reasoning N a less scientifically  identifioble  way.
Arfists tend to develop a ‘style’ over time as well as
develop experience with their specific choice and
use of material mediums. ‘It should be clear that an
individual without requisite elements in this response
repertoire will not be able to combine them so as
o arrive at a creative solution” (Mednick, 1962, p.
222).

In My opinion, this reasoning cultivates their artistic
identity which in turn affects two factors to the artistic
self. The first is the notfion of art-as-commaodity; the
status value generated by valued art within the
creative industries. Secondly, the combined body of
work defining the artist will also be affected by the
infuitive process’ as it lends fowards a consistent
language running through the various projects.

‘Nothing is stfatic. Today's designer seeks fo
optimise a design to best meet the needs of today's
markets, but before the optimization is complete,
the lboundary conditions- the forces that influence
design decisions- shift, requiring re-direction and re-
optfimization” (Ashby & Johnson, 2010, p. 9). These
forces refer to the inputs which are required for a
design to develop fully fo fruition.

Sustainability  factors, science and  fechnology,
infended market, investment climates and aesthetics
are dll inputs to product design. The inception for the
design process is the fulflment of a NEED. The need
fulfiled by art is one of the soul.



"[Art] gives us direct unselfconscious experience,
provides paradigms of order, frains our
perception of redlity, gives a sense of significance
or meaning to life, and so forth.. It might be
suggested that although other behaviours may
contribute to our practical life, our sense of
fulfilment and meaning, our psychological or
social integration, it is is the degree to which art
embodies and communicated experience that
makes it unique and irreplaceable” (Dissanayake,
1980, pp. 402-3).

Table 5: Design versus artistic need

P
unt
N
«p v

Masslow (1943, p. 392) defines a hierarchy of human
needs with the base point being physiological; food,
shelter and so forth. The fourth fier of five of this
hierarchy is 'esteem”. this relates to the respect of
others and the perception of the self to be unique.
The ownership of art as a possession creates
status relafing to the concept of art-as-commodity.

Art-as-commaodity fulfls human needs but is not
roofed in physical or security needs, as being the
general practice for the creation of product design.

DESIGN
NEED + NPUTS + PRODUCTION
Market defined Environmental Specification
Design brief Technological Manufacture
Economical
Industrial
Aesthetics

DESIGN PROCESS:

NEED — CONCEPT — [TERATION & DEVELOPMENT  —  TECHNFICATION
ART
NEED + INPUTS + PRODUCTION
Artist defined Materials Working hand
Aesthetic
Association
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“The starting point of a design is the market need
or a new ideq; the endpoint is the full specification
of a product that fils the need or embodies the
idea" (Ashby & Johnson, 2010, p. 33). Thus results
the observation that needs creating design are
market defined whereas needs creating art are
arfist defined.

= PRODUCT

PRODUCTION = PRODUCT

= ARTWORK

b
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There les within the ream of ingpiration and
inspirational activities, the stigma of the divine; an
influence outside of the self as the root of creativity.
Mclntyre (2007) discusses the theories on inspiration
sfating two main originating classifications, namely
the ingpirationist and romanticist,

The 'ingpirationist’is here defined as the rare individuals
‘working under divine inspiration” to create ideas
and objects beyond that of mortal understanding
which is rooted both in Judeo-Christian tradition
and Greek philosophy. The Platonic input to the
divine inspiration was that of the ‘'muse’: the idea
whereby one becomes inspired by something or
someone outside of one's self thus removing all
rational reasoning. The romantics use an alternative
sfance declaring that ingpiration is within. “The
creation of art is independent of all conditions other
than spontaneous activity made possible through
faculties in the creators consciousness” (Mclntyre,
2007, p. 3). This expresses the creative process 1o
exclude rational decision making but hold firm to the
arfist at the heart of the process thus is born ‘the
genius’.

These theories are perceptions subjective o many
and can neither be proved nor disproved. Where
iNnspiration comes from is not the focus here, instead
the importance that inspiration is a factor which
cannot be negated from the discussion of artistic
process.
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Although inspirafion also lies within the ream of
design production, design originates in a market
need. The artist's defined need to fulfl human
esteem is not user or market defined. Originating
from the artist themselves thus raises the correlation
between art production and art-as-art. Artists may
find the muse' as a source of inspiration but the
creation process itself is derived from the artist's
requirement to make: 'my business is to create’.

Although inspiration is seen as this metaphysical
manifestation or an object of genius, it foo can be
seen as a mechanism, albeit in part, of inductive
reasoning; “Even inspiration has its sources and
methods” (Ashby & Johnson, 2010, p. 41). Here
a shift exists from the views of inspirationist and
romanticism to a perspective of confluence.

In the arficle considering creative practice, Mclintyre
(2007, pp. 4-7) discusses creativity from the
perspective of Mihaly Csikszentmihalyi stating that
‘creativily occurs as a result of the three way
inferaction of a person with a domain of knowledge
and a field that makes decision about that domain of
knowledge”. The domain here is a term describing the
symbalic system or culture whereby accumulated
heritage is ufiised by an individual to condition a
set of possible uses. The field becomes the social
organisation or the arena in which the represented
cultural system of the domain is understood.
Inductive reasoning as the accumulated heritage
fo sclve a problem is one part of ‘ingpiration” as a
phase within the creative process.

Up until this point, the artistic process has been
categorised as an individual process. It is imperative
fo mention the social life of creative production.



"Creativity is a socio-cultural-psychological process,
and this means that creative expression is af once
an individual, social and cultural act” (Glaveanu,
2010, p. BO).

The requirement of social and cultural aspects to
processes of art defines a specific concept within
the framework: PERCEPTION. This is considered
poth from audience and maker; to perceive and
fo e perceived. Valdation (os discussed in 2.1) is
a device alowing status and value which supports
creatfive industries and their sustaining hierarchies.

How an artwork is perceived both through validation
and in context of art-as-commaodity inform  the
conclusion that the other’ is required in the process
of creation of ART. "To not show an artwork simply
means notf dlowing it to come into being at all’
(Groys, 2011).

Perception of art by ‘the self or the arfist is also
a mechanism of process. Glaveanu (2010, p.
5B) explains the process of internalisation. This is
the system which develops inductive reasoning;
understanding the cultural realm in which an artist
works; ifs methods, customs and tfraits. Perception
of art itself is also a mode of internalisation. Percieving
the art of others, of history: understanding the rules
so as to find the exceptions and create something
inspired’” or original. The novelty works wil then
redefine the domain. Internalisation of the domain
alows for artistic production, which then alters the
domain, which is then inferndlised and a cyclic
moment is formed.
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CONCEPT - EXTERNALISATION

Considering all the factors mentioned in this chapter,
a model of creative process is visudlised to include
the implicit mechanisms which are usually excluded
from the process defintion. Inferndlisation as an
iNnstfrument to precede inspiration creates a circular
process within creative production. Ingpiration is @
precursor to the conceptudlisation of the medium.
Externalisation is the process of production whereby
implicit thought processes are transmuted into a
physical form which results in creative media.
"Artefacts are not made by individuals [to] exist
only for individuals; they reguire communication,
aftribution  of meaning, mediation between self
and other, creator and members of the audience”
(Claveanu, 2010, p. 53).

Validation shifts the state of the artifact from a purely
creative media into an artwork. As discussed, the
artwork affects the state of the domain which has
been internalised at the inceptfion of the process.
Infernalisation occurs for the second time in the
process which in turn starts a new process both for
the artist of the artefact or ‘the self and/or for the
other’. | define this process as the ‘confluence model
of artistic production'.

The process has both implicit and explicit mechanisms.
Infernalisation, inspiration and conceptudlisation are
all internal mechanisms specific to the individual. The
origins of ideas remain personal. Development of @
concept fo production and externalisation info form

© University of Pretoria

CREATIVEMEDIA — VALDATION — ART — NTERNALISATION ..

is the beginning point of explicit factions. The stages
of perception, validation and domain effect which the
artefact will proceed through are all explicit features.



INTERNALISATION INSPIRATION

ARTWORK IMPLICIT

CONCEPTUALISE

EXPLICIT

VALIDATION
EXTERNALISATION

CREATIVE MEDIA

Figure 25: Confluence model of artistic production
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’TION

ECTOBATIC PERC

The model alows the implicit and explicit mechanisms
of creafive production fo be pinpointed. This in
turn enables the ability to apply exhibition devices
which will acknowledge internal processes of the
individual creator to be perceived externaly. The
possible devices which can be used wil be explored
in section 53, The progression from internal to
perceived is here defined as 'ectobatic perception
or interpretation’; simply put, leading towards the
outside.

To understand ectobatic perception the mechanisms
of implicit and explicit within the creation process
need to be defined. Three sections will be discussed
from a theoretical perspective whereby ectobatic
perceptfion can alter implicit and explicit processes;
these are internadlised consciousness, procedure
and presupposition. The spatfial implications of this
conceptuadl framework will be discussed fully in the
chopter regarding exhibition.

Dienes & Perner (1999, p. 738) delineate implicit and
explicit memory: "Implicit memory is revealed when
previous experiences faciitate performance on a
tfask that does not require conscious or infentional
recollection of those experiences; explicit memory
is revedled when performance on a task requires
conscious recollection of previous experiences”. This
concept of consciousness is the key factor within
these mechanisms. Often choices made in artwork
crection tend to be explicit: specific conscious

© University of Pretoria

decisions which could easily be verbdlised (a
mechanism specific 1o explicit knowledge).

Choices however, can be made using inductive
reasoning, a process whereby the stereotype
of 'infuition’” comes in. These arent really intuitive
mechanisms, iNnstead  previous  experiences
unconsciously utilised in making new decisions. Here
a distinction must be made between infernalised
processes and implicit processes. Arfists make a
conscious choice without verbalising or  explicitly
showing the conscious choice, it is an infernalised
but conscious process.  This is where ectobatic
perception wil play a role. Dienes & Perner (1999,
p. 738) exploin that explicit processes must be
expressed.

Considering the confluence model of artistic
production, infernalisation, iNspiration, and
conceptudiisation are seen as implicit processes.
The implicitness diminishes as the model progresses
fowards externdlisation. 'Conceptualisation’  offers
opportunity to consider which processes are made
implicitly and which are internalised conscious choice.
The latter can be tfransmuted intfo explicit sanction
as all that is required for explicit perception is both
conscious decision and expression.  Theoretically,
this is a simple statement; the spatial and physical
implications thereof are going to be more complex.

The second section of ectobatic perception relates
0 process. According to Hall (1998, p. 1), implicit
memory involves four processes: Non-Conscious,
non-verbal, emotional and procedural. Al these
implicit processes relate specifically to conditioning
and previous experience, procedure being the main
result of conditioned behaviour. “Implicit unconscious
memory occurs where [you] appear to have no



knowledge (memory) of a past event but [you] can
be shown by behavioural evidence in an indirect
fest to have some (implicit) knowledge of that event”
(Dienes & Perner, 1999, p. 741).

Procedure, although it can be as a result of previous
experience, can fo a certain degree be considered
more explicit than other implicit processes. Dienes
& Perner (1999, p. 736) explain that various levels
of explicitness exist before conscious expression is
reached. Procedure is tacitly acted out, albeit most
commonly due to behavioural conditioning. The
visibility of process can e utiised as a mechanism
to make the implicit process explicit again reaffirming
ectobatic perception.

Thirdly, presupposition is the third and final highlighted
opportunity for ectobatic perception. Presupposition
makes use of functional information which has been
explicifly proclaimed to ‘presuppose’  contextudl
information which would support the statement,
To make use of the example given by Dienes &
Perner (1999, p. 738) to verbalise "that person is
a bachelor” the presupposition is made that ‘that
person’ is ‘single” and ‘'male’. Furthermore, they state
that the implicitness of presupposed information is
rooted in the specific conceptual sfructure of the
expressed explicit information.

Presupposition adllows opportunity within ectobatic
perception in terms of visual artwork., What is
presupposed within the art and how can this be
made explicit? One mechanism could be to leave
nothing to be presupposed: all  information is
expressed which can be used as a test mechanism
o see whether ectobatic perception has been
accomplished adequately.

This results in the confrmation that it is possible
theoretically to conceptuadlise ectobatic perception.
This guestion wil be better answered during the
applications within design discourse. This will ook
specifically af spatial  implications  of the three
mechanisms.
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"When crifics disagree the artist is
in accord with himself” (Wilce, 1897).

How can the exhibition of visual arts
be developed to a new or synthesised
tyoology as to dlow cognitive
understanding of artworks from the
perspective of the audience?

EXSTNG EHBITION TYPOLOGES

o1

A few basic typologies exist in the exhibition of visual
arts. Dean (1994, p. 4) explains that there are two
leading models in exhibition content display:

Object  orienfated  display  whereby
objects are displayed in space relating to aesthetic
cClassification.

Concept  orientated  display  whereby
aftention is focused on the transfer of information.
These lean fowards inferactive exhioition.

Furthermore, Dean (1994, p. 6) exploins that
between object and concept display exist two
more styles: thematic exhibitions (adds external
informative features to object based display) and
educational  exhibitons  (Majority  comprised  of
conceptuadl information to convey message relying
on textual information) utiise a combination of the
two fypologies each leaning towards a particular
sfyle.

The National Portrait Gallery featured an exhibition
"Hide/Seek: Difference and Desire in American
Portraiture” curated by David Ward and Jonathan
Kat. Stromberg (2012) explains this was naomed the
top thematic exhibit of 2011 for the entire UK. This
features object display utiising additional textual and
conceptuadl information so as fo best bring across
the narrative of the exhibition.

FPI
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The Sci-Enza, an initiafive founded in 1877 by the
University of Pretoria, would be a good example
of an educational verging on conceptual exhibition
fypology. “This open ‘loboratory” gave sfudents
the opportunity to “play” with scientific apparatus
in an informal setting” (University of Pretoria, 2017).
The faciity allows for interactive use of educational
devices so as to appropriately alow for learning
about science and the opportunities involved with
equipment use.

“The standard exhibition leaves an individual visitor
dlone, allowing him or her to individualy confront
and contemplate the exhibited art... Installation art,
on the contrary, builds a community of spectators
character of the space produces by the installation.
The frue visitor of the installation is not an isclated
individual, but a collective of visitors." (Groys, 2011,

p. 7).

This concept of a callective of visitors is imperative
in the redefinition of the typical scope of exhibition
iNnfo a new fypology. The focus of this chapter is
fo define either the synthesis of the typical and
antithesis display typologies (as shown in Figure 26)
or to redefine the typology into an entirely new style
prelminarily defined as ‘cognition based display'.

The idea with this form of display woud be to
make the implicit mechanisms explicit. The concept
of ectobafic perception as discussed in section
4.4 forms the fundamental theoretical premise of
altering implicit to explicit in exhibition fypologies; to
shift cognifively from functionality to interaction.
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Figure 26: Synthesis of exhibition typologies

SYNTHESIS

(@ new typology of exhibition)
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Halskov (2010, p. 189) explains that this shift is rooted
iN developing an experience orientated approach as
0 mechanism towards inferaction and user-centred
coordination. This replaces the typical information or
inspiration orientated approaches. Experience takes
plaoce on many levels but two notable measures
relevant to this project are symbolic and aesthetic.

Tzortzi (2007, p. 2) differentiates between "a buiding
designed to convey symbolic information, and a
place created to arficulate an aesthetic experience”.
Blank is a combinatfion of the two as art is made
fo convey symbolic value which is relates to the
conditioning of the individual and the subjective
meaning of the cultural context but at the same fime,
the space is designed for an aesthetic experience
of art.
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DESIGNING FOR THE ABJECT

5.2

Within the ream of exhibition design, three roles
exist; maker, viewer and exhibition. The maker and
its role within as well as its access to the field of
cultural production are discussed in section 2. The
audience and the exhibition are the characteristics
under contention in this chapter, whereby the am
is tOo define their roles in relation to one another as
subject and object respectively.

Alongside this, the architectural space needs fo
be considered as this has great impact on the
experience of the exhibition. Tzortzi (2014, p. 327)
explains that the combination of architectural layout
and ‘museological arrangement of objects’ within
the scope of exhibitons affects the audience's
percepfion and awareness of space, art and of
one another.

The third aspect which comes info play is thus the
space itself. Kristeva (1882, p. 1) defines the 'abject’
as neither sulbject nor object; it is the space between
the I"and the 'Other’: “When | am beset by abjection,
the twisted braid of affects and thoughts | call by
such a name does not have, properly speaking, a
definable object.

The adbject is not an object facing me, which |

name or imagine. Nor is it an ob-est, an otherness
ceaselessly fleeing in a systematic quest of desire”.
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The relafionship between the object, the subject
and the abject become the mediation by which the
theoretical premise wil identify mechanisms which
spatiality can be applied so as to appropriately
design space for display.

The artwork itself as the first part to this triadic
relationship is produced either in conjunction with
the space as is the case with installation art, or the
curator wil design the artwork placement in such a
way SO as to appropriately achieve its infent.

Second, the subject (audience or viewers) have a
specific role in an exhibition space too. Through the
eyes of the viewer, a part of the validation process
fakes place. Not only do they have a role in the
viewing of art, but indirectly in the actual creation of
art. Dewey (1934, p. B0) explains that artist while
producing artworks, consider viewer perception of
the art work.

‘Even when an artist works in solitude all three terms
are present [artist, viewer and artwork]” (Dewey,
1934, p. 111). An infernal diclogue exists between
the arfist and the viewer. The role of the viewer
relating to the artwork, on the other hand is best
described by Glaveanu (2010, p. 58):

‘[The perceiver's] role is by no means passive
since the task of the perceiver, as part of the
internalisation process, Is to recreate’ the object...
Having an aesthetic experience means there is
work to be done on the part of the participant
as there is on the part of the artist. [It] involves
a similar process of organisation, of abstraction,
comprehension, ordering of elements and
afttribution of meaning. Those members of the
audience who don't engage with the creation (at



a cognitive, emotional or even physical level), will
hardly benefit from it as a resource for their own
credtive processes”.

The third aspect is that of the space or the ‘abject’.
This section exists purely in conjunction with who is
subject to that space.

An imperative characteristic  of the sulbject's
inferaction to the abject is the social aspects.
This requires the space to in tun facilitate social
interaction. Tzortzi (2007, p. 3) explains that there
is an ‘informational dimension” seen between the
visitors and the curators which refers to the object
and its placement within space. He goes on to
explan a second dimension, namely the ‘socidl
dimension’ which is found between different visitors
within the exhibition space. The two dimensions
interact directly with one another and both are
necessary for the facilitation of social interaction, the
approach defined by Bitgood (1994, p. 4).

As stated by Dienes & Perner (1999, p. 738) explicit
processes  require  expression.  Socidl  interaction
between members of the audience, allows for
expression to fake place. As a result, there are
specific  design  implicatons  and  requirements
involving the interactions of users.

Unprogrammed space, as discussed by Tzortzi
(2007, pp. 5-8), affects and informs the social
morphology of co-presence and encounter: “The
gathering space [as] the main integration space
of the layout, works as a generative social space,
and the pattern of encounter is a global emergent
phenomenon, rendering the whole experience much
richer socially”.

Blonk makes use of unprogrammed circulatory
space. The red colouring thereof instis a lively
atmosphere  which  further  enadbles  active
participation in social aspects. ‘Blue light has a
calming effect, red light a stimulating effect on our
bodies. Consequently, we perceive colours as warm
and cold” (Hausladen & Tichelman, 2010, p. 42).
This concept of psychological and physical effects
which colour has on users within a space is utiised
to faciitate casual encounters between viewers.
The infenfion with the social spaces implemented
iNn Blank is to allow for discussion or the expression
of what has cognitively been experience through
the modes of exhibition (making the implicit become
explicit).

‘Museum fatigue' is another concept which needs
to be considered for the theoretical underpinnings
of the abject in relation to the subject. This concept
is discussed by Schouten (1987, p. 259), who
explains that “the longer [visitors] stay in a museum,
the faster they move towards the exit... and the less
attention they pay to the displays”. This is known as
‘exit-orientated behaviour” and is caused by:

- Uniformity

- Static and scientific presentation

- Typical design

- Lack of connectivity with user's reference
(cognitive dissonance)

The redefinition of exhibition typologies info a new
fyoology considers these elements within the
mechanisms whereby implicit processes are made
explict.
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COGNTION-BASED DISPLAY

The new typology for the exhibition spaces wil
involve various elements which wil relate directly to
the dbility of users to cognitively experience exhibits.
These elements have been pinpointed fo be:
placement perception, uniformity, sequence, spatial
separafion and interaction. Each of these wil be
discussed theoreticaly and the design implications
thereof wil be explaned with reference to the
discourse undertaken in Blonk.

All these components rely heavily on the idea of
perception. To explain this, Jun & Lee (2014, p. 249)
make use of ‘carnival theory' which considers dialogic
engagement between users and architectural space
alowing for wvarious parficipatory acts fo  occur.
These acts include diclogue with various parts to
the system as explained in Figure 27.

Diclogue between subject, object and abject is an
important feature in the development of cognitive
understanding in exhibition. “Diclogue may fake direct
and external form, such as physical inferaction with
artefacts and discussion with other participants, or
subtle and internal form, such as inquiry info issues
or awareness of values in confemporary contexts”
(Jun & Lee, 2014, p. 250).

Making use of the concept of ectobatic perception
as defined in section 4.4, the theoretical ideologies
delineated in this chapter and the iterative process
of the design discourse; five specific elements are
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highlighted to show the spatial implications of explicit
exhibition comprehension. These are briefly outined
and design detaill is then demarcated in  their
application in Blank.

Tzortzi (2014, pp. 329-343) discusses various
fypologies for the layouts of museological spaces,
these are explained in Table 6. These include
schematic diagrams related to spatial sequencing
and a list of features related to the functioning of
these spaces. The various fypologies are used to
comparatively explain devices used in the design of
Blank.

CRITICAL
REFLECTION

dialogue with
principle

CREATIVE
EXPRESSION

dialogue with
self

Figure 27: Kinds of diclogic engagement (Jun & Lee, 2014, p. 249)

0
\y/

FREE &
FAMILIAR
INTERACTION

dialogue with
people

EXPLORING
RELATIONSHIP

dialogue with
context
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Table B: Sequence typologies of Museums developed from Tzortzi (2014)

MUSEUM SCHEMATIC DIAGRAM FEATURES

CENTRE POMPIDOU (level 5), Paris Museum as explorable urbon space
Axial layout

Non-linear axis Allows for individualised choice of route
Narrative
Non-linear

Figure 28 Sequence schematic:
Pompidou (Tzortzi, 2007)

Cross-visibility

Chumning effect & co-presence
Spaces can be missed

No disorientation

CASTELVECCHO, Verona

Non-linear sequence

ZN
Ny

Figure 29 Seguence schematic:
Castelvecchio (Tzortzi, 2007)

Seqguential layout with axis

Non-correspondence of visual links

Chronological arrangement

Narrative

Perception of placement considered

Continuity through spaces instils awareness of space
Churning effect

Co-presence

SANSBURY WING, London

Linear grid

Figure 30. Seguence schematic:
Sainsbury Wing (Tzortzi, 2007)

Crid layout with strong axis

Chronological arrangement

Narrative

Correspondence of visual links

Linear

Cross-visibility

Enhances co-awareness between spaces

ACROPOLIS MUSEUM, Athens

Linear sequence

N
NS

Figure 31. Sequence schematic:
Acropolis Museum (Tzortzi, 2007)

Site influenced design

Sequential layout

Chronological arrangement

Narrative

Continuous loop (single seqguence)

Strong cross-visibility

Way finding is difficult

Connections between galleries hard to pinpoint
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TATE MODERN, London Spatial separation

Dual ring layout

Anfi-narrative (aesthetic collection)
Linear

Uniform routes

Unidirectional visual links
Sociofugal

Litfle choice of route

No disorientation

High linear sequence

P
e o

Figure 32: Sequence schematic: Tate
Modern (Tzortzi, 2007)

The table revedls a series of existing relationships
relating tfo sequence. Relationships can be seen
between: axial layout and narrative/sequence; non-
inear elements and social aspects; sequence and

choice; cross-visibiity and co-awareness, efc.
Blank, in comparison to those mentioned, is also
discussed using the format above (Table 7) with a
sequential schematic.

Table 7: Sequence typology applied to Blank

BLANK Open plan grid

Anti-narrative

Non-linear

Sociopetal: promotes co-presence in gathering space
Churning effect

Non-correspondence of visudl links

Allows for individuadlised choice of route

Off-centre placement of objects

Perception of placement considered

Limited cross-visibility

Grid exploration

N
N

Figure 33: Sequence schematic: Blank
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~
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5.3.1. PLACEMENT PERCEPTION

The placement of artworks on viewable surfaces
affects the cognition of the work. Typical art is placed
on a wall and due to the fact that this perception is
in place, art can be overlooked. If the placement of
art is altered, the subliminal perception changes and
the artworks are made explicit through conscious
reception.

The cognition of art relates to the users frame of
reference. According to Schouten (1987, p. 260)
cognitive dissonance, defined as the inablity for
inks to be made with the users cognitive structure/
reference, is a state commonly found in exhibition
design. For the explicit nature of art to be brought
forward, this requires amendment. The failure of
museums in their approach towards exhibition has
been the conception, as explained by Macdonald
(2007, p. 180), is that the visitor is usually seen to
be "an absorbent sponge when encountering the
expert knowledge”.

"Effective communication between the organisers of
an exhibition and the public depends on the ability of
the visitors to understand the non-verbal language of
real things” (Schouten, 1987, p. 261). Bitgood (1994,
p. B) explains that there are two mechanisms by
which new knowledge is acquired, namely memory;
to recall (semantic, episodic and procedural) and
comprehension; to reason. Macdonald (2007, p.
155) explains that although more time is spent at
interactive exhibits, it is often static exhibits which
elicit discussion and prompt memaory narratives.

Blonk addresses both cognitive dissonances as
well as static and scientific mechanisms of display
through the appropriation of placement perception.

As stated, boredom and fafigue lead to exit-
orientated behaviour in exhibition environments.

The infenfion is fo infroduce energy inducing and
intriguing display mechanisms to ward off fatigue and
monotony. This is achieved using direct immersion.
Users are placed in close quarters with artworks
(ooth static and interactive) allowing subtle or direct
cooperation between subject and object.

Interactive works (which are often appropriated
ufiising digital technology) allow sensory activity
which connects with the user on various levels.
"Adding sound, smell or fouch to an exhibit attracts
more attention” (Bitgood, 2002, p. 470). Although
multi-sensory  exhibition is not the focus of this
dissertation and the curator wil be responsive for
the choice of works, the concept of using various
senses is important in finding the means to spatially
achieve ectobatic perception.

Another important factor to cognition of art is the
idea of narratfive. The design of Blonk makes use
of anfi-narrative features as narrative dlows for
subliminal perception and presupposition which in
turn creates opportunity to overlook works. Much
ke the design of the Tate Modern, as explained
by Tzortzi (2014, p. 339), has an anfi-narrative
seqguencing which dllows for aesthetic perception of
works giving the visitor the intellectual contral.
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5.3.2. UNIFORMITY

Uniformity can be adllotted to various elements in the
design. Non-uniform design also allows for subliminal
perception fo be altered. This can be appled in
many ways such as structural repetition, sequential
loyout (discussed in section 5.3.3), lighting systems,
the size of spaces efc. For ilustrative purposes the
application within lighting systems will be discussed
specifically.

The lighting (much like colour or material) applied o
the exhibition can completely alter the perception
of the artwork. Lighting within exhibition is a very
important factor in experience and needs to be
considered within the design discourse. This section
wil consider the theoretical implications of lighting
design on the process of ectobatic perception in
exhibition looking at both pragmatic design elements
as well as psychological premise.

According 1o Nasar (1988, p. 156) lighting has
specific association: "we are dedlng in part with a
system of visual cues that tent to be recognised
and inferpreted in somewhat consistent ways by
users who share cultural background and values”.
This brings about the idea that light can not only
be considered quantitatively, but also required
qudlitative and nonmathematical understanding.

Nasar (1988, pp. 183-171) creates o variety of
graphic  explanations  which  explain - the  lighting
effect of various elements on qudlitative aspects of
perceptual clarity of space shown in Figure 34. This
can be seen in the light of ‘cause’ and 'effect’. All
the variables play a role in each type of perception.

&
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uNI

=P YUK

Table 8: Variables and perceivable change in lighting

VARABLES PERCEPTIONS

UNIFORM : NON-UNIFORM | PERCEFPTUAL CLARITY
OVERHEAD : PERIPHERAL | SPACIOUSNESS
BRIGHT : DIM | RELAXATION
PUBLIC : PRIVATE  PLEASANTNESS

Lighting-design decisions 163
U = Uniform
NU = Nonuniform
0 = Overhead
P = Peripheral
B = Bright i
D = Dim NU
C = Clear
H = Hazy

Multiple regression coefficient
Dimension Clear-hazy scale
B/D .950
B/O + O/P .983
B/D + O/P + U/NU .939

Figure 34 Indicated lighting-design decisions for affecting impressions of Perceptual Clarity (Nasar, 1988, p. 163)
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5.3.3. SEQUENCE

The building layout related to the viewing ability of
the artworks. Non-sequential and non-linear layout
creates randomness. The spatial sequence alows
sequential recognition to be placed on the artworks
which can creatfe a form of narrative. Randomness
in spatfial layout and curator placement creates
individual conception of all the works. The sequentidl
elements of spatiallayout can drastically alter both the
user routes and more importantly, their experience.
"How people negoftiate their way through museums
and galleries can have considerable implications for
how they relate to and inferpret exhibition confent”
(Macdonald, 2007, p. 157).
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Figure 35: Extant grid: Ground Floor

"At one extreme Is the grid, which is impossible
fo visit in an orderly sequence, but minimises
the conftrol that the layout places on the visitor
and consequently, maximises the randomness
in the pattern of movement and exploration...
The other polar case is the single sequence,
which imposes strong rules in the pattern of
movement, and powerfully controls the pattern
of exploration since visitors have to go through
the same sequence of spaces in the same order
with no option of changing the course” (Tzortzi,
2007, p. 6).

The SPO has a rigid grid structure already extant
in the bullding as seen in Figure 35. This implies
it would better be appropriated info the non-linear

& 45 8 o8 i —t

4 L
5’ ;
£ B iy
i - e lo] a5
"ﬁl TR = S
1 - .
= S I s A a
i & N N " \i | 108 s
‘hl i G I O s O L2 55 5 i
T SARE
AR % -

Figure 36: Extant grid: First Floor
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form. Adapting the building fo Blonk mokes use of
this sfructure will allow for randomness in the spatial
designation which would better suit the new exhibition
fypology. This relates directly to the geometry of the
space and in turn affects the movement paths of
the users.

The dlteration of the grid to impose a secondary
grid layout originates from the 5 degree perspective
angle of the post-boxes in the host structure. The
elements highlighted to have heritage value remain
static through the intervention of the SPO. The
imposed open plan grid makes use of only elements
excluded from heritage identified.

Figure 37: Imposed grid

(9
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Figure 38: Grid influences and appropriations

The existing inferior elements (which mostly consist of
temporary partitioning) influences the changes made
to the infernal layout of the building applied to Blank.
Programmatfic spatial elements also influenced the
adaoptation of the building. An example of this can
Pbe seen in the breakaway space on the first floor

which replaced the locale of the original 'ruskamer”
or 'rest room’.

1 This information was aftained from the original buiding plans
which acqguired from Holm Jordaon Architects (Van Heerden,
2014) due to laock of access to the private postal service areas.

© University of Pretoria



5.3.4. SPATIAL SEPARATION

Large volume spaces are separated into smaller
‘more digestible’ spaces where artworks can be
separated to allow individual acknowledgement,
If a space is overcrowded with artwork then an
individual piece can't be understood in its own ferms,
Cross-visibiity has a great deal to do with this.
Alowing users to see what is coming enables
preconception of displayed works. “Providing the
viewer with a large flow of information beyond the
space he is in, means reducing unexpectedness
and spatial anticipation, and decreasing the impact
of visual impressions” (Tzortzi, 2007, p. 10).

Vistas between gpaces and those used fto ‘end’
spaces (the wall at the end of a corridor for example)
are an important factor in defining how inter-spatial
relationships are formed. Tzortzi (2007, p. 8) explains
the use of blank walls to end off lengthy perspective
vistas and the lkke are mechanisms whereby the
object is used to define the abject: "structure of
space and distribution of objects seem to work
together so as to encourage local exploration,
slow down visitors' paths, and delay the rhythm of
perception”,

The use of visibility also gives the viewer the intellectual
control as the visual links tfend to be aesthetic in this
fypoe of spatial arrangement which opposes linear
chronology. Allowing the user the ability to atftach
or define their own narrative implies the cognitive
acceptance of the visual information.,

1 The idea of using art to define or create spatial elements relies
heavily upon the curatorship of the exhibition. This dissertation
looks only at the designed space and the role of the architectural
interior in exhibition.

"Here the arrangement of objects mean nothing else
than the objects themselves (non-correspondence
relation)” (Tzortzi, 2007, p. 13).

Blank makes use of cross-visibility between spaces.
This is achieved by both limiting it and dllowing it.
There are visual connections between spaces, but
only so much as to allow cognition of user orientation
within the spaces. Direct but limited inter-spatial
views hints fowards the conception of layout but sfil
allows curiosity to e a driving factor by limiting the
cross-visioility of the artworks themselves.

The Cubes in the Southern galery space, is a
specific example of the mechanisms used in spatial
separation. The adjustability of the framework allows
these boxes to act as both stand-clone rooms
(when cladded) or open plan space with separating
elements designating movement.

© University of Pretoria
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5.3.5. INTERACTION

The inferaction between users within spaces of
exhibition is vital when considering explicit interaction
with display. For users to transmute from internadl
processes of thought to explicit expression, users
need fo be brought together.

Tzortzi (2007, p. 7) explains that exhibiion can
take either sociofugal form; so as to distribute
participants, or sociopetal form; with the infention
to bring users together. This can be achieved using
layout mechanisms. Methods used to achieve this
are found through the use of four factors: gathering
space, convex synchronicity, visual encounter and
‘the churning effect”,

Gathering space (discussed in section 5.2) has a
syntactic effect on users: “the gathering space tends
fo be part of the integration core of the gallery, and
by implication, by being most directly accessiole,
it attracts higher movement and maoximises the
opportunites  for co-presence and encounter”
(Tzortzi, 2007, p. B).

Convex synchronicity also relates directly to social
interaction whereby spatial arrangement affects the
ability of participants to connect. Tzortzi (2007, p. 7)
explains that convex synchronicity increases the two
dimensional space (as opposed to one dimension
in axial synchronicity) and also extends patterns of
socidlisation to spaces beyond the barriers of the
galleries themselves.

This is appropriated into Blank by use of both the
central courtyard as well as the publc square
along the northern facade. These spaces dllow for
socidlisation to occur in non-programmed spaces.

Visual encountfer relates closely to cross-visibility,
only with reference to participants not to  inter-
spatial relationships. Visual encounter allows users
to acknowledge co-presence and co-awareness,
albeit conscious or sulbconscious. Tzortzi (2014, p.
331) explains that open spaces are more suited
fo allow visual encounter between users to freely
occur as seen in the Centre Pompidou.

The churning effect is an emergent effect of visuadl
encounter which probabilistically occurs  through
users circulating the various spaces as defined by
Tzortzi (2007, p. B). People choose different routes
when given choice, and through spatial design, re-

MOVEMENT

FIGURE: Moverment diagram .

Figure 39: Movement
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encounter can occur. The Archaic Gallery's forest
of statues (Acropolis Museum) is a good example of
this principle. “Visitors took individual, offen complex
routes through the forest, with frequent changes of
direction and even self-intersections” (Tzortzi, 2014,
p. 345).

Re-encounter creates familiarity and enabling this
creates better opportunity for social inferaction.
Blank makes use of this. The high level of choice
iN conjunction with an open plan space alows user
free movement. This enables the occurrence of the
churning effect.




Blank is infended as a catalyst for change departing
from the existing dystfopia tfoward the ‘creative city'.
To challenge the fabric of the didlectic states extant
in the Pretoria cultural landscape is by Nno means a
simple objective,

The placement of arfistic production within the realm
of cultural production is demarcated. Considerations
of the social structures within the world of art
suggest that this negative dialectic would improve
to lbecome more cohesive through the manipulation
of these structures to ease the emergence of new
artists info the elitist field.

The process utiised in the manufacture of products
within the artistic field were then deliberated. Having
defined a model for the creative process used in
endeavors of culfural production, known as the
‘confluence model of creative production’ as well as
delmiting the implicit and explicit processes thereof,
the term ‘ectobatic perception’ is founded.

This scheme is then used to define a new typology
for exhibition design termed ‘cognitive-orientated
display’. Making use of the outward movement of
cognition or in other words making the implicit explicit
is the aim in this fypology. This further breaks down
the isolation of artists by connecting the members o
the autonomous field to the public audience, without
which the field would not exist.

Spatfia mechanisms of achieving this as well as
their application within the design discourse of
fhe intervention are delineated into five themes;
placement  perception,  uniformity,  sequence,
spatial separation and interaction. These are each
discussed in relation to existing successful galleries
fo expressly identify how implicit processes of art
can cognitively be understood by users.

To outright exclaim that this intervention will succeed
iNn challenging the stafte of dlienation is impossible
fo predict. The theoretical underpinnings of the
dissertation indicate that it is possible for a state of
change to be brought about by the implementation
of a creative complex.

The future holds a colourful aspirafion when you
consider the possibiity of the extant becoming
a flourishing city of creatfive expression; a utopia
of connection, cohesion and correlation.  The

monochromatic scales of isolation are liffed and
vibrancy is efched onto the canvas of culfure. |t
seeps through the streets. This is the dream; when
the creative city will surely breathe.




8.1, CONTRBUTIONS & RECOMNMENDATIONS:

The design of Blank contributes to the interior
disciplines in the following ways:

- The development of new typologies of
exhibition design allows for better understanding of
artistic process and production from the perspective
of the viewer. The spatial implications of these
theories are addressed in this project to define
‘cognitive based' display.

This can be taken further by empiricaly
testing the theories developed using visitor theory
or ofher related methods. The design can also be
developed into pop-up fypologies which would have
a wider reach than a permanent gallery setfting.

- The prgect considers the urban context
of Sunnyside and the broader Pretoria fabric
to inferconnect various creative disciplines. The
connection forged through the application of Blank
bulds and strengthens the existing hierarchy of
creafives found localy. It also uplifts the local
community and economy by animating surrounding
areq.

The progect discusses emergence
specificaly as an important factor in the success
and maintenance of the field of cultural production.
The manipulation of creative hierarchies is mentioned
as an approach towards emergence of artists but
not the means with which this can be achieved
either sociologically or spatially. This can be used for
further research.

- This project specifically excludes curatorship
as exhibition typology and the spatial appropriation
is the infended outcome. The boundaries between
curatorship and interior design could be another
topic for future sfudy relating fo the onfology of the
interior disciplines of architecture.
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‘Design is in everything we make, but jts also
between those things. Its a mix of craft, science,
storyteling, propaganda and philosoohy”

~Erik Adigard

© University of Pretorie




UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
YUNIBESITHI YA PRETORIA

© University of Pretorie




Figure 40: APART: BLANK

1a

ty of Pretori

iversi

© Un



Figure 41

Figure 42:
Figure 43:
Figure 44
Figure 45:
Figure 46:
Figure 47:
Figure 48:
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Figure 51

Figure 52:
Figure 53:
Figure 54
Figure 55:
Figure 56:
Figure 57:

Theoretical discourse effects on design discourse
Malboneng Precinct (Maboneng, 2013)
Malboneng Map (Maboneng, 2013)

Kunsthalle (ArchDaily, 2012)

Kunsthalle (ArchDaily, 2012)

Wall socket (Sagmeister & Walsh, 2012)

The Happy Show (Sagmeister & Walsh, 2012)
Happy levels (Sagmeister & Walsh, 2012)

Nirox illustrated (Nirox Foundation, 2008)
Residency statue garden (Nirox Foundation, 2008)
Spider (TATE Modern, 2010)

Al Weil Wei Pots (Hunter, 2011)

Making ceramic pots (Hunter, 2011)

Flower (Artpark, 2009)

Metal & string (McColugh, 2007)

Hallgrimskirkja waters

Rain room (Barbican, 2013)
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Figure 59:
Figure 60:

Figure 861

Figure 62:
Figure 63:
Figure 64
Figure 65:
Figure 66:
Figure 67:
Figure 68:

Creative Collective Logo

CC Branding

Platform for arts

Sketch of viewer, maker and mentor

Hello Ambassador logo (Helo Amibassador, 2013)
Postbox Logo (PostBox, 2013)

Capital Urban Market logo (I love Pretoria, 2013)
Cool Capital Bennale logo (Cool Capital , 2014)
Theoretical sketch of exhibition typologies

Mess logo

Blank logo

Table 9: Institution vs Exhibition
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Figure 70:

Figure 71

Figure 72:
Figure 73:
Figure 74
Figure 75:
Figure 76:
Figure 77:
Figure 78:
Figure 79:
Figure 80:

Figure 81

Figure 82:
Figure 83:
Figure 84
Figure 85:
Figure 86:
Figure 87:
. Sunnyside post office concept sketch (Holm Jordaan,

Figure 88
1971)

Pretoria’'s creative assets
Pretoria Framework

Sunnyside Paths

Sunnyside Nodes

Sunnyside Movement
Sunnyside Intended Movement
Site identification

Site photo: Entrance steps

Site photo: A-symmetry

Site photo: Post boxes

Site photo: Column and lbbeam
Materiality photos

Axonometric of existing structure
Analysis of grid

Existing accessibility of SPO
Post office photo

Heritage analysis of ground floor
Heritage analysis of first floor
Sunnyside Timeline
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Figure 83: Rendering of exhibition space

Figure 90: Concept sketch UMNIVERSITEIT VAN PRETORIA
Figure 91: Juxtaposition of existing grid UNIVERSITY OF PRETORIA
Figure 92: Skefches of exhibition viewing concepts H YUNIBESITHI YA PRETORIA

Figure 93: Sketch of threshold replacement
Figure 94: Graphic of mind space experience
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Figure 95: Ground Floor Plan

Figure 96: First Floor Plan UN

Figure 97: Context Map UN
YU
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Figure 98: Longitudinal Section
Figure 99: Cross Section
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

100: CUBE object display

101 CUBE performance display
102: CUBE instdllations

103: CUBE transmedia exhibit
104 CUBE interactive exhibit
105: CUBE lighting installations
106: Cube Detall

107: The CUBE

108: Rendering of the CUBE exhibit
109: GRID Detail Section

10: The GRD
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Figure
Figure
Figure
Figure
Figure
Figure
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Figure

111: Axonometric of production house

12: Axonometric of digital studios

113: Sketch of physical interaction mechanism
14 Sketch of social interaction mechanism

115: People gather, citizen sketch (Holmes, 2013)
116: Seatfing arrangements

117: Sketch of solar penetration

118: Coffee shop rendering

119: Post-production Archive Section

120: Rendering of post-production corridor
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121
122
123
24
125
126
127

Renderings of way finding illusion in red

: Rendering of way finding realism in red

: Rendering of vertical way finding in red

- Wireframe axonometric of interaction in the building
. Sketch of user experience: reflection

. Sketch of user experience: viewing through surface
. Sketch of user experience: planes

128: Sketch of user experience: responsive artworks

129

. Sketch of user experience: inferactive surfaces
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Figure
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Figure

130: Narratfive storyboard

131 Main entrance rendering
132: Corridor entrance rendering
133: GRID rendering

134 CUBES rendering

135: CUBES rendering

136: Production rendering

137: Post-production rendering
138: GRID rendering

139: Production rendering

140: Post-production rendering
141 Coffee kiosk rendering
142; Courtyard rendering

143: Corridor exit rendering
144 Reception exit rendering
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145: Gehry paviion through (Serpentine Callery, 2014)
146: Gehry paviion (Serpentine Gallery, 2014)

147 SANAA pavilion (Serpentine Gallery, 2014)

148: SANAA pavilion ariel (Serpentine Gallery, 2014)
149: Fuimoto paviion seated (Serpentine Gallery, 2014)
150: Fuimoto paviion (Serpentine Gallery, 2014)

151: Exterior Approach
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. Accessibility and provision for disabled persons
157!
158:
159:
160:

156
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1682:
183:
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166:

Strategies addressed in fechnification
Fire Protfection

Wet works and drainage

Ventilation

Electric layout
Movement diagram
Existing structure
Stripping Back
Enabling Works

New works
Intferventionist approach
Street side approach
Floor Finish Detail

West Elevation

Table 10: Sanitation requirements
Table 11: Ventilation appropriations required
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Figure 167: Principle of resonance in Helmholtz plate resonator
Figure 168: Principle of diffusion

Figure 169: Diffusion applied in sound lobbies
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“The artist is the creator of beautiful things.
To reveal art and conceal the artist is art's aim.
The crific is he who can transilate into another
manner or new material his impression of

beautitul things.
The highest as the lowest form of criticism is a

mode of auto-biography.
Those who find ugly meaning in beautiful tings

are corrupt without being charming. This is a

fault,
Those who find beautiful meanings in beautiful

things are the cultivated. For those there is hope.
They are the elect to whom beautiful things
mean only Beauty.

There is no such thing as a moral or an immoral
book. Books are well written, or badly written.
That is all

The nineteenth century dislike of Realsm s
the rage of Callban seeing his own face in the

glass.
The nineteenth century dislike of Formanfticism is
the rage of Caliban not seeing his own face in

the glass.
The moral life of man forms part of the subject-
matter of the artist, but the morality of art consisis
in the perfect use of an imperfect medium.

No artist aesires to prove anything. Even 1hings
that are frue can be proved.

No artist has ethical sympathies. An  ethical
sympathy in an artist s an  unparaonable

mannerism of style.

© University of Pretoria

No artist Is ever morbid. The artist can express
everyrhing.
Thought and language are to the artist

instruments of an art.
Vice and virtue are to the artist materials for an

art.

From the point of view of form, the fype of all the
arts is the art of the musician. From the point of
view of feelng, the actors craft is the fype.

All art is at once surface and symbol.

Those who go beneath the surface do so at

their own peril
Those who read the symbol do so at their own

oeri,
It is the spectator, and not life, that art really

mirrors.
Diversity of opinion about a work of art shows

that the work is new, complex, and vital.
When critics disagree the artist is in accord with
himself.

We can forgve a man for making a useful
thing as long as he does not admire it. The only
excuse for making a useless thing is that one

aamires it intensely.

Al art is quite useless.”

OSCAR WILDE (1897)
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SEMINAL AUTHORS: Adorno, Bourdieu, Kristeva,
Csikszentmihalyi, Schafer, Negus &  Pickering,
Tzortzi

Through the consideration of Adorno's theory of
‘negative didlectics’ the existing society of art is in
a state of dlienatfion. This idea considers units of
similarity abstracted from one another and thereby
establishing an  opposition; a negative  didlectic
relationship between creatives. ‘Instead of belonging
to the world, man put himself rationally and critically
opposite it.." (Jencks & Baird, 1969, p. 218). The
concept that a fufure can exist free from dlienation
lends toward a future of collaborative community
considered within the context of cultural production.
Culture is not merely the manifestation of the human
mind info a creative material medium; it is also a
mechanism of interaction developed through social
behaviour such as a custom or an idea.

Kristeva's constfruct, 'the abject’ (that which is
neither subject nor object), is used to define the
scope of this proect. Producing culture using
space is not defining object in space nor is it
defining subject in space. The friadic inferaction
between object, subject and abject is important
N understanding the cultural system within the
built environment. This is conceptually infended fo
manifest the communal identity of creatfives within
the host building. Considering the explicit (whereby
knowledge and social interaction are produced) and
implicit (which considers action between object and
subject) relationships reinforces the argument. The
understanding of the relationship between culturadl
media and mediators is fo be explored spatially in
the adapftive reuse of the Sunnyside Post Office info
a production house and exhibition space, utiising
social applications to defining a model for a creative
cohesion.

Wanneer Adorno se teorie aangaande ‘negatiewe
diclekte'corweeg word, is die bestaande
kunssamelewing in ‘n foestand van  vervreming.
Die tecrie meen daf ooreenstemmende kKonsepte
gemyn kan word om feenoorgesteldheid te
skep; N negatiewe didlektiese verhouding tussen
kunssinniges. ‘In plaas daarvan om aan die weéreld
fe behoort, het die mens homself rasioneel en krities
in teensteling daarvan geplaas...” (Jencks & Baird,
1969, p. 126) Die konsep dat 'n toekoms sonder
vervreming kan bestaan, begunstig die idee dat
'n toekoms waarin samewerking wat onder die
gemeenskap geskied, moontlik is in die konteks van
kulturele produksie. Kuns is nie slegs die vergestalte
van die menslike brein nie in 'n skeppende, materiéle
medium nie; dit is 'n interaksie-meganisme  wat
ontwikkel word deur sosiale optfredes, byvoorbeeld
kulturele gebruike en idees.

Kristeva se konstruk, die "abject” (n voorsteling
wat dit wat nie onderwerp of voorwerp is nig)
word gebruik om die omvang van hierdie projek te
definieer. Om Kultuur te skep deur ruimte, definieér nie
die voorwerp of die onderwerp nie. Die drievoudige
inferaksie tussen voorwerp, onderwerp en “‘abject”
is van belong vir die begrip van ‘n Kulturele stelsel in
'n geboude omgewing. Konseptued!, is die bedoeling
om 'n gemeenskaoplike identiteit vir Kunssinniges
fe vergestalt in die gasheergebou. Die verhouding
tussen die eksplisiete (waardeur kennis en sosidle
inferaksie geproduseer word) en die implisiete (wart die
aksie tussen die voorwerp en onderwerp oorweeg)
staaf die argument. Begrip vir die verhouding tussen
kulturele media en bemiddelaars word ruimtelik
ondersoek in die aangepasde hergebruik van die
Sunnyside Poskantoor as ‘'n produksiehuis  en
uitstalingsruimte, deur gebruik te maak van sosidle
foepassing om N model vir kKreatiewe samesmelting
fe definieér.
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A dystopia exists in Pretoria, a dislocation, a disparity,
it is not a natural phenomenon of rock against rock.
Instead, it is one for the souls inhabiting the city. The
aystopian world has many facets and they exist
in many hues. Art is a Technicolor world. Colour
is a way of seeing the world, you attach colour 1o
emotion, to memory, to knowledge. A world without
art is a monochromatic haze of greys. If the realms
in which art exists are not conserved, the creativity
within a city will surely die.

The dissertation aims to consider the contention
within the artistic sphere using the concept of didlectic
and negative didlectics as discussed by Theodore
Adorno (1973). There are dialectic states which exist
in the realm of arf, which here are separated info
four states; namely environment, elitism, emergence
and exhibition.

Separated geographically, the environment of the art
world creates a negative dialectic state which can
be briefly defined as 'similarity in alienation’. Artists
dike are isclated and thus unable to connect to
the art sphere creating a non-identity of the unified
artistic field.

In the existing fabric of the city, art as a culturadl
medium is seen o become an elitist discipline which
is removed from an accessible public inferface.
Instead, art galeries or institutionalised creative
exhibitions connected to academic instfitutions are

the norm. This exclusivity created by the ‘invitation
only” mentality of the art world creates a growing rift
in the connectivity of the disciplines resulting in the
negative didlectic landscape which is exasperated
by the geographical separation of the isolated arfists.

The interaction between the emerging and the
established in the current state are completely
removed from one another. The only means emerging
artists have by which fo learn from the established
creatives, is fo join an academic institution and
become further qudlified. This rationale does not in
any way demote the value of education but it does
crificise that alternative means should be avaiable in
the more informal art sector.

The exhibition of art, which wil become the focdl
point of the design, wil consider the subject, olbject
and abject of art; namely viewer, artwork and
spatial appropriation thereof. The theoretfical basis
for the design infentions will be distinguished and the
design discourse wil be appropriated.
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7 was wWithin and without
Simulfaneously enchanted and
repeled by the inexhaustible variety
of lfe.” (Fitzgerald, 1925)

1.1. NORMATIVE PROCESS

The cultural industries found in the vibrant landscape
of Pretoria are segregated. A state of dlienation exists
in the capital city, in fact it can be found repeated
iN many cities not only locally but also infernationally.
The elifist nature of the field of creative production
imits the adbility of emerging artists to gain access
to the existing network of autonomous knowledge.
To counter the current negative dialectic state found
within the fabric of the city, my normative stance
should be clarified. | explain here the manifesto | use
when approaching design:

The ream of interior design should be approached
with  a conscious understanding of how the
environment influences users within a space.
Designers today are concerned so indefinitely with
the aesthetic value and appedal that we often forget
to consider the element of use.. The conscious
or unconscious reception of the design influences
should be used to change the standard of space
from a ‘mechanical space’ info a ‘human space’....

To define how you as a designer create, you
first need to define the subjective ‘self’; you as a
human being. Wiliam Blake said "My business is to
create” and Gleckner (1956, p. 363) explains how
this metaphorical journey begins in the imaginative
perception...

It is explained that the normative process towards
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architecture fals infto one of four categories;
functionalist, populist, conventionalist and formalist
(Rowe, 1987, p. 124). In the discussion of the
various positions, it is excluded where the interior
ream of reuse and adaption stands; also, that the
various positions are not mutually exclusive...

Interior design dllows for all of these processes
to be utlised simultaneously. Making use of
functional elements in the design of space, a
designer applies the aesthetic nature of populist
processes, the heritage and value in reuse of
conservationdlism and dllows the “‘autonomous
ream of expression” of the designers’ formalist
views to be appreciated... Between identity and
function, the designer must unify an environment
such as to create the apt user experience required
for that space...

Creating a ‘person centred place’ dlters the
obstruction of human experience in the designed
readm. Sensorial reactions are perceived by the
users, and these ultimately affect the constantly
changing balance of their mental state as
explained by Augustin (2009, p. 39). Designers
have the ability to manipulate the spatial ream
as to make use of these sensorial elements to
create or instl a reaction in the users. Through
the correct employment of these strategies,
the appropriate use of an interior realm can be
achieved... In interior design the application of
these psychological references combines the
cognitive, ethical and poalitical into a single unified
perception...

Through the primary dominating sense, the
majority of our environmental influences are
experienced and this is sensitivity to space occurs
on an underlying psychological and emotional



plane. Augustin (2009, p. 37) states how although
domineering senses prevail in cognition, all sensual
experiences combine and with this the creation of
new knowledge can occur...

When a user is considered in a space, the
environment in which they actively participate, albeit
unconscious inferaction, their surroundings can
better their performance, alter their mental state
or even change their behavioural characteristics.

As stated in the manifesto, all four normative stances
are ufiised. Both the theoretical underpinnings and
the design discourse pay particular attention to
the role of the user. For this purpose, this project
specificaly makes use of the ‘populist’ stance as
defned by Rowe (1887, pp. 125-129) in which
inclusivity and user needs play a vital role in the
determination of form. Symbolic and infangible
as well as physical gualites are recognised and
fransloted to form architectural expression. It s
also accredited within the populist framework that
there are ardent correlations between behaviourdl
attributes and the building environment, and that the
latter has an infrinsic effect on the former.

My approach to the project is situated within an
intferpretivist  paradigm.  “Interpretivists  believe  that
the human experience of the world is subjective
and they [are concerned with understanding] it
as it is" (Cronje, 2013, p. 18). This stands in line
with my architectural manifesto and the normative
position | have fowards this project in parficular.
The subjective experience and relationships of and
between the users (which includes all associated
profles of maker, mentor and viewer; as well as
their inferaction with the space) is a crucial factor in

the response o the negative dialectic fabric.

The process of theoretical perceptfion is rooted
in the premise and rationale. Comprehension  of
factors regarding didlectic behaviours within the
field of cultural production is the inifial stage of this
project. Programmatic behaviours will be aligned
to this theoretical framework and resclved through
the use of vision and pragmatic requirement. “The
programming of facilities is aimed at revealing those
hidden biaoses and at democratically safisfying the
environmental reguirements of a buiding” (Rowe,
1987, p. 127). The site is then selected and the
suitability thereof is tested against the programmatic
requirements and conceptual models. The design
is to be iteratively resoclved considering all three
components.

The theorefical underpinnings of the project form

abstract knowledge preceding design investigation.
The document is separated into parts, firstly
infroducing the broad scope of the project and then
continuing iNnto the theoretical discourse. Elements
from these abstract theories are then translated
fo gpatial application for the design discourse.
Resolution of design makes use of tfechnical fenacity
and pragmatic consideration.

The process of understanding the theoretical basis
of the project wil fiter through various levels to the
roof focus of the conceptual foundations. These
fopics are:

The project aims to:

- Delineate the various didlectic states existing
within the fabric of the capital city. This is achieved

NEGATIVE DIALECTIC ENVIRONMENTS

ELITISM & EMERGENCE

CREATIVE PROCESS AND ECPHASIS

EXHBITION

Figure 2: Research field and focus diogram
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through analysis and observation.  Theoreticadl
underpinnings will be utilised to pinpoint what these
sfates are.

Consider mechanisms  of bringing the
network of autonomous knowledge to a state
of equality which would more easily allow for the
emergence of new artists. This is a mechanism to
address the greater elitist field. This will theoretically
pe discussed so as to find mechanisms with which
this can be achieved, even if only possible in part.

Outline the creatfive process in  arfistic
production so as to understand the process with
which art is produced and understood. This aims fo
delineate which implicit and explicit processes are
avaiable and how they can be manipulated. The
manipulation thereof infends to dllow for better user
understanding.

Al three previous ams are then to

be theoretically combined to investigate more
appropriate mechanisms to exhibit work. This is
achieved through the iteratfive design process whilst
using conceptual and theoretical foundations.
The premise and ratfionale wil further define the
problem under contention as well as the mechanisms
with which the problem will be addressed to meet
these ams.
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1.2. PREMISE

The creative world of Pretforia is seen under a
dialectic contention. Artistic material is shambolicly
scaffered across the urban scape. Isolated artists
sfruggle to break through the instfitutionalised
pboundaries which surrounds high-end established
art. This difficulty is emphasised by the elitist nature
of the creative network. The link between emerging
and established lacks accessibiity as there are few
places where the two extremes of the ladder can
CONNect.

Diclectic states can be described as a confradictory
separation. The complexity of this concept is found
iNn consciousness. "What we differentiate wil appear
divergent, dissonant, negative for just as long as the
sfructure of our consciousness obliges it to strive
for unity: as long as its demand for fotality wil be its
measure for whatever is not identical with it" (Adorno,
1973, p. B). Block and white (as a basic example) is
a didlectic pair; opposition is used to create a unity
through the measure of one against the other.

Perception becomes an important factor in negating
the concept of didlectics. The non-identity seen
pbetween the dichotomous parts to the didlectic is
where the complexity of negative dialectics can
be found. Negative didlectics instead relate to the
correspondence of parts creatfing the dissolution of
the pair; this is seen as the opposite of the didlectic
pair whereby the two units are contradictory. This
is discussed by Adorno (1973, p. 180) whereby
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the subject of negative didlectics coincides with the
object, therefore extinguishing the direct appearance
of the object. The negative didlectic is where identity
between parts leads to non-identity of the unity.

ldentiies and non-identites are  fervently visible
within the city. Four didlectic staftes exist within the
fragmented cultural system of the capital which will
form the focus of the dissertation and later inform
the design resolufion. These are:  environment,
emergence, ecphasis and exhibiton and wil be
briefly introduced below. Each topic is discussed in
its own chapter (chapters 2, 3, 4 and b respectively).

ENVIRONMENT

n. the social and cultural forces that shape the
life of a person or population (Oxford Dictionary,
1998, p. 268).

1.2.1.

The geogrophical separatfion of arfists across the
fabric of the city creates the macro-scale basis of the
four didlectic states to be addressed. This element
of environmental estrangement is the premise of the
problem under contention o be addressed by this
dissertation, that is: simiarities in alienation.

The existing state and intended aim are considered
diagrammatically with the use of the Art Museum
implemented in Kanazawa, Japan (Sasaki, 2010) as
precedent of the viability of creating arfistic cohesion
fhrough the use of intervention.

Art is then discussed in reference to the Bourdieuean
(Bourdieu, 1984) fields of cultural production so as
fo define the field, and agents o the field.

Lastly, the ability of catalysts to generate change is



questioned. For the dialectic state o be challenged
or dissclved, a level of interconnectivily between
creatives is required across the city. This network,
as the problem to be contested, also broadly aligns
with the solution to be pursued.

RESEARCH QUESTION:

Can the negative didlectic fabric of the Pretoria
cultural landscape be challenged through the use
of adaptive intervention?

EMERGENCE

n. the act of process of coming iNfo existence
or developing (Oxford Dictionary, 1998, p. 264).

12.2.

There exists within the elitist world of art, a specific
diclectic forming an important focal point within this
dissertation; the relationship between the unknown,
emerging and established artists. A discord exists
petween estfablished known artists and the lesser
known or completely unknown artists. This can
be defined as both didlectic and negative dialectic.
The didlectic nature is founded upon the fact that
established and emerging are oppositions creating
a unity. This unity forms the hierarchy within which
artists can become established; whereby unknown,
established and emerging are various stafuses
pbelongng to the order. The negative didlectic is
based on the idea that artists are simiar in their
action, infention and representation. The segregation
of these parts from the whole dissolves the identity
of the unified collective of the artistic industry.

The social life of the art world creates the social
organisatfion which allows for emergence to occur.
This sectfion of the dissertafion discusses and

defines the structure of this social field and considers
how future can exist free from alienation and how
emergence within it can occur. The existing problems
with the system in Preforia are considered. Both
institutional, individual and production related barriers
are demarcated.

Considering the existing hierarchical nature of the
cultural industry, the merits of the system are
expressed. Legitimation as the process of emergence
is then delineated, divulging intrinsic aspects to the
process of becoming established. This involved
consensus as well as justification which can occur
both internally by field experts and externally by the
visudlly stimulated mass audience.

This gives background to the stance to solve the
emergence boundaries met by the individual arfist
fryng the access the field of cultural production.
This dm is not to destroy the exisfing hierarchy,
but instead to manipulate the functioning thereof to
allow emerging individuals easier access.

RESEARCH QUESTION:

How can the elitist fabric be challenged to create
a functional network and equadlity between
established and emerging creatives?

ECPHASIS

declaration or

12.3.

n.an explcit
(Webster, 2012).

interpretation

This chapter wil discuss the process of artistic
production. Considering various theories (Negus &
Pickering, 2000; Mace & Ward, 2002; Mcintyre,
2007; Glaveanu, 2010; Groys, 2011) on what defines
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the process of art making, specifically looking at
models of creative process, a mechanism towards
creative externdlisation wil be outlined. Externalisation
defined by Glaveanu (2010, p. 52) is the physical
form faken on by creative ideas. Arfisfic process
wil be discussed in tferms of generalised methods,
iNnpufs to the process and the consideratfions of
social context and audience perception. A model
for creative process is visudlised and defined within
which the implicit mechanisms will be defined.

Furthermore, this wil consider how understanding
implicit mechanisms can be used to define new
means of exhibition which will further be discussed
iNn the chapter regarding exhibition. The aim is to
redefine the production showcase to include the
implicit processes of creation within the perceivable
readm of audience understanding. This brings
forth the discussion of what implicit and explicit
experiences are and how the social aspects of
artistic production relate to the viewing of art.

Ectobatic perception is here termed as the means
by which implicit processes are made explicit.
Three mechanisms are used to theoretically base
fhe process: these are interndlised consciousness,
procedure and presupposition. Al three are
discussed in sectfion O so as to validate the concept
of ectobatic perception which wil be used in the
spatial exploration in the folowing chapter.

RESEARCH QUESTION:
Through consideration of the artistic process, can
implicit mechanisms be made explicit?



124 EXHBITION

n. an exhibiting, showing or presenting 1o view, a
public display, as of artists or artisans (Oxford
Dictionary, 1998, p. 277).

The final section of this dissertation relates to both
theory and praxis. Existing exhibition typologies are
considered to lay out the premise of this section. This
forms the foundation in generating a new typology
of exhibition making use of the principle of ectobatic
perception; making the implicit explicit.

Cognition and perception are infrinsic qualities to the
formation of a new fypology. To better understand
this, the friadic relationships between the user, the
arfwork and the spatial appropriation or rather the
subject, olbject and abject are specifically considered.
These terms are used as fools to define cognitive
connections between the parts of the system.

Having looked at theoretical elements required
N achieving a new typology, spatial implications
thereof are then discussed. A cognitive-orientated
display is intended to be achieved making use of
five principles: placement perception,  uniformity,
sequence, spatial separatfion and interaction. Each
is discussed with specific reference to the design
discourse undertaken for Blank.

RESEARCH QUESTION:

How can the exhibition of visual arts be developed
to a new or synthesised typology as to allow
cognitive understanding of artworks from the
perspective of the audience?
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1.3. RATIONALE

Considering Adomo's theory of ‘Negative Dialectics'
as discussed by Kul-Want (2010, p. 178), the existing
society of art is in a state of alienation. This is an
idea which considers units of simiarity abstracted
from one another and thereby establishing an
opposition; a negative dialectic relationship between
creatfives. Instead of belonging to the world, man
puf himself rafionally and critically opposite it.."
(Jencks & Baird, 1969, p. 216). The concept that @
future can exist free from alienation leans foward @
future of collaborative community considered within
the context of cultural and artistic production.

Addressing this problem reguires the use of the
onfological guestion: what is..” What is culture?
How can culture be produced? These guestions
need to be addressed to consider how the
network between these disciplines of imagination
can be created fo be functional utiising the spatial
framework of the interior environment. Furthermore
how exhibition practice can affect the infernalisation
of knowledge.

‘Culture is seen as a dynamic process in which
agents create meaning by drawing on cultural
forms as they act in social and material contexts,
and in so doing produce themselves as certain
Kinds of culturally located persons while at the
same time reproducing and fransforming the
cultural formations in which they act.
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Thus ‘cultural production” has a double meaning:
it is concerned with how persons are produced
as cultural beings, and with how this production
of persons results in the (re)oroduction of cultural
formations” (Wortham & Rymes, 2003)

Culture is not merely the manifestation of the human
mind info a creative material medium; it is also a
mechanism of interaction developed through social
behaviour such as customs or ideas. Wilis (1981, p.
49) explains cultural production to contain different
meanings playing across social relationships:

‘Our starting point should be in the cultural mileu,
in material practices and productions, in lives
in their historical context in the everyday span
of existence and practical consciousness. We
should investigate the form of Iiving collective
cultural productions that occur on the determinate
and contradictory grounds of what is inherited
and what Is currently suffered through imposition,
but in a way which is nevertheless creative and
active”,

It can be explained that the core of cultural production
is the society created through active existence; from
this, creative production (the manipulation of material
mediums into form) is rooted. Society becomes art,
This is an implicit factor within the process of making
art. Society forms specific bonds and boundaries
within - the social organisatfion of the hierarchical
structure; networks are formed.

The existing hierarchy of the artistic disciplines
negates that a nefwork exists, the fact that
reaching the next stafus level within this hierarchy
is so difficult shows that this network does not
function adequately. Sasaki (2010, p. 4) discusses



the imperative requirement for creative industries fo
form networks or “horizontal cooperation”. He lists
three main reasons exist for such cooperation / for
the formation of networks:

The exchange of qudlitative and tacit
autonomous knowledge which is retained within the
clusters of an industry.

- The placement of the industry within the
broader urban context,

- Trust is bult within the industry through
non-monetary tfransaction and exchange.

Additionally, the consideration of how these
disciplines can be appropriately exhibited must also
be addressed.

Kristeva's (1982) construct, ‘the abject’ (that which is
neither subject nor object), is used to define the scope
of this project. Producing culture using space is not
defining object In space (although exhibition design
will be considered in the theoretical understanding)
nor is it defining subject in space. The triadic
interaction between object, subject and abject is
important in understanding the cultural system within
the built environment. This is conceptually infended
to manifest the communal identity of creatives within
the host building. Considering the explicit (whereby
knowledge and social interaction are produced) and
implicit (which considers action between object and
subject) relationships reinforces the argument.

The understanding of this abject and the relationship
between cultural production and creative media and
mediators is fo be explored spatially in the adaptive
reuse of the Sunnyside Post Office. Utlising social
applicatons to defne a model for a creative
cohesion, the post office is intended for alteration

iNnfo a production house and exhibition space. This
brings social and environmental psychology into the
theoretical approach used to define a model for a
creative collective,

There are various relationships which need to be
considered within this scope of establishing functional
exchange networks. It is to be noted that there
are an indefinable amount of relafionships which
can exist and can be questioned. This project wil
however only focus on the folowing relationships:

- The emergng creative and established
creafive.

- The subject, the object and the abject.

- Interdisciplinary interaction between makers
and mentors.

- The negative didlectic relationship seen in
the creative urban fabric.

- Media to mediator relationships: ie. the
user and the exhioit,

- The host buiding and the intervention.

These relationships will be discussed and explored

through the process of design and theoretical
discourse.
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1.4. PROPOSAL

The adaptive reuse of the Sunnyside Post Office
info an arfistic complex called Blank containing a
production house and exhibition space, ams fo
address the lacking infegrated artistic  cohesion
within the Pretoria cultural londscape.

The capital needs a space which allows the various
crective users within Pretoria to  inferact.  This
association  between various status levels  within
the field could be a mechanism of breaking down
the barriers which have been created within the
emergence of new faces to the discipline. A space
to produce art, to showcase art; to be immersed
within the world of art wil not only draw in users
within the creative ream but also allow connection
pbetween them.

141 PROGRAMME

The design will embody three programmatic sections:
‘oroduction’, 'exhibition” and 'post-production’. The
production and exhibition spaces wil form  the
centre point of both the design and theoretical
understanding. ‘Post-production’ finds itself as an
archive; an area of secondary importance in this
dissertatfion. The combination of the programmatic
fields will form the unity of the artistic complex.

The production house wil be utlised in the
conceptualisaton and production of arts. The
production spaces should provide for interdisciplinary
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requirements considering both statfic and dynamic
production of arts. Statfic art refers to art which is
stationary such as paintings and sculpture whereas
dynamic arts refer to arts utlising movement; fim,
performance and so on.

The exhibition spaces are used to showcase the
produced works as wel as externally supplied
works. The design of the production house wil
inferlink  with that of the exhibition spaces. The
infention of creatfing 'mind space’ both in production
and exhibition is an important facet of the theoretical
approach to the spatial design.

The process of production within a creative field is
an imperative feature in both the production house
and exhibition spaces. According to Mace & Ward
(2002) the creative process can be broken down
info four key phases, namely artwork conception,
idea development, making of the artwork and
resolution. All four phases have both explicit definable
derivations as well as implicit intuitional essences.

From the viewer's perspective, art is experienced
explicitly, both in observaton and in the social
inferaction surrounding the object. The implicit nature
of creative media is however typicaly overlooked.
Informed by participation theories and the creative
process, the am is to make the implicit processes
explicit both in production and display.

‘Understanding of participation primariy deals
with infrinsically motivated actions exercised in
social formations which share a high degree of
inferaction, common objectives, and interests.
It is a form of production that can be best
described as explicit...



However, new information management systems
reveal an implcit participation,  which goes
beyond the mere participation in a surrounding
culture: social actions are channelled and
controlled by design. On what one might call
a rather subliminal level, users are participating
in shaping and expanding the information
infrastructure.” (Schafer, 2008, p. 74).

This defines the parameters within which exhibition
will be analysed so as to appropriate it for redefinition.
The implicit or explicit participation of users allows for
an understanding of how the exhibit is received by
an audience. The exhibition display will be explored
N more detail through design. Existing typologies
of exhibition design such as the object orientated
display and the concept orientated display will be
further defined in section 5.1.

The perspective of making the implicit explicit is
the foundation principle for the redefinition of the
exposifion in this project. Bringing out the process of
production from inception to physical making is the
aim in this new fypology which wil be prelminarily
defned as a ‘cognitive orientated display’. The
methodology in achieving this will be using the social
facilitation approach which is defined by Bifgood
(1994, p. 4) as a strategy to stimulate societal
communication and inferactivity  amongst  the
users or subjects of the space. This will further be
discussed in section 5.3,

The nature of the design wil also facilitate inferaction
between the tfemporal and permanent. The project,
although requiring a prototypical exhibit, wil not
address the lmits of contfemporary curating. Both
temporal and specifically permanent inferfaces will

be an important feature defining the role of the
interior designer in this capacity. Programmatically
the consideration of in-between space or non-space
wil be a specific design designation for the project.

Inferaction is to be created between imagination and
production; between user and architecture; between
new and existing; between the knowledgeable and
the layman. The design wil aim to create a narrative
relating back to the post office thus adapting the
sfructure with sensitivity to the intfangible heritage
values',

Pretoria based collectives ke Hello Amibassador,
POSTBOX and the Cool Capital Biennale® are
aftempting to create a network which re-joins the
knowledgeable established cultural creatives o the
emerging creatives. Thus far, these inifiatives are
impacting on three levels.

The first is education, whereby conferences and
workshops can be attended locally for a fee. The
second and third factors are interlinked: these
colectives create a plotform  where emerging
creatives, industry pioneers and local entrepreneaurs
can inferact, dlowing for collaboration between
these various parts of the field whilst showcasing
and seling their products.

The callectives mentioned will be able to use Blank
when needed, on a plug-in basis. Hello Ambassador
is viewed as a typical plug-in client.

1 See heritage approach and analysis in section 1.4.2.6.SITE

2 \Various initiatives are constantly attempting to break into
the arfistic sphere to improve the community reach; the three
mentioned are better known and wil be better delineated in

Table 2.
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The design wil not be lmited to any specific
organisation, but Hello Ambassador is used fo
determine the spatial requirements of the site. Hello
Ambassador hosfs an annual event in Pretoria’s
city centre where interdisciplinary collaboration
is encouraged. The annuadl event consists of five
inferrelated components listed in Table 1.

Bonk wil be designed to accommodate all
the mentioned functions with exception to the
conference. Blank wil include space for workshops
and wil include an outdoor paviion. The inferior
altferation will be focus on production and exhibition.



Table 1: Helo Ambassador reguirements (Hello Amlbassador, 2013)

THE CONFERENCE
THE WORKSHOP

THE CREATIVE EXPO

THE STREET FESTIVAL
THE AFTER PARTY

Optimally designated for 500-1000 people to attend.

Interactive workshops and lectures are given to those who attend; they
consist of smaller seminars and hands-on training.

The work produced during and for the conference is exhibited throughout
the period it runs.

An open air public area for display and performance.

The event celebration.

Figure 3: Diagram fo illustrate programmatic schemes and connections
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Table 2: Creative initiatives

HELLO AMBASSADOR

Figure 4: HA Logo (Helo Ambassador, 2013)

"“The main focus of Hello Ambassador is:

1. To create a plotform where emerging artists, creative
entfrepreneurs and industry experts can meet and network.
2. To promofte local South African talent both nationally and
internationally.

3. To inspire and educate young creatives and students.

4. To create opportunities for international collaborations.

5. To promote arts and culture and create awarenass of the
opportunities that exist within the creative industry.

6. To revive interest in the Pta CBD and inner-city creative
inifiatives while contributing towards the urban redevelopment
of our capitol” (Hello Ambassador, 2013)

POSTBOX

P0S

Figure 5: Postbox Logo (Postoox, 2013)

"PostBox is an arts and culture initiative. Our aim is to provide
all kinds of creatives with a platform to feature their art,
design, photography, graffit, music, fim, animation, poetry,
dance, fashion, architecture, and anything else that qualifies
as creative and originall

The FPostBox inifiative includes an annual publication, online
media, events, workshops, exhibitions and more...” (PostBox,
2013)

COCL CAPITAL BENNALE

Figure 6: Cool Capital logo (Cool Capital, 2014)
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‘Cool Capital Biennale 2074 is a non-government organisation
and citizen-lead infiative to bring about visual, perception and
actual change to Pretoria, the administrative capital of South
Africa and the surrounding metfropolitan area of Tshwane, by
means of a multitude of small interventions.

The am is fo Infroduce the public to a weadlth of art,
architecture, urban- and graphic design, as well as sculpture
creations, while affording them the opportunity 1o interact
with these civic interventions. The event is inclusive and open
fo any individual, collaboration, educational facility or group
wiling to contribute something creative within the borders and
the laws of the city” (Cool Capital , 2014)
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14.2. SITE
SUNNYSIDE POST OFFICE (SPO)
Holm Jordaan Architects

ARCHITECT.
Steve Bko St, Sunnyside

LOCATION.
YEAR. 1972

TYPOLOGY. Modernist
South African Post Office (SAPO)



1421 MACRO SCALE: PRETORA
Pretoria, as the South African capital, is known
culturally as the "symbolic heart of conservative White
values” (SAHO, 2013). The perceived conformist
and antideluvian  local atmosphere  does however
not limit the creativity which is embedded within the
vast fabric of the city. The city holds within it vast

and vibrant cultural assets which include music,
art and theatre. Figure 8 shows the cultural assets
present in the city fabric.

Sunnyside, as the selected area (highlighted in
Figure 9) is surrounded by a variety of districts
which include but are not lmited to residential,
commercial and academic. The site also lies on
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the border between the CBD and Pretoria East.
Both these factors attributes to the feasibility of
the project as the Iiminality of the space dllows for
cafalytic infervention. The justification of the site is
further discussed in Table 3.

Figure 8: Pretoria creative fabric

Figure 9: Pretforia district edges



1422, MESO SCALE: SUNNYSIDE
The Sunnyside precinct, which was incorporated
info Pretoria in 1890, is the focus area in this
dissertatfion. Situated on the edge of the Nelson
Mandela Development  Corridor, there is  an
envisioned shift towards a more upscale constitution
iNn the surrounding areas as explained by Encha
Properties (2012). This district does have a developing
creatfive denomination making it appropriate for this
conceptual design project.

Small establishments  attempting to create artistic
cohesion and social interaction are found in the area.
One such body is the Capital Arts Revolution on the
eastern edge of Sunnyside which was established
in 2011 "Their am is to bring about an artistic revival
to the Caopital City, by exaggerating, accentuating
and encaopsulating the great and vibrant artistic
heartbeat of current Pretoria” (Joubert, 2011).

MOVEMENT & TRANSPORT

CREATIVE NODES

Cultural incepftive sites like this have been affempting
to advance since the 1920's as seen with the
Overzicht Art Village. Although small, these culturadl
pbodies which have again started to arise could
instigate a ‘revival' across the entire fabric of the
city, especidly with the ad of an appropriate
catalyst. Individually they don't achieve the followers
or status to grow, but connecting various iniftiatives
dlows for a better chance fo achieve the goals of
these projects.

The SPO site is situated on Steve Biko Street
(formerly Jeppe Street) which is a high energy path
for both pedestrions and vehicular traffic. The site is
surrounded by a high energy area which includes
commercial and retail daytime energy as well as
an energetfic nightlife within walking distance. This
enables the success of Blank.

Figure 10: Sunnyside analysis: movement, nodes & pedestrion activity
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EXISTING PEDESTRIAN PATHS

Figure 11 Sunnyside landmarks

MAGINED PEDESTRIAN PATHS



The historical development of Sunnyside (depicted
in Figure 12) went through three stages as explained
by Petzsch (2012, p. 18). Early stages included
a majority of residential and the foundatfions of
commercial development over time shifting fowards
Robert Sobukwe Street (formerly Esselen Street)
pbecoming a retail and commercialised high street

with high density residential blocks above. The
Overzicht Art Vilage is important to note in the
creative historical context.

Magome (2012) describes the Overzicht Art Vilage,
an area of Sunnyside along Gerhard Moerdyk
Street, which was a collection of buidings used
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Figure 12: Sunnyside fimeline
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as the arts district in the city centre from the 20's
onwards. This secfor of the city has been left 1o
decay which in turn affects the dialectic state as the
arts are no longer being uplifted in this area.
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1.4.2.38. NMDC IMPACT

The Mandela Development Corridor
(MDC) has a positive impact on the
ability for the intervention to succeed
due to the fact that the development
framework looks specifically at cultural
aspects and interventions. The site
is located east of Precinct 3 of the
MDC which is aimed to redlise cultural
and tfourism related faciities (Encha
Properties, 2012). Figure 13 shows
the SPO in relation to the MDC.

Figure 13: Site relationship to MDC



1424 MICRO SCALE: SITE

Stil functioning as a Post Office, a programme
for which the buiding was originally intended,
the Modernist building in the heart of Sunnyside
is considered. The SPO is analysed using the
combination of the working drawings the originadl
buiding acguired from Van Heerden (2014) and on
site olbservation.

The building has a rigid grid system which has lbeen
used to separate interior spaces with partitioning. The
pbeam and column structure can e seen in Figure
14 below. This structural device allows the building
the opportunities of adaptability as temporary interior
structures can be stripped and replaced with more
contemporary fit-out sfructures.

Figure 14: SPO column stfructure

The building makes use of concrete and brown
face brick buf dso includes detalng in burnt
orange ceramics (a detal to be kept) which adds
to the acesthetfic value of the street facade. The
brick detaiing existing in the exterior balustrades
and the shading partition on the northern fagade
adds a sense of permeabiity as the surfaces are
perforated. The neutfral palate seen in the materials
alows opportunity for expression.

The interior spaces are awkward and do not allow
for public access with exception a foyer-ike area
where users can dccess service counters. The
remainder of the buiding is reserved for staff and
process.

Moving fowards the exterior spatiality, the building
creates d public inferface with the street due to the
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wide sidewdadlk and set-back enfrance. This is not
used and remains empty with exception of circulation
info and out of the buiding. A large exterior plaza
adjacent fo the northern edge of the building is not
publically accessible and has been quartered off,

14.25. SITE JUSTIFICATION

The SPO would be better suited in a smaller building
on the edges of residential and business district. It
can alternatively be proposed that the post office
move to a shop-fitted space within the Sunnypark
Mall which would suit the functionality and access
just as appropriately. See Table 3 for full discussion.

Figure 15: Public accessibiity of the SPO



Table 3: Site Justification

Access

Diurnal activity

Services

MDC

Threshold

Transitional area

Spatial requirement

EXISTING

Ease of public access is faciitated by street
side buiding, transportation modes neariby
as wel as the proximity of the Sunnypark
Moall and related activity.

Building is neither universally accessible nor
fitted for disabled use.

Diurnal activity is strong in the area due fo
a callection of nightlife locations within the
surrounding area.

Availabiity of services in the surrounding
area: ocodemic instfitutions, commerce,
food esfablishments and retaill.

Mandela Development Corridor: The site is
situated near the edge of the MDC which is
proposed to rejuvenate the inner city. This
corridor is made up of cultural, institutional
and active and passive recreational areas.

The site exists on a threshold between
institutional, academic, business and
residentiol districts.

The area is used to link the eastern suburios
and the CBD and can be used merely as
a throughway dllowing a flux and variance
of activity.

SUNNYSIDE POST OFFICE

Public access is used.

Building is used for short periods of time
by public but for day time periods by staff
members; this neglects the diurnal activity
of the surrounding area.

Services are not be utilised fuly as users
have very short layby times when using
the post office.

The post office does not make use of the
opportunity provided by the MDC.

A post office would be better suited to an
area between business and residentiol
districts.

The transition is useful for the post office
as it dlows for in-transit use.

The functions of the post office no longer
require such a big space as the main
faciity has moved to the centre of town
resulting that the large interior volume is not
appropriately used by the post office.

© University of Pretoria

CULTURAL INDUSTRY

Public access can be upgraded allowing for
accessible use.

The building wil make use of the diurnal
surrounding area as the cultural industry will
be used both during daylight hours and for
night-time events.

Services wil be better utiised within the
creative programme which will uplifts local
economy and community.

The programme will link in very well with the
cultural institutions belonging to the MDC.

A creafive industry wil work well with the
collective of various thresholds.

The programme can be benefited or
hindered in a transitional space. Either new
users wil be gained or users wil pass by.

The interior volume of the site allows for the
housing of the identified programme. The
double volume adds an opportunity for
display which is not found in Pretoria art
venues.



14.206. HERITAGE APPROACH

Heritoge is analysed using the fields as defined within - Table 4: Tangible and intfangible heritage value'

the ICOMOS Burra Charter (1999) considering both
tangible and intangible heritage value. “This wil be
done through examining how existing buildings may
be adapted to meet these new needs and how
new buildings may be designed to allow sustainable
adaptability to meet future needs” (Kincaid, 2000,
p. 156). Table 4 shows the various fields and
associated value.

After the analysis of the architectural and cultural
fabric has been completed, the resulting information
shows that there are noteworthy details worth
preserving and that there is an infangible narrative
of diclogue to conserve. The infangible factors can
be maintained while infervening in the structure,
placing emphasis on the design to achieve this
intention of cultural conservation. Other analysed
tfangible factors allow for building adaptability. This
leads to an inferventional approach fo be applied
in the design. Adaptive re-use of the structure wil
consider the process of intervention as explained by
Scott (2008) using the steps: stripping back, making
good, enabling works and new works.

The SPO does not fall under the SAHRA (1999, p.
59) legislation which defines heritoge artefacts as
being any building over 680 years.

TANGIBLE

INTANGIBLE

Architectural VValue
Aesthetic Value

Historical Value

Social Value
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Award of architectural merit

Asymmetry

Concrete in-fil structure

Orange ceramic detaiing

Figure 16 shows tangle heritage elements

Post office: narrative of communication and dialogue

Space of gathering but not localised inferaction.
All interaction happens through correspondence in
letters.

1 During communication with Holm Jordaan in March 2014,
the architectural firm responsible for the design of the SPO, it
wass explained that an award of merit was won soon after
the completion of the buiding, no further information relevant to
the award was available both from the firm or in reference 1o
research.
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Figure 16: Tangible heritoge
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42.7. STATEMENT OF SIGNIFICANCE

The Sunnyside Post Office is a modernist building in
the cenfre of Sunnyside. It was designed by Holm
Jordaoan, the architecture firm known for the Ou
Raadsaal in Church Square; and was completed in
1972 and soon after won an award of architecturdl
merit  (Holm Jordoon  Architects, 2013). The
a-symmetrical buiding was bult with the intent for
ifs use as a post office which is associated with an
infangible narrative of dialogue and connection. This
programme is still in operation. A society exists in a
post office, not one of interconnectivity between users
within the space, but instead creatfing connections
from persons within, to persons without,



1.4.3. DESIGN INTENTIONS

This section intfends fo consider the spatial intentions
of the prgect, relafing them to the respective
theoretical origins. This is to be elucidated from
the spatial perspective using supporting theoretical
foundations fo clarify these principles.

CEOMETRIC  JUXTAPOSITION  OF EXISTING
GRID

This infention develops from Kincaid's (2000, p.
160) adaptability framework: "A buiding should be
adaptable through its geometry, fabric and structure
(in most cases) without the need to reinvent its
essential morphology”. The building demonstrates
a rigid grid. Considering the concept of changing
perspective, opposing this grid wil create design
opportunities in spatial layout and exhibition tactics.

The defiance of the grid dlso roots from the
conceptual basis of negative dialectics (simiarities in
opposition) using this idea of opposed entities as a
design generator. The spatial implications of the grid
can be seen in section 5.3.3.

REDEFINITION OR SYNTHESIS OF THESIS/
ANTITHESIS EXHIBITION DESIGN

The design intends to use the didlectic theory to
refne an amalgamated fypology whereby the
thesis (object-orientated) and  antithesis  (concept-
orientated) models of exhibition styles are synthesised.
Alfernatively, the project development could define
an entirely new typology of visual display.

.
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CREATING 'MIND SPACE'

The objective is to create a cognitive medium whereby
the cultural process and conceptual rationale of work
can be brought across fo the viewer. In essence
creating a mind-space in which 1o experience art
and the cutture from which it stems. Culture is @
mechanism of the mind and individuality of a person.
Aspects of culture and associated meaning are
personally attributed to whatever process or action
the individual acclaims to e a cultural activity. The
artistic space aims to portray this. This will consider
psychological principles to best appropriate ways of
bringing across these implicit features of art: making
the implicit explicit.

EXTRACTING OR RETRACTING BULDING
THRESHOLDS

The spaces are to be designed to enable social
cohesion to take place. The idea is to break down
or shiff boundaries to foster both inferaction and
collaboration. With regard to the production house,
inferaction between established and emerging artists
lend towards hierarchical social structures and
sfatus which feeds the elitist culture which is seen
in the creative fields. The design intends to break
down the elitist fabric creating a utopian equality
between the various users of the space (maker,
mentor and viewer). As there is a nature of the
emerging artists learning from established creative
pioneers, the hierarchy cannot e entirely dissolved.
Exfracting and retracting thresholds is a spatial
realisafion. This shift in boundaries is exemplified
through extracting and retracting thresholds in the
space. This addresses the buiding's interaction with
the sfreet: interaction between interior and exterior
(implicit and explicit).
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1.6. DELIMITATIONS & ASSUMPTIONS

DESIGN DEVELOPMENT DESIGNATION:

The project's focus wil be lmited to creative and
cultural space. There wil be smaller alternative
incomes housed in the buiding, namely studios for
rent and a workshop area. Faciities for catering
services wil also be alocated to accommodate for
possible events in the exhibition spaces.

The definttion of the exhibition and production
houses wil be the main focus of the dissertation.
The additional income spaces wil be proposed ds
preliminary layouts or defined to be occupied by
tenants.

CURATORSHIP:

The onfology of interior disciplines within  the
programmatic  approach towards art  production
within the architectural schema excludes curatorship.
Although the boundaries between curating art and
designing space for art to be appropriately viewed
can be an interesting consideration, the choice of
one artistic style over another is less important in
this dissertation.

The focus is to consider the spatial implications of
theoretical ideas concerning arfisfic practice. The
relationship between the viewer and the display
is the intended objective to be considered through
pboth theoretical and design discourse. Curatorship is
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discussed relevant only to the theoretical foundation
of the dissertatfion such. The effects of curatorship
have little to no impact on the spatial investigation.

ASSUMPTIONS:
For the purpose of this dissertation, it is assumed

that the current Post Office programme will relocate
such that the buiding can be occupied by Blank.
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Figure 17: Theoretical discourse effects on design discourse
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“The Individual becomes a subject
insorar as its individual consciousness
objectifies it, in the unity of the self as
well as in the unity of its experiences.
" (Adorno, 1975).

Can the negative didlectic fabric of
the Pretoria cultural landscope be
chalenged through the use of adaptive
intervention?

@G@MMCTICSAS STATE

Exasperated by spatfidlity of Pretoria geographic
separation, the local artfistic landscope lacks
inferconnectivity between creative participants in
ifs system which allows for creatfive production to
decorously e achieved. A hierarchical structure
(which wil be discussed in section 3.1) has no
centralised spatial points of reconnaissance  with
which to unite the negative didlectic nature of the
cities artistic fabric.

‘Negative dialectics’ is a theory developed by Adormo
(1973) which describes the contention between two
states. Briefly described in section 1.2 as an opposite
of the didlectic pair where opposition between the
object and subject creates unity through the measure
of one against the other. Negatfive dialectics then
can be defined as the dissolution of unity through
the parts corresponding with one another. This in
turn creates a non-identity within the whaole.

"The podlarity of subject and object may well
appear to be an undialectical structure in which all
diclectics takes place. But the two concepts are
resultant categories of reflection, formulas for an
irreconcilability; they are not positive, primary states
of fact but negative throughout, expressing nothing
but non-identity” (Adorno, 1973, p. 174).

The art world in Preforia is much the same,
dlienated artists (equal parts) form part of the field
of artistic production but sit diametrically opposed to
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it (dissolution of unity) as their connected existence
within it has yet to be established (see Figure
18). Arfists, of a simiar trade and intention, are
segregated. This dlienatfion does not allow for the
identity to exist between the congruent subjects.
The identity between segregated parts of the unity
leads to the non-identity of the field of art.

In addition to this, the institutions which should enable
the art world are closed off and do not usudlly get
involved with the initiatives which are affempting to
break down the barriers of the art world.

This section of the dissertation will consider whether
the negative didlectic fabric of the Pretoria culturdl
londscape can be chdlenged through the use
of adaptive intervention as a catfalyst of change.
Blank wil be the framework for a concept of an
approach fowards the dissolution of the dlienation
by connecting the isolated artists through an artistic
complex of production and exhibition; a hub of
cultural production (see Figure 19).

Similar centres can e sited across a city to further
break down the divisions as a further development
from this project. This dissertation wil be lmited to
the consideration of Blank.



Figure 18: Existing state of alienatfion in Sunnyside

EXISTING STATE:

Artists are seen in isclation to one another with no
connecting network forming a negative didlectic
state within the cultural londscape of Sunnyside.

Figure 19: Infention of the SPO adaption info Blank

MACRO DESIGN INTENTION:
Using Blank as a catalyst, the cultural landscape
within- Sunnyside and the larger Pretoria context is
infended to connect various isolated artists using the
infervention as a cultural hub.
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Figure 20: Imagined future of the Pretforia cultural landscope

MAGINED FUTURE:

The networks of creatives are sufficiently connected
so as to endble the challenging of the existing
negative didlectic state and ease of emergence for
artists accessing the field.



According to Sasaki (2010, p. B8), the 21st Century
Art Museum in Kanazawa, Japan completed in
2004, is a good example to show a catalyst like
Blank can feasibly be implemented to alter the state
of d city info a functional creatfive system.

In addition fo collecting and exhibiting contermporary
art from throughout the world, the new museum
also began to solicit and feature localy produced
fraditional arts... In addition to this fusion of the global
and local, along with the modern and traditional, the
new museum also pursued a policy of stimulating
local inferest and talent in the arts.. Thus we can
see how the promotion of art and culture can lead
to new development of local industries” (Sasaki,
2010, p. B).

The museum makes use of a variety of different
exhibition fools with which to engage users. This
is an important factor in the success of such an
infervention.  The Swimming Pool by Leandro
Erlich produced in 2004, a permanent exhibition
ot Kanazawa?21, is an example of alternative
perspectives utiised by the museum. This is shown
in the images included in Figure 21.

Figure 21. Kanazawa21 Swimming Pool Exhibit (Kanazawa21, 2013)
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I&IAFFI D OF CULTURAL

"Artistic practice can be not only a way to express
feelings, emotions and ideas but also a way fo
create meaning N a certain place and fime through
creafive  expression, keeping things dynomic
and evolutionary... Art, as a verb, should not be
understood as lmited to a specific sector of society,
but professionals who do work in the arfistic sector
can be cafalysts for others to become reflective
practitioners” (Kagan & Verstaete, 2011, p. 20).

Lipstadt (2003) questions whether production in
the art and literary ‘professions’ can be considered
‘cultural production’. This ferm is a Bourdieuean
concept (Bourdieu, 1984) which delineates a field
of cultural production to be outside the ‘scholastic
falacy' that everyone is seen as a 'homo calculan’
or the calculating man. “The fallocy inhibits analysis,
indeed, the very comprehension of practice, its
logic and its mastery, obscuring any understanding
that what makes an ‘artist’ is a ‘manner of doing'...
modus operandi...habitus... practical mastery without
theory" (Bourdieu, 2002, pp. 32-3).

Additionally, Lipstadt (2003, p. 396) discusses
that art, although not seen as a profession in the
same light as architecture, can stil be seen as a
field of cultural production. She uses competition as
a way of bridging the gap between arfistic praxis
and architecture, labeling architecture as a form of
artistic field: "[Competition] is an institution unique to
architecture among state-regulated professions, but
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one shared with fine artists”.

Alfhough art itself is not a state-regulated profession,
the professional nature of a discipline does not affect
the behaviour of the discipline as a Bourdieuean
field.

"Felds are an abstraction used to apprehend and
describe relatively autonomous social microcosms
that in relationship to each other make up social
space” (Lipstadt, 2003, p. 398).

Arfists, or ‘agents’ fo the field, do not interact with
the social space which makes up the field. For
the functioning of this field to occur properly and
have an impact on the didlectic state, mechanisms
need to be in place to dllow interactivity between
agents of the field. This is the purpose of the artistic
complex; to allow for cooperation and interaction
between agents.

‘For creative industries, whose lifeblood’ is the
creativity, skill and talent of individuals’, to form a
Cluster, It is imperative to have a ‘milleu’ in place
where creativity can be nurtured and can flourish.
In creative city theory, it is the creative milieu’ and
'social structure of creativity” and, above all the
social, cultural and geographical context that are
fruly vital for the effective integration of industrial,
urban and cultural policy.” (Sasaki, 2010, p. 4).

Kirchberg & Kagan (2013, p. 142) discuss the
requirement for parficipation such that creative
communities avoid becoming “both communitarian
enclosures in neighbourhoods and autopaiesis in the
art worlds”. Maturana & Varela (1987, p. 89) define
the concept of the autopoietic system as a self-
sustaining system which produces, as ifs output,



the components required for input and they further
state that they are not Cartesian in their functioning,
in ofther words it can be defined by; the whole is
greater than the sum of its parts’ (Aristotle, 1933).

According to Culture, Art and Jobs' (CAJ, 2008)
Cultural Industries Report as  prepared for the
Human Sciences Research Council (HSRC); the
urban markets are shiffing towards collective
engagement within the artistic fields (further explained
in Figure 22). This shift is a necessary mechanism
in the transference of a city from individualised and
isclated artists to a flourishing network within the
creafive economy.

Sociological and economic aspects of the city also
play a role in the abllity for the intfervention to succeed'.
"As a result of inadequate education, employment
and income, not 1o mention discrimination, [excluded]
populations have been driven into a corner, socially...
A policy of social inclusion should bring an end to
the factors leading to social discrimination in the
first place and promote the social parficipation and
inferaction” (Sasaki, 2010, p. 5).

Figure 22: Shift in urban dynamic from individual to collective (CAJ, 2008)

1 Social, political and economic factors do impact the ability of
a catalyst to have an effect on the faloric of the city in various
ways. This needs to be mentioned as it is important, but this is
not the focus of the dissertation.
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2.3.

RIA
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Having considered negative didlectic  states in
reference to arts and the creatfive field” within the
context of Pretoria, the ability of adaptive reuse o
alter this environment needs to be considered.

The programmatic infent of the Sunnyside Post Office
has been discussed in section 1.4.1. This chapter
now considers whether the adaptive reuse of the
SPO into Blank is a feasible project considering the
infent to challenge the didlectic state existing in the
fabric of the city. For this, Florida's (2005) concept of
the ‘cultural city' is considered: "This concept refers
to a mobilisation of the creativity inherent in art and

Figure 23: Diagram of cultural mode of production (Sakaki, 2010)
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culfure to create new industries and employment
opportunities” (Sasaki, 2010, p. 3).

Furthermore, Sasaki (2010, p. 4) explains that the
‘creatfive city concept supports the premise that
arfistic production achieves a variety of regenerative
goals within the urban scope. In terms of the culturdl
mode of production (shown in Figure 23), these
godls include:

- Addition of cultural value to the city

- Income circulation aim toward new
investment and consumption

- Formation or development of an organic
and infimate nexus between industry particioants

- Technological advance

- Development or emergence of ‘creative
human resources’

- Advancements in the quality of local
consumer markets due to cultural consumption.



The merits of creatng a community of creafives
extend beyond these aims. “[Artistic practice] can
open up possibiliies and spaces for dialogue and
also contribute to creative forms of collaborative
learning in urban  neighbourhoods”  (Kirchberg
& Kagan, 2013, p. 142). The requirement for
‘community” specifically is very important to note as
the connection between agents of the field is the
mechanism with which the nature of the Pretforia
fabric is altered both in its artistic identity and its
structures of participation.

In conclusion, it can be stated that challenging the
dialectic state existing in Pretoria is possible; to fuly
dissolve this dystopia entirely wil prove to be difficult,
For the didlectic state to be entirely albsent could
even be detrimental to the societal aspects of artistic
production. Much ke the requirement of hierarchy
as discussed in the next chapter, the didlectic state
can create healthy competition between individuals.

‘By bridgng the gop between educators,
professionals, practitioners, and the public, museums
are capable of connecting people from various
areas and creating new knowledge, experiences
and value” (Jun & Lee, 2014, p. 248). Blank aims 1o
adioin the various creatives by appropriating social
devices and creative practice through the use of
designed space and display. Not only will various
status members of the hierarchical art world come
together, but this will also connect the art world to
the layman, audience or viewer,
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‘No culture can ive If it attempis
to be exclusive.” Mahatma Gandhi
(Yadav, 2012).

How can the elitist fabric be challenged
to create a functional network and
equdlity between established and
emerging creatives?

1

Arfisfic production and exhibition are not free from a
system of social organisation. Art cannot exist without
people, both to create it and also fo view it. "Art is
a form of communication between an artist and an
audience” (Baumann, 2007, p. 59). The ability to
display art relies heavily upon this system of socidl
sfructure. As a mechanism to explain the socidl
structure of the world of art, Csikszentminalyi (1999,
p. 314) defines the Systems Model, comprised of
three parts: domain, field and person. The domain is
the cultural system containing the knowledge, values
and existing practices. The field is the social system
which defines the community of art hierarchies and
the gatekeepers thereof. The person is the individual
creative practitioner.

Access to the field which is regarded creative, both
as viewer and unknown or emerging artist, can be
a monoalith casting shadows. There is a hierarchical
domain in place in the arfistic fields whereby
unknown artists and emerging artists currently have
itle or no connection to the established realms.
The concept here is not fo disband the hierarchy.
Instead, the intention is to keep in place the system
utlising it fo create bridges by manipulating the
system of esfablishment alowing for emerging
artists to access the autonomous knowledge which
is held by the elife established.

"The

inferlocking organisafions and techniques

of modern cultural production entail a necessary

sty of Pretoria

relance on the institutional networks already set in
place by an industry” (Negus & Pickering, 2000, p.
271).

The creative field can be defined as:

“The network of people whose cooperative
activity, organised via their joint knowledge of
conventional means of doing things, produces
the Kind of art works that the art world is noted
for” (Glaveanu, 2010, p. 60)

There are many reasons why a hierarchy exists
within the creative reams and many factors which
play a role in its establishment and sustenance. The
social organisation makes use of both entities and
individuals in construction of its framework. The input
of people or insfitutions o the social organisation of
art shall be referred to here as social access.

The art world within Pretoria is socially inaccessible
as the boundaries of the creatfive industries tend
fowards academic or institutional characterisations.
It is observable that institutions such as the University
of Pretoria, as an example, have broad colections
of cultural artefacts which cannot be viewed by the
public. Similarly, the Pretoria Association of Arts has
the ability and means with which to assist struggling
arfists, however exhibition af their faciities requires
membership and experience.

According to Baumann (2007, p. 58), creative
iNndustries rely on these academic or institutionalised
enfites as a mechanism of cultural authority giving
both art and artists presfige and visibility. This
mechanism is infended fo assist in the emergence
of new art. This concept of the ‘institutionalisation
of art’ creates an air of the ‘elite’; where access



is only possible fo those high up in the artistic
sphere. Both academic and applied institutions
such as universities and associations exist where
art is produced, showcased and archived internally.
Access to these creafive assets found within the
boundaries of institutions is difficult, be it for artists
or viewers.

Additionally, arfists themselves assist in creating the
socidl inaccessibility. Institutions are  faciitators  for
individuals. Negus & Pickering (2000, p. 267) discuss
the idea of exclusion of individuadls by individuals:

‘Certain gifted or mystically inspired individuals
have creative abilies, and the rest do not,
being able to do efficiently only that which that
have been socialised into, or acquired through
formal training... This denies the application of
analysis or rational thinking to a process whose
wellsprings are held to lle and a psychically
deeper level than the one at which rational
thinking and analysis operates. The appeadl Is
then to metaphysical, relgious or unconscious
sources of credtive faculfies”,

The elitism of art can be viewed in two respects;
shift in social access and production. Social access,
as explained, relates to the individuals or entities; in
other terms "whao' is responsible for the elitist fabric.
Production intent relates fo the 'what' is responsible.
Groys (2011, p. 3) discusses how avant-garde art
fransferred the focus of production from art for
the consumer to art for the artists altering what
is understood by art viewing; art as aesthetic vs
art as knowledge. The adjustment from one fo the
ofher affects the production of art itself moving from
the production of object showing ‘what' to object
showing ‘how’; dlowing mastery and technigue to

become important tools in the showcasing of art.
Within the scope of art production specifically,
there is a degree of professiondlisation found within
the ream of art albeit that art is not considered @
profession.

Neal & Morgan (2000, p. 11) discuss the difference
pbetween profession and occupation and  the
requirements for the process of professionalisation
to occur. These requirements include: a state-
regulated professional body or association, a code
of ethics and educational facilities.

Although there is a vast amount of autonomous
knowledge, training facilities in the arts are common-
place and associations exist to promote the field,
there is no state regulation or legislation.

Autonomous knowledge of a discipline, according
to Wilensky (1964, p. 146), is a specific requirement
for professionalisation of a field to occur and this
autonomization exists within the domain of art
making. This allows for a shift in production intent
to occur. Without a level of mastery within the field,
validation would not be possible and this is the
infrinsic root on which art for artists grows.

Bourdieu (1984, p. 2) discusses how the development
of ‘art-as-art’ as opposed to ‘art-as-commodity’
utiises a process whereby the function of the arfist
and therefore the art itself is redefined. The arfist
becomes valued for technigue.

A significant factor to the concept of elitism requires
mentioning but will not be discussed in detail; this is
the concept of ‘art as commaodity’. “The development

1 The economic factors within art do have an effect upon the
fabric of the art world as wel as upon the art itself. The fact
that effects exist is to be noted but wil not be deliberated for
the scope of this project.
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of the system of cultural production is accompanied
by a process of differenfiation generated by the
diversity of the public at which different categories of
producers aim their products. Symbolic goods are
a two-faced redlity, a commaodity and a symbolic
object. Their specifically cultural value and  their
commercial value remain relafively  independent”
(Bourdieu, 1984).

This in fun fransforms the relationships between
arfists and non-artfists as well as between artists at
various levels of emergence. Figure 24 shows the
distrioution of the artistic hierarchy as well as the
imagined future thereof. This element of autonomy
exasperates the elitist nature of the field of artistic
production.

‘It has become increasingly impossible to produce

a cultural artefact alone without the intervention,

assistance, guidance, collaboration or hindrance

Figure 24 Extant vs imagined distribution of artist positioning
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of other people [as a result of the formal
organisation of modern production]... Whatever
the opportunities provided, and however they
are assessed, the interlocking organisations and
techniques of modern cultural production entail a
necessary reliance on the institutional networks
already set in ploce by an industry.” (Negus &
Pickering, 2000, p. 271).

The hierarchy is a necessary arrangement within
the realm of art. The hierarchy exists to form a
system in which validation can occur. Validation
serves to give art value. Status within the art world
is what makes the works of art valuable and which
creates the demand for art fo be created.  Without
this hierarchical structure art would not function as
a commodity and therefor nullify its value in culturadl
and social contexts. This is the first of two important
mechanisms which are implemented due to the
hierarchical structure of the cultural industries.

The second endorsement to the system relates
fo the process of innovatfion. The hierarchy, as
mentioned, serves to validate. This creaftes a body
of work or knowledge against which the emergent
works are judged. This didlectic state is constantly
re-affrming the network in place. Furthermore, as
new works are accepted info the field of artistic
value over fime, the field adapts fo include these
pbroadening the autonomy against which  new
works can be validated. “The 'new’ and the ‘old’, in
their never ending interaction, characterise human
culture and dlso define each other through this very
process” (Glaveanu, 2010, p. 50).

© University of Pretoria



The hierarchy itself is not the problem, without
this system art-as-commodity and lkewise art-
as-art could not be produced to have value. The
contenfion to address is the lack of cohesion in
terms of inter-status and inferdisciplinary connection
and the sharing of autfonomous knowledge.

An infrinsic part of moving up the hierarchical system
is valdatfion. “Legitimation is a process whereby
the new and unaccepted is rendered vald and
accepted” (Baumann, 2007, p. 48). This concept is
the foundation of becoming established in the social
order of the art world. Shyon Baumann (2007) in his
article ‘A general theory of arfisfic legitimation: How
art worlds are like social movements’, explains the
process by which this goal is achieved. He defines
the process for the validation of ‘an art world" a
movement or style for example. This dissertation
draws from his theory to define the process
whereby the legitimation of an emerging artist would
pbe achievable and am to define the process within
the Pretoria framework.

Legitimation is defined by Baumann (2007, p. 49) as
a function of consensus which is achieved through
Jjustification: defined here as the argument explaining
art to conform to the existing values and norms
of the existing field and domain. This concept can
only exist within a social context, "Cultural production
and reception are acts that are inherently collective
and the legitimation of culture is always achieved
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colectively” (Boumann, 2007, p. 50). Glaveanu
(2010, p. B0) takes this further to claim that creative
production cannot be isolated from social judgement.

Two forms of justification exist: infernal and external
legitimocy which are defined by the society or
domain, as explained by Csikszentminalyi (1899, p.
319), in which the artist operates. The two opposing
sides affect the legitimation of an individual in different
ways.

Infernal legitimacy refers to that of the ‘cultural
authority'. Art-for-art defines a process of production
leading towards the validation of art by other artists.
This additionally can e achieved by valuation
by institutions such as gadlleries or museums, or
academic institutes. The value of an artist's opinion
is based on their rank within the system; for their
critigue 1o legitimise the art of another individual, they
must be established within the social field.

‘One Iimportant  feature of the field is its
hierarchical nature. There are ‘gatekeepers’
who judge what should entfer the domain as
valuable and creative artefacts and what should
not... Creative acts and social judgement occur
constantly In the everyday and the fact that
the vast majority of therm are never spotted by
the ‘radar’ of highly formalised organisations
doesn't affect their existence or their relevance”
(Glaveanu, 2010, p. 55)

The internal legitimacy is achieved by the ‘elite’ of
the cultural field. Baumann discusses that the critics
apply their expertise in arriving at judgements which
validate art and therefore the artists who create it.
This gives them value or status, a key factor in the
validation of emerging art. Validation as a mechanism
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for social ascent brings to the fore the concept
discussed by Groys (2011, p. 2) which states that
art exists fo be viewed and that resultantly its very
existance depends on it viewing which disagrees
with the statement by Glaveanu. It is important fo
make the distinction between creative media and
art. Creafive media exists irrespective of status,
whereas media to be considered art requires field
acceptance and therefore without social facilitation
cannot exist’,

The second form of legitimacy is external; by the
public or mass audience. This brings forward the
idea of art-as-commodity; production with  the
consumer in mind. "Most art worlds exist with an
audience in mind... Acceptance by an audience that
the art world's acftivities are legitimate culture, high
or popular art, constitutes the main measure of an
art world's success” (Baumann, 2007, p. 52). This
form relates closely to aesthetic value as outsiders
or the 'mass audience’ cannot define the skil of
arfwork as they are not within the autonomisation
field discussed earler. They define only the visual
experience of displayed art.

An important point to be noted which thus far has
been overlooked; external validation to a certain
degree is a subseqguent form of justification. Internal
legitimation must first occur in order for display in
most cases to occur. For art to reach the public
eye: to be exhibited, a specific amount of validation
has already occurred. Art has already come info
existence. Creative media exists oufside the reams
of public view, seen only and therefore validated
only by parties to the creative field.

1 This differentiation between art and creative media is made
here but wil further be discussed in section 04.1 within the
discussion of inspiration and validation.

This results in the conclusion that within the process
of legitimation, intfernal and external validation of art
are in fact not alternating steps abreast from one
another in the process. This can rather be seen as
a mechanism of augmentation moving from internal
processes to external processes. In essence, it is
an ecfobatic process moving fowards the outside.

© University of Pretoria
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The inferaction between unknown, emerging and
estapblished individuals within the framework must be
considered. "The new creative individuals employed
within the culture and media industries are often
portrayed as fighting the system, batfing against a
new emergent ‘collective’ and ‘collaborative’ dilution
of creativity" (Negus & Pickering, 2000, p. 271).

To define the point at which an individual becomes
established is not the focus of this dissertation. For
the purpose of this project, establishment is defined
as the ability to affect validation.

The process of legitimation according to Baumann
(2007, pp. bB2-60) is expressed with three
components:

1 Opportunity (exogenous faciitation)
2. Resources (endogenous faciitation)
3 Discourse, ldeclogy and Framing

Opportunity refers  fo  support outside of the
individual scope: sponsors, competitors, even the
domain conditions can be seen as ‘opportunity
space’. Resources denote the fangible or infangible
meaons of achieving legitimation: venue, materials
and eqguipment are examples of this. Even status
and creatfive value can be considered an intangible
resource. ‘Discourses have a loose logic and
provide the vocabulary and concepts needed for
the communication; ideclogies have a coherent logic
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that provides an understanding of the world as well
as norms and values; and frames are tight cognitive
structures that direct thinking and interpretation
about a concretfe issue, condition, event or object”
(Baumann, 2007, p. 58).

These components are Keys in manipulating existing
hierarchies. A magjor problem in the system of the
hierarchy is that artists exist in isclation. Access to
the network of the infrinsically social cultural order is
hindered due to this fabric. This is where the dialectic
state of Pretoria becomes an important factor.

The 'art house' functions as a mechanism o bring
fogether the segregated social system enabling
creative cohesion and collective production. Negus
& Pickering (2000, p. 272) explain that collective
creation is supported by the formation of a bridge
between social production (as o characteristic
of artistic creatfion) and collaborative works. By
creating a co-equal process of creation, links are
formed within the hierarchy with which isclation can
be broken down and bonds can be struck between
arfistically established and the unknown or emerging
individuals.

Blank, as a model for collaboration and interactivity,
alows for the established artists to inferact with
individuals and their respective art forms. This serves
fo induce validation of arfists who would otherwise
be unseen. Glaveanu's (2010, p. 55) point that the
existence and relevance of creatfive media exisfs
regardless of it having achieved internal legitimacy,
must e reiterated. The model of the production
house and exhibition space dlows unknown and
emerging artists visbility and possible prestige if the
established validate the media to become art.
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The model dllows a secondary mechanism infrinsic
to the legitimation of emerging individuals; knowledge.
The existing field, and on a larger scale the domain
itself, contains a body of knowledge which is
autonomous to the artistic mediums. Production
knowledge can be passed forward alowing the
emerging to e educated in the workings of the field
without iImpinging on the personal implicit processes
of established arfists.

The question revolves around the impugnation
of elitist nafure and the creation of equadlity in the
network of autonomous knowledge found between
the estfablished and the emerging. The theoretical
context resulting in the design discourse solves this
in part,

To challenge the eltist fabric enfirely and instil @
perfectly equal social structure would be to remove
the hierarchical nature of the field. This is an
impossioiity for the field of art as it would nullify the
entire system of creation. The hierarchy is needed.
So in answer to the gquestion of how this can be
achieved, simply put; it can't.

A field is more likely 1o experience creativity if it
has, a system of training in place, a system to
identify potential newcomers, where monitoring
Is prioritised and provision is genuinely made
for newcomers to work in the domain. If the
systerms model is correct these are necessary
things to become aware of. Some fields will also
require lots of networking as some connection
and interaction with the field will be necessary
in order to gain support, albeit emotional or
financial, to allow creative practice to, firstly,
fake place and, secondly, continue... [Thus we
understand] the nature of collaboration as, no

matter what domain is engaged with, it is often a
necessity in creative practice” (Mcintyre, 2007,

o. 7).

The answer lies in the manipulation of the process;
finding the points which allow for emergence fo
occur and how these points can be made more
accessible to individuals operating outside of the
estapblished field. These are outined in three main
points:  resources, collaborative production  and
visibility.

The programme of the design alows resources to
be dlocated to the emergence of new creatives.
Resources as defined by Baumann (2007, p. 55) can
e either tangible or infangible. Infangible resources
refer to matters of status, labour or organisational
methodologies. Tangible resources are those of
venue, equipment or materials. Blonk dppropriates
both. Organisational structures for exhibitions as well
as venue for showcase and production, equipment
and materials are provided within the programme.

Colaborative production allows for creative cohesion
between the emergng and the established.
Established artists will assist, educate, valdate and
parficipate both in the creation of emerging artworks
as well as in the creation of their own artworks. The
connection between the emerging artists working
towards status alongside established artists in lieu of
the isclated undertaking dllows insight info the field's
autonomous knowledge as wel as network links
required in any social commission.

Visibility, as the third opporfunity for assisted
emergence, is a key factor in the jusfification of
creafive media into art. As exhibition happens on
site, this programmatically allows for visibility not
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only sanctioning internal legitimation but also external
legitimation by the public in view of exhibits. This
creates an opporfunity for emergence to occur
even without validation by the ‘elite’” and come info
being as popular art; art sanctioned by the mass
audience.



"Artistic behavior embellishes
everyaay reality with the infention of
constructing or manifesting what is
consigered to be another ‘level” from
quotidian practical life” (Dissanayake,
19580, p. 407).

Through consideration of the artistic
process, can implicit mechanisms be
made explicit?

SRR THE oD FOF

The production of creative arficles is much like that
of design, a mechanism of process. The process
is individual to each arfist and relates to persondl
frameworks and mechanisms. There is a sfigmatic
perception in which the process of art creation is
seen as ‘an intuitive manifestation that cannot be
explained or quantified”:

‘It is this continuing, mystical and metaphysical,
sense which seems to confound any attempt o
develop a rational and sociological understanding
of creativity as a component process of cultural
or arfistic practice...

Any aftempt to articulate the experience of
the creative process inevitably involves having
fo bridge the gap between the sensational
experience of creating and the necessity of
fransiating an understanding of that experience
info longuage that can be communicated 1o
others.

The endurance of this gap s perhaps
unavolidable, since those acts of creativity In
which sormeone is immersed and at one with the
acts itself and quite distinct from subsequent,
relatively self-conscious efforts to describe what
the creative process involves. It may be that,
due fo this, cerfain credtive experiences can
only be expressed in a metaphorical, pseudo
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religious or extra-rational manner” (Negus &
Pickering, 2000, pp. 263-264).

There is no disfinct definition of the process by which
art is created. There are many concepts by various
theorists defining a set of generdlised phases in
which it occurs. These steps are usually recognised
from the point of conceptualisation.  According to
Mace & Ward (2002, pp. 182-187) the process of
art making follows four main developmental sfages:
conception, idea development (both implicit and
explicit), production, completion.

Art work conception
ldea development (ooth implicit and explicit)
Making the artwork
Finisning the artwork

Hwn -

The complexity of this process including its feedback
loops and moderating variables are expanded upon
in their article 'Modellng the Creative Process'.

Is there not more which precedes the conceptudl
basis of an artwork? In aftempt to answer this
question, this section of the dissertation wil aim
tfo consider the relationship between process and
product through rumination of the creative process
as a whole.
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This deliberafion makes reference to processes
of art, design and intervention but considers the
creafive process' as a whole as it can be applied
tfo many fields.

These ways of looking atf the creation process, from
the perspective of models (relating to art, design and
creativity), are generdlised from the intrinsic nature
of creating. To consider the production process in
these 'steps’ is a broad way of understanding art
making.

According to Lubart (2001, p. 298) the classic four
sfage creative process progresses from conscious
work to unconscious thought or ‘incubation’ of an
analyfical premise resulting in ‘sudden  ilumination’
which then is shaped through exploration and
subseguently formalised fo verify the idea.

The concept of an analytical premise is an essential
point to note in the delineation of art making. “Technical
design relies on deductive reasoning- thinking based
on logic and analysis. Industrial design, by contrast,
relies on inductive reasoning- synthesis, drawing
on previous experience” (Ashby & Johnson, 2010,
p. 30). This is a definitive differentiation between
processes of design and processes of art. “The
work of infervention is therefore based on analysis,
of thought that must be both inteligent and intuitive.
The work of infervention then proceeds, founded
upon its initial analysis” (Scott, 2008, p. 116).

1 The mechanism or process of art cannot be fully
defined in a ubiquitous sense; as being true to all arfisans. The
process is indeed individual from person fo person, therefore
subjective in its nature. This chapter intends to consider the
definition of a theoretical process based of research about
creatfive processes and the development thereof from inception
to the production of an object or product.

Logic versus intuition is a key aspect in distinguishing
art from design. Although design development
and process also containg an amount of ‘intuitive’
decision making, the process of art is not as easily
quantified. “The creative process [is] a dynamic
plend of processes the co-occur, in a recursive way
throughout the work” (Lubart, 2001, p. 298).

Architectural design processes rely heavily on choices
to be made by means of autonomous knowledge to
the field. Training and experience influence decision
making in architectural and product design, for
example the knowledge of which material is more
ikely to be structurally vioble for a certain design
specification. These choices, dlthough descrited
to be ‘intuitive’ are in fact made due to previous
experience which is known as ‘inductive reasoning’.
Bourdieu (1977, p. 78) outines 'the habitus' as "a
set of dispositions which generates practices and
perceptions. [it] is the result of a long process of
inculcation which becomes a ‘second sense’ against
which [creative individuals] can make judgements
about the creative work being produced”.

Inductive reasoning is an implicit process to production
N any medium, it is very commonly found within the
creative mediums whereby many choices could be
quantifiably appropriate to the solution of a given
problem. The inductive process isn't single sided. The
infuition that comes hand in hand with experience
occurs on a multitude of levels. Using the earlier
example, the structural material wil include attributes
such as sustainability and aesthetically appropriate
quadlities to the atmosphere to be embodied by the
space or product. This can be a completely implicit
decision, although these processes can dlso be
cognitive choice.
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Inductive reasoning is a problem solving mechanism
whereby design solutions are manifested  through
the synthesis of previous case studies; ‘Inductive
reasoning has its foundation in previous experience”
(Ashby & Johnson, 2010, p. 45). Art uses inductive
reasoning N a less scientifically  identifioble  way.
Arfists tend to develop a ‘style’ over time as well as
develop experience with their specific choice and
use of material mediums. ‘It should be clear that an
individual without requisite elements in this response
repertoire will not be able to combine them so as
o arrive at a creative solution” (Mednick, 1962, p.
222).

In My opinion, this reasoning cultivates their artistic
identity which in turn affects two factors to the artistic
self. The first is the notfion of art-as-commaodity; the
status value generated by valued art within the
creative industries. Secondly, the combined body of
work defining the artist will also be affected by the
infuitive process’ as it lends fowards a consistent
language running through the various projects.

‘Nothing is stfatic. Today's designer seeks fo
optimise a design to best meet the needs of today's
markets, but before the optimization is complete,
the lboundary conditions- the forces that influence
design decisions- shift, requiring re-direction and re-
optfimization” (Ashby & Johnson, 2010, p. 9). These
forces refer to the inputs which are required for a
design to develop fully fo fruition.

Sustainability  factors, science and  fechnology,
infended market, investment climates and aesthetics
are dll inputs to product design. The inception for the
design process is the fulflment of a NEED. The need
fulfiled by art is one of the soul.



"[Art] gives us direct unselfconscious experience,
provides paradigms of order, frains our
perception of redlity, gives a sense of significance
or meaning to life, and so forth.. It might be
suggested that although other behaviours may
contribute to our practical life, our sense of
fulfilment and meaning, our psychological or
social integration, it is is the degree to which art
embodies and communicated experience that
makes it unique and irreplaceable” (Dissanayake,
1980, pp. 402-3).

Table 5: Design versus artistic need

P
unt
N
«p v

Masslow (1943, p. 392) defines a hierarchy of human
needs with the base point being physiological; food,
shelter and so forth. The fourth fier of five of this
hierarchy is 'esteem”. this relates to the respect of
others and the perception of the self to be unique.
The ownership of art as a possession creates
status relafing to the concept of art-as-commodity.

Art-as-commaodity fulfls human needs but is not
roofed in physical or security needs, as being the
general practice for the creation of product design.

DESIGN
NEED + NPUTS + PRODUCTION
Market defined Environmental Specification
Design brief Technological Manufacture
Economical
Industrial
Aesthetics

DESIGN PROCESS:

NEED — CONCEPT — [TERATION & DEVELOPMENT  —  TECHNFICATION
ART
NEED + INPUTS + PRODUCTION
Artist defined Materials Working hand
Aesthetic
Association

© University of Pretoria

“The starting point of a design is the market need
or a new ideq; the endpoint is the full specification
of a product that fils the need or embodies the
idea" (Ashby & Johnson, 2010, p. 33). Thus results
the observation that needs creating design are
market defined whereas needs creating art are
arfist defined.

= PRODUCT

PRODUCTION = PRODUCT

= ARTWORK

b
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There les within the ream of ingpiration and
inspirational activities, the stigma of the divine; an
influence outside of the self as the root of creativity.
Mclntyre (2007) discusses the theories on inspiration
sfating two main originating classifications, namely
the ingpirationist and romanticist,

The 'ingpirationist’is here defined as the rare individuals
‘working under divine inspiration” to create ideas
and objects beyond that of mortal understanding
which is rooted both in Judeo-Christian tradition
and Greek philosophy. The Platonic input to the
divine inspiration was that of the ‘'muse’: the idea
whereby one becomes inspired by something or
someone outside of one's self thus removing all
rational reasoning. The romantics use an alternative
sfance declaring that ingpiration is within. “The
creation of art is independent of all conditions other
than spontaneous activity made possible through
faculties in the creators consciousness” (Mclntyre,
2007, p. 3). This expresses the creative process 1o
exclude rational decision making but hold firm to the
arfist at the heart of the process thus is born ‘the
genius’.

These theories are perceptions subjective o many
and can neither be proved nor disproved. Where
iNnspiration comes from is not the focus here, instead
the importance that inspiration is a factor which
cannot be negated from the discussion of artistic
process.
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Although inspirafion also lies within the ream of
design production, design originates in a market
need. The artist's defined need to fulfl human
esteem is not user or market defined. Originating
from the artist themselves thus raises the correlation
between art production and art-as-art. Artists may
find the muse' as a source of inspiration but the
creation process itself is derived from the artist's
requirement to make: 'my business is to create’.

Although inspiration is seen as this metaphysical
manifestation or an object of genius, it foo can be
seen as a mechanism, albeit in part, of inductive
reasoning; “Even inspiration has its sources and
methods” (Ashby & Johnson, 2010, p. 41). Here
a shift exists from the views of inspirationist and
romanticism to a perspective of confluence.

In the arficle considering creative practice, Mclintyre
(2007, pp. 4-7) discusses creativity from the
perspective of Mihaly Csikszentmihalyi stating that
‘creativily occurs as a result of the three way
inferaction of a person with a domain of knowledge
and a field that makes decision about that domain of
knowledge”. The domain here is a term describing the
symbalic system or culture whereby accumulated
heritage is ufiised by an individual to condition a
set of possible uses. The field becomes the social
organisation or the arena in which the represented
cultural system of the domain is understood.
Inductive reasoning as the accumulated heritage
fo sclve a problem is one part of ‘ingpiration” as a
phase within the creative process.

Up until this point, the artistic process has been
categorised as an individual process. It is imperative
fo mention the social life of creative production.



"Creativity is a socio-cultural-psychological process,
and this means that creative expression is af once
an individual, social and cultural act” (Glaveanu,
2010, p. BO).

The requirement of social and cultural aspects to
processes of art defines a specific concept within
the framework: PERCEPTION. This is considered
poth from audience and maker; to perceive and
fo e perceived. Valdation (os discussed in 2.1) is
a device alowing status and value which supports
creatfive industries and their sustaining hierarchies.

How an artwork is perceived both through validation
and in context of art-as-commaodity inform  the
conclusion that the other’ is required in the process
of creation of ART. "To not show an artwork simply
means notf dlowing it to come into being at all’
(Groys, 2011).

Perception of art by ‘the self or the arfist is also
a mechanism of process. Glaveanu (2010, p.
5B) explains the process of internalisation. This is
the system which develops inductive reasoning;
understanding the cultural realm in which an artist
works; ifs methods, customs and tfraits. Perception
of art itself is also a mode of internalisation. Percieving
the art of others, of history: understanding the rules
so as to find the exceptions and create something
inspired’” or original. The novelty works wil then
redefine the domain. Internalisation of the domain
alows for artistic production, which then alters the
domain, which is then inferndlised and a cyclic
moment is formed.
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CONCEPT - EXTERNALISATION

Considering all the factors mentioned in this chapter,
a model of creative process is visudlised to include
the implicit mechanisms which are usually excluded
from the process defintion. Inferndlisation as an
iNnstfrument to precede inspiration creates a circular
process within creative production. Ingpiration is @
precursor to the conceptudlisation of the medium.
Externalisation is the process of production whereby
implicit thought processes are transmuted into a
physical form which results in creative media.
"Artefacts are not made by individuals [to] exist
only for individuals; they reguire communication,
aftribution  of meaning, mediation between self
and other, creator and members of the audience”
(Claveanu, 2010, p. 53).

Validation shifts the state of the artifact from a purely
creative media into an artwork. As discussed, the
artwork affects the state of the domain which has
been internalised at the inceptfion of the process.
Infernalisation occurs for the second time in the
process which in turn starts a new process both for
the artist of the artefact or ‘the self and/or for the
other’. | define this process as the ‘confluence model
of artistic production'.

The process has both implicit and explicit mechanisms.
Infernalisation, inspiration and conceptudlisation are
all internal mechanisms specific to the individual. The
origins of ideas remain personal. Development of @
concept fo production and externalisation info form
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CREATIVEMEDIA — VALDATION — ART — NTERNALISATION ..

is the beginning point of explicit factions. The stages
of perception, validation and domain effect which the
artefact will proceed through are all explicit features.



&

UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
@S YUNIBESITHI YA PRETORIA

Figure 25: Confluence model of artistic production
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The model alows the implicit and explicit mechanisms
of creafive production fo be pinpointed. This in
turn enables the ability to apply exhibition devices
which will acknowledge internal processes of the
individual creator to be perceived externaly. The
possible devices which can be used wil be explored
in section 53, The progression from internal to
perceived is here defined as 'ectobatic perception
or interpretation’; simply put, leading towards the
outside.

To understand ectobatic perception the mechanisms
of implicit and explicit within the creation process
need to be defined. Three sections will be discussed
from a theoretical perspective whereby ectobatic
perceptfion can alter implicit and explicit processes;
these are internadlised consciousness, procedure
and presupposition. The spatfial implications of this
conceptuadl framework will be discussed fully in the
chopter regarding exhibition.

Dienes & Perner (1999, p. 738) delineate implicit and
explicit memory: "Implicit memory is revealed when
previous experiences faciitate performance on a
tfask that does not require conscious or infentional
recollection of those experiences; explicit memory
is revedled when performance on a task requires
conscious recollection of previous experiences”. This
concept of consciousness is the key factor within
these mechanisms. Often choices made in artwork
crection tend to be explicit: specific conscious
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decisions which could easily be verbdlised (a
mechanism specific 1o explicit knowledge).

Choices however, can be made using inductive
reasoning, a process whereby the stereotype
of 'infuition’” comes in. These arent really intuitive
mechanisms, iNnstead  previous  experiences
unconsciously utilised in making new decisions. Here
a distinction must be made between infernalised
processes and implicit processes. Arfists make a
conscious choice without verbalising or  explicitly
showing the conscious choice, it is an infernalised
but conscious process.  This is where ectobatic
perception wil play a role. Dienes & Perner (1999,
p. 738) exploin that explicit processes must be
expressed.

Considering the confluence model of artistic
production, infernalisation, iNspiration, and
conceptudiisation are seen as implicit processes.
The implicitness diminishes as the model progresses
fowards externdlisation. 'Conceptualisation’  offers
opportunity to consider which processes are made
implicitly and which are internalised conscious choice.
The latter can be tfransmuted intfo explicit sanction
as all that is required for explicit perception is both
conscious decision and expression.  Theoretically,
this is a simple statement; the spatial and physical
implications thereof are going to be more complex.

The second section of ectobatic perception relates
0 process. According to Hall (1998, p. 1), implicit
memory involves four processes: Non-Conscious,
non-verbal, emotional and procedural. Al these
implicit processes relate specifically to conditioning
and previous experience, procedure being the main
result of conditioned behaviour. “Implicit unconscious
memory occurs where [you] appear to have no



knowledge (memory) of a past event but [you] can
be shown by behavioural evidence in an indirect
fest to have some (implicit) knowledge of that event”
(Dienes & Perner, 1999, p. 741).

Procedure, although it can be as a result of previous
experience, can fo a certain degree be considered
more explicit than other implicit processes. Dienes
& Perner (1999, p. 736) explain that various levels
of explicitness exist before conscious expression is
reached. Procedure is tacitly acted out, albeit most
commonly due to behavioural conditioning. The
visibility of process can e utiised as a mechanism
to make the implicit process explicit again reaffirming
ectobatic perception.

Thirdly, presupposition is the third and final highlighted
opportunity for ectobatic perception. Presupposition
makes use of functional information which has been
explicifly proclaimed to ‘presuppose’  contextudl
information which would support the statement,
To make use of the example given by Dienes &
Perner (1999, p. 738) to verbalise "that person is
a bachelor” the presupposition is made that ‘that
person’ is ‘single” and ‘'male’. Furthermore, they state
that the implicitness of presupposed information is
rooted in the specific conceptual sfructure of the
expressed explicit information.

Presupposition adllows opportunity within ectobatic
perception in terms of visual artwork., What is
presupposed within the art and how can this be
made explicit? One mechanism could be to leave
nothing to be presupposed: all  information is
expressed which can be used as a test mechanism
o see whether ectobatic perception has been
accomplished adequately.

This results in the confrmation that it is possible
theoretically to conceptuadlise ectobatic perception.
This guestion wil be better answered during the
applications within design discourse. This will ook
specifically af spatial  implications  of the three
mechanisms.
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"When crifics disagree the artist is
in accord with himself” (Wilce, 1897).

How can the exhibition of visual arts
be developed to a new or synthesised
tyoology as to dlow cognitive
understanding of artworks from the
perspective of the audience?

EXSTNG EHBITION TYPOLOGES

o1

A few basic typologies exist in the exhibition of visual
arts. Dean (1994, p. 4) explains that there are two
leading models in exhibition content display:

Object  orienfated  display  whereby
objects are displayed in space relating to aesthetic
cClassification.

Concept  orientated  display  whereby
aftention is focused on the transfer of information.
These lean fowards inferactive exhioition.

Furthermore, Dean (1994, p. 6) exploins that
between object and concept display exist two
more styles: thematic exhibitions (adds external
informative features to object based display) and
educational  exhibitons  (Majority  comprised  of
conceptuadl information to convey message relying
on textual information) utiise a combination of the
two fypologies each leaning towards a particular
sfyle.

The National Portrait Gallery featured an exhibition
"Hide/Seek: Difference and Desire in American
Portraiture” curated by David Ward and Jonathan
Kat. Stromberg (2012) explains this was naomed the
top thematic exhibit of 2011 for the entire UK. This
features object display utiising additional textual and
conceptuadl information so as fo best bring across
the narrative of the exhibition.

FPI
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The Sci-Enza, an initiafive founded in 1877 by the
University of Pretoria, would be a good example
of an educational verging on conceptual exhibition
fypology. “This open ‘loboratory” gave sfudents
the opportunity to “play” with scientific apparatus
in an informal setting” (University of Pretoria, 2017).
The faciity allows for interactive use of educational
devices so as to appropriately alow for learning
about science and the opportunities involved with
equipment use.

“The standard exhibition leaves an individual visitor
dlone, allowing him or her to individualy confront
and contemplate the exhibited art... Installation art,
on the contrary, builds a community of spectators
character of the space produces by the installation.
The frue visitor of the installation is not an isclated
individual, but a collective of visitors." (Groys, 2011,

p. 7).

This concept of a callective of visitors is imperative
in the redefinition of the typical scope of exhibition
iNnfo a new fypology. The focus of this chapter is
fo define either the synthesis of the typical and
antithesis display typologies (as shown in Figure 26)
or to redefine the typology into an entirely new style
prelminarily defined as ‘cognition based display'.

The idea with this form of display woud be to
make the implicit mechanisms explicit. The concept
of ectobafic perception as discussed in section
4.4 forms the fundamental theoretical premise of
altering implicit to explicit in exhibition fypologies; to
shift cognifively from functionality to interaction.



Figure 26: Synthesis of exhibition typologies
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Halskov (2010, p. 189) explains that this shift is rooted
iN developing an experience orientated approach as
0 mechanism towards inferaction and user-centred
coordination. This replaces the typical information or
inspiration orientated approaches. Experience takes
plaoce on many levels but two notable measures
relevant to this project are symbolic and aesthetic.

Tzortzi (2007, p. 2) differentiates between "a buiding
designed to convey symbolic information, and a
place created to arficulate an aesthetic experience”.
Blank is a combinatfion of the two as art is made
fo convey symbolic value which is relates to the
conditioning of the individual and the subjective
meaning of the cultural context but at the same fime,
the space is designed for an aesthetic experience
of art.

o N
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DESIGNING FOR THE ABJECT

5.2

Within the ream of exhibition design, three roles
exist; maker, viewer and exhibition. The maker and
its role within as well as its access to the field of
cultural production are discussed in section 2. The
audience and the exhibition are the characteristics
under contention in this chapter, whereby the am
is tOo define their roles in relation to one another as
subject and object respectively.

Alongside this, the architectural space needs fo
be considered as this has great impact on the
experience of the exhibition. Tzortzi (2014, p. 327)
explains that the combination of architectural layout
and ‘museological arrangement of objects’ within
the scope of exhibitons affects the audience's
percepfion and awareness of space, art and of
one another.

The third aspect which comes info play is thus the
space itself. Kristeva (1882, p. 1) defines the 'abject’
as neither sulbject nor object; it is the space between
the I"and the 'Other’: “When | am beset by abjection,
the twisted braid of affects and thoughts | call by
such a name does not have, properly speaking, a
definable object.

The adbject is not an object facing me, which |

name or imagine. Nor is it an ob-est, an otherness
ceaselessly fleeing in a systematic quest of desire”.
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The relafionship between the object, the subject
and the abject become the mediation by which the
theoretical premise wil identify mechanisms which
spatiality can be applied so as to appropriately
design space for display.

The artwork itself as the first part to this triadic
relationship is produced either in conjunction with
the space as is the case with installation art, or the
curator wil design the artwork placement in such a
way SO as to appropriately achieve its infent.

Second, the subject (audience or viewers) have a
specific role in an exhibition space too. Through the
eyes of the viewer, a part of the validation process
fakes place. Not only do they have a role in the
viewing of art, but indirectly in the actual creation of
art. Dewey (1934, p. B0) explains that artist while
producing artworks, consider viewer perception of
the art work.

‘Even when an artist works in solitude all three terms
are present [artist, viewer and artwork]” (Dewey,
1934, p. 111). An infernal diclogue exists between
the arfist and the viewer. The role of the viewer
relating to the artwork, on the other hand is best
described by Glaveanu (2010, p. 58):

‘[The perceiver's] role is by no means passive
since the task of the perceiver, as part of the
internalisation process, Is to recreate’ the object...
Having an aesthetic experience means there is
work to be done on the part of the participant
as there is on the part of the artist. [It] involves
a similar process of organisation, of abstraction,
comprehension, ordering of elements and
afttribution of meaning. Those members of the
audience who don't engage with the creation (at



a cognitive, emotional or even physical level), will
hardly benefit from it as a resource for their own
credtive processes”.

The third aspect is that of the space or the ‘abject’.
This section exists purely in conjunction with who is
subject to that space.

An imperative characteristic  of the sulbject's
inferaction to the abject is the social aspects.
This requires the space to in tun facilitate social
interaction. Tzortzi (2007, p. 3) explains that there
is an ‘informational dimension” seen between the
visitors and the curators which refers to the object
and its placement within space. He goes on to
explan a second dimension, namely the ‘socidl
dimension’ which is found between different visitors
within the exhibition space. The two dimensions
interact directly with one another and both are
necessary for the facilitation of social interaction, the
approach defined by Bitgood (1994, p. 4).

As stated by Dienes & Perner (1999, p. 738) explicit
processes  require  expression.  Socidl  interaction
between members of the audience, allows for
expression to fake place. As a result, there are
specific  design  implicatons  and  requirements
involving the interactions of users.

Unprogrammed space, as discussed by Tzortzi
(2007, pp. 5-8), affects and informs the social
morphology of co-presence and encounter: “The
gathering space [as] the main integration space
of the layout, works as a generative social space,
and the pattern of encounter is a global emergent
phenomenon, rendering the whole experience much
richer socially”.

Blonk makes use of unprogrammed circulatory
space. The red colouring thereof instis a lively
atmosphere  which  further  enadbles  active
participation in social aspects. ‘Blue light has a
calming effect, red light a stimulating effect on our
bodies. Consequently, we perceive colours as warm
and cold” (Hausladen & Tichelman, 2010, p. 42).
This concept of psychological and physical effects
which colour has on users within a space is utiised
to faciitate casual encounters between viewers.
The infenfion with the social spaces implemented
iNn Blank is to allow for discussion or the expression
of what has cognitively been experience through
the modes of exhibition (making the implicit become
explicit).

‘Museum fatigue' is another concept which needs
to be considered for the theoretical underpinnings
of the abject in relation to the subject. This concept
is discussed by Schouten (1987, p. 259), who
explains that “the longer [visitors] stay in a museum,
the faster they move towards the exit... and the less
attention they pay to the displays”. This is known as
‘exit-orientated behaviour” and is caused by:

- Uniformity

- Static and scientific presentation

- Typical design

- Lack of connectivity with user's reference
(cognitive dissonance)

The redefinition of exhibition typologies info a new
fyoology considers these elements within the
mechanisms whereby implicit processes are made
explict.
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COGNITION-BASED DISPLAY

The new typology for the exhibition spaces wil
involve various elements which wil relate directly to
the dbility of users to cognitively experience exhibits.
These elements have been pinpointed fo be:
placement perception, uniformity, sequence, spatial
separafion and interaction. Each of these wil be
discussed theoreticaly and the design implications
thereof wil be explaned with reference to the
discourse undertaken in Blonk.

All these components rely heavily on the idea of
perception. To explain this, Jun & Lee (2014, p. 249)
make use of ‘carnival theory' which considers dialogic
engagement between users and architectural space
alowing for wvarious parficipatory acts fo  occur.
These acts include diclogue with various parts to
the system as explained in Figure 27.

Diclogue between subject, object and abject is an
important feature in the development of cognitive
understanding in exhibition. “Diclogue may fake direct
and external form, such as physical inferaction with
artefacts and discussion with other participants, or
subtle and internal form, such as inquiry info issues
or awareness of values in confemporary contexts”
(Jun & Lee, 2014, p. 250).

Making use of the concept of ectobatic perception
as defined in section 4.4, the theoretical ideologies
delineated in this chapter and the iterative process
of the design discourse; five specific elements are
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highlighted to show the spatial implications of explicit
exhibition comprehension. These are briefly outined
and design detaill is then demarcated in  their
application in Blank.,

Tzortzi (2014, pp. 329-343) discusses various
fypologies for the layouts of museological spaces,
these are explained in Table 6. These include
schematic diagrams related to spatial sequencing
and a list of features related to the functioning of
these spaces. The various fypologies are used to
comparatively explain devices used in the design of
Blonk.

Figure 27: Kinds of diclogic engagement (Jun & Lee, 2014, p. 249)



Table B: Sequence typologies of Museums developed from Tzortzi (2014)
MUSEUM SCHEMATIC DIAGRAM FEATURES

Museum as explorable urban space
Axial layout

Non-linear axis Allows for individualised choice of route
Narrative

Non-linear

Cross-visibility

Chumning effect & co-presence

Figure 28 Sequence schematfic: Spaces can be missed
Pompidou (Tzortzi, 2007) No disorientation

CENTRE POMPIDOU (level B), Paris

CASTELVECCHO, Verona Seqguential layout with axis
Non-correspondence of visual links
Chronological arrangement
Narrative

Perception of placement considered

Continuity through spaces instils awareness of space

Figure 29 Seguence schematic: Churmng effect
Castelvecchio (Tzortzi, 2007) Co-presence

Non-linear sequence

SANSBURY WING, London Crid layout with strong axis
Chronological arrangement
Linear grid Narrative

Correspondence of visual links

Linear

Cross-visibility

Figure 30: Sequence schematic: Enhances co-awareness between spaces

Sainsbury Wing (Tzortzi, 2007)

ACROPOLIS MUSEUM, Athens Site influenced design

Sequential layout

Linear sequence Chronological arrangement

Narrative

Continuous loop (single seqguence)

Strong cross-visibility

Way finding is difficult

Connections between galleries hard to pinpoint

Figure 31. Sequence schematic:
Acropolis Museum (Tzortzi, 2007)
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TATE MODERN, London

High linear sequence

Spatial separation

Dual ring layout

Anti-narrative (cesthetic collection)
Linear

Uniform routes

Unidirectional visual links
Sociofugal

Litfle choice of route

No disorientation

Figure 32: Sequence schematic: Tate
Modern (Tzortzi, 2007)

The table revedls a series of existing relationships
relating tfo sequence. Relationships can be seen
between: axial layout and narrative/sequence; non-
inear elements and social aspects; sequence and

Table 7: Seguence typology applied to Blank
BLANK

Grid exploration

choice; cross-visibiity and co-awareness, efc.
Blank, in comparison to those mentioned, is also
discussed using the format above (Table 7) with a
sequential schematic.

Open plan grid
Anti-narrative
Non-linear
Sociopetal: promotes co-presence in gathering space
Churning effect
Non-correspondence of visudl links
Allows for individudlised choice of route
Figure 33: Sequence schematic: Blank Off-centre placement of objects
Perception of placement considered
Limited cross-visibility
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5.3.1. PLACEMENT PERCEPTION

The placement of artworks on viewable surfaces
affects the cognition of the work. Typical art is placed
on a wall and due to the fact that this perception is
in place, art can be overlooked. If the placement of
art is altered, the subliminal perception changes and
the artworks are made explicit through conscious
reception.

The cognition of art relates to the users frame of
reference. According to Schouten (1987, p. 260)
cognitive dissonance, defined as the inablity for
inks to be made with the users cognitive structure/
reference, is a state commonly found in exhibition
design. For the explicit nature of art to be brought
forward, this requires amendment. The failure of
museums in their approach towards exhibition has
been the conception, as explained by Macdonald
(2007, p. 180), is that the visitor is usually seen to
be "an absorbent sponge when encountering the
expert knowledge”.

"Effective communication between the organisers of
an exhibition and the public depends on the ability of
the visitors to understand the non-verbal language of
real things” (Schouten, 1987, p. 261). Bitgood (1994,
p. B) explains that there are two mechanisms by
which new knowledge is acquired, namely memory;
to recall (semantic, episodic and procedural) and
comprehension; to reason. Macdonald (2007, p.
155) explains that although more time is spent at
interactive exhibits, it is often static exhibits which
elicit discussion and prompt memaory narratives.

Blonk addresses both cognitive dissonances as
well as static and scientific mechanisms of display
through the appropriation of placement perception.

As stated, boredom and fafigue lead to exit-
orientated behaviour in exhibition environments.

The infenfion is fo infroduce energy inducing and
intriguing display mechanisms to ward off fatigue and
monotony. This is achieved using direct immersion.
Users are placed in close quarters with artworks
(ooth static and interactive) allowing subtle or direct
cooperation between subject and object.

Interactive works (which are often appropriated
ufiising digital technology) allow sensory activity
which connects with the user on various levels.
"Adding sound, smell or fouch to an exhibit attracts
more attention” (Bitgood, 2002, p. 470). Although
multi-sensory  exhibition is not the focus of this
dissertation and the curator wil be responsive for
the choice of works, the concept of using various
senses is important in finding the means to spatially
achieve ectobatic perception.

Another important factor to cognition of art is the
idea of narratfive. The design of Blonk makes use
of anfi-narrative features as narrative dlows for
subliminal perception and presupposition which in
turn creates opportunity to overlook works. Much
ke the design of the Tate Modern, as explained
by Tzortzi (2014, p. 339), has an anfi-narrative
seqguencing which dllows for aesthetic perception of
works giving the visitor the intellectual contral.
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5.3.2. UNIFORMITY

Uniformity can be adllotted to various elements in the
design. Non-uniform design also allows for subliminal
perception fo be altered. This can be appled in
many ways such as structural repetition, sequential
loyout (discussed in section 5.3.3), lighting systems,
the size of spaces efc. For ilustrative purposes the
application within lighting systems will be discussed
specifically.

The lighting (much like colour or material) applied o
the exhibition can completely alter the perception
of the artwork. Lighting within exhibition is a very
important factor in experience and needs to be
considered within the design discourse. This section
wil consider the theoretical implications of lighting
design on the process of ectobatic perception in
exhibition looking at both pragmatic design elements
as well as psychological premise.

According 1o Nasar (1988, p. 156) lighting has
specific association: "we are dedlng in part with a
system of visual cues that tent to be recognised
and inferpreted in somewhat consistent ways by
users who share cultural background and values”.
This brings about the idea that light can not only
be considered quantitatively, but also required
qudlitative and nonmathematical understanding.

Nasar (1988, pp. 183-171) creates o variety of
graphic  explanations  which  explain - the  lighting
effect of various elements on qudlitative aspects of
perceptual clarity of space shown in Figure 34. This
can be seen in the light of ‘cause’ and 'effect’. All
the variables play a role in each type of perception.

P
unt
N
«p v

Table 8: Variables and perceivable change in lighting

VARABLES PERCEPTIONS

UNIFORM : NON-UNIFORM | PERCEFPTUAL CLARITY
OVERHEAD : PERIPHERAL | SPACIOUSNESS
BRIGHT : DIM | RELAXATION
PUBLIC : PRIVATE  PLEASANTNESS

Figure 34 Indicated lighting-design decisions for affecting impressions of Perceptual Clarity (Nasar, 1988, p. 163)
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5.3.3. SEQUENCE

The building layout related to the viewing ability of
the artworks. Non-sequential and non-linear layout
creates randomness. The spatial sequence alows
sequential recognition to be placed on the artworks
which can creatfe a form of narrative. Randomness
in spatfial layout and curator placement creates
individual conception of all the works. The sequentidl
elements of spatial layout can drastically alter both the
user rouftes and more importantly, their experience.
"How people negoftiate their way through museums
and galleries can have considerable implications for
how they relate to and interpret exhibition content”
(Macdonald, 2007, p. 157).

Figure 35: Extant grid: Ground Floor

"At one extreme Is the grid, which is impossible
fo visit in an orderly sequence, but minimises
the conftrol that the layout places on the visitor
and consequently, maximises the randomness
in the pattern of movement and exploration...
The other polar case is the single sequence,
which imposes strong rules in the pattern of
movement, and powerfully controls the pattern
of exploration since visitors have to go through
the same sequence of spaces in the same order
with no option of changing the course” (Tzortzi,
2007, p. 6)

The SPO has a rigid grid structure already extant
in the bullding as seen in Figure 35. This implies
it would better be appropriated info the non-linear

Figure 36: Extant grid: First Floor
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form. Adapting the building fo Blonk mokes use of
this sfructure will allow for randomness in the spatial
designation which would better suit the new exhibition
fypology. This relates directly to the geometry of the
space and in turn affects the movement paths of
the users.

The dlferation of the grid to impose a secondary
grid layout originates from the 5 degree perspective
angle of the post-boxes in the host structure. The
elements highlighted to have heritage value remain
static through the intervention of the SPO. The
imposed open plan grid makes use of only elements
excluded from heritage identified.

Figure 37: Imposed grid
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Figure 38: Grid influences and appropriations

The existing inferior elements (which mostly consist of
temporary partitioning) influences the changes made
to the infernal layout of the building applied to Blank.
Programmatfic spatial elements also influenced the
adaoptation of the building. An example of this can
Pbe seen in the breakaway space on the first floor

&

UNIVERSITEIT VAN PRETORIA
UNIVERSITY OF PRETORIA
@S YUNIBESITHI YA PRETORIA

which replaced the locale of the original 'ruskamer”
or resf room’,

1 This information was aftained from the original buiding plans
which acquired from Holm Jordaan Architects (Van Heerden,
2014) due to laock of access to the private postal service areas.
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5.3.4. SPATIAL SEPARATION

Large volume spaces are separated into smaller
‘more digestible’ spaces where artworks can be
separated to allow individual acknowledgement,
If a space is overcrowded with artwork then an
individual piece can't be understood in its own ferms,
Cross-visibiity has a great deal to do with this.
Alowing users to see what is coming enables
preconception of displayed works. “Providing the
viewer with a large flow of information beyond the
space he is in, means reducing unexpectedness
and spatial anticipation, and decreasing the impact
of visual impressions” (Tzortzi, 2007, p. 10).

Vistas between gpaces and those used fto ‘end’
spaces (the wall at the end of a corridor for example)
are an important factor in defining how inter-spatial
relationships are formed. Tzortzi (2007, p. 8) explains
the use of blank walls to end off lengthy perspective
vistas and the lkke are mechanisms whereby the
object is used to define the abject: "structure of
space and distribution of objects seem to work
together so as to encourage local exploration,
slow down visitors' paths, and delay the rhythm of
perception”,

The use of visibility also gives the viewer the intellectual
control as the visual links tfend to be aesthetic in this
fypoe of spatial arrangement which opposes linear
chronology. Allowing the user the ability to atftach
or define their own narrative implies the cognitive
acceptance of the visual information.,

1 The idea of using art to define or create spatial elements relies
heavily upon the curatorship of the exhibition. This dissertation
looks only at the designed space and the role of the architectural
interior in exhibition.

"Here the arrangement of objects mean nothing else
than the objects themselves (non-correspondence
relation)” (Tzortzi, 2007, p. 13).

Blank makes use of cross-visibility between spaces.
This is achieved by both limiting it and dllowing it.
There are visual connections between spaces, but
only so much as to allow cognition of user orientation
within the spaces. Direct but limited inter-spatial
views hints fowards the conception of layout but sfil
allows curiosity to e a driving factor by limiting the
cross-visioility of the artworks themselves.

The Cubes in the Southern galery space, is a
specific example of the mechanisms used in spatial
separation. The adjustability of the framework allows
these boxes to act as both stand-clone rooms
(when cladded) or open plan space with separating
elements designating movement.
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5.3.5. INTERACTION

The inferaction between users within spaces of
exhibition is vital when considering explicit interaction
with display. For users to transmute from internadl
processes of thought to explicit expression, users
need fo be brought together.

Tzortzi (2007, p. 7) explains that exhibiion can
take either sociofugal form; so as to distribute
participants, or sociopetal form; with the infention
to bring users together. This can be achieved using
layout mechanisms. Methods used to achieve this
are found through the use of four factors: gathering
space, convex synchronicity, visual encounter and
‘the churning effect”,

Gathering space (discussed in section 5.2) has a
syntactic effect on users: “the gathering space tends
fo be part of the integration core of the gallery, and
by implication, by being most directly accessiole,
it attracts higher movement and maoximises the
opportunites  for co-presence and encounter”
(Tzortzi, 2007, p. B).

Convex synchronicity also relates directly to social
interaction whereby spatial arrangement affects the
ability of participants to connect. Tzortzi (2007, p. 7)
explains that convex synchronicity increases the two
dimensional space (as opposed to one dimension
in axial synchronicity) and also extends patterns of
socidlisation to spaces beyond the barriers of the
galleries themselves.

This is appropriated into Blank by use of both the
central courtyard as well as the publc square
along the northern facade. These spaces dllow for
socidlisation to occur in non-programmed spaces.

Visual encountfer relates closely to cross-visibility,
only with reference to participants not to  inter-
spatial relationships. Visual encounter allows users
to acknowledge co-presence and co-awareness,
albeit conscious or sulbconscious. Tzortzi (2014, p.
331) explains that open spaces are more suited
fo allow visual encounter between users to freely
occur as seen in the Centre Pompidou.

The churning effect is an emergent effect of visuadl
encounter which probabllistically occurs  through
users circulating the various spaces as defined by
Tzortzi (2007, p. B). People choose different routes
when given choice, and through spatial design, re-

Figure 39: Movement
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encounter can occur. The Archaic Gallery's forest
of statues (Acropolis Museum) is a good example of
this principle. “Visitors took individual, offen complex
routes through the forest, with frequent changes of
direction and even self-intersections” (Tzortzi, 2014,
p. 345).

Re-encounter creates familiarity and enabling this
creates better opportunity for social inferaction.
Blank makes use of this. The high level of choice
iN conjunction with an open plan space alows user
free movement. This enables the occurrence of the
churning effect.



Blank is infended as a catalyst for change departing
from the existing dystfopia tfoward the ‘creative city'.
To challenge the fabric of the didlectic states extant
in the Pretoria cultural landscape is by Nno means a
simple objective,

The placement of arfistic production within the realm
of cultural production is demarcated. Considerations
of the social structures within the world of art
suggest that this negative dialectic would improve
to lbecome more cohesive through the manipulation
of these structures to ease the emergence of new
artists info the elitist field.

The process utiised in the manufacture of products
within the artistic field were then deliberated. Having
defined a model for the creative process used in
endeavors of culfural production, known as the
‘confluence model of creative production’ as well as
delmiting the implicit and explicit processes thereof,
the term ‘ectobatic perception’ is founded.

This scheme is then used to define a new typology
for exhibition design termed ‘cognitive-orientated
display’. Making use of the outward movement of
cognition or in other words making the implicit explicit
is the aim in this fypology. This further breaks down
the isolation of artists by connecting the members o
the autonomous field to the public audience, without
which the field would not exist.

Spatfia mechanisms of achieving this as well as
their application within the design discourse of
fhe intervention are delineated into five themes;
placement  perception,  uniformity,  sequence,
spatial separation and interaction. These are each
discussed in relation to existing successful galleries
fo expressly identify how implicit processes of art
can cognitively be understood by users.

To outright exclaim that this intervention will succeed
iNn challenging the stafte of dlienation is impossible
fo predict. The theoretical underpinnings of the
dissertation indicate that it is possible for a state of
change to be brought about by the implementation
of a creative complex.

The future holds a colourful aspirafion when you
consider the possibiity of the extant becoming
a flourishing city of creatfive expression; a utopia
of connection, cohesion and correlation.  The

monochromatic scales of isolation are liffed and
vibrancy is efched onto the canvas of culfure. |t
seeps through the streets. This is the dream; when
the creative city will surely breathe.




8.1, CONTRBUTIONS & RECOMNMENDATIONS:

The design of Blank contributes to the interior
disciplines in the following ways:

- The development of new typologies of
exhibition design allows for better understanding of
artistic process and production from the perspective
of the viewer. The spatial implications of these
theories are addressed in this project to define
‘cognitive based' display.

This can be taken further by empiricaly
testing the theories developed using visitor theory
or ofher related methods. The design can also be
developed into pop-up fypologies which would have
a wider reach than a permanent gallery setfting.

- The prgect considers the urban context
of Sunnyside and the broader Pretoria fabric
to inferconnect various creative disciplines. The
connection forged through the application of Blank
bulds and strengthens the existing hierarchy of
creafives found localy. It also uplifts the local
community and economy by animating surrounding
areq.

The progect discusses emergence
specificaly as an important factor in the success
and maintenance of the field of cultural production.
The manipulation of creative hierarchies is mentioned
as an approach towards emergence of artists but
not the means with which this can be achieved
either sociologically or spatially. This can be used for
further research.

- This project specifically excludes curatorship
as exhibition typology and the spatial appropriation
is the infended outcome. The boundaries between
curatorship and interior design could be another
topic for future sfudy relating fo the onfology of the
interior disciplines of architecture.
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Figure 41

Figure 42:
Figure 43:
Figure 44
Figure 45:
Figure 46:
Figure 47:
Figure 48:
Figure 49:
Figure 50:

Figure 51

Figure 52:
Figure 53:
Figure 54
Figure 55:
Figure 56:
Figure 57:

Theoretical discourse effects on design discourse
Malboneng Precinct (Maboneng, 2013)
Malboneng Map (Maboneng, 2013)

Kunsthalle (ArchDaily, 2012)

Kunsthalle (ArchDaily, 2012)

Wall socket (Sagmeister & Walsh, 2012)

The Happy Show (Sagmeister & Walsh, 2012)
Happy levels (Sagmeister & Walsh, 2012)

Nirox illustrated (Nirox Foundation, 2008)
Residency statue garden (Nirox Foundation, 2008)
Spider (TATE Modern, 2010)

Al Weil Wei Pots (Hunter, 2011)

Making ceramic pots (Hunter, 2011)

Flower (Artpark, 2009)

Metal & string (McColugh, 2007)

Hallgrimskirkja waters

Rain room (Barbican, 2013)
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Figure 58:
Figure 59:
Figure 60:

Figure 861

Figure 62:
Figure 63:
Figure 64
Figure 65:
Figure 66:
Figure 67:
Figure 68:

Creative Collective Logo

CC Branding

Platform for arts

Sketch of viewer, maker and mentor

Hello Ambassador logo (Helo Amibassador, 2013)
Postbox Logo (PostBox, 2013)

Capital Urban Market logo (I love Pretoria, 2013)
Cool Capital Bennale logo (Cool Capital , 2014)
Theoretical sketch of exhibition typologies

Mess logo

Blank logo

Table 9: Institution vs Exhibition
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Figure 69:
Figure 70:

Figure 71

Figure 72:
Figure 73:
Figure 74
Figure 75:
Figure 76:
Figure 77:
Figure 78:
Figure 79:
Figure 80:

Figure 81

Figure 82:
Figure 83:
Figure 84
Figure 85:
Figure 86:
Figure 87:
. Sunnyside post office concept sketch (Holm Jordaan,

Figure 88
1971)

Pretoria’'s creative assets
Pretoria Framework

Sunnyside Paths

Sunnyside Nodes

Sunnyside Movement
Sunnyside Intended Movement
Site identification

Site photo: Entrance steps

Site photo: A-symmetry

Site photo: Post boxes

Site photo: Column and lbbeam
Materiality photos

Axonometric of existing structure
Analysis of grid

Existing accessibility of SPO
Post office photo

Heritage analysis of ground floor
Heritage analysis of first floor
Sunnyside Timeline
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Figure 83: Rendering of exhibition space

Figure 90: Concept sketch UMNIVERSITEIT VAN PRETORIA
Figure 91: Juxtaposition of existing grid UNIVERSITY OF PRETORIA
Figure 92: Skefches of exhibition viewing concepts H YUNIBESITHI YA PRETORIA

Figure 93: Sketch of threshold replacement
Figure 94: Graphic of mind space experience
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Figure 95: Ground Floor Plan

Figure 96: First Floor Plan UN

Figure 97: Context Map UN
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Figure 98: Longitudinal Section
Figure 99: Cross Section
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

100: CUBE object display

101 CUBE performance display
102: CUBE instdllations

103: CUBE transmedia exhibit
104 CUBE interactive exhibit
105: CUBE lighting installations
106: Cube Detall

107: The CUBE

108: Rendering of the CUBE exhibit
109: GRID Detail Section

10: The GRD
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

111: Axonometric of production house

12: Axonometric of digital studios

113: Sketch of physical interaction mechanism
14 Sketch of social interaction mechanism

115: People gather, citizen sketch (Holmes, 2013)
116: Seatfing arrangements

117: Sketch of solar penetration

118: Coffee shop rendering

119: Post-production Archive Section

120: Rendering of post-production corridor
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

121
122
123
24
125
126
127

Renderings of way finding illusion in red

: Rendering of way finding realism in red

: Rendering of vertical way finding in red

- Wireframe axonometric of interaction in the building
. Sketch of user experience: reflection

. Sketch of user experience: viewing through surface
. Sketch of user experience: planes

128: Sketch of user experience: responsive artworks

129

. Sketch of user experience: inferactive surfaces
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

130: Narratfive storyboard

131 Main entrance rendering
132: Corridor entrance rendering
133: GRID rendering

134 CUBES rendering

135: CUBES rendering

136: Production rendering

137: Post-production rendering
138: GRID rendering

139: Production rendering

140: Post-production rendering
141 Coffee kiosk rendering
142; Courtyard rendering

143: Corridor exit rendering
144 Reception exit rendering
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Figure
Figure
Figure
Figure
Figure
Figure
Figure

145: Gehry paviion through (Serpentine Callery, 2014)
146: Gehry paviion (Serpentine Gallery, 2014)

147 SANAA pavilion (Serpentine Gallery, 2014)

148: SANAA pavilion ariel (Serpentine Gallery, 2014)
149: Fuimoto paviion seated (Serpentine Gallery, 2014)
150: Fuimoto paviion (Serpentine Gallery, 2014)

151: Exterior Approach
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Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure
Figure

152:
153:
154
155!
. Accessibility and provision for disabled persons
157!
158:
159:
160:

156

LS)E

1682:
183:
184
185:
166:

Strategies addressed in fechnification
Fire Protfection

Wet works and drainage

Ventilation

Electric layout
Movement diagram
Existing structure
Stripping Back
Enabling Works

New works
Intferventionist approach
Street side approach
Floor Finish Detail

West Elevation

Table 10: Sanitation requirements
Table 11: Ventilation appropriations required
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Figure 167: Principle of resonance in Helmholtz plate resonator
Figure 168: Principle of diffusion

Figure 169: Diffusion applied in sound lobbies

Figure 170: Principle of absorption

Figure 171: Mecha Section

Figure 172: Materiality

Figure 173: Cradle to cradle concept (EPEA, 2010)

Figure 174: SBAT analysis of existing and intervention

Table 12
Table 13
Table 14
Table 15
Table 16
(useBC

: Recommended acoustic values

: RTe0 Cdlculations

: Materiality

: SBAT Analysis

. LEEDS 2008 for commercial interiors
, 2009)
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Figure 175: Interior direct sunlight penetration in summer

Figure 176: Interior direct sunlight penetration in winter

Figure 177: Sun angles

Figure 178 Drawing explaining louvres in interior lighting
minimisation

Figure 179: Drawing explaining louvres in interior lighting
maximisation

Figure 180: Interior light quality of entrance corridor

Figure 181: Inferior light quality of cube exhibit

Figure 182: Interior light quality of north hall double volume
Figure 183: Bulkhead Detail

Figure 184 Celing Layout

Figure 185: Linear lighting

Figure 188: Non-linear or peripheral lighting

Figure 187: Light Angle Detail

Figure 188: Energy saving possible with LMS

Figure 1839: GRID lighting subsets controlled with OSRAM DAL
LMS

Figure 190: Direct downward lighting

Figure 191: Peripheral angular lighting

Table 17: Recommended lux values (Pilux&Danpex,
2012)
Table 18: Luminaire calculations
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Figure 192:
Figure 193:
Figure 194
Figure 195:
Figure 196:
Figure 197:
Figure 198:

GRD
GRD
GRD
GRD
GRD

Wall to Beam Detall
Beam to Beam Detall
Suspension Detail
Spot Detail

Mounted Spot Detall

Engineering Diagram
CRID Exhibition Section
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Figure 193: Artwork placement perception  (Diler Scofidio +
Renfro , 2012)
Figure 200: Non-sequential layouts (Tzortzi, 2007)

Figure 207: Sequential layouts (Tzortzi, 2007)

Figure 202 Peripheral clarity of peripheral vs overhead lighting
(Nasar, 1988, p. 168)

Presupposition due to visibility

Individual vision

Exhibit Detall

Figure 203:
Figure 204
Figure 205:
Figure 206:
Figure 207:
Figure 208:
Figure 209:

Exhibit
Exhibit
Exhipit
Exhibit

Figure 210: Exhibit
Figure 211: Exhioit
Figure 212: Exhibit

Floor Detall

Wall Detail

Mounted Detall

Joint Detall

Class Detall

Beam Connection Detall
Footing Detail
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Figure 213: Rendering of exhibition inferior

Figure 214 Rendering of production house UN

Figure 215: Rendering of exhibition display UN
YU
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‘Design is in everything we make, but jts also
between those things. Its a mix of craft, science,
storyteling, propaganda and philosoohy”

~Erik Adigard
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