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The First Order

The fire consumes.
Burning all substance to ash.
The fire then finds
deprivation
and is sentenced
to its own
demise

The lifeless candle.

In a silent pregnant place.
Will bless no one.
Deprivation
No warmth, only
cold
demise

The lamp radiates.
In a steady fiery glow.
A beacon against
deprivation
Sustaining my heart,
revealing my mind
reside

So the whole man stands in iron glow
refusing to evaporate.
So the man remains in red hot ember
melting without losing weight.

(Poem by author: inspired by the ideas of John Ruskin regarding the Poetics of the First Order)
(Selections from the writings of John Ruskin: 384-385)
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Prelude Parallel

“When it came to the traditional dance, it was important, a big event, because it
was working with the thread, a spiritual link from the healer to God, which was
their telephone. When | was young | did this. If someone was busy healing
another person then he would go up to the healer with the thread and would
arrive there with other men who would give the power. They would then ask the
men in heaven for help, and that is why we say that they go with the thread. The
adult men, the traditional healers of the old days, changed themselves into lions.
They worked mostly with the thread. If a healer wanted to visit another healer,
then he would just have to stand up there with the thread and go to the other
one. If he wanted to return, he would just go. It was like that in the old days and
traditional healing was a big thing then. If the people were sick, and the
traditional healers began to heal, then they would dance until the person began to
work again. [...]

The healers really went into heaven to be with the dead people. Traditional
healers fell into a trance, they would lie down on the ground, and then even if they
were alive, they would be somewhere on the other side and would meet with the
people there.”

Chief Willem Ryperd, Gobabis, Namibia (Naro) (Le Roux & White 2004: 122-123)

The broken string g

people were those
who broke for me the string
therefore
the place became like this to me
on account of it
because they've broken the string
| no longer hear the ringing sound through
the sky.
therefore
the place does not feel to me
as the place used to feel to me
on account of it
for
the place feels as if it stood open before
me
because the string has broken for me
therefore
the place feels strange to me
on account of it

Dialkwain (Krog 2004:13) s
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PRELUDE

The Poetics of Architecture serves as a theoretical basis in an attempt to
understand and interpret the poetic qualities of san life in a contemporary
investigation of an ancient culture- a society oscillating between formal
(scientific/modern) and informal (traditional) knowledge- thought and feeling.

The most comprehensive effort to preserve the cultures and traditions of the San
resulted from a remarkable tale revolving around two families: on the one hand
there lived a German immigrant and Philologist, Doctor Wilhelm Bleek, his wife
Jemima and their four daughters, and Jemima’s unmarried sister, Lucy Lloyd.
On the other hand were an extended family of /Xam San from the North Western
Cape (Skotnes 1996: 93). The Bleek and Lloyd archive is a 13,000 page record
documenting this relationship. The organization of this archive will serve as base
for the ordering and structure of this thesis.

The Bleek and Lloyd records seem to maintain a linear progression with a /Xam
text in the right hand column and an English translation on the left. The stories
and the method to measure the timeframe of their occurrence were, however, not
linear. To accommodate this, a parallel text was used on the left hand page.
The story was hereby made multi-dimensional and the process of reading was
made an active and mobile process (ibid: 23). In this sense the depth and
richness of the world surrounding the stories was revealed. This method will
serve as instrument to uncover the many hidden strands of thought that run
through this text on a parallel plane. San thoughts and ideas (narratives),
illustrations, related subjects, poems or precedents accompany the main text as
a thread- tying together and uniting a wealth of ideas and resources.

Another method used to “unconceal” the deep-rooted nature of these ideas is
found within an analogy with the bow. The bow has been a constant companion
in the pursuit to relate architectural investigations with San ideas. It is a
touchstone that closely follows John Ruskin’s (Selections from the writings of
John Ruskin: 384-385) ideas regarding poetics of the first order: a place of fiery
subjective passion accompanied by a steady, logical mind that can unwaveringly
convey the rational truth. The bow oscillates between these poles. The bow is
held in place by the string. The string constantly struggles against the forces of
the branch. When the string is broken, tension fades and all is lost within the
complacency and cold, unfeeling gaze of the poet of the second order (no light or
heat). The bow-in constant tension- is a call towards the poetic. The string can
not remain broken...
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1.2. INTRODUCTION PARALLEL

The bow is a precise instrument designed for killing. It works because of the objective ratio-
nale behind the design: potential mechanical energy released into a flurry of kinetic energy.
Yet the bow embodies other aspirations. For when the bow is placed in the hands of the wait-
ing hunter, it turns into a musical instrument. Rhythm emanates from the bow and one is re-
minded of the rhythm of life and death captured within the bow. The life of the hunter- the
death of the buck- the death of the hunter failing to shoot the buck: an instrument comprising
of both science and sentiment.

“I still teach my daughter and son about our traditions, like respecting older people, how to
live generously and in peace and how to share with other communities. [In the past] this was
done in the evening when we sat around the fireplace and told stories about our personal
lives, sharing with the whole community ... the mother would educate her daughter in gather-
ing, so that she would know the wild fruit, which were edible plants, and how to uproot some

of them. That was our traditional education of the daughter from the mother.”
Maruta Diyonga, Kaputura, Botswana [Bugakhwe] (Le Roux et al. 2004: 53)

“Today's schooling is just about reading and writing and not about the history of the Khwe
people and how to hunt and gather. Because the Youth attend school very far from our vil-
lage, they have adapted to the other tribes' behaviour in the schools, and have also learnt
their culture, languages and relationships between the different tribes, as well as their life-
styles. They do not understand their own parents’ past and this has destroyed our past life-

style.”
Peter Gors, Tubers, Botswana [Bugakhwe] (Le Roux et al. 2004: 61)

THE SCHOOLS OF THE PAST TRAD!TION) AND THE PRESENT (INST!TUTJONS'
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1. INTRODUCTION

1. Introduction

The Poetics of Architecture embraces a body of knowledge that represents the
tension between abstract, institutional knowledge and embedded human
knowledge: a dialogue between thought and feeling. Xavier Costa (Van Schaik
2002: 8) refers to this ambiguity as a “wounded discourse” that oscillates
between formal specialized methods and informal internalized understanding. A
hybrid intelligence is born that John Ruskin (1905:1-2) defined as a “science of
feeling” and a “ministry to the mind”: the poetics of architecture.

The term poetics originates from the Greek verb “poiesis” that means “to make”.
Therefore the poetics of architecture “simply” refers to the making of architecture
(1990: 1). The architect must aspire to poetics (makings/buildings) of the first
order by being a poet of the first order: the poet that can think strongly, feel
strongly and see truly (Selections from the writings of John Ruskin: 384-385).

The Poetics of Architecture is therefore a marriage of science and sentiment as
proposed by César Daly (Becherer 1984: 105-110) where both the poet and the
architect have to agree on Madame X’s moderate point of view: a poetic that
alternates between poles of objectivity and subjectivity.

The San find themselves in a similarly poetic position. The new democracy has
seen resurgence in the San community. Younger generations are shedding the
burdens of a marginalised colonial past and have embarked on a quest to
uncover their traditional heritage. Through the stories of older generations,
language preservation and teaching actions, and fueled by the successful land
claim in 1999 (#Khomani San), the San culture is being incorporated into modern
life by a people searching for a nearly forgotten identity. They are living between
the traditional past and a future that is demanding new, often institutionalized,
knowledge and skills: a wounded discourse leading to a hybrid culture.

Peter Wilson (2002: 15) identifies two strategies that can be used when aspiring
to the poetic: Cumulative and Reductionist. Cumulative methods rely on an
additive process represented by what Louis Hammer (1981: 384) calls “a
palimpsest on which are written countless poems of space”. Reductionist
methods rely on the reduction of the element to its essence, thereby releasing
the “poetic potential of material space and shadow” (Wilson 2002: 15). This
method can be seen in the work of Tadao Ando and Dom Hans van der Laan.

At first glance the traditional life of the #Khomani San seems reductionist. They
live in minimalist simplicity within a harsh and cosmic landscape: a simple
dialogue between nature and culture. Yet within this comparatively simple
structure the “lived body” accumulates layers upon layers of meaning born from
memories embodied by older generations. Through stories and a semi-nomadic
lifestyle the whole Kalahari becomes a lived space.

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN 1



1.2. INTRODUCTION PARALLEL
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“Our people's only way out of poverty is the school. But they do not always understand it. Ou
Let and me, we often have to wash other people's children in the mornings and dress them,
so that they can just get through school. Their parents do not care.”

Lys Kruiper, Welkom, southern Kalahari [fKhomani] (Le Roux et al. 2004: 47)
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1. INTRODUCTION

The different San communities and individuals are further drawn together by ties
of interdependency that involves more than familial bonds. Through customs
such as arrow lending, where a lent arrow ensures a more generous portion of
meat for the owner of the arrow, and the giving of gifts within the group or wider
exchanges to other groups, people are enmeshed within a web of future
obligation (Gibbs 1965: 253-254). Like an invisible strand different people are tied
together across the dunes of the Kalahari through mutual obligation. Landscape
is layered with strands of a cultural ethos that is dominated by a quest for
survival.

The cultural perception of the landscape is further enriched with stories. Stories
form complex creations built on belief, allegory and metaphor and elevates the
landscape and natural phenomena to a mythic plane. One such example can be
seen in the story about the lizard who, when trying to squeeze through the
mountains was cut in half. The front of the lizard formed the western hill of the
Strandberg, while the behind formed the western hill. The lizard therefore
acquires a physical presence within the landscape (Berens, Guenther, Malherbe
&Smith 2000: 21). The world is unconcealed and shown for what it “truly” is.

The simple, reductionist structure of the #Khomani San’s life is therefore
enmeshed and enriched by layers of meaning: a dialogue between reduction
and accumulation that aims at a poetic existence.

The poetic life can, however, never be attained. Baracco (2002: 72) explains that
when searching for the poetic we intuitively know “that reaching it would imply a
comprehending and a rationalization of [the poetic], thus denying it”. The poetic
is a continuous dialogue between objectivity and subjectivity. It can not be
understood. Within the poetic moment new roads and modes of thought are
“‘unconcealed”. The poetic can only be strived for within the discourse between
thought and feeling.

The Poetics of Architecture can therefore not be analyzed, but should be
explored as a dialogue between the specific and the general. These explorations
stretch across many fields of architectural thought and will reveal that poetics is
embedded in each facet of architecture as well as in the way these parts come
together to form a coherent whole.
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2.2. POETIC READINGS OF THE SITE PARALLEL

Poetic explorations of the site

Within a poetic moment the realization dawns: the bow is more similar to the poem than expected.
The bow uses the minimum amount of material to achieve the maximum effect, while the poem uses
the minimum amount of words to suggest the greatest amount of content. Both aspire to the essence.

The bow is uncovered from the branch. The bow is poetically unconcealed. The branch has
changed- a new reality has been created.

Yi i

211

The Terra incognito: The terra incognito refers to unknown territiory and usually implies a
geographic area. In this case it also refers to the cultural landscape of the San.

COLONVAL
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2.1. POETIC READINGS OF THE SITE

Norberg-Schulz (Baker 1996: 318) argues that it is the task of the architect to
present the true nature of the spirit of the place. These thoughts are an echo of
Heidegger, who stated that the way man belongs to a particular place in terms of
the earth, sky, horizon and divinities should be revealed. By poetic
“unconceiling”, the world (truth) is brought into presence (Nesbitt 1996: 434).

The architect, however, must realise that the presence of architecture creates a
new landscape. Tadao Ando (Nesbitt 1996: 461) acknowledges this fact and
therefore stresses how important it is to discover the architecture which the site
itself is seeking. In this way a new landscape will be created that will fully expose
(in Heideggarian terms “unconceil”) the character of place. Through poiesis
(making/building) the fourfold is brought into “a thing” and man’s understanding of
his natural surroundings are concretized. (ibid: 436) This theoretical basis forms
a datum from which the poetic content of the site can be explored.

Terra Incognito- The Other

According to Nigel Penn (Skotnes 1996: 88) there is a profoundly spiritual
connection between particular places and the systems of meaning that the San
had constructed in an attempt to explain their world. Therefore there are places
that are “sacred” in the worldview of the San. When choosing a site for this type
of project it is therefore important to decide if a “sacred” site will be developed or
not.

A San “sacred” site is sacred because of the landscape. By building on such a
site a new order will be imposed on the site and again colonial forces will deface
the land of the San. Instead a site was chosen that would serve as a gateway
between the greater part of South Africa and the areas that are inhabited by the
tKhomani San. The site is in Upington as a town situated at the crossing of the
N10 (From Port Elizabeth to Namibia), the N14 (From Gauteng), the R64 (From
Kimberley), the R27 (Via the N7 to Cape Town) and the R360 (leading to the
Mier Area).Coupled with the existing tourism industry in the surrounding area
(Explained within the medi- context) Upington presents itself as an ideal location.

Once it was established that a sacred site would not be used it became clear that
the site would actually have to contain the inverse of San life so that it can be
effective in communicating the life and history of the San. The site of the Mission
Church complex (Currently the Kalahari-Orange Museum) in Upington was
chosen to form a juxtaposition with San life. It is not a “sacred” site for the San
and it is indeed next to the oldest colonial landmarks in Upington. This mission
station contains a church (1873), a parsonage (1871), a Mill, a donkey monument
and a church hall (1946).

By placing the San house of culture next to the mission station a powerful
juxtaposition is created. This juxtaposition allows a poetic oscillation (rhythm)

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN 1



2.2. POETIC READINGS OF THE SITE PARALLEL

A FIRST IMPRESSION: “They have no cattle’but live by shooting rockrabbits [and] ...big game”
“They are extremely great plunderers and marauders. They steel from other Hottentots all the cattle
they can get ...their huts [are] made with branches twined together... and covered with rushes... they
never break up the huts, but erect still others wherever they camp.”

1668 Dapper (European writer)

(Berens et al. 2000: 2)

THE COMMANDO

“1774, April 19. Instructions- ac-
cording to which the newly- ap-
pointed Field Commandant God-
lieb Rudolph Opperman shall have
to regulate his conduct upon the
exhibition about to attack the
Bosjesmans Hottentots, who still
continue to commit murder and
robbery.
“So soon as this attack shall, in the
manner stated, have been com-
menced, and when the robbers shall
have been driven out of their dens and
lurking places, beyond, or to the fur-
ther side of the most remote dwellings
of the inhabitants of the said districts,
the commanders of the said parties
,Shall not pursue them in all inconsid-
erate manner, and expose their men
to needless danger, but, on the con-
trary, shall employ every possible
means of entering into an amicable
negotiation with them, and thus en-
deavor to bring them to a cessation of
hostilites and to a peace ... In the
event, however, of your being unable
to dispose them in any way whatso-
ever to the proposals above detailed;
and should necessity thus demand
that they should be entirely subdued
and destroyed, ... and to attack and
slay them, in such a cautious manner,
however, that our own inhabitants
may be as little as possible exposed to
danger...”
[Actum in the meeting of Heemraden
and Military Officers. 1774]

(Skotnes 1996: 144)

“bows and arrows had no chance ...
cruelty aroused cruelty. Bushmen
shot the invaders with poisoned
arrows ... the settlers made up hunting
parties and shot down the Bushmen
like baboons.”
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2.2.3. Distibution of /Xam and other
groups in the 19th century

2.2.4. Current distribution
7 X
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2.1. POETIC READINGS OF THE SITE

between the colonial one and the San other. Within a zeitgeist of reconciliation
these cultures are given the opportunity to create a symbiosis. Together they
provide a strong cultural node within the town fabric of Upington.

Macro Context

For at least 20,000 years a remarkably resourceful and mysterious peoples
inhabited the southern parts of Africa. Long before the arrival of immigrants from
Europe and migrants from central Africa, the first peoples of southern Africa lived
with the land. They took in such a way that cultivation, storing or the
transformation of nature was unnecessary- borrowing instead of consuming, and
within a delicate dialogue with their surroundings (Le Roux et al. 2004: 2).

These peoples call themselves by the names of the individual groups, such as
Jul’hoansi, Khwe, ||Ani, Naro, Hail|lom, !Xun, ¥Khomani, ||Gana, Tshua, which in
most cases mean “real people”, “first people” or just “people”. Similarities
between the groups include similar physical features, a hunter-gatherer lifestyle,
the unique click sounds and tonal variations, rock paintings and ritual dances
under the moon (ibid: 2).

In recent centuries, these peoples have also shared a history of oppression,
persecution and the theft of their land. Firstly, other Africans came from the north
with herds of cattle and a much more permanent pattern of settlement.
Europeans arrived by sea, moving inland from the coast of what is now South
Africa (ibid: 2). In 1826 Landdrost Stockenstréom of Graaff-Reinet expressed the
extent of the persecution: “The encroachments on the Aborigines began at Cape
Town, and never ceased to extend by degrees until the colonists had got to
where they are now.” (Berens et al. 2000: 36). The invasions on the life of these
people were dramatic and often devastating.

European hunting practices placed a heavy burden on wildlife resources and
coupled with the expansion of the farming frontier the San was left with little
option, but to work as herdsmen and shepherds for the colonists or to try and find
jobs in town. The social disintegration of San groups was accelerated by
diseases brought by the whites like smallpox and scarlet fever. Smallpox
epidemics in 1713, 1755 and 1767 killed great numbers of the indigenous
peoples of the Cape (Le Roux et al. 2004: 22). Further clashes arising from
white expansion in the period between 1754 and 1798 left thousands dead with
the surviving women and children becoming slaves of farmers, or wives to the
Khoenkhoen members of the commandos. Resistance by San groups, in the
form of plunder and the theft of livestock, merely led to retribution by the
commandos. In not a single case did their resistance work in their favor (ibid:
28).
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2.2. POETIC READINGS OF THE SITE PARALLEL

“I don't mind being called San or Bushman, any one of the two. What

really matters is the way in which they call me [by that name].”
Nella Jacobs, Andriesvale, South Africa [fKhomani] (Le Roux et al. 2004: 6)

EGYPTIAN HALL, On myth, romanticism and unrealistic expectations

Exq}ﬂ'ﬂl\?ﬁr er The books and lectures of Sir Lourens van der Post and other South Afri-

Hﬂmmgﬁ ﬂF &BﬂBlGIH}‘.S. can writers such as Jan J. van der Post, PJ. Schoeman and others, fed
European fascination and virtually gave the San worldwide recognition.

B,E?ﬁ}"ﬁ,smﬁﬁs The romanticized world created by Van der Post has led to deeply in-

" 'RACE OF HUMAN BEINGS, grained perceptions of the San that perpetuates the myth of innocents in

BARUDURIS LN  perfect harmony with each other and the environment - expectations that
the San could mostly not comprehend or fulfill. Today we know that Van

TW0 MEN, 'I'WD WOMEN, a2d A BARY,

der Post fabricated most of his mythologising literature for the purpose of
his own interest in psychology and symbolism (Le Roux et al. 2004: 70).

" o, TR —
ADMISKION, ONE SHILLING.

THE SHOW THE REALITY
2.2.6 _ e _. 2.
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2.1. POETIC READINGS OF THE SITE

The loss of their lands placed the San in a desperate situation. The reason being
that there is a profoundly spiritual connection between particular places and the
systems of meaning that the San had constructed in an attempt to explain their
world. The narrative representations of the landscape were in many cases
evoked by the landscape itself. By losing the land, the San literally lost everything
(Skotnes 1996: 88).

The attempts at protection of the San by missionaries who tried to “raise” them
from hunters to grazers, and policies and proclamations adopted by the
government to tame the “Bosjesman to serve the inhabitants”, gradually forced
more and more San to identify themselves as Hottentots- who later became
“couloureds”- in order to survive. This process can in many ways be seen as
more damaging than the wars waged against the San (Le Roux et al. 2004: 32).

By 1890 people simply assumed the southern San to be extinct, while fascination
grew over the “exotic” and “pure” San who sustained a traditional existence in the
remote Bechuanaland and South West Africa. Even though the San no longer
posed a threat to the colonists, the more direct exploitation of the seventeenth,
eighteenth and nineteenth centuries was followed by cultural and scientific
imperialism: an invasion conducted in the name of preservation (ibid: 54).

The fascination of Europeans within “the other” can be divided into two basic
types: the first viewed the San as “something less than human” — curiosities to be
collected, while the second romanticized the San as the ideal “noble savage” - a
link to humankind's lost past. This reaction created an unrealistic and
romanticized image that has ultimately served to disempower the San (ibid: 55-
56).The San are portrayed as timeless, ahistorical hunter-gatherers within
unspoiled nature. They are untouched by the modern world and shown to be
immune to the changing times. They are “cast out of time, out of politics and out
of history-miscast” (Skotnes 1996: 17).

In the struggle to retain their land and dignity a sense of common identity has
arisen between the different San groups during the last two decades of the
twentieth century. Based upon shared experience and renewed political
awareness, the groups have realized that they need to provide a unified front.
This common identity has necessitated an overarching name. In South Africa,
with its legacy of apartheid, the term Bushman has acquired a derogatory
meaning in certain circles (Le Roux et al. 2004: 4). Thus San, based on the
Nama word “Sonqua” that refers to “those who forage”, as opposed to “those who
herd livestock”, has been accepted by South African representatives of first
people groups as the least derogatory in meaning and history (ibid: 5).

The situation of the San in South Africa is based on a fractured and tragic past,
and in their present situation they face various social problems born from their
history of violent oppression and the fragmentation of their social structures (ibid:
80). However, in recent years, especially since the advent of democracy in
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2.2. POETIC READINGS OF THE SITE PARALLEL

“We shall mend the broken strings of the distant past so that our dreams can take root... this dream is
too big for one person to hold. It is a dream that must be dreamed collectively, by all the people ... It
is by acting together, by that dreaming together — by mending the broken strings that tore us apart in
the past — that we shall all of us produce a better life for you who have been the worst victims of op-
pression. It is now my place to say: ‘Here is your land. Take it, look after it and thrive.” “

President Thabo Mbeki (Cape Times, 22 March 1999)

CURRENT SITUATION IN BOTSWANA: Ethnic cleansing reaches final phase 7 Oct 2005

“Dozens of Bushmen were evicted yesterday from their ancestral land in the Central Kalahari Game
Reserve in Botswana. Police carried out the removals at gunpoint and then set fire to the Bushmen's
huts.

A handful of Bushmen have resisted. The police have told them they will be killed, and are following
them to prevent them hunting or gathering any food. The local District Commissioner (of the nearby
town, Ghanzi) is today inside the reserve overseeing the operation. She told the Bushmen yesterday
that the police will stay until every last Bushman is removed.

In order to avoid reprisals, Survival will no longer name individual Bushmen. One woman still inside the
reserve said yesterday, 'We will not leave our ancestral lands. We will die here. If they steal my land,
they just steal my life.'

Tensions in the region have been building for the last two weeks. In that time, three Bushmen have
been shot and wounded by police. One was a seven-year old boy shot in the stomach as police tried
to arrest his father. In separate incidents, a man was shot in the face and another in both legs as police
tried to get him to confess to hunting. The police have removed all the Bushman goats under the pre-
text they were diseased. They have also sealed the area, forbidding any journalists from going there.

Everyone involved in the Bushmen's own organisation, First People of the Kalahari was arrested and
beaten on 24 September. All are now charged with ‘illegal assembly'. On the day they were released
from prison the Bushmen heard that they, and their elder, Roy Sesana, had won the 2005 alternative
Nobel Prize.

The Botswana government has been trying to get the Gana and Gwi Bushmen off their ancestral lands
in the Central Kalahari Game Reserve since the 1980s when diamonds were discovered. Exploration
concessions leaped within a few days of the Bushmen being evicted in 2002. De Beers, which mines
and sells all Botswana's diamonds, has opposed the Bushmen, welcoming the 2002 evictions and
falsely accusing the Bushmen of hunting with high-powered rifles. De Beers also wrongly claims there
were no Bushmen at its concession at Gope where it intends to mine.

Stephen Corry said today, 'If this is the last chapter in the 200-year old genocide of the Bushmen, then
it's also the final curtain for Botswana's and De Beers's reputation. A new policy, abiding by interna-
tional law and recognising Bushman land, would begin the long haul of rebuilding that reputation, but
there is not the slightest sign of that happening. On the contrary, the ethnic cleansing continues, and
they're now even shooting small children. Botswana's many friends must forcefully express their dis-
gust, or suffer enduring shame."

(www.survival-international.org retrieved on 18 July 2006)
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2.1. POETIC READINGS OF THE SITE

South Africa, the situation of the San has started to change positively. One such
example can be seen in the story of the Southern-Kalahari San.

FKhomani- Return of the Southern- Kalahari San

The proclamation of the Kalahari-Gemsbok Park in 1951 had dire consequences
for the San living in the park. A few San laborers were brought back to the park
and were allowed to hunt and gather, and to help with conservation and tracking.
The majority, however, were forced to become farm laborers in a process that
eventually cost them their ancestral languages (ibid: 34).

In 1972 the rest of the San were evicted from the park. The fHanaseb San (led
by IGam!gaub Regopstaan Kruiper) now started a trek around the Northern Cape
that eventually led them to Kagga Kamma (a tourist resort near Ceres). At
Kagga Kamma, the $Hanaseb could follow their traditional existence in exchange
for performing their cultural practices and wearing traditional clothes for tourists.
In 1995, human rights lawyer Roger Chennels explained the new land laws to
them and, with the help of the South African San Institute (SASI), a process
began that led to a successful land claim when 40000 hectares outside of the
Kalahari-Gemsbok Park (1999) and 25000 hectares inside the park (2002) were
given to the San (ibid: 34-36). A cultural resource audit, that included timelines,
territory maps and oral history, led to the acceptance of a common identity for the
Southern-Kalahari San under the term $Khomani (ibid: 36).

The group is trying to create a sustainable future and to promote their identity
through heritage and language programs. One such program involves teaching
the youth of the Upington region (as reported in “Die Gemsbok” of 9 July 2004)
the N/u language-a language that was long thought to be extinct, but which the
tKhomani San desperately wants to see resurrected. In the year 2000 there were
no written materials accessible to the fKhomani San community and the
language was only spoken by 9 elders. In the last couple of years, linguistic
research has been conducted that made the Upington classes, as well as a
similar project in Askham for entry level learners, possible (Paper presented at
the Mother Tongue Conference in Botswana Productivity Centre on 1 and 2 June
2005). Under the guidance of Mr. Levi Namaseb, a group of about 12 people
from the Upington region are learning the N/u language.

Today, approximately 1000 known fKhomani are living in the Siyanda district.

Although many challenges present themselves, the 1Khomani are
enthusiastically trying to make up for lost years (Le Roux et al. 2004: 36).
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2.2. POETIC READINGS OF THE SITE PARALLEL

2.2.18
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REACTIONS WITHIN THE BUILT ENVIRONMENT: A DEPTH OF TH

SHADING DEVICES, LOUVERS AND VENTILATED CEILING SPACES

2295 2226

THE CURRENT OFFICES OF THE
UPINGTON BRANCE OF THE SOUTH
AFRICAN SAN INSTITUTE [SASI
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2.1. POETIC READINGS OF THE SITE

Medi Context

The spirit of place

Upington lies within the embrace of what Norberg-Schulz (1980: 42) defines as a
cosmic landscape (The Kalahari desert) and a romantic landscape (The Orange
river valley). A juxtaposition is created between the “infinite extension of the
monotonous barren ground under the burning sun” (Norberg-Schulz 1980: 45)
and the “subdivided” ground under the “filtered” sun (ibid: 42): a narrow sky
against the “immense, embracing vault of the cloudless sky” (ibid: 45). A
landscape of contrasts is created that oscillates between the “aridness” of the
desert and the “wetness” of the river.

Reactions within the built environment

Older houses within Upington share a “depth of threshold” as a reaction against
the harsh environment. This deep threshold comprises mostly of a wide “stoep”
that can in some cases surround most of the house. Other methods of climatic
control include sun screens, louvers and ventilated ceiling spaces. This layered
approach is a characteristic method that was used before the advent of air-
conditioning within Upington’s built environment.

Accessibility

Upington is situated at the crossing of the N10 (From Port Elizabeth to Namibia),
the N14 (From Gauteng), the R64 (From Kimberley), the R27 (Via the N7 to
Cape Town) and the R360 (leading to the Mier Area).The town is therefore a
gateway to conservation areas like the Kgalagadi Transfrontier Park (Kalahari-
Gemsbok National Park), Augrabies Falls National Park, Richtersveld National
Park and the Spitskop Game Reserve. The town also draws tourists on route to
Namibia, the flowers of Namakwaland and of course the Mier area.

Current facilities of the South African San Institute

The building currently housing the offices of the South African San Institute
(SASI) is too far away from the Upington CBD (and therefore also the crossing of
tourist routes) to create awareness of the San or to actively facilitate in the
“education” of tourists before entering the areas inhabited by the tKhomani. The
building does not inspire any association with the San except the poor
reproductions of rock paintings on the Facades. A more appropriate setting and
building is needed for an organization that plays such an important role in the
well-being and development of San communities.
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2.2. POETIC READINGS OF THE SITE PARALLEL

PANORAMA FROM SCHRODER STREET

A: CHURCH HALL B: THE PARSONAGE C: THE CHURCH D: THE DONKEY MONUMENT
E: THE MILL
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2.1. POETIC READINGS OF THE SITE

Micro Context

Height: 836m

Position: 28°24'S 21°16'E
Climatological data
Temperature (°C)

Summer:  Highest recorded 43

Average (max) 36
Average (min) 20
Winter: Highest recorded 29
Average (max) 21
Average (min) 4

Lowest recorded -7
Precipitation
Average yearly: 189mm

Highest recorded in 24 hours: 59mm (recorded in February)

This climatological information is the normal values and, according to World Meteorological
Organization (WMO) prescripts, based on monthly averages for the 30-year period 1961 —
1990 (Data from weathersa.co.za)

Existing structures

The site contains a church (1873), a parsonage (1871), an abandoned Mill, a
donkey monument and a church hall (1946). The site also contains various
mechanical implements that were used by the early pioneers.
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2.2. POETIC READINGS OF THE SITE PARALLEL

AN ALTERNATIVE APPROACH FOCUSING ON SAN BELIEFS

ON GEOGRAPHY, THE LENGTH OF THE WORLD, THE WIDTH OF THE WORLD, LIFE AND DEATH

“Our grandparents taught us the four directions of moving about according to the sun and the moon.
We know that the sun rises in the east and then sets in the direc-tion of west, and they were the most
important tools for directions used by our grandparents in the past.
The east and west directions show us the length of the world and the north and south directions show
us the width of the world, and this is how my grandparents taught me, and these directions are very im-
portant in our lives.”

Morongo Ntemang, Tobere, Botswana [Bugakhwe] (Le Roux et al. 2004: 146)

“All the dishes and spoons that the deceased used were thrown away, and were not used by anyone
else. The person who was still with the old Man [the deceased], she was given medicine before she
could drink water and eat food. She was not allowed to swallow the medicine, she just book a sip and
spat the water out in the direction of the sunset, and then main in the direction that the sun comes up.
To the sunset she world say "Death", and to the sunrise she had to say "Life", because life came with
the sun in the morning. By doing this we stop death so that it does rot happen again if she should marry
another man.”

SetangThogoyankwe,Xuugoa,Botswana [Bugakwe]. (Le Roux et al. 2004: 129)
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THE WIND, THE RAIN , THE SLEEPING SUN’S ARMPIT AND WHAT THE STARS SAY

“There is a big snake that lives in the water. He rules over the water; he is the king of the water. His
name is 'Xangu. There is a huge wind under the water. Once this wind helped the snakes to move in
the direction from where they could catch the smell of danger, of illness. When the snakes got there,
the people helped them to come out of the water so that they could get the healing power of the ances-
tors. It was the wind that drove the snakes to them. The wind was the breath of the ancestors.”
Meneputo, Schmidtsdrift, South Africa [IXun] (Le Roux et al. 2004:176)
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2.2. POETIC READINGS OF THE SITE PARALLEL

the wind

(as heard from his mother)

“the young wind, that is the son of the wind, once was a man then he became a bird

and he flew, because he could no longer walk as he did earlier he flew and dwelled in a mountain
cave”

/Han#kass'o (Krog 2004: 32)

the thunderstorm

“and my mother shouts that the rain is tearing off her skin

she shouts that | should stop playing the goura

because the rain is doing thus: it is going to Kill

the rain is going to kill us on account of my playing the goura”

Dialkwain (Krog 2004: 14)

the sleeping sun's armpit

“so the sun came and lay down

he lifted his elbow

his armpit shone upon the ground

and then the children threw him into the sky”

//Kabbo (Krog 2004:40)

what the stars say

“the stars take your heart

for the stars are not a little hungry for you

the stars exchange your heart for a star's heart

the stars take your heart and feed you a star's heart then you will never be hungry again

because the stars are saying: 'tsau! tsau!"

/Han#kass'o (Krog 2004: 31)

2.2.51
THE RAIN WILL Gome
WHEN WE PLAY
THE CaourA

i
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2.2. POETIC READINGS OF THE SITE PARALLEL

The adaptation and renovation of the Newlands Brewery (the oldest brewery and malt
house in the country) formed part of South African Breweries’ centenary celebrations
(1995). The old brewery was transformed into a visitor’s center where the history of
beer and beer making could be displayed (SAIA Awards for Excellence, 1998: 27).

Faced with four discrete historic buildings, coupled with a random array of car shel-
ters, the architects firstly designed new flow patterns for vehicles, visitors and staff,
with a clearly defined visitor route connecting the various elements. This walkway
was constructed of modern materials and creates a clear juxtaposition between new
and original fabric. A glass lift, that forms part of the route serves as an example of
this method of juxtaposition and contrasts very effectively with an old brick chimney
that is situated nearby (ibid: 27).

The S.A.B. visitors’ center is an outstanding work of architectural conservation that
utilizes new materials for the insertion of new structures into an old complex with cre-
ative sensitivity (ibid: 27). According to Rubio (Nesbitt 1996: 233) this method of con-
trasting the old with the new, “finds the ground and the form in which the past and the
present recognize each other”. A dialogue between old and new (built on mutual re-
spect) is created.

a
(o]
| |0
o
| |
20

BETWEEN OLD
AP DN

A LS

yoh L | DIALOGUE

APPLICATION : PRINCIPLES

- Contrast between existing and new that stimulates “dialogue” as a means to “recog-
nize each other”: an understanding born from mutual respect.

- The use of the route to order the complex.

- Creative sensitivity within conservation.
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Conservation Approach regarding the existing buildings on

the site

It is important to formulate an approach regarding the conservation of the existing
structures and historic objects on the site. The Burra Charter provides a
framework for the realization of a strategy of conservation.

About the Burra Charter

The third revision of the Burra Charter (the Australian ICOMOS charter for places
of cultural significance) was adopted by the annual general meeting of the
Australia ICOMOS in November, 1999 (Marquis-Kyle & Walker 2004: 4). The
Burra Charter defines the basic principles and procedure to be observed in the
conservation of the important places including natural, indigenous and historic
places with cultural value (ibid: 10). Cultural significance is defined as a place
with aesthetic, historic, scientific, social or spiritual value for past, present or
future generations (ibid: 11). The definition of conservation is therefore
expanded to contain stories about the place and other intangible assets. In this
case dancing, stories and rituals can be seen as examples of intangible assets
that need to be preserved.

The Burra Charter relies on interpretation as a means to present the cultural
significance of a place. Interpretation results in the treatment of the existing
fabric through restoration, reconstruction and adaptation. While restoration
focuses on returning the fabric to the original state, reconstruction and adaptation
introduces new materials and uses to conform to the existing or new use of the
site. Therefore the focus falls on the continued usefulness of the site. The site
must play a continued role within the community. By focusing on these methods
the heritage site will remain important for generations to come and new “layers of
importance” will be acquired (ibid:12).

The Burra Charter therefore provides a sequence of investigations, decisions and

actions that will facilitate the conservation process and ensure continued
feasibility and usability of the heritage site as a cultural asset.
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2.1. POETIC READINGS OF THE SITE

APPLICATION OF THE BURRA CHARTER TO THE EXISTING BUILDINGS

1. IDENTIFY-

NG PLACE
ND ASSO-
IATIONS

.1.GATHER
ND RECORD
IGNIFICANC
:GATHER
ND RECORD
NFO ABOUT
LACE IN
RDER TO
NDERSTAND
IGNIFI-
ANCE.

CHURCH AND
BELL TOWER

PARSONAGE

THE MILL | THE DONKEY

MONUMENT

CHURCH
HALL

1873

Formed part of one of the first Chris-
tian mission station north of the
Orange.

1871

Driven by a water Commemorates the gyt for use by the

wheel to grind corn. work of the donkey
Water pumped from in the lives of the
river by a donkey  early colonists.

congregation

LI -

1946

Mus

The oldest remaining buildings in
Upington. It still forms the cultural heart
of the town as the Kalahari-Orange

eum.

The church and the parsonage has
largely been preserved in their original
state.

The Mill, Donkey Monument and vari-
ous other mechanical implements that
lie scattered about the site refers to a
time of mechanical technology as con-
trasted with electronic and information
technology.
The donkey monument is called
“Arbeidsaamheid”.

MECHANICAL MACHINERY ON SITE TELL THE STORY OF PIONEER SURVIVAL-
CURRANTLY LITTLE THOUGHT GIVEN TO DISPLAY

Quality of construc-
tion is lower. The
Cape Dutch Gables
give an interesting
indication of the
uprise in in Afri-
kaner Nationalism
during the 1940’s

=
i

i

2.2.ASSESS
SIGNIFI-
CANCE

imissionary stations like
reminder of days gone by.

The site speaks of of the struggles of the first colonists in the area, and also
gives an indication of later ideas within the community. It is in tune with other
and provides a powerfull and insightfull

3. DEVELOP
POLICY:
3.1. IDEN-
TIFY OBLI-
GATIONS
ARISING
FROM SIG-
NIFICANCE.

One part of the
church has been
transformed in
order to house the
municipality's infor-
mation office. This
was done in an
effort to to draw
people back to the
museum. The pulpi
has been preserve
with the original
chairs facing it.

Parsonage cur-
rantly preserved in
original condition
(the internal func-

has been pre-
served).
External stairs
leading to the attic
is damaged.

ftioning of the house| Internal woodwork

Mill damaged and
overgrown with
plants.
Litter etc.

Donkey monument
is well preserved.

and machinery
badly damaged.
No current function.

Gables are in good
condition. The ex-
ternal walls of the
hall itself and ceil-

ing has water
damage.
Windows painted
white to restrict sun
penetration.

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE $KHOMANI SAN

8



2.2. POETIC READINGS OF THE SITE PARALLEL

EXTERMNAL
oveE™

WoOPER
STARCASE
LEADING
™ ATTIC

2.2.65. THE PARSONAGE

2.2.72. THE DONKEY 2.2.7/3. THE 2.2./4. N AND . RIVER TRAN
MONUMENT GABLES WATERWHEEL
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2.1. POETIC READINGS OF THE SITE

.2. GATHER [ - The longstanding commitment of the //Khara Hais (Upington region) Munici-
NFORMATION| pality to develop the northern bank of the Orange river for tourism purposes
ABOUT (refer to Die Gemsbok of 28 January 1994).
OTHER FAC- | - Other tourism related issues like the needs of the “Kalahari Kuierfees”.
TORS AF- - The growing need to exhibit the histories and influence of all the cultures
FECTING THE | settled in the area (The Hall is currantly used in part for a San exhibition).
FUTURE OF -The money made available by the Northern Cape Department of Arts and Cul-
THE PLACE
3.3. DEVELOP | The Church and Parsonage forms the [The mill is currantly| Preserve Donkey | Reconstruct the
A POLICY Imost important part of the complex. The| damaged and has | monument in cur- | church hall's walls
Parsonage should be conserved in its [fallen into disrepair. rant and roof behind
original condition.The renovation of the Clear area around if condition.Provide | gables. Gables
external stairs should be identifiable |[and allocate a new| harder surface should be pre-
(Use new wood and do not paintita | function to it that (than grass) [served as indicative|
matching colour but rather just varnish | will improve its vi- | around it for dis- | landmarks of past
it). The original church space must be | ability. Repair wa- | abled access. |ideas. Currant hall
reopened.Therefore move the munici- | terwheel and inter- has poor orientation
pal information office and reception to | nal wooden struc- and is not a good
the consistory. The church remains the tures. exhibition space.
point of reception and the church space Provide new space
is reclaimed (Provide new entrance to for San exhibiion
the reception area) that is more appro-
priate.
- 1 /’:\ jat
/N )
If LZ NN o B\ ~
= e '
i | L \I
S S| : \
5 =  Examples of draw-
il [ il ings made for re-
!' L N cording purposes.
SR (Parsonage)
m $ E =) (drawings by
L ] | | | author)
4. MANAGE Initiate changes to |Re-enforce conser-| Allocate new func- | Preserve and pro- | Adapt and recon-
1. MANAGE church to reclaim | vation of original tion, preferably | vide clearer infor- |struct the hall. Pre-
LACE IN AC the church space | fabric. Provide [income-generating,| mation regarding |serve gables during
" s exhibition space.| better information |to improve viability | the meaning and construction
ORDANCE Organise reception|regarding the exhi- origen of the monu-
ITH POLICY | and information bition. Repair
office in consistory.| wooden stairs.
+ Management and maintenance is the responsibility of the Northern Cape Department of Arts and
ICulture.
+ Parking should be redeveloped to facilitate the expanded accomodation and functions of the site.
Provide shade. Restrict vehicles to periphery to protect the “integrity” of the site.
- The completed project should aim to interact with the Kalahari Kuierfees and existing tourist attrac-
tions like “Sakkie se Arkie” etc.
I The offices of the South African San Institute (SASI) will be under the management of SASI as
ggreed with the Northern Cape Department of Arts and Culture.
+ Record all buildings prior to change.
4.2. MONITOR [Completed project subject to yearly review by the Northern Cape Department of Arts and Culture.
AND REVIEW
adapted from the lllustrated Burra Charter (p.111) and applied to the existing site
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3. TRANSCENDING
THE POETIC IMAGE



3.2. PARALLEL

I can see the bow. It is an elegant construction. The wood has a particular scent and | car
feel the texture in my hand- smoothed by years of use. The arrow rests lightly on my finger.
I can smell the poison on the tip. My muscles tighten, the sun glistening in the drops of swea

on my forehead- the quiver roughly resting on my back. | hear the bowstring tighten ... an
then ... release.

THE INTOLERABLE
FLATNESS OF EXPERI-

ENCE. IF THE EARTH WAS NOT<
ROUND... THEN AT LEAST IT

WOULD HAVE EDGES...

3.21

“Things that | know about that were done by the healers is that they could turn themselves
into lions when we did not have meat to eat. My father was a healer. During the night some-
one would turn and go hunting, and when he saw a kudu he would kill it and return home
during the same night. When he returned home, he would again change himself into a
person, or he would enter his body...The healer was never seen doing that; even if you were
with him, you could not see him changing himself, you only saw the body lying there. When
you picked him up, his body just collapsed, and you would have to leave him there.”

Tcilxo Tsaa, Glohce, Botswana [Jul'hoansi] (Le Roux et al. 2004: 133

. We start-
ed from the face down to the legs. ... Nowadays, no youngsters are willing to have those
marks because they say that they don’t want to look like a zebra, and they also say that this
is the modern day.”

Verimuna Tjikutirua, |Anwa, Botswana [Ju|’hoansi] (Le Roux et al. 2004: 85)

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN a



3.1. TRANSCENDING THE POETIC IMAGE

3.1. TRANSCENDING THE POETIC IMAGE

In his article, “Hapticity and Time”, Juhani Pallasmaa (2000: 78) criticizes the
unrivalled dominance that has been acquired by the sense of vision. By only
perceiving within the field of vision, man limits himself to the image and deprives
himself of the full range of architectural experience. This visual mindset is
prevalent within the modern consciousness and forces architecture to bow down
to the instant gratification found in the visual image.

Pallasmaa further illuminates his ideas in his article, “The Geometry of Feeling”.
Pallasmaa criticizes the dominance of the visual sense in modern architecture
where form has become the measure of architectural experience. Pallasmaa
argues that the artistic dimension of the work of art exists in the consciousness of
the person experiencing it, rather than the actual physical thing. Form can
therefore only effect of feelings through what it represents (Nesbitt 1996: 449).
The retinal images produced by the modern movement aim for immediate
persuasion. Experience is uniform: typified by “flatness of surfaces and
materials, uniformity of illumination as well as the elimination of micro climactic
differences. The resulting standardization of environmental conditions within
technological culture has left built environments predictable and has led to
sensory impoverishment (Pallasmaa 2000: 78).

Pallasmaa (ibid: 78) proposes a haptic architecture: architecture that focuses on
multi-sensory experience as a means to experience the “qualities of matter,
space and scale” through the “eye, ear, skin, tongue, skeleton end muscle”. The
whole being therefore perceives in a total way: architecture that invites all the
senses at once. Maurice Merleau-Ponty (ibid: 78) confirms this by seeing
architecture as a way to show “how the world touches us”, and therefore
“architecture concretizes and frames human existence in the flesh of the world”.

The San lived in constant dialogue with their surroundings. All their senses were
necessary (and were affected) by the skillful adaptation of their senses to the
natural environment. The peak of experience, however, within the traditional life
was the trance dance. The dance is believed to cure sickness and drive away all
evil spirits- thus delivering peace and relief (Tanaka 1980: 114). Tanaka (1980:
115) points out that the whole body falls under the influence of the clapping and
interlocking melodies. As the dance reaches its peak, the experience becomes
too great for this world and the dancers fall into a trancelike state. This healing
ritual also performs an important cultural function as it installs within the
participants a sense of fellowship and offers relief from frustration and anger.
Even today, the trance dance plays a potent role with regards to cultural
revitalization in San communities (Skotnes 1996: 236). The total body experience
of the trance dance therefore celebrates San existence and provides a powerful
symbol of the traditional life that unites the community and infuses them with a
sense of well being.
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“body language in the Cape.
Instead of interpreting Khoisan utterances ... European observers were primarily engaged in
analyzing Khoisan ‘languages of the body’. ... Gradually, ritual dances emerged as the most
important embodied vocabulary that had to be interpreted by Europeans in reporting about
Khoisan cultural life. ... Instead of producing significant utterances, the Khoisan reportedly
produced only strange bodily postures and incoherent noise ...”
“Here was a language of the body with its postures, motions, gestures, and sounds, unsup-
ported by speech, because it only allowed for ‘unintelligible jargon’, that both demanded and
defied interpretation...”

(Skotnes 2004: 26)

“The languages of the body, which were felt, tasted, smelled, seen and only vaguely heard,
provided the most immediate and powerful context in which the intercultural relations be-
tween Europeans and Khoisan people took shape and form. ...
We know that story, and we cannot forget it, because it is written in our present, it is intimately
inscribed in our own physical bodies, it is carved into our most subjective experiences of em-
bodiment that signify — through seeing and hearing, through smelling and tasting, through
moving, gesturing, and touching — the kind of human beings that we are in a world of human
beings.”

(Skotnes 2004: 38)
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Haptic architecture, therefore, stands in direct contrast with the architecture of the
eye: instantaneous and distinctive imagery against slowness and intimacy that
embodies a gradual comprehension of architecture as images of the body and
skin. Haptic architecture seeks to engage and unite, while the architecture of the
eye results in detachment and control. The expressive possibilities of materials
and surfaces are used to enhance materiality and therefore architecture is
allowed to “speak” through all the senses (Pallasmaa 2000: 78-79). This
stimulates authentic experiences that are born “from real or ideated bodily
confrontations rather than visually observed entities”. Haptic architecture
distances itself from retinality and promotes a layered, multi-sensory experience
(ibid: 80-81).

Bemard Tschumi (Nesbitt 1996: 163) also acknowledges the importance of the
human body as a moving element within space. This distinguishes architecture
from art and places the human body and all its senses at the centre of spatial
experience.

By stirring the experiences evoked by unconscious images and emotions through
sensory perception, Pallasmaa aims to create architecture that is tied to the
experiences of the people that inhabit it. It is this “act of inhabiting” by the “lived
body” that transforms a building into “poems of space”. It is this “lived body” that
creates layer upon layer of meaning and reveals architecture as an expression of
human presence in the world. We are left with a palimpsest filled with “poems of
space” (Hammer 1981: 384-385). Architecture becomes a place of memory.
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4.2. APLACE OF MEMORY PARALLEL

My father made this bow for me. | can still see his face when | sit with his bow
in my arms. He told me how to shoot and how to make the poison. | shot my
first Eland with this bow. | can still remember how nervous | was. Now that |
am old | hold the bow to my nose and | remember how it feels to hunt. Even
though | can no longer hunt, | am taken to the hunting grounds faster than any
man can run. This is my bow and | have grown fond of it.

TREES AND |[UNA ROOI

Trees are landmarks within the barenness of Kalahari. As monuments, they
gather a wealth of stories that become part of the cultural memory. |Una Rooi, a
N||n!ui elder, recounts how trees formed an integral part of her childhood and has
become beacons of memory in the land of her grandfather, #Han.

|Una remembers living at #A ka #naus (Twee Rivieren) located where the Aulab
and #Nosob rivers meet. From Twee Rivieren, her family went with Donald Bain
to “star” in his live bushman display at the Empire Exhibition (1935). By
cooperating with Bain, the San group (77 people) hoped to attain rights to inhabit
their ancestral grounds that were declared a National Park by the South African
government. On their return, however, their houses were burned and they were
not permitted to enter the park. They had to resort to becoming farm labourers in
order to survive.

|Una returned to her birthplace in 1999 and through memories of the trees,
has reconstructed her memories of the place. Four trees proved particularly
important:

= The “Tree of Healing”, a Shepherd’s Tree (Witgatboom), where a
powerful healer, Reénvoet (|Qano#i), was buried.

= The “Tree of Love”, also a Shepherd’s Bush, where a youth, Lucas Bok,
tried to hang himself, because the woman he had fallen in love with, Tibila,
was in love with another.

= The “Tree of Life”, a Camel Thorn (Kameeldoringboom) under which
|Una was born and where she and her family lived before they left with
Bain.

= The “Tree of Family”, a Shepherd’'s Tree (Witgatboom), where friends
and family gathered to talk and play.

(Exhibit entitled “Trees are our Heritage” on exhibition in the Church Hall
Kalahari- Orange Museum)

The trees, as places of habitation, left a profound imprint in the mind of |Una
Rooi. Within the vastness of the Kalahari, the trees provide shelter and acts as
points of orientation: a place where you can gather your thoughts and retreat into
the depths of the “inner self”.
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Architecture transcends our physical senses. It embodies our memories. Gaston
Bachelard develops the writing capabilities of the “lived body” in a process that
ultimately leads to a universe that is “covered with the drawings we have lived”.
Bachelard sees memories as “motionless” and “fixed in space” (Van Schaik
2002: 9) with the house as the enclosed location of our memories. The house is
therefore seen as the “cradle” and “warm bosom” that serves as an enclosed,
protected space where mankind’'s thoughts, dreams and memories are
condensed (Bachelard 1969: 6-9). We add these memories to our “store of
dreams” and become “near poets” by recalling the poetry of that which has been
lived. The house becomes an “image that moves us at an unimaginable depth”
through which we “touch the ultimate poetic depth” of our memories. The house
forms a place of protection that facilitates daydreaming. As our memories of
previous dwellings are relived we realize that the dwellings of the past remain in
us for all time (ibid: 6). In this sense Bachelard (Van Schaik 2002: 9) envisions
architecture that affects people by touching “their own ‘lost’ knowledge and
awareness”. Again touch is used to stir the memories of nearly forgotten
experiences (Van Schaik 2002 9). In this way, our universe is covered with
“drawings” to remind us of intense experiences.

How we draw these drawings (experience the universe) are investigated by Colin
St. John Wilson in his article, “The Natural Imagination”. Wilson (1989: 64)
explores the way in which architecture can move a person deeply: the
culmination of a profound architectural experience. He explains this
phenomenon in terms of the natural imagination.

According to Wilson the natural imagination is an archaic memory that
transcends instinctive sensation and which is structured like a language
containing its own lore and imagery. Our consciousness, according to Kant
(Wilson 1989: 65-66), is grounded in spatial experience and therefore we must
apply the natural imagination to the spatial relationships between our bodies and
its surroundings.

Bachelard Investigates this relationship as impressions of intimacy based on a
transposition of human experience found in the bird’'s nest. Bachelard
(Goulthorpe 2002: 21) refers to the nest as an “intricate imprint of the inhabiting
body”. The nest adjusts, and is formed, by the movements of the bird and is
therefore an envelope that “continually recalibrate[s]” to suit the vulnerability of
[the bird’s] relation to the environment”. Bachelard (1969: 136) uses this
transposition to formulate the image of the corner as a secluded space in which
man can hide: a symbol of solitude for the imagination. In this sense the corner
becomes a “chamber of being” (Bachelard 1969: 138). Bachelard therefore
shows that man inhabits. For the world is a nest (ibid: 104) and even the shade
of the tree can be inhabited (ibid: 132). The body is therefore within the
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The San House of
Culture aims to act
as a condensing
agent within the
mindscape of the
fKhomani San. As
a house it has to be
different than a
centre. The house

stirs nearly
forgotten
experiences and

reaches to the
poetic depths of
San memory.
Culture becomes
the inhabiting body:
a place that serves
as a nurturing
cradle for the
reawakening of a
people.
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vastness of the world. A position that can only be equaled by the depth of “inner
space” (ibid: 205).

The inner space is seen by Bosco (ibid: 205) as the hidden desert that each one
of us bears within himself. The “infinite” quality of this desert must be seen in
conjunction with the immensity of world space. According to Baudelaire (ibid:
192) this exterior spectacle in fact helps “intimate grandeur” to unfold. Therefore
immensity becomes an intimate dimension that reveals man’s poetic fate: to be a
“mirror of immensity” through which “immensity becomes conscious of itself”
(ibid: 196). The dialogue between the immensity of world space and the depth of
inner space therefore leads to a condition of intimate immensity.

This duality is architecturally investigated by Louis Hammer. According to
Hammer (1981: 385) the enormity of the cosmos and the smallness of man are
made to intersect within every important work of architecture. A dramatic
dialogue is created that stands central to the creation of “poems of space” as
memories of the “lived body”. Man lives within this dialogue. A language
concerned with the dialectics of open and closed.

From the moment of birth, the body oscillates between comfort and discomfort
based on a sensibility defined by the extremes of claustrophobia and
agoraphobia. The body is inside, outside or mediating on the threshold. It can
be nowhere else (Wilson 1989: 65-66). As an experience mediating between
inside and outside, space therefore becomes “an aspect of any orientation*
(Norberg-Schulz 1971: 9) while man, by wanting to be “both visible and hidden”,
becomes a “half-open being” (Bachelard 1969: 222).

This spatial relationship is further illustrated in the theoretical work of Adrian
Stokes. Stokes refers to two polar nodes identified by Melanie Klein: the first
referring to the position of enclosure of the baby in the womb and a second
referring to the succeeding position of exposure or detachment. All later spatial
experience can be measured against this experience and can be architecturally
interpreted as the confrontation between internal and external space. It is at this
junction that Stokes draws his conclusion: that the masterpiece embodies both
these polar opposites simultaneously in a fusion between envelopment and
detachment (Wilson 1989: 69).

The threshold is therefore crucial to the position advocated by Stokes: the
simultaneous presence of the body within the opposing poles of exposure and
envelopment. It is through this contradiction that Pallasmaa’s body language
evolves to poetics and man is satisfied within the half-open. The ambiguous
position, between inside and outside therefore creates an opportunity for poetic
expression within the body language.
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The Indigenous and transformations of it

San- built Structures

i) The Hut

The San hut consists of a dome-like wooden frame that is a thatched with grass.
The circular hut is about 2m across and 2m high and has a large opening usually
facing the central communal (public) area. Outside the hut, in front of the
entrance a hearth is made (Tanaka 1980: 26). This is where the fire is made and
serves as a strong social threshold that separates the hut from the communal
space. In this space of transition life takes place. According to Marshall (Gibbs
1965: 256), it is the fire that is the visible symbol of home. The hut acts mostly as
protection from rain and cold and serves as a place to store tools, clothes and
food. The life of the family centers on the hearth while the activities of life mostly
unfold in the open. According to Tanaka (1980: 27-28) the San can actually do
without dwellings if they did not need to store and protect their goods.

The fire and hearth is therefore a threshold where the life of the San mediates
between the tasks of life taking place outside and the protection of the inside. It
is here that the San is a half-open being. A place for dwelling poetically where
man can easily see his family and friends- and is observed by them- but where
man also has the chance to retreat into a place of enclosure. The threshold
enables life to unfold.
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ii) The Encampment

Another dimension of San life becomes apparent when studying the San camp.
The traditional layout of the San camp consists of a circular arrangement of huts
around a central area that contains three rituals spaces: spaces for dancing,
conversation and work. The dance area embodies the spiritual and healing
dances that tie the community together in their common struggle for survival.
The conversation area represents the rich oral tradition of the San. The work
area serves as a place to make craft articles and other artifacts of daily life.
Although the division of tasks was probably not this rigid, this example still
identifies three very important spheres of ritual within San life.

433 43.4

iii) The Sun screen

The sun screen is a very important space defining element within traditional San
life. It consists of a crude cacophony of “structural” branches with grass roughly
strewn over it. The sun screen is an ideal device to shade people against low
east and west angled sun penetration, when the shade of a tree would be
inadequate (or when trees are not available). It also serves as a further threshold
and space defining element of the hearth. When observing space defining
elements within San life, the importance of trees cannot be overlooked and is
examined in another parallel discussion.

APPLICATION : PRINCIPLES
= The importance of the threshold.
= The important rituals embodied within the old structures.
= Functional space defining elements like the sun screen.
= Using materials from the surroundings.
= Lightweight, “weaved” construction.
= A frame construction with a covering membrane.
= Responding to the demands of the natural surroundings (nature shapes
culture shapes nature).
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Tjibaou Cultural Centre

Renzo Piano . Nouméa . Caledonia . 1991-1998

The Tjibaou Cultural Centre “nests” between the Bay of Magenta and the
mangrove-edged lagoon on the South Pacific island of New Caledonia. As an
expression of the Kanak culture, the building embodies visual similes between
basketwork and “woven” traditional huts, and the vast “woven” structures that are
intermittently spaced between the trees (Buchanan 2000: 86). For all its
differences in form, the cases capture something of the spirit of the traditional
huts (ibid: 11). These visual similes point “both backward and forwards in
time”. They represent the traditional life of the Kanak culture and aims to help
the Kanak people face modern times with replenished roots (ibid: 86).

L
4.3.6

The tall cases establish an intimate visual connection with the surrounding
vegetation (especially the tall Norfolk Island Pines), but is undeniably
recognizable as a manmade and highly technological structure (ibid: 86). Yet the
building is born from traditional forms and acknowledges the Kanak as one of
“many cultures that are asking for recognition after having been subsumed into
larger nation states or suppressed by colonial powers for so long” (ibid: 88).
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The cultural center can therefore be seen as a Semi- sacred building: a temple
that acknowledges the ancient Kanak culture and its respect for nature. The
building suggests a reverence for the surrounding trees, the wind whispering
through the slatted facade and the sun dancing through the slots to enliven the
structure (ibid: 11-12).

Piano has escaped the pitfalls of this type of project through the transformation of
the traditional by resorting to a high degree of technology and by using “modern”
materials. This results in a building that is “true to itself” in “every aspect”. The
building “obeys its own very contemporary logic of construction and form“(ibid:
86). Piano has married tradition and technology through visual similes that
constantly points our minds both backward and forward.

APPLICATION : PRINCIPLES

= The transformation of the traditional through technological and modern
materials to suit the required needs of the building. This provides the
opportunity to incorporate San built forms and cultural ideas within the
framework of the building.

= Visual similes that provide a bridge between the traditional past and the
future.

= A place that acknowledges the presence of an ancient civilization without
blindly mimicking their customs. A place that also encourages the
development of that culture as part of the modern world without
denouncing old beliefs.

= A building that respects and learns from the natural surroundings.

= A structure that is highly technological, while still being robust and true to
itself by obeying its own contemporary logic of construction and form.
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Marika- Alderton House

Glenn Murcutt . Yirrkala Community Eastern Arnhem Land Northern
territory . Australia . 1991-1994

The Marika-Alderton House was designed for an aboriginal client whose culture
is between 40 000 and 60 000 years old. The aboriginal house building tradition
is limited to elongated rounded, bark-roofed raised shelters. As an investigation
of traditional culture the house adopts a similar form for the same rational
reasons: protection from the sun and lifted to protect from insects and wet earth.
The house is further open at each end and orientated to the prevailing summer
and winter breezes (Beck & Cooper 2003: 133).

The house oscillates between open and closed by means of a system of plywood
and timber slatted flaps. This allows the owners to moderate the ventilation
according to the weather. When the family goes away the flaps can be closed up
and the house becomes a locked box. The floors are also open and allow cool
air from below to be drawn into the house by means of Venturi-type exhaust fans
on the roof (ibid: 133).
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The house is therefore permeated by the “deep, intimate and harmonious
relationship [that indigenous people] have with the land”, but also represents an
architecture of human intervention that is “cerebral, rational and conscious of the
responsibility to... minimize the inevitable disruption of human presence on the
land” (ibid: 10). Murcutt uses traditional aboriginal sensibility, coupled with
analogies based on rational observation of natural forces to create a poetic that
speaks to the land. The building touches the earth as lightly as the aboriginal
foot and fades towards its extremities to- in a way that only a tree understands-
touch the sky.

APPLICATION : PRINCIPLES

" |n the same sense that Murcutt represents a culture with a limited house
building tradition, the San House of Culture aims to enter into the same
type of dialogue with the traditional San knowledge and customs: a poetic
based on the fusion between traditional knowledge and rational thought.

® The marriage of indigenous sensibilities with rational intervention.

® A respect for the presence of the land and principles developed from a
study of the natural surroundings.

» The adaptability of the structure (living area) to climatic changes and the
needs of the inhabitants.
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5.2. THE POETICS OF ORDER PARALLEL

There is an order, a governing principle, which speaks of mathematic truth
within the bow. The transmissions of force from one form to the other: a cause

and effect that speaks of poetic sensibility and an internalized understanding

of how it works.
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The San has no
knowledge of the
traditional city and leads a
traditional life based much
more directly on true
ecological balance than
the abstractions of
classicism. Man now has
an average height of
155cm (Tanaka 1980: 13)
and survives by placing a
minimal burden on nature.
How then, can you order a
building for this culture?
Would you try to use the
“general values” of the
golden section or other
ordering devices? Or can
geometry lead to a
coherent whole?
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5.1. POETICS OF ORDER

In classical architecture, the human body is used as a proportional model for plan
organizations, details and facades (Nesbitt 1996: 63). The human body,
symbolic of the perfection of nature and nature's way of organizing complex
functions, provides a means to create proportional harmony and relates to issues
concerning human scale and the individual. The body offers a “system of
interrelated, comparative measurements that seek to ensure a meaningful
experience of architecture” (ibid: 20).

This method of architectural creation should lead to architecture that appears as
an extension of our limbs and embodies the classical concept of beauty as a
product or physical order. Order found within boundaries that are “within visually
comprehensible reach ... [and] ... whose construction is the logical outcome of
the assembly of different parts” (Kostof 1995: 264). Yet the return to classical
methods in postmodern times has not lived up to these expectations. In many
ways, it has led to figurative architecture that relies on the associative value of
expression. In reaction to this, Demetri Porphyrios (Nesbitt 1996: 94) denounces
this stylistic and scenographic preoccupation embedded in “postmodern high-
tech, postmodern classical and postmodern deconstruction” and advocates a
return to authentic classicism and the wisdom of the traditional city.

Porphyrios relies on classical principles, rather than figurative stylistic methods,
and hereby acknowledges classical poetic sensibility as a means to order places
and spaces. When regarding classical poetic sensibility, the ordering impact of
rhythm cannot be ignored. Rhythm is one aspect of poetic sensibility that is
abundant in the life of the San: the rhythm of birth, life and death from one
generation to the next, rainy seasons and drought and of course the strong
rhythmic nature of their singing and dancing.

The site offers different forms of rhythmic ordering: the rhythm of life (east) and
death (west), the flowing of the water of the Gariep from east (life) to west
(death), flood and drought and the journey of the moon from full moon to dark
moon. A north-south rhythm is established by the juxtaposition of the colonial
culture and the San culture. Another rhythmic characteristic of the site appears
through the analysis of the existing buildings as a grouping of elements. The
existing buildings define certain spaces (places) and imply that, by adding
new buildings, new places will be defined and new relationships will
develop between buildings.

This dialogic relationship, the relationship between one building and the other, is
essential to classical architecture and aims at a much wider sense of harmony
than the planning of individual buildings (Nesbitt 1996: 95). To create order within
a grouping, geometry is transcended by the need for a unity of feeling or intent.
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5.3. Groupings: A dialogue between Hadrian’s Villa,

The Panathenaic Way and Suleymaniye Killiye.

1) Hadrian’s Villa
Tivoli

Hadrian’s Villa is an agglomeration of the world that was known to the Roman
emperor, Hadrian. The grouping includes symbolic interpretations of his
extensive travels to the far reaches of his realm and is therefore a visual
representation of his memories. Hadrian’s Villa is not governed by a single visual
ordering principle and different spaces are grouped together in a complex
composition. The different elements within the composition only form a whole,
because it is the memories of one man. These memories are concretized within
a Roman style and are therefore not stylistic representations of the place
represented. The canopus, a representation of a certain place in Egypt, evokes
Egyptian memories through symbolism- the water, boats, lights and underground
terminus of the course- rather than style. One man therefore uses his own
architectural language to express memories of other cultures (Moore, Mitchell &
Turnbill 1988: 82-83).

Another important aspect that promotes the unity of the grouping is the naming of
the individual parts. These names extend the influence of each space and they
start to engage the receptive imagination. Norberg-Schultz (1980: 16) reminds us
that places are designated by nouns and are therefore considered real “things
that exist”. Once a space therefore has a name, it becomes a place.

Hadrian’s Villa is therefore a collection of distinctly different places united by a
unity of feeling and the consistency of experience. Another way to group
different elements is by using a prominent route as in the Panathenaic Way.

Plan of Hadrian’s Villa at Tivoli

1. Canopus

2. Maritime Theater
3. Athenian Poekile
4. Piazza d"Oro

5. Stadium

6. Baths

7. Academy

5.3.1
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5.3 .POETICS OF ORDER: GROUPINGS

The Panathenaic Way
Athens

The Panathenaic Way stretched from the Dipylon Gate through the Agora to the
Acropolis. Citizens of ancient Athens past through the Dipylon gate when
entering Athens and walked on a wide street (Dromos) towards the Agora. The
ritual path cut diagonally through the Agora and then commenced its sharp rise to
the Acropolis (Kostof 1995: 151-152). In this way the Agora, as a public grouping
of political, commercial and social importance, was connected with the Acropolis
that was entirely dedicated to the gods.

The Panathenaic Way therefore united the Agora and the Acropolis. Like the
Panathenaic Way, the San House of Culture also has an ordering or preferred
route through the colonial exhibitions and then from west (death) to the east (life).
The route acts as a thread that, according to the San united all living people,
animals and places. In the trance state the healer could follow this thread to go
to any place or person that he wished (Le Roux et al. 2004: 122-123). This thread
now leads the visitor on a course of discovery.

The organization must, however, be sensitive enough to allow for the
complexities of others rhythms. The employees of the SASI branch and other
people that visit the site on a daily basis must be accommodated. Likewise,
people coming up only for a performance in the theater, or people arriving by
means of river transport will have a different experience. The grouping will in this
sense resemble Suleymaniye Kiilliye (Mosque Complex).

\i'Ig‘:-tiJI.I\ ATHENS
S

Sth Century BC
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5.3 .POETICS OF ORDER: GROUPINGS

Suleymaniye Kulliye

Sinan . Istanbul . Turkey . 1550-57 .

Suleymaniye Killiye is a mosque complex within a densely populated urban
(residential) part of Istanbul. From narrow urban spaces the visitor is cast into
the open garden space of the mosque complex. By sinking the two north eastern
maddresses into the side of the hill, the architect, Sinan, provides a view towards
the Golden Horn and enhances the prominence of the mosque from the level of
the Golden Horn and Galata. The Sileymaniye Kiilliye therefore provides
multiple threshold experiences that are united within a grouping that responds
actively to the influences of the city and its topography.

53.4 535

When viewed against the earlier and more geometric Conquerors Kulliye (Fatih
Mosque, 1463-70)(5.3.7) the dynamic interplay of the Sileymaniye Killiye (5.3.8)
with the surrounding social factors becomes evident. Sinan exploited the
topography in a vibrant way, while maintaining a respect for symmetry and
axiality in the mosque, courtyard and cemetery (Kostof 1995: 463). By focusing
on the existing urban factors and the topography of the site, a grouping can
therefore be created that forms a coherent whole with the city.

5.3.7 ' 5.3.8
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5.3 .POETICS OF ORDER: GROUPINGS

The dialogue between old and new has been addressed as a means to
transcend the allure of geometry in such a way that order can be achieved
through a unity of feeling or intent.

APPLICATION : PRINCIPLES

= The importance of a dialogue between different buildings in a grouping

= The use of a route (thread) to connect different buildings or functions

= The unifying role played by a consistency of feeling and experience
(playing a more prominent role than geometry) (e.g. form giving/ materials/
structural systems)

= A building born from the memories/ experiences of a specific person or
group.

= The naming of parts to enhance a specific identity.

»= The importance of threshold experiences

= The importance of a genuine response to the topography of the site and its
urban implications

= Classical poetic sensibility and ordering principles to achieve a dynamic
order.

The dialogic relationship between different buildings provides a device for
creating a unity of feeling and intent within the House of culture for the $Khomani
San. This device coupled with the rhythms of the site, the topography and the
directional forces of the existing buildings will create general sense of order.
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5.3 .POETICS OF ORDER: GROUPINGS

A CONTEMPORARY EXERCISE IN RHYTHM

The Beyeler Foundation Museum
Renzo Piano . Riehen . Basel . Switzerland . 1992-1997

The Beyeler Foundation Museum displays a remarkable roof structure that allows
diffused natural light to penetrate the whole museum. The roof floats gently
above the exhibition spaces. Add to this the presence and invitation of the
landscape into the building, and galleries are created that are “flooded with
natural light that changes with external conditions and opens up to extrovert
views of nature” (Buchanan 2000: 59). An attempt was also made to clad the
outer walls in a material that relates to the museums surrounding context. In this
case, the stone cladding resembles the sandstone at Bayeler. The result is a
building that is “rigorous, reticent and serenely settled in place, rather than
showing off and seeking attention” (ibid: 59).

T N
‘g“i‘* .
| | \ '!
5.3.9 5.3.10

The Beyeler Foundation Museum further provides a visual tool when referring to
linear forms. The sun screens on the roof stimulate linear growth through
repetition. Through rhythm, the linear format is accentuated and movement
through the building is expressed in a dynamic way.

On plan the Beyeler Foundation Museum expresses another important principle.
Served spaces and servant spaces are separated with the servant spaces
(cloakroom, ticket office, bookshop and ablution) contained within a service wall
on the eastern side of the building (ibid: 60-61). This service “spine” further
screens away noise from the road and guides visitors towards the entrance. It
also emphasizes the “directional” function of the walls. Although the building is
orientated mainly east-west, the walls and roof structure focus on a north-south
orientation and hereby manage to redirect the “focus” of the building towards
north and south as it fades into the landscape.
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JERVIC® WALL REFLECTS NOISE FROM ROAD

[ —— ] s

WALLS INFLUENCE DIRBCTIONAL c.nmac—-—-}
TINTERNAL SPACE 1S CHANNELLED TOWARDS EXTERNAL LANDSCAPE

5.3.11

APPLICATION : PRINCIPLES

= The stimulation of linear growth through repetition (a further development
of rhythm).

= Use of local materials.

= Use of natural light to unite the interior of the building to the changing
nature of exterior conditions (the rhythm of night, sunrise, dawn, day,
dusk, sunset, night).

= The grouping of services into a service spine that can serve as an ordering
tool which shields the building from noise and unwanted sun penetration.

= The redirection of the focus of the building through space defining
elements.

Through this exploration of rhythm, as a device creating order, and the binding
elements within the dialogue existing between buildings, a form of poetic
sensibility has been unconcealed. Classical architecture relies on poetic
sensibility to order the world. According to Louis Kahn (Latour 1991: 82) order is
a realization created by the combination of thought and feeling. In this sense
order becomes poetic. Louis Kahn (ibid: 59) further states: “the higher the order
the more diversity in design“. In this sense order implies precision; a concept
that, according to Peter Zumpthor (1998: 28), gives architecture the depth and
multiplicity acquired by poets.
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6.2. THE POET OF THE VAGUE- THE POET OF PRECISION

The bow is a precise instrument. Whether it must shoot straight or be tuned
on a certain pitch. Within the bow’s precision lies its flexibility and ease of use.
The hunter must know how the bow will react. The more precise the

instrument the wider the application since the hunter will be able to predict the
result more accurately. An instrument that is precisely tuned will enable
greater musical freedom.
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6.1. THE POET OF THE VAGUE: THE POET OF PRECISION

Peter Zumpthor (1998: 27) refers to the work of Italo Calvino as a means to
discover the hard core of beauty (an idea stemming from the work of the
American poet William Carlos Williams). Calvino (ibid: 28) explores the work of
the Italian poet Giacomo Leopardi who experiences the beauty of literature in its
“vagueness, openness and indeterminancy”. This opens the work to a multitude
of meanings and interpretations. We are moved by works or objects of art that
are multifaceted and embraced by endless layers of meaning that change
according to our angle of observation.

How can the architect achieve this level of ambiguity without succumbing to the
dangers of kitsch and superficiality? Calvino finds his answer by close inspection
of the precise nature of Leopardi’s vagueness.

“This then is what Leopardi demands of us so that we can enjoy the
beauty of the indeterminate and vague! He calls for highly accurate and
pedantic attention in the composition of each picture, in the meticulous
definition of details, in the choice of objects, lighting and atmosphere with
the aim of attaining the desired vagueness” (ibid: 28).

It is therefore clear that no part within the San Home of Culture is insignificant.
Each part needs close inspection and requires lucid thinking. Within precision a
multitude of meanings is created: a palimpsest waiting to be written. The poetic is
once again found in the dialogue between science (precision) and sentiment
(ambiguity). An example of this lucid means of thought can be found in the work
of Dom Hans van der Laan.
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6.3. THE NEUTRAL FRAMEWORK

Vaals Church

Dom Hans van der laan

Van der Laan (Padovan 1994: 76) advises that architecture should not try to
impose specific forms on society or aim to achieve specific social arrangements
or meaning systems. The building should provide a clear, yet relatively neutral,
framework. This provides society with the chance to assert its own order to
which its own specific functions and systems of meaning can be attached.

In Vaals Church, Van der Laan, a proponent of rigorous precision, uses his
plastic number to achieve “a clear, yet neutral, framework.” Each picture forms a
composition and is meticulously defined. Lighting. Atmosphere. It is clear that
within Vaals Church the penetration of light into the clear logical spaces serves
as an animator of reductionist elements. Here the poetic potential of material,
space and shadow is achieved within a place of rigorous precision: a precision
that, in the light of Leopardi’s words, breeds ambiguity.
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6.3. THE NEUTRAL FRAMEWORK

APPLICATION : PRINCIPLES
= A building that provides a clear, yet relatively neutral framework that
induces society to assert its own order, functions and meaning.
= Meticulous attention to detail and rigorous precision within the design.
= The use of light as an animator of space.

Other Considerations
= The incorporation of transformed traditional elements into the mindframe
of the building via the indigenous sensibilities expressed in the work of
Piano and Murcutt.
= The culturally specific nature of the proposed building.

Van der Laan’s work therefore becomes poetic because it creates an opportunity
for ambiguity: ambiguity that allows Hammer’s poems of space to be attached by
the living body. The body experiences and memory makes form habitable.
Within the building certain zones are created that can be seen as points that
gather ambiguity: points that Empson (Wilson 1989: 67) calls the “moments of
greatest poetic intensity”.

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN ii



6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

echnical report
a rationalization with poetic intent

Introduction

The technical report provides an opportunity to investigate the ‘composition of each
picture” more thoroughly. In this chapter there will be focused on “the meticulous defi-
nition of details ... the choice of objects, lighting and atmosphere” (Zumpthor 1998:
28). Within the detailed development of design ideas, moments of ambiguity and sig-
nificance can be uncovered. In this sense the technical investigation becomes an in-
tegral part of the poetic development in order to achieve what Ruskin referred to as
“a science of feeling” (Ruskin 1905: 1-2).

A) Poetic readings of the site

Within the site analysis the climatological extremes of the site are highlighted. Uping-
ton has a demanding climate that alternates between extreme heat (43°C) and ex-
treme cold (-7°C). It is therefore important to develop a climatological strategy.

Climatological strategy

1.Reactions of the built environment (Colonial and San)

The reaction of the built environment of Upington to the climate mainly involves using
“bulk materials” and creating a “depth of facade”. Itis, however, important to incorpo-
rate the strategies used by the San within the new buildings. San construction mainly
focused on a layering of elements (that created a depth of facade) and ventilation
(that prevents the accumulation of heat in the building). Louis Kahn realized the po-
tential of this method after he visited Angola:

“l came back with multiple impressions of how clever the man was that solved the problems
of sun, rain and wind ... another realization came from the effectiveness of the use of breeze
for insulation by the making of a loose sunroof independently supported and separated from
the rain roof ...” (www.newcastle.edu.au)

These principles developed into the ruins (a bulky sun wall) that Louis Kahn placed
around his buildings.

“l thought of the beauty of ruins...of things which nothing lives behind.... and so | thought of
wrapping ruins around buildings.” (www,newcastle. edu.au)

RUINS AROUND BUILDINGS (Louis Kahn unbuilt projects)
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2. Using the knowledge and materials of the place

It is also important to acknowledge the way in which the San used local materials and
technology. They built with what was available while maintaining a dynamic dialogue
with their surroundings. Upington (as an area) also contains regional knowledge and
technology (and conditions) that can be used to develop the climatological strategy:

- Upington contains many specialists installers of Evaporation type air conditioners.
- Upington has a very high percentage of days with full sunlight.

- The air is dry and therefore evaporation based air conditioning systems are very effective.
- The site is very rocky and excavations will probably contain a large percentage of rocks.

- There is also an abundance of shingles (spoelklippe) from the river.

By using the available resources (physical and technological) an effective climatic
response can be created that will be suited to the region.
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3. Adju[stability] of structure
Theaslimatologic extremes of Upington necessitate a high level of adjustability of the
ouTtllgle. and building components to accommodate the diverse conditions. In this

senseql:. building becomes semi- nomadic, because of its ability to change and
adapt to&R. pecific climatolggg=environment.

m

N

\
\

N

\
¥

HE SUN WALL [D/ THE SUN ROOF [ADJUSTS B
ADJUSTABILITY TWEEN SUMMER/WINTER

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE $KHOMANI SAN G



6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

SWIVEL PANEL FOR A WALL THAT SHOULD AT DIFFERENT TIMES OF
THE DAY EITHER STOP SUN PENETRATION (AFTERNOON) OR PROMOTE
ENTELATION AND INDIRECT LIGHTING (DURING THE MORNING)

AN EXPLORATION OF THE ADAPTABILITY OF THE SUN WALL

Carter/ Tucker House
Sean Godsell Architects . Melboumne . Victoria . Australia . 2000

The Carter/ Tucker House rises as an almost scale-less timber box from the sand dunes near
Melbourne, Australia. The wooden construction ensures a natural appearance that enmeshes
the building within its surroundings (The Phiadon Atlas of Contemporary World Architecture: 49).

L - LGN

Three levels “float” within the ti These levels are linked by a circula-
tion zone to the rear of the box. Through close inspection the solid looking facade re-
veals itself to be, in part, a series of louvered panels that can be raised horizontally. The
panels therefore transform from wall plane to roof plane and become a continuation of
the ceiling that extends the spatial perception of the room into the landscape beyond.
This adjustability creates a constantly changing grid-like pattern of sunlight in the living
spaces. The moving panels animate the facade and reveal a box within a box (/bid: 49):
a principle that reminds of the “ruins” that Louis Kahn wrapped around his buildings.
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Through this adaptability the pure prismatic form is immediately given a more real sense
of scale and personality and the delicate interplay between the outer and inner boxes is
revealed (/bid: 49).

APPLICATION : PRINCIPLES

- The ability of the facade to adapt to the specific requirements of the inhabitants
(Aspirations to a nomadic facade).

- The robust ruin wrapped around the delicate internal box to protect it from external fac-
tors.

- The animation of space through changing light.

- The delicate interplay between the inner and outer box.

4. The mechanical heritage of the site
The mechanical heritage of the site implicates a mechanical approach to facilitate the
adjustability of the structure. The mechanical nature of the devices will further aid in the
maintenance of the buildings, because the “low- tech” character of gge components
make them easy to understand and repair. <\ :
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LEVER ALWAYS LOCKS IN VERTICAL (UPWARDS) POSITION: ONE TURN OF THE
LEVER (360 DEGREES) EQUELS A 45 DEGREE TURN (BETWEEN WINTER AND
SUMMER) OF THE SUN ROOF. TRANSITION MAINLY ON 15 MAY AND 15 SEPTEM-
BER. FOR THE REST OF THE YEAR THE LEVER IS BOLTED IN POSITION.
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3) Transcending the poetic image

The importance of the total body experience in San culture, as epitomized in the
trance dance, stands central to the exploration of their culture. In the choice of mate-
rials there has been an attempt to use a wide variety of textures to stimulate the
sense of touch. Other facets of the design, like the moonlight theater, the trance expe-
rience and the boat ride, all focus on the development of a multi-sensory experience
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THE MOONLIGHT THEATRE [CONDENCING DROPS OF MOON]
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The Full-Moon theater

Peter Rice . Gourgoubés

Peter Rice developed the concept of a moonlight theater as a method that requires
minimum intervention. He saw it as a place where “myth, fantasy and reality com-
bined under the powerful ritual presence of the moon” (Rice 1996: 149). The building
further symbolizes the integration of art, science and environment (ibid: 150).

The theater is entirely lit by moonlight. Rice wanted the project to be as “natural” as
possible so that it will be “in tune” with the place and its spiritual vibrations. He there-
fore strived to keep the technological intervention as “light” as possible and focused
on manual technologies as a means to operate the giant mirrors.

The size of the theater is determined by the size that could be lighted with a reason-
able amount of mirrors. The weakness of moonlight (0.2 lux) implies that the moon-
light reflectors need to collect the moonlight and then focus it. In order to lighten one
square meter to five times incident moonlight intensity, you need 6,5 square meters
of reflector (ibid: 154). Fortunately a remarkably clear view of things can be achieved
in moonlight. Whereas normal reading requirements is twenty to twenty five lux, four
or five lux of moonlight (which is twenty times the intensity moonlight) renders a re-
markable amount of colour and images perceptible (ibid: 157).

The moonlight theater focuses on three separate research objectives: the first con-
cerns the spiritual and ritual needs of the center, the second refers to the way that
people react to moonlight and the third focuses on the development of the theatrical
experience itself (ibid: 155). The moonlight theater provides an alternative- a balance
between culture, technology and nature- that stimulates new challenges and new
modes of thought.

APPLICATION : PRINCIPLES

- The use of robust, manually operated technologies that require minimum interven-
tion in order to be in tune with the place.

- The focus on the ritual presence of the moon. This further encapsulates the ritual
importance of dancing, storytelling and food preparation on the ritual axis between
the moonlight theater and the ritual space of the church.

- The marriage between technology, culture and nature.
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MATERIALS: TRANSCENDING THE “UNIFORMITY OF EXPERIENCE”

; : ; A transparent roof material per-
By using a daubing technique s ﬁ?direct natural Egm

(plaster is thrown against the wall) through the rain roof (Sun root
Shingles from the river used in the walls are given a rich and protects interior from direct sun
the Gabion walls uneven texture penetration)

T

i
|

Wooden flooring (Meranti) for in-
Rectagrid floor for areas tha ternal floor of the first level of the Wooden (Meranti) inlays in The

suspended above the canal museum (Ventilation openings of floor of the church hall inbe-
12mm)  tween existing and new floors
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6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

C) An Architecture of Memory
e structural system echo the ideas embodied in the San hut. The Structura

frame is clad with lighter material that focuses on protecting the inhabitant

from the sun, rain or both. This approach leads to a layered facade that creates
/:./, ,

7N
- o)

6.4.57

EARLY IDEAS REGARDING THE SHELL AS AN ENCLOSING MEMBRANE
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T Sy Se

USING THE PRINCIPLES OF THE HUT, HEARTH AND SUNSCREEN
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6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

THE RESULT: STEREOTOMIC SHELL BELOW WITH TECTONIC FRAME ABOVE

GC’Q

| < "
D) The poet of the vague : The poet of precision

Lighting is an important aspect of every museum, therefore this service has been in-
vestigated as a tool to facilitate in what Leopardi referred to as the “composition of
each picture” (Zumpthor 1998: 28).
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6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

FROM THE MAIN SUPPLY TO THE DISTRIBUTION BOARD (DB) ...

6.4.63 TO LIGHTS ETC. . EARTH WIRE FIXED
’ =l TO WALL BOX/ DB
k—— WALL BOX/ DB
e PVC NUT
A- MAIN CIRCUIT - .
BREAKER
B- EARTH ———_ PVC CONDUIT
LEAKAGE
RELé 6.4.64
C- NEATRAL BAR
D- EARTH BAR
6.4.65
OCKETS
| A
MAIN SUPPLY EARTH . NEUTRAL . LIVE CABLE TRAY

PISTRIBUTION

YERTICAL

& AREA
i i LIGHTING
A B 6.4.69

A: LED CABLE LIGHTS

B: PERSPEX COVER .

[OPAQUE] R >
C: ALUMINIUM FITTING N i
D: 3MM STEEL CABLE ' L -

: [\ =
... FROM THE DB TO THE LIGHT FITTINGS AND THE AREA LIGHTING
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6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

CUTAWAY PERSPECTIVE EXPLAINING THE ELECTRICAL SYSTEM

6.4.70

i

i
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" FLEX\BLE CONDUIT CAST INTo CONCRETE
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Tt CABLES FROM CABLE TRAY UP IN HOUOW
r//; W STEEL TUBE. [VERICAL PISTRIBUTION]
/l

| A Rl ;. nk / / ; Mﬂr. rmhgwrm TeAY [HomiZONTAL PISTRIBUTION]
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T —— —

P, FROM Houlow &% COLUMN To HOLLOW BEAM

e % 4%

e e FROM WOLLOW BEAM To AMBIENT UIGHTING
T FROM HOLLOW BEAM To DIRECTIONAL LIGHT ING

S
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6.4. TECHNICAL REPORT: A RATIONALISATION WITH POETIC INTENT

Vioments of poetic intensity
e poetlc significance o the joint Is enhanced yt e extent of the difference be-

tween the two objects or materials that are joined (Nesbit 1996: 521). In this case the
joints and of the greatest poetic intensity will be found between the existing and the
new, and the stereotomic and the tectonic.

CONCLUSION

The technical report illustrates the development of the design while referring to the
broad ideas identified within the theoretical exploration. The technical report therefore
celebrates the making (poeisis) of the building in such a way that the poetic potential
of the spaces is unlocked ("unconceiled”). It serves as a tool that strengthens the
“thread” and binds the different parts and ideas that formed the building on a technical

6.4.71
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7.2. MOMENTS OF POETIC INTENSITY PARALLEL

In precision the bow relies on the specific properties of the materials used.
The bow can not be unbending, it must be flexible. The bow must allow
tension to be gathered within it in order to be useful. The string is elastic and
in tension as opposed to the arrow that is rigid and in compression upon
impact. The material mirrors the requirements implicit within the forces
applied. The bow is of a flexible wood and the bow string of the sinuous elastic
material, the shaft of the arrow of the lightweight stiff wood and the arrowhead
is made of metal or rock to provide resistance to pressure upon impact. The
materials are therefore true to the nature of the specific use.

The bow becomes a bow string- a connection is made: a joint. Energy passes.
Tension holds. poeisis. Without the joint the bow will return to its natural
position: straight. Man's presence is gone. The bow has become a point, its
presence radiating into eternity ... no boundaries.

But the point bends: it is pulled into a bow and secured. A space is enclosed
within the world- a place has been created for the arrow or fiddle stick: a
dwelling. Under the sky and on the earth a musical or killing ritual follows.
After killing and through music man is forced to stand before the divinities. In
this way the fourfold is concretized within the bow. A world is brought into
being through a moment of poetic intensity.

7.2.1
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Definitive moments o f poetic intensity
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7.1. MOMENTS OF POETIC INTENSITY

7.1. MOMENTS OF POETIC INTENSITY

Kenneth Frampton (Nesbitt 1996: 522) refers to Gottfried Semper when trying to
determine the value of the joint. Semper acknowledges the joint as “the
fundamental nexus around which the building comes into being”. Therefore the
joint becomes “a point of ontological condensation”: a moment of poetic intensity.

According to Gregotti (ibid: 494), details display the characteristics of the material
by applying the laws of construction and renders forms and spaces recognizable
through the articulation of the various parts. By suggesting a relationship
between part and whole, the detail also implies a certain hierarchy within the
building. This points to the narrative possibilities of the joint as illustrated by
Frascari.

Frascari (ibid: 508) claims that joints between different materials and shapes and
spaces become a pretext for generating text and therefore serves as the
minimum unit of signification. Each detail will therefore give an indication of how
it was created, where it was placed and why it's what's given its specific
dimensions. The detail hereby becomes a means of tectonic expression.

Karl Botticher and Gottfried Semper (ibid: 520) further state that tectonics not
only relates to structural and material matters, but also to the poetics of
construction. This poetic connection first appears in Sappho where the tekton
(carpenter) assumes the role of a poet and is further illustrated by the Greek
poeisis: the act of making and revealing (ibid: 519). The architect hereby
becomes a poet that practices poetry by joining elements poetically. The
difference between spaces, members or materials can therefore be revealed
poetically by means of the joint. This spatial and structural act of revealing
coincides with a poetic act of “unconceiling” described by Martin Heidegger (ibid:
494).

The joint therefore becomes a means of poetic expression. Expression by
means of poeisis (making) is synonymous with the work of Carlo Scarpa.
According to Frascari (ibid: 506-507), Scarpa’s details stretch beyond practical
functionality, and include historical, social and individual functions. The detalil
becomes more than logic. In his projects the techne of logos, the construing and
spatial ordering is “turned into a manner of production of signs that are the
details”, while the logos of techne, the constructing, becomes “a dialectic
counterpart in the generation of the details as signs”. Scarpa further uses details
to produce hierarchy by means of repetition. The re-use of a detail plays a
unifying role and reveals the detail as a creative catalyst: a fertile detail. Scarpa’s
“ziggurat” motif, used prodigiously in the Brion cemetery at San Vito, serves as
an excellent example of the use of a fertile detail (ibid: 509). Scarpa’s tectonic
expression therefore transcends shelter by joining materials and spaces in a
meaningful way.

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN 1



7.2. MOMENTS OF POETIC INTENSITY PARALLEL

7.2.2

TECTONIC

I
i“/h

JrEreoTomiC

Poetic significance within possible approaches

LAYERING AND VENTILATION

7.23.Stereotomic 7.'2.4.Fusion "7.2.5.Tectonic
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7.1. MOMENTS OF POETIC INTENSITY

Joints can therefore become the units of expression. These joints can be actual
joints, which refer to the physical connection between different elements, or
formal joints, which refer to connections between different spaces. An actual
joint could refer to the connection between a column and beam, while a formal
joint can be seen as a connection between two spaces like an interior and
exterior space (ibid: 501).

The poetic significance of the joint is enhanced by the extent of the difference
between the two objects or materials that are joined. The joints of “greatest
poetic intensity” will therefore be found between that which Semper defined as
the tectonics of the frame and the stereotomics of compressive mass (ibid: 521).
The importance of these joints is further emphasized by their cosmological
significance.

The light tectonic and the heavy stereotomic create gravitational poles that
symbolize the two cosmological opposites to which they aspire: the earth
and the sky. The transition between these elements forms the very essence of
architecture and, according to Semper (ibid: 522), the dominant components
whereby a certain culture distinguishes itself from another.

Within the broader context of Upington and the Kalahari, the stereotomic and
tectonic are imbued with another layer of meaning: the stereotomic as a defense
against the harsh climate of the desert (cosmic landscape) and the tectonic as an
invitation of the romantic aspects of the river (romantic landscape) into the
building. In this sense, the stereotomic becomes like the ruins that Louis Kahn
placed around his buildings in harsh climates. There is, however, another
approach that focuses on the built structures of the San. These structures rely on
ventilation and a tectonic layering of elements and have been investigated within
the technical report.

Norberg- Schulz (1980: 9-10) defines dwelling as inhabiting the world. The world
is that which is “on the earth” and “under the sky”. Therefore the joint, as a
connection between “earth” and “sky”, operates on the same cosmological plane
as man. The joint becomes an expression of man: a search to unite earth, sky
and horizon as a means to gather that which is known. By building/making
(poeisis) man brings the inhabited landscape close to him, and simultaneously
“the closeness of neighborly dwellings... [is brought]... under the expanse of the
sky” (Norberg- Schulz 1980: 9-10). Man exists. He has created a place
transformed.
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8.2. POETICS OF A PLACE TRANSFORMED PARALLEL

The bow is a place transformed. It is manmade and deliberate. The tree is
transformed into the bow to expose the truth within the branch. The bow
string makes the bow useful. The branch bends ... it is pulled into a bow. A
space has been defined within tension- a place created. The arrow is

enclosed within a place, but is fired into the world. The fiddle stick is enclosed
within a place, but sends music into the world. A space enclosed — a dwelling
created. The bow is a place transformed a poetic disclosure of man’s
presence in the world.

8.2.1

W

Visualization Complement Symbolization
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8.1. POETICS OF A PLACE TRANSFORMED

According to Norberg- Schulz (Baker 1996: 318) the task of the architect is to
present the true nature of the spirit of the place (Genius Loci) as a means to
reveal how man belongs to a particular place in terms of the earth, sky and
divinities. The relationship between a natural and manmade place is defined by
the boundary as a place of “presencing”. Norberg- Schulz (1980: 13) defines the
boundaries of a building as the floor, wall and ceiling. These boundaries relate to
the boundaries of nature: ground, horizon and sky.

This relationship is a mirror of how man “receives” and “gathers” the world (ibid:
16). By “receiving” and “gathering” man ultimately transforms place. Through
poeisis (making/building) man concretizes his understanding of the place he
inhabits. Concretization is a term used by Norberg- Schulz (ibid: 10) as a means
to “make the general visible as a concrete, local situation”. Therefore the
concretization of space and the human soul and spirit provides an existential
foothold that acknowledges the life and presence of man. This existential foothold
is born from the relationship between natural and manmade places. Norberg-
Schulz identifies the three methods of transformation employed by a man to
concretize his world:

“Firstly, man wants to ... visualize his understanding of nature,
‘expressing’ the existential foothold he has gained. To achieve this he
builds what he has seen ... Secondly, man has to complement the given
situation by adding what is ‘lacking’. Finally, he has to symbolize his
understanding of nature (including himself). Symbolization implies that an
experienced meaning is ‘translated’ into another medium.” (lbid: 17)

These three methods of transformation illustrates the relationship between man
and the world and implies that man “gathers experienced meanings” to construct
a microcosm that concretizes his world (ibid: 17). By means of visualization,
complementation and symbolization, a meaningful place is created as a concrete
manifestation of man’s dwelling (ibid: 6).

In the San House of Culture place is transformed according to narratives that
oscillate between life (east) and death (west) - colonial (north) and San (south).
These narratives are grouped together through proximity born from a unity of
feeling. A house has been created as a meaningful place that reveals the
presence of the San by means of a place transformed.
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POE

The following chapter explores the process of designing and developing the ideas for-
mulated within the site analysis and theoretical discourse against the background of
narratives acting as contemporary voices of the San people.

The aim is to create a condensing agent within the mindscape of the San: a house
that stirs nearly forgotten memories and experiences in order to reach to the poetic
depth of the hearts of the tKhomani. For the outsider, the house of culture becomes
a voyage of discovery into a cultural terra incognito: a place to uncover the joy, pride,
beauty, “heartbeat” and “heartache” of a group that has lived within a marginalized
position for so long.

I: ROUF Y O
The grouping of elements must promote a unity of feeling or intent. To accomplish
this, a dialogic relationship must be created between the existing and the new. As
with the Acropolis, a route is needed to act as a “thread” that ties the different ele-
ments together. The “thread” accompanies the visitor from the old life, through the
transitional space, to the new life. The route evolved from a close study of San narra-
tives and stories. In this sense the buildings all represent ideas embodied within the
traditional San life. The route should, however, accommodate different users like the
workers at the SASI Offices and library, and therefore, multiple thresholds are cre-
ated. In this sense, the complex closely resembles Suleymaniye Killiye.

DISCOVERING A UNITY OF FEELING

8.3.1
-

A\

: Km’ i . e S . Rl il
WORKING WITH OR AGAINST THE CONTOURS. IDENTIFYIN THE OLD
NEW LIFE (EAST) . IDENTIFYING THE NATURE OF THE TRANSITION.
J) e y K- =
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WHEN WORKIN PERPEND ULARTO TH ONTOUR N [e]= N V1A NIAL OGL AN

BE ACHIEVED WITH THE EXISTING BUILDINGS. THIS ENABLES A RITUAL AXIS TO BE
FORMED BETWEEN THE COLONIAL AND THE SAN THAT ACTS AS A TRANSITION BETWEEN
THE OLD LIFE AND THE NEW LIFE. “COLONIAL VIEWS” TOWARDS THE RIVER IS PRE
SERVED AS A PART OF THE OLD BUILDINGS. THE NATURAL VEGETATION OF THE RIVER
ND HE COLONIAL GARDENS ARE SPACIALLY’JUXTAPSED.

O .
TR
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= “SHORTLUT™ WNAIDED
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(GARDENS) AND THE “SAN LEVEL” (NATURAL
FLORA)

YISITORS
FeoMy THE
RIVER
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FURTHER DEVELOPMENT OF THE ROUTE AND THE MULTIPLE THRESHOLDS OF THE SITE

5.3. '

CONCLUSION...
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H
OF STORIES. |-FOOD PREPERATION. J-THE MOONLIGHT THEATRE.
K- THE TRANCE. L-THE JETTY AND BOATRIDE. M- SASI OFFICES, LI
BRARY AND LANGUAGE TEACHING FACILITIES. N-THE MILL. O-THE
DONKEY MONUMENT [RETURN TO THE COLONIAL]
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: NEW PARKING USING SHINGLES FROM THE RIVER AND A GRAPE VINE FOR SHADE
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’ [ ] Al A
Conserve Parsonage in its original condition as a reminder of domestic colonial life
(Strategy formulated by using the Burra charter)

he transition between the colonial and the San is developed by means of the reno
ation and adaptation of the existing Church Hall.
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he eastern facade is approached as a layering of elements that prohibits sun pen-
tration during the morning but allows views of the church and the rest of the site to-

ards the afternoon

he old and new are shown for what it is. The memory (form) of the old building re-
ains, but the adaptation renews the usefulness of the building as an exhibition

space to ensure its continued feasibility as a cultural asset.
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_ - INTERIOR OF THE HALL: DEVISIONS BET& EN OLD AND|NE
THE IMPORTANCE OF TEXTURES [WOOD-CONCRE] E-GLASS-CANVAS

ALUMINIUM, EXISTING FLOOR-NEW FLOOR-EXISTING\WALL- NEW WALL

MEMORY OF THE EXISTING BUILDING [FORM] STAYS THE SAME

“The thing is, if you repent then you must leave tradition and everything which might be there. The
reason is the Bible says that you must not serve ungodliness, and you have to leave those things if you
are born again. The thing is, while doing those things, you are not able to serve the Lord this side, and
then you are doing two different things. If you love your culture and tradition, then you must leave the
"repentance”, or if you love your God more, you must leave your culture and tradition. | mean not about
the culture, but things of tradition which are done, like traditional healings, things like putting ash on
your head, cuts in the body, those you have to leave. Those things are not going together with the
Bible.”

Magreth ||Khaubares, Etosha Poort, Outjo, Namibia [Hai|jom] (Le Roux et al. 2004: 44)

“The day they dragged me closer, | had to say what nation | was. | said Bushman. My Baas said,
"Nellie, hear what Elsie is saying." She said, "No man, you can't be a Bushman, you are a coloured!" |
do not know why, but it is still like that today. They say there are no Bushmen [left], they say | tell lies.
Where do | get the idea that | am a Bushman? That's why | say there are only a few years left to show
people that Bushmen can also live, have a life like anyone else. ”

Elsie Vaalbooi, Rietfontein, South Africa [fKhomani] (Le Roux et al. 2004: 11)
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E: THE MUSEUM [THE PLACE OF THE OLD LIFE

“Our life was moving from one place to another, so the Khwe actually lived a mobile life in the past;
they were generous and lived peacefully; the communities liked to share their ideas, and behaved re-
spectfully towards each other in the past. [...] The past life of the Khwe was a great one.”

Maruta Dijonga, Kaputura, Botswana[Bugakhwe] (Le Roux et al. 2004: 81)

“The old life was better than the new life, there was no difference, people were living the same way,
there were no rich or poor people, we were all the same.”
Ruth, D'Kar, Botswana [Naro] (Le Roux et al. 2004: 2)

—

Some early ideas
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

THE TECTONIC AND THE STEREOTOMIC
The museum functioning as a hut with a column Q%

and beam structure and a layering of elements

The anthill
1 \ mimicking the way that the ostriche
| egg shell would protect the precious water inside

THE A-RHYTHMIC AND CUMULATIVE STRATEGIES

Nowhat ey beneath the larkh

NE PIMENTIONAL 3_ 8.3.32
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

TRANSCENDING THE POETIC IMAGE

TR

THE TRADITIONAL
In the same sense that Piano and Murcutt transformed the traditional, the museum can be
seen as a transformation of traditional San ideas and built forms. The building aims at a mar-
riage between indigenous sensibilities and rational intervention.
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

Except for the adjustable methods of climate control (discussed in the technical report) the exhition
boards are lightweight and can be moved within the “ neutral frame”.

WATER. RETEN-
TION TANK

i y

RETENTION
FOOTINGS TANK FOOTING

LIGHT FITTING LIGHT  FITTING
TAMBIENT] CowectioNnALd

' 2 N n
he use of natural light to unite the interior of the building with the changing nature of the exterior
onditions (the rhythm of night, sunrise, dawn, day, dusk, sunset, night).
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83:0\ 8.3.41 £t
N el . R
d \ B’
E’____} ) .qu{.n‘ o i
yil i : . E T:;‘ . .
| Y ez
z - Z
S . glg L .
X, - \ = D
) E P N I 5.3 . ®
o . v}odf . L]
| 3 S 7]
| O i,
f e o — ] ——— ._ = .ZE’J. .
~ = s
el
7 ® f.% . .
o (5]
Z— N, & Fz
w L ] w e =1 ] L]
e w ZFE
=1 J'._" QH
g} @0 ek L

he grouping of services into a service spine that can serve as an ordering tool and shield the build-

ing from unwanted western sun penetration
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MNECHANICAL SYSTRM

INSURIPTIONS AAINST “UNCONCEWLED ™

THE WALL TELLING THE
JTORY OF THE

TAGE OF THE SITE

The lift forms a transition between the tectonic and
the stereotomic. The lift is a tectonic box within a
stereotomic box. The visitor is “told” of the
“danger” that awaits by the song and story of the
Ixo !xo bird.

8.3.42

“There was a small bird, the Ixo !xo, that told us
when danger was approaching. Maybe a snake or
a lion. Then we knew that we had to go fast. It also
could be people who come to make war. That bird
knew about danger.”

Musova Fulai, Schmidtsdrift, South Africa [!Xun]
(Le Roux et al. 2004: 154)

THE CONMECTION BETWEEMW THE
TELTOMIC 'AND THE STERECTOMIC
<15 A TECTONIL Box WITHIN A
STEREOTOMIC Box.

The anthill forms a stereotomic mass that embodies the memories of burial and death. It is here that|
we see what we know, but which we constantly try to suppress and forget. The San has suffered a his-
ory of persecution and continue to be taken advantage of as a marginalized group within Southern

Africa. The Anthill is a reminder of that persecution, but also the present acts of reconciliation within
South Africa. The ants carry seeds to their anthill and a new tree grows from it. Itis in the acceptance
of death, that we can move on to the new life that awaits.

“If a person died, they took that particular person and they dug a hole, maybe in an anthill, and mostly
they came to the anthill because it has soft sand and it is easy to make a hole in it. They dug and put
the person in, and closed it.”

Alfons Gao-oaseb, Etosha Poort, Outjo, Namibia [Hai||Jom] (Le Roux et al 2004: 126)

“We now don't care to show that we are San people, even though we live mixed with others. In town
when we are talking our language, the other people are saying, "Shhhh ... don't talk that language,
don't talk the slave's language." Then we just say, "Leave us, this is our language." But now that the
language projects and the oral history languages are there, it is better, we have courage.”

David Naude, Shokawe, Botswana, (Bugakhwe] (Le Roux et al. 2004: 69)

“The only thing you can live with is to accept death ... Once upon a time there was a story, which my
granny told me, that the people living with her did not accept death and therefore a man from their vil-
lage decided that they were going to hunt down, or rather search for death somewhere in the bush,
and once found, they were going to make some plans in dealing with death. The day before their de-
parture, all the men prepared themselves for the big hunt and the women prepared meals for each one
of them. The next moming they kicked off for the hunt and fortunately found death somewhere in the
bush and went with it to their village and fastened it tightly, hoping that death will disappear forever. But
they actually made the matters worse. Later they decided to loosen death and on doing so, some
people started to die. They later came to a conclusion and accepted everything, like death, to be
amongst the people.”

Willemina Guxas, Etosha Poort, Outjo, Namibia [Hai|Jom] (Le Roux et al 2004: 124)
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At the southern-most tip of the anthill a narrow slit focuses the vision of the visitor on the water (river).
At this point the visitor is standing on a steel grid that allows views of the water below (canal). We
see the “place where the dead stay”, but we know that they also create the reflections of the stars on
the water.

“death

stars do it in the following way:

when it is time for our hearts to fall

it is also the time for stars to fall

when the star feels that our heart starts to tilt

then the star falls ...

and the stars fall in the water of the Gariep

yes, the water is full of stars”

Dialkwain (Krog 2004: 18)

i H.Ll—

oving from the anthill to the transitional space (g)
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[N E W\ N . NATURA ANID) ()1 ONIA DR A

: A TRAN
A transition between the natural flora of the river and the colonial cultivated flora is
ormed by a space that facilitates the classification and exhibition of the plants used
by the San. The plants formed part of the traditional life, but they are categorized in
a western manner. While serving as an educational tool, this crossover space tells a
deeper story of the transition between the colonial and the natural, and the differen

viewpoints and beliefs held by the two groups.

N||an Melon (Citrullus lanatus) Kan Melon (Acanthosicyos naudiniana)
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

L ] A

The ritual axes evolved from a juxtaposition between the colonial ritual space (The
Church) and a San ritual space embodied within the traditional San camp.

THE COLONIAL RITUAL
[CHURCH]

ill-ll;l‘ijll_—— “_

. Your human spirit comes from having a story, from havin
a history. In the old days the things of the spirit worked in our heads; these days they need to have
books to know, to even believe in God.”
Mario Capitol Manage, Schmidtsdrift, South Africa [!Xun] (Le Roux et al 2004: 42)

“We are the people of stories. We still tell the children stories each night. They like it; those who fal
asleep will be told by their friends the next day, ‘You missed the old story.’ They all like it; especiall
when old Sagraan, the old man, when he tells them.”

Lys Kruiper, Welkom, southern Kalahari [fKhomani] (Le Roux et al 2004 57)

8.3.49 8.3.50

A TREE
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8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

After the visitor has heard the stories, he now smells the food and sees how it is prepared. This adds
another dimension to the experience of the Moonlight theater and also creates a sense of anticipatio

: VIOON

he moonlight theater is a looming skeleton for most of the month (the reflectors can be removed). Fo
approximately five nights in every month the moon is bright enough for a performance. The moonligh
theater functions as a unit with the place of stories and the place of food preparation. The dancers
dance on the sand and the visitors sit around them. The reflectors reflect and focus the moonlight on
the dancers. As the moon moves the reflectors must be adjusted. The manual cable system serves as
a reminder of the mechanical heritage of the site and is in tune with the spiritual vibrations of the the-
ater. The whole night is a process ... an experience. Here there is no place for the oiled efficiency of]
the conventional theater. The dancers, the moonlight, the food and the visitor gazing into the terra in
cognito that he will probably never comprehend. These are the most important elements in the moon-
light theater: a marriage between technology, culture and nature.

“People made fire and called the other people together; they sat around the fire and started clapping.
The sick person would lie next to the fire. Our healer would then start healing that person. He could
take the illness out, if we worked through the night, we "swe" till the sun comes out, then the person
will stand up and walk away, once the healing dance is over.”

Likua Kabembe, Schmidtsdrift, South Africa [!Xun] (Le Roux et al. 115)

L
s "{‘.. i

8.3.51 8.3.52

he sketches show the development towards a lighter alternative that wi
imass in relation to the rest of the site. The only solution was to make the mirrors removable. This would
ensure enough reflective space to ensure adequate lighting for performances and results in a mucl
“lighter” (smaller volume) skeletal frame for the rest of the month

| ANRRoRy REPLECTN
ANP FOLWSING T
MIPNLIGHT

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN P



8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC

Peve opmem I UENRACEERIETSE CETR "ODS'H axis.
the river. The river connection of the existing church is therefore preserved.

ﬂ 8.3.55

g5
I

he trance is a place of change: your blood boils, you are suspended in time and
space, the tribe is granted protection, you are changed and become an animal (a ne
person?) and you repair the thread and move along it.

“Things that | know about that were done by the healers is that they could turn themselves into lions
when we did not have meat to eat ..."
Tcilxo Tsaa, Glohce, Botswana [Ju|'hoansi] (Le Roux et al. 2004: 133)

[Xam premonitions

‘the alphabet of the bushmen is written in their bodies
the letters talk and vibrate

the letters move the body of the bushman

they order everyone else to keep quiet

he himself is absolutely still ...

... as if you are already carrying the springbok home on your back
as if the springbok is already bleeding down your thighs

that is why | always wait silently for the words of my body

| feel in my feet”

{{Kabbo (Krog 2004: 42)

THE POETICS OF ARCHITECTURE: A HOUSE OF CULTURE FOR THE tKHOMANI SAN Q



8.3. DESIGN DEVELOPMENT: REACHING TOWARDS THE POETIC
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lection. The visitor is floating on an element that largely determined the survival o
he San. Maybe they will see the river in a new light?

ASl is the driving force behind the development of San communities. Their proximity
o the museum provides a valid addition to the story of the new life.

“Some people call me a westernised Bushman. What did those peoples' ancestors wear? Do they still
wear that today? Some of the Basters who came here wore skin clothes. Does it change their children
into something else if they don't wear that anymore?”

Petrus, Rietfontein, South Africa [fKhomani] (Le Roux et al. 2004: 37)

“Ja, the school is the thing that takes our culture away from us. But these children of ours, they have
to go. They have to go through that so they can come back and write down this culture, before it's all
lost. That's all we can do.”

Dawid Kruiper, Welkom, southern Kalahari [tKhomani] (Le Roux et al. 2004: 66)

“We want education, even though it kills our traditions. We want our children to speak different lan-
guages like the other children are doing. Our children must be educated and become lawyers, doctors
and teachers like the other groups of children are doing. And | think they must also become history writ-
ers, to write various stories, and even their own history, because they complain that they are not being
taught their own history, but only other people's history.”

Danial |Kharuxab, Etosha Poort, Outjo, Namibia [Hai||lom] (Le Roux et al. 2004: 66)
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8.3.66

ANTHILL ANWSE UM CHURCH HALL L-_l
é.———_ EER TR Iik e e o

LEARNIN
FACILITIES

IS a linear space designated
or viewing and movement) a static space with two focus areas. An axis of movement
unites the two spaces with each other and the rest of the site.

HE LIBRARY: FROM EXPERIENCE TO KNOWLEDGE
If the experience has awakened a thirst for a deeper knowledge within the visitor, then
he library serves as a place of self-study to extend the level of knowledge acquired.
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N: THE MILL

Goals indentified by applying the prin-
ciples of the Burra Charter:

-Open the area around the mill to restore s
he importance of the building. :
-Restore the interior and adapt buildingjs
unction. '
-New building functions as a craft store to
provide a source of income for the devel-
opment of the $Khomani Community.

D: THE DONKEY MONUMEN

RE-ENTERING THE COLONIAL
The visitor must return to the western world. A world where statues commemorate

he “usefulness” of animals and the grass must be “soft and green”. Maybe this will
now seem a little strange, or maybe it will be a welcome relief?

8.3.69
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DEVELOPING THE INBETWEEN SPACES: THE INBETWEEN SPACES ARE DE
VELOPED AS PLACES TO BE “IN THE COMPANY OF THE SAN". PLACES O
PAUSE AND REFLECTION. A SANCTUARY TO THINK ABOUT WHAT YOU HAV
SEEN AND EXPERIENCED.

SSIBLE s
;‘KWG WER 5

8.3.71 8372

SEATING MUST BE ROBUST AND
VANDAL PROOF (MAYBE OSTRICH
EGG SHELLS CAN BE CAST INTO
THE CONCRETE?)

NBETW M g
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The House of Culture serves as a condensing agent within the mindscape of the San:
a house that stirs nearly forgotten memories and experiences in order to reach to the
poetic depths of the lives of the tKhomani. For the outsider, the house of culture be-

comes a voyage of discovery into a cultural terra incognito: a place to uncover the
hidden depths of a group that has lived within a marginalized position for so long. As|
a place of education, and of “remembering”, the House of Culture tells the story o
these people and the self-sufficient future that they so deeply desire.

“We want to live on our own land. Things do not work
out because we depend on people who are not in-
volved. If we have a vehicle, we can have a system, a
logbook. Why shall we have problems? They say we
shall fight among each other. Maybe we will, but we
have work to do and the point is, the more you deal
W|th such things the more you become equipped to
handle them. It is a whole process. [...]

Once\,we are on our own land these things will be
easier to .organise. We also need other projects, so
that we are not'stuck at one thing. Art, for instance,
English classes and literacy. Also bookkeeping. But
also veld knowledge and the traditions of the San
people. Then' the plcture will become whole for the
p_ggal_e [..]We expect a good future, but there is a lot
--tof work. There’wnl be dlfflCultleS but if you tackle
 something with a V|S|0n you can win. We have some-

thing to'strivelfor. "“
Petrus Vaalbml Raetfonteln South Africa [fKhomani]

il _______(Le Roux et al. 2004: 222)

8.3.73
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8.4 SKETCH PLANS

POSITION OF SITE IN UPINGTON

LOCATION PLAN (9

a
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THE AREAQROU

THE MILL s
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9.2. CONCLUSION PARALLEL

N oHe g no Shame in his cyjes

He +ells we
fhe other day T lamt T am a Botsiuan”

B oMo has no Shawme in g Qs .
"I aways thowgnt T am a  Colouved

ote b no Shawe in e eyes

l/

"BUT, vow T have Joweting 1 belitwe in"
b He has wo Jhame i s eues

‘1 Hneuq\n’r T wag V\o‘rhinq\\
:'an T am Jomething
\TombooW\“
"Yavt ot 'a Yody N
T have g0 wudh' b leam [ob thom |

U He has wo Jhawe in Wis W

Al the wasted U\eavs“ \
" Evenort . Yo Scared b admit their \mmg‘
" Too Jeaved to Juy ‘PiRsman'

"Happn onough - able o suwive —ac o colouved”
"BW T am 4 Borsman’

boHe hac wo Shame in e e
T oA poeiman

"1 AM A BIESMANY
T+ AM A BRERIMAN'"

o s e Shame i g s

(Poem by author:
Inspired by a conversation with a young man (Frederick Brou) at the SASI Regional Office in Upington)
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9. CONCLUSION

9. Conclusion

The Poetics of Architecture is a language that is born from a constant oscillating
between thought and feeling. It is a continuous process that forms and extends
from one poetic moment to the next.

The San House of Culture joins this alternating discourse as a dialogue between
the Colonial and San, existing and new, life and death. It is a place that serves
as a condensing agent within the mindscape of the San. It is a grouping that
embodies nearly forgotten experiences and feelings: a place where the San can
remember and the visitor can learn. The San House of Culture forms a part of
the process that aims to “make the picture whole for the people” (Le Roux et al.
2004: 222). It is a house that serves as a nurturing cradle for the awakening of a
people that are caught in a poetic position: a wounded discourse that alternates
between their traditional knowledge and modern institutional knowledge: The San
House of Culture is a place that gazes hopefully towards the future, and
anticipates the “great life” of tomorrow.

There remains, maybe, one question: “Is the building poetic?” ...no. It does,
however, open up new possibilities toward the poetic. The poetic can not be
reached or rationalized, but can rather be seen as an ongoing process. Maybe,
when looking at an exhibition, the visitor will turn his head and look sideways. He
may see and experience something that he has never “felt” before. He leaves
enriched ... nourished. It can not be explained, and he will never feel it again. A
poetic moment has passed: it should be remembered, but can not be recreated.

The poetic lives within the fleeting moment where our rational and subjective
selves fuse and embrace: standing within the fiery iron glow of our feelings, while
a steady, logical mind refuses to abandon the rational truth.

“So the whole man stands in iron glow
refusing to evaporate.

So the man remains in red hot ember
melting without losing weight.”

(Poem by author: inspired by the ideas of John Ruskin regarding the Poetics of the First Order)
(Selections from the writings of John Ruskin: 384-385)
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