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PART 1



INTRODUCTION

There is the need to express what it is like to be a feeling, thinking, young
person growing up on the southern tip of the African continent today, and
this, from a generation who have had to cope with and survive the pres-
sures of brain washing or intellectual laundering that an education in a State
school in South Africa usually enforces. It is a generation trying to come to
terms with information that has been filtered through the organs of the State
radio and television systems, which routinely exclude news not deemed to
be in the public interest, and substitutes an iconology dedicated to the
values of sunny skies, beer and braaivleis. (Dubow 1986: 60)

s an artist living in South Africa, | am part of the generation that has

had to cope with the ‘intellectual laundering’ Dubow speaks of. | have
experienced the ways in which apartheid, as a cultural norm governing soci-
ety, has been constructed. It is around these issues that the title, An elec-
tronic laager: A sculptural interpretation of post-industrial society’s cybernet-
ic order, forms a concise description, and ‘key’ to an interpretation and
understanding of the various issues which have amalgamated to inform my
iconography, and the way in which these issues have been transformed into
sculptural expression.

The National Party, which first and foremost catered to the needs of the
Afrikaner, came into power in 1948 and gave the white minority in South
Africa economic and military power over the black majority. They presented
a racial policy based on separation between the races. From the moment of
their election victory, the Nationalists set about turning their principles into
reality. Their exercise in social engineering was called apartheid.

The impact of apartheid on the black population has been, for ocbvious
reasons, enormous, while the social engineering practiced by the apartheid
regime has also affected the white population. In order to sustain the ‘pro-
ject’, Afrikaner Nationalist ‘mythology’ was propagated through the elaborate
networks of educational, religious and communications institutions. ‘Not only
has it dominated the historical consciousness of most Afrikaners, but it has
also been imposed on the minds of other sections of the South African pop-
ulation, especially since the National Party won control of the state machin-

ery in 1948." (Thompson 1985: 46) They created a ‘panoptican society’?
whereby people were controlled, and whereby the masses policed them-
selves.

The Broederbond, a secret organisation supporting the National Party,
was the ‘computer’ that programmed the machinery of apartheid and guided
the processes of social engineering. Founded by a small group in 1918,
these men aimed to develop ‘an organisation in which Afrikaners could find
each other in the midst of great confusion and disunity and be able to work
together for the survival of the Afrikaner people in South Africa and the pro-
motion of its interests.’” (Klopper in Harrison 1981: 87) The Broederbond
became a secret organisation in 1921 and gradually built up an extensive
cell organisation, similar to that of the Communist Party’s cell structure. By
1977 there were 810 cells with twelve thousand members. To become a
member of the Broederbond during the reign of the National Party, a candi-
date had to measure up to a list of stringent standards: ‘he [sic] had to strive
for the internal existence of a separate Afrikaner nation with its own lan-
guage and culture’; he had to give preference to ‘Afrikaners and other well-
disposed persons and firms in economic, public and professional life’; he
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had to uphold Afrikaans in his home, in his job and in the community at
large; he had to be a Protestant; he had to be ‘principled, faithful and cau-
tious enough to meet the demands of the Bond’; he had to be financially
sound; and he had to be ‘able and willing to take part actively, regularly and
faithfully in all the functions and activities of the Bond’. (Harrison 1981: 91)

The goal of the Broederbond was to dominate every aspect of South
African society. As Hendrik Verwoerd put it in 1943: ‘The Afrikaner
Broederbond must gain control of everything it can lay its hands on in South
Africa. Members must help each other to gain promotion in the Civil Service
or any other field of activity in which they work with a view to working them-
selves up into important administrative positions.” (Thompson 1987: 74) In
achieving this goal, the Broederbond has been enormously successful.
Since 1948, all South African prime ministers have been Broeders; so have
a very large percentage of Afrikaans church ministers and heads of the
great state corporations, including ISCOR (the South African Iron and Steel
Corporation), SABC (the South African Broadcasting Corporation), SASOL
(the South African Coal, Oil, and Gas Corporation), and ARMSCOR (the
Armaments Corporation of South Africa). The flow of information within the
Broederbond enabled the executive council to monitor the thoughts on rele-
vant issues of the various members within the cells. These information
mechanisms were so well organised that the executive council could, in
turn, ‘transmit’ recommendations to the Broeders. This cybernetic system
enabled the members, acting in secret coliusion, to spread their influence to
all walks of life — among national and local politicians and administrators,
editors and journalists, clergy and business-people, and police and military
officers.

Education was given the highest priority right from the beginning of the
Broederbond, and it subsequently infiltrated every aspect of the education
process. lts members included teachers, headmasters, school inspectors,
lecturers, professors and rectors of universities and teacher-training col-
leges. These people influenced policy, the curriculum of state schools,
examination and teacher training. By enforcing the segregation of people,
Afrikaners put themself in power in 1948. This philosophy of difference kept
them there for more than forty years. ‘Christian Nationai Education’ became
the ‘antenna’ by which the programmers broadcast their philosophy.

Hennie Serfontein, a journalist who wrote for the Sunday Times newspa-
per and who published various articles concerning the Broederbond’s infiu-
ence on education, wrote: ‘if you come from twelve years in school, where
you have been under Broederbond control, then four years in a teacher
training college, being indoctrinated with Broederbond thinking, with separa-
tion and the whole of that philosophy, by the time you are a teacher, it is not
important whether you are a Broeder or not. The fact is, you will teach
Broederbond philosophy because you do not know any other.” (Harrison
1981: 200) In this way the feedback loop was completed. A closed system,
one which left no gaps for intervention by information that did not comply
with that sanctioned by the National Party’s ‘programmers’, was firmly, and
seemingly irrevocably, put in place.

-

In its bid to impose an Afrikaner world view on the whole of South Africa, the
Nationalist government formed a monopoly structure through the most per-
vasive medium of communication, that of broadcasting. The South African



Broadcasting Corporation (SABC) had a declared policy to report on ‘posi-
tive achievements’ and, in this way, to counteract the negative criticism of
both the privately owned English press and the outside world.

As such, the government’s viewpoint infiltrated every news bulistin:
ministers attending public functions were shown in such a way as to
make the best of impression on the TV screen. Critics and enemies of the
government were markedly absent from live discussion. Views of the oppo-
sition parties in parliament were carefully edited, while news from abroad
suggested a world continually obsessed with matters concerning South
Africa. The rest of Africa was portrayed as an absolute failure (confirming
the logic of apartheid), while the pressures of sanctions on the Scuth African
economy were seen as contributions to the expansion of South Africa’s own
industries, all the while ignoring the massive cost of sustaining apartheid.

Inside the SABC nothing was transmitted before being thoroughly
checked and censored to comply with Nationalist policy. A ‘make believe’
message was transmitted and the receptors of these messages reacted in a
way similar to the party members in Orwell's 1984:

To know and not to know, to be conscious of complete truthfulness while
telling carefully constructed lies, to hold simultanecusly two opinions which
cancelled out, knowing them to be contradictory and believing in both of
them, to use logic against logic, to repudiate morality while laying claim to it,
to believe that democracy was impossible and the Party was the guardian
of democracy. (Orwell 1949: 31)

it was ultimately the experience of the state control of the South African
information structures which made me aware of the way in which informa-
tion structures in society influence people’s actions and perceptions.?
Having realised that information structures include interpersonal relation-
ships and intercultural communication, | focused my current body of work on
the information structures set up by the state, political parties and the mass
media. Currently, new power relations are being formed in South Africa and
the information structures and feedback mechanisms of the various political
parties are having a profound impact on the country. On a global scale, the
advances in information technology are changing the way society functions;
from the way in which people conduct their work and play, to the way they
make war. Consequently it is notions of communication, or cybernetics,
comprising all systems in which information plays a role, which have
evolved as a central theme in my work.

In this study 1 analyse the relevance of cybermnetics as a metaphor of
control. | attempt to show that information structures underlie the contempo-
rary paradigm of post-industrial society,3 and that the concept of cybernetics
can reflect on this development. A theoretical analysis of the electronic
media and the way artists have respond to the new electronic era will be
examined. The ways in which science fiction predictions have become the
realities addressed by the genre of cyberpunk are explored. Finally, | show
how the above issues combine in my sculptural work to become a reflection
of the time and space in which | find myself as an artist.



SCANNING FOR A NEW ERA

h e restructuring and reorganisation of industry, associated changes in

occupational structure, and related innovations in technology since the
end of World War I, signify a radical transformation of ‘industrial society’
into ‘post-industrial society’. Daniel Bell introduced the concept of a ‘post-
industrial society’ (1973: 9) to refer to changes taking place in the sphere of
production as a result of developments in science and technology. For Bell
the increasing significance of theoretical knowledge is the most important
aspect of these changes because they constitute the axial principle of post-
industrial society. Whereas industrial society revolved around the co-ordina-
tion of workers and machines for the production of goods, post-industrial
society is organised around the production of knowledge for the purpose of
social control and the directing -of innovation and change. (Bell 1973: 20) A
shift of power away from controlling the ‘means of production’ to controlling
what Bell terms the ‘technostructure’ has thus occurred.

The context out of which this technostructure grew was that of the mili-
tary-industrial complex. The deployment of armed forces around the world
and the increasing interationalism of corporate operations from the end of
World War li, created large logistical, communication, and control problems
for the American military and industrial apparatuses. The elements to
resolve these logistical problems, namely electronics, servo mechanisms?
and computers, were already in existence having been developed under mii-
itary sponsorship during the course of the war. Consequently these techno-
logical developments, orientated in the first instance towards the war effort,
converged in recent years to create the new technologies of control and
communication which formed the basis of the information society in which
we live today. As Weizenbaum puts it: ‘The computer in its modern form
was born from the womb of the military. As with so much other modern tech-
nology of the same parentage, almost every technological advance in the
computer field, including those motivated by the demands of the military,
has had its residual payoff / fallout in the civilian sector.’(Weizenbaum 1979:
455)

The symbiotic relationship between the military, science and industry,
out of which this information age grew, is important because underlying it is
a sense of power — of organised control and indoctrination. These underly-
ing elements constitute the concept of cybernetics and, as such, they form
an interesting metaphor for unpacking the ways in which power is dispersed
in an information age.

Cybernetics comprises all systems, mechanical, electronic and biologi-
cal, in ‘which the flow of information plays a role. Robert Wiener, an
American mathematician, coined the word ‘cybernetics’ in 1947. The term
has its origin in Ancient Greek. Its early form was kybernetic, meaning
steersman. For Plato in The Republic the term described the prudent
aspects of the art of government. The Latin word gubernator was derived
from the Greek, and from it the English word governor. These early sources
illustrate the range of cybernetics: it is concerned with governance or control
in social and mechanical systems.

Wiener used ‘cybernetic’ to describe the concept of machines that can
handle information, make decisions, and control the operation of other
machines. Because the concept of information plays such a central role,
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cybernetics is also known as ‘information theory' or ‘communication theory’.
Information is quantified by cybernetics in a formula that is analogous to the
formula given by Gibbs for thermodynamic entropy.® The aim of cybernetic
analysis is to define and isolate which particular piece of information passing
between parts of a system motivates which action, or alters which states in
the communicants. In its most basic form, the cybemetic system is made up
of a receptor receiving information as input from the outside. This informa-
tion is processed and sent to an effector or sender which then responds to
the initial information with output. The output, however, aiters the original
conditions on the outside, thus leading to new information being sent in the
form of input back into the system, establishing what is called a "feedback
loop’.

By extension, cybernetics can be applied to the study of any communi-
cation system. These include information processing mechanisms such as
computers, self governing machines and automata, and communication sys-
tems inherent within the human body such as the relationship between brain
and behaviour. Because of these applications, cybernetics is an appropriate
metaphor for conceptualising society: the notion that the brain functions like
a computer, that a person is like a machine, that society is like a feedback
mechanism, allows for an investigation into the ways in which information
functions in a post-industrial age.

The application of cybernetics to communication systems created by
advanced technology forms the central theme of my practical body of work.
It is a reflection on the era of networks, contact, feedback and generalised
interface that functions in and alongside the universe of communication.
Reflecting on the ways the National Party had used information for indoctri-
nation purposes, | expanded the theme so as to question the freedom of
individuals in the configuration of the mass media and state apparatuses
that form the ‘neocapitalist cybernetic order.’(Baudrillard 1983: 111) As data
banks and information-processing systems in governmental agencies are
able to process more information, so bureaucracies expand. As network
television bring us more information about each other, privacy diminishes.
As technological innovation progresses, so the artificial environment which
governs our interaction with the world becomes more incomprehensible. As
virtual reality becomes an ever-present part of our present, nature becomes
more and more absent.
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ARTISTIC FEEDBACK

Electronic Media

h e impact of television is at the centre of McLuhan’s analysis of the

-media which had such a large influence on artists during the 60s and
70s. McLuhan’s analysis of the impact of media technologies on sense
ratios, human experience and social life concluded that a transition was tak-
ing place from a mechanical age to a new electronic and organic age. Unlike
the mechanical technologies of the industrial society, which were typified by
a division of labour and specialisation of function, work in the electronic age
consisted of the movement and processing of information. Thus information
became the crucial commodity. For Mcluhan the transaction of this com-
modity was stariing to erode national boundaries and precipitated an ‘organ-
ic structuring of the global economy’, which in turn was starting to shape the
‘uniformly trained homogenised citizenry.” (McLuhan 1973: 377) The new
electronic technologies have transformed the scale, structure, and pattern of
human activity and relationships through an extension and amplification of
sense and capacity bringing ‘all social and political functions together in a
sudden implosion’ (McLuhan 1973: 13). At issue then, was the subliminal
impact of technological transformation on social and psychic life as the
mechanical age started to be overshadowed by the momentum of a micro-
electronic age. It has been argued that the medium itself becomes the mes-
sage, rather than the medium being the bearer and conveyor of content.

In exploring post-industrial or cybernetic capitalism and information soci-
ety, Jean Baudrillard develops a number of themes relating to those put for-
ward by McLuhan. Sharing McLuhan's fascination with technological
change, Baudrillard’s writing projects the reification of power and social con-
trol in the existing configuration of the media. Mcl.uhan’s proposition that it
is the medium that carries the message has led Baudrillard to argue that
attempts to democratise content and control the information process, are
bound to have little effect, because they leave the form of the medium
unchanged. These elements ‘inexorably connect them with the system of
power'. (Baudrillard 1981: 173) A transition has occurred from a capitalist-
productivist society 10 a ‘neocapitalist cybernetic order. (Baudrillard 1983:
111) Baudrillard takes Mcl.uhan’s dictumn of an implosion of the message
and its meaning in the medium a step further, arguing that there has been
an implosion of the medium itself in the real world. A hyper-reality emerges
where the distinction between medium and reality can no longer be sus-
tained. Reality has become a fiction. Television, the axiomatic form of elec-
tronic simulation because of its mass audience, does not present an image
or ‘mirror’ of reality, but instead creates its own edited ‘new’ reality.
Subsequently, society, the arena of supposed real existence, increasingly
becomes the ‘mirror of television'. (Jameson 1991: ix)

A bizarre example of hyper-reality was the coverage of the Guif War by
global television natworks. Television audiences across the world seemed to
have had a similar view of the battle as the participants. Commenting on the
war Baudrillard stated: ‘Our strategic site is the television screen, from which
we are bombarded'. He argued that there was no ‘thing itself’,'no real war
depicted in the images’, but only a simulation of it. (Woolley 1993: 196)
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In America, cyberpunk culture’s image has been improved by the Clinton
administration with its support and promotion of the proposed ‘data high-
ways’ that will create a national electronic fibre-optic8 network delivering a
plethora of information services to offices and houses. The strength of
cyberpunk science fiction lies, not so much in its projection into the ‘future’,
as it does in its metaphorical evocation of the hyper-real world. ‘What’s
important to me’, says Gibson, ‘is that Neuromancer is about the present’.
(Elmer-DeWitt 1993: 39) Referring to these influences, Bruce Sterling, a
prominent spokesperson and writer of cyberpunk, states: ‘The cyberpunks
are perhaps the first SF generation to grow up not only within the literary tra-
dition of science fiction, but in a truly science fictional world. For them, the
techniques of classical “hard SF” — extrapolation, technological literacy — are
not just literary tools, but an aid to daily life.” (Sterling 1986: 5)

Cyberpunk work is marked by its visual intensity. The manic fragmenta-
tions reminiscent of Burroughs’s ‘cut up’ style, techno-surreal images influ-
enced by hallucinogens, and punk’s street level anarchy, are edited together
to create ‘crammed’ prose equivalent to music videos and the hard rock
‘wall of sound’. The cyberpunk landscape tends to be choked with the debris
of objects as well as that of language. An attention to detail — a compulsive
use of brand names and throw-away street slang — replaces more conven-
tional narrative that would strive to get to the ‘bottom’ of issues; there is a
shift from symbolic to surface reality. In a discussion of Neuromancer,
Gregory Benford observes that ‘Gibson, like Ballard, concentrates on sur-
faces as a way of getting at the aesthetics of an age’. (1988: 19) The
approach is similar to what architecture historians call ‘historicism’, namely
the random use of all the styles of the past. Gibson states: ‘| see myself as a
kind of literary collage artist, and SF as a marketing framework that allows
me to gleefully ransack the whole fat supermarket of twentieth-century cul-
tural works.” (McCaffery 1993: 299) Another ‘Gibsonian’ term to describe
this approach is ‘cultural mongrelization’.

This highly-stylised narrative form can be read as a reflection of the
information overload that characterises today’s urban societies, and
McLuhan’s metaphor of the implosion of the media. (Expansive SF was
based on historical analogies of colonialism and exploration.) The implosive
SF of cyberpunk is based on analogies of the invasion and transformation of
the body (prosthetic limbs, cosmetic surgery) and mind (brain-computer
interfaces, neuro-chemistry) by the ‘alien’ technologies of our own making. It
unveils how these technologies are redefining the nature of humanity and
the nature of self.

The relevance of the punk label stems from the artists’ association with
punk’s subversive nature. Formally punk music aimed to return to rock’s
original sense of power and menace by creating a deliberately ‘crude’
sound, emphasising surface level ‘noise’ and stupid lyrical content at the
expense of technical virtuosity and verbal complexity. Paranoia, sexual and
psychic violation and manipulation, the desire to achieve transcendence
through drugs or religion, and a life characterised by the bewilderingly frantic
pace found in modern urban life, are all themes connecting these two art
forms. ..

The shared formal and thematic features of punk and cyberpunk can be
summarised as an artistic vision of urban despair, confusion and victimisa-
tion rather than a gleaming Utopian vision of progress. It is a rejection of
rationalist technocracy in favour of SF set on street, if not on gutter, level.
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In their worlds, the technosphere has slipped away from rational, human
control, and instead an imploded version of urbanism is described. ‘Night
City was like a deranged experiment in social Darwinism, designed by a
bored researcher who kept one thumb permanently on the fast-forward
button.’ (Gibson 1984: 7)

In cyberpunk literature ‘urban space’ depicts more than just a realistic
milieu in which punk heroes play their parts. It is the central metaphor used
to describe the phenomenologically relevant ‘other space’ of information cir-
culation and control, coined by Gibson as cyberspace. ‘Urban space and
cyberspace become reciprocal metaphors — each enables an understanding
and negotiation of the other.” (Bukatman 1993: 145) Gibson provides his
own definition in Neuromancer: ‘Cyberspace. A consensual hallucination
experienced daily by billions of legitimate operators, in every nation, by chil-
dren being taught mathematical concepts. A graphic representation of data
abstracted from the banks of every computer in the human system.
Unthinkable complexity. Lines of light ranged in the nonspace of the mind,
clusters and constellations of data. Like city lights, receding.’ (1984: 51)

Cyberspace is thus an abstraction that provides a narrative compensa-
tion of McLuhan’s idea of the loss of visibility and space in the technological,
cybernetic world of today. In this way, cyberpunk becomes the defining
movement / element of contemporary society. Indeed, as Frederick
Jameson puts it, ‘cyberpunk is the supreme literary expression, if not of
postmodernism, then of late capitalism itself’. (Jameson 1991: 419)
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CONCLUSION

M y work focuses on the development of the modern tradition into post-
modernism. Cyberpunk literature, music, and film have all influenced
my iconography and helped create a metaphorical description of the South
African situation within the post-industrial paradigm. Linking these cyberpunk
influences with the genres of colonialism and a post-apocalyptic landscape,
such as those found in J. M. Coetzee’s Waiting for the Barbarians (1980)° ,
and the art of W. Kentridge, J. Ractliffe, G. Younge and D. Brown, [Figures
10-13], | have set out to portray an environment!9 in which machines and
implements are involved in an imaginary struggle.

An analogy between intelligent machines programmed to perform in a
certain way, and society programmed to function accordingly, is constructed
as a response to the influence of modern electronic communication net-
works. The aesthetics deriving from this intercultural exchange are reflected
in my iconographical constructions.

The subtext that underlies the machines and implements in my work is a
communication network linking all the sculptures. This conceptual communi-
cation web, or cyberspace, is the foundation upon which the body of work
rests in-so-far as it attempts to portray a cybernetic system in action. A mov-
ing radar scanner, transmitting TV monitors, micro-electronic components
and radio antennas are used to create the illusion of the existence of such a
communication network. The group of sculptures is intended to provide a
field of receptors and communicators which promote, or provoke, interaction
from the viewer. This interaction is both physical (feeling the draught from
the fan, reading the TV display monitors) and conceptual. Although none of
the taps and gauges ‘work’, a degree of naturalism is adhered to. These
imaginary feedback loops question personal autonomy in the face of an out-
side technocratic world order.

Formally, cybernetics deals with a fundamental sculptural aspect —
space in and around objects. In the same way that cyberpunk writers have
created cyberspace to provide a narrative compensation ‘tool’ to describe
the loss of visibility and space in today's technological / cybernetic world,
contemporary sculptors face the challenge of addressing this phenomenon.
Where Rodin’s and Moore's work dealt with the interaction of space and
form, new electronic technologies and their related concepts extend the pos-
sibilities of space to time and movement. As Nam June Paik stated: ‘In the
past, art was three dimensional and two dimensional and didn’t deal with
time. Visual artists need to deal with time components — and that means
video’. (Lovejoy 1989: 191) The integration of space, form, time and move-
ment to create a conceptual communication web not only serves as a foun-
dation for this body of work, but also indicates the direction that forthcoming
work might take.

By creating a cyberpunk environment, set in a post-apocalyptic South
African landscape, | have set out to portray post-industrial society. The aim
of my work is to evoke thoughts on how the information structures of society
control human behaviour and action. The works ask upon whose ignorance
the actions of these systems depend. This question is not entirely a new
one. As Phil Joffe writes in respect of Conrad’s Heart of Darkness:

The anonymity vital to the system, in which those firing shells can be
detached from the targets they choose not to see, is extended further to
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1860s Maxwell gave a more rigorous theoretical account of entropy which became known
as the Secend Law of Thermodynamics. For further discussion see Porush (1985).

At the same time the whole of the cultural sphere was being transformed through the new
philosophies of Nietzsche, Freud and Marx.

The term ‘post-modemism’ is generally used by theorists who regard ‘it as a complete
break with modernism. Conversely, ‘postmodemisn’ is used to portray an arlistic strategy
which continues the concerns of modemism, but is situated within a highly differentiated
cultural, social and economic field, that of the post-industrial, as discussed above. As
such | have elected to use the latter form of the term when referring to my own work,
{See Jameson, 1891: 55-66).

Fibre-optic cables use light to transmit data. Today all forms of information, from text to
sound to graphics to video, are being digitized ~ transformed into ‘bytes’ of computer-
readable information. When information is digitized, it can be easily transmitted by tele-
phone wire. The old copper wire used for telephone systems will never match the capaci-
ty of a fibre-oplic network, which can transmit at speeds up to twenty gigabits {twenty bil-
lion bits of information per second). The best speeds hoped for from copper wire is twenty
kilobites (twenty thousand bits per second). {See Rucker 1993: 114)

Indeed a whole genre of ‘apocalyptic wrifing’ has appeared in South Africa since the early
70s. See Karel Schoeman, Na die Geliefde Land; Elsa Joubert, Die Laaste Sondag;
Nadine Gordimer, July’s People; J.M. Coetzee, The Life and Times of Michaei K. These
concems are reflected in the work of a number of South African artists, such as William
Kentridge, Gavin Younge, Jo Ractiiffe and David Brown.

The environment created by Ettiene le Roux in Sewe Dae by die Silbersteins {with its
metaphorical similarities to Coetzee's Waiting for the Barbarians) influenced me, as did
his archaic representation of the Afrikaans’ psyche.
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WORKING METHOD

y ideas, thoughis and reflections were put down on paper by means

of quick sketches and thumbnail drawings. Photographs, media
imagery and text that had bearing on my proposal were collected. Material
reflecting African art, environment and social structure were gathered during
a field trip undertaken throughout Southern Africa in the first year of study.
Intuitively and subconsciously, thematic concepts evolved from this pool of
information. These concepts were then further developed and compositional
elements organised by making specific analytic drawings. However, | was
cautious not to overdevelop my ideas in the conceptual stage. Here | was
guided by Henry Moore’s statement: ‘But | now find that carrying a drawing
so far that it becomes a substitute for sculpture either weakens the desire to
do the sculpture, or it is likely to make the sculpture only a dead realisation
of the drawing.” (Chipp 1969: 597)

Starting with rough chalk sketches on the studio floor, with drawing and
relevant photographic material pasted to the wall, | set out to make the final
sculptures. Following the initial conception of the drawings, final formal and
thematic conclusion were reached through a process which allowed for
change and reconstruction. Some of the pieces, Advanced Guidance and
Centre Piece for example, followed a course relatively paraile! to the initial
designs of the drawings, while others changed radically. The bases for
Cyborg-16 and Back to the Future had to be re-made while the concept for
Artifactual Intelligence changed several times before it was resolved in its
present form.

Apart from the underlying symbols of communication and transport that
link the works conceptually, the biggest challenge was to unite all the sepa-
rate works in one clear visual statement. The visual language uniting the
body of work has the following distinct features: thick rusted metal bases;
long vertical pillars protruding out of these bases; a green and orange colour
scheme; organic sheet metal forms; worked sandstone.

| primarily used sheet metal to construct the sculptures because it is the
most accessible material in a urban environment and because, it lends itself
ideally to my iconography of machines and communication devices, The basic
underlying structures of the bus, aeroplane and space capsule, were made
from thin rods and angle iron welded together. A paper stencil was made for
each area to be covered. The shapes were then cut out of 2 mm sheet metal.
They were then hammered into their required form and welded onto the struc-
ture. The process of Metal Inert Gas Welding (MIG)' was used to do most of
the weiding. For the stainless steel and bronze parts the Gas Tungsten Arc
Welding Process (T1G)2 was applied. Once the basic form was made, areas to
house engine parts, fuel gauges and so on, were cut out. The surfaces of the
found objects were cut and worked on as to resembile the feel of the lines and
marks that distinguish my drawings. Eduardo Paolozzi's transformation of
objets trouves was influentia! in this approach. As he stated: ‘I really set out in
my sculpture to transform the objets trouves that | use to such an extent that
they are no longer.immediately recognisable, having become thoroughly
assimilated in my own_particular dream world rather than to an ambiguous
world of common optical illusion.” (Schneede 1970: 12) Once all the construc-
tion and welding had been completed the surfaces were either painted with
enamel paint or covered with melted wax.
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