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Private interests became the main engine in urlereldpment. Private investment in
correlation with the desire for profit has transfed the city into a corporate device
subordinating public interests. Architects becameranpreoccupied with the desire of the
investor, doing anything he wants, just like a d#rthat does vampire implants on some crazy
patient. Professionals that daythingfor money, like prostitutes.

The public space became another room where peoplspectators to sales mechanisms
and target of surveillance. Colossal advertisirtgigvisions on streets, public transportation,
even in toilets try to shift our attention from tlkecaying urban fabric to the meaningless
messages of advertising. Buy, buy, buy! While alddings fall apart. Even sidewalks are stolen
from us for the purpose of advertising.

Architects should have a recipe for combating disement’'s consume of our cities and
buildings. | propose the Swan, Just Do lt!
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Welcome inside spectator. “These pages are brdogydu by” (...) me. As | drove to the
airport a billboard announced the McDonalds sumina@nburger. Another tried to sell me Levi's
Jeans. | arrive ata Habana From my room | see an historic city about to kevalired,
globalization’s open mouth stands above it. Degiduié beautiful high ceiling houses, cars built
20 years before | was born. Both architecture agigth seem to have lost this magic and found
it somewhere else.

The trip isn’t a need for vacation as need for gieetion. Curiously, as | planned my trip,
a friend was planning his. Though our dates didaitcide, the reason did. “See it before Castro
dies”. We wanted to see Havana before Re&volutionended. In other words, before you had
McDonalds and Starbucks’ at every corner or Niké @oca-Cola billboards covering buildings.
Before Mango and Zara stores dressed everyonerebéfifiger made everyone a walking
billboard or American condos with names likavana Residendavaded the city.

He who took me and some friends to Euro Disney, ‘thero Degree of Culture”
(Baudrillard, 1989: 78), is also going to Havanarsking for a culture, so far, “immune” to
American Corporate Culturémerican Absencas a tourist attraction. Sounds good, maybe they
should invent thisDetoxication LandWith the end of the embargo, American corporatioil
againcapitalizeCuba. It will bewashed cleaty “American Culture”.

Though this might seem as an anti-American artitle,not. We are all submissive to
Private Corporation’s ambitions, and we are albkame. We all drink Coca Cola, wear Nike
shoes and eat at McDonalds. Baudrillard was rityle, are the dubbed or subtitled version [of
American Modernity]” (Baudrillard, 1989: 76). Amean “culture” is transmitted with images
that in reality show nothing, only cover realitytiiit has completely disappeared. Reality has
vanished before our eyes. Only visual simulacrumaias. We live in a time “where the real
world changes into simple images, the simple imagesome real beings and effective
motivations of hypnotic behavior” (Debord, 1967:18)dvertising covers reality, even where it
is not, space is reserved for it. Empty billboangst for some celebrity to cover the aluminum
surface. If anywhere is a potential space for athbieg; where is a potential place for
architecture?

Private interests became the main engine in urkereldpment. Private investment in
correlation with the desire for profit has transfed the city into a corporate device
subordinating public interests. Architects becamerempreoccupied with the desire of the
investor, doing anything he wants, just like a dgrthat does vampire implants on some crazy
patient. Professionals that daythingfor money like prostitutes.

The public space became another room where peoplspectators to sales mechanisms
and target of surveillance. Colossal advertisirtgievisions on streets, public transportation,
even in toilets try to shift our attention from tldecaying urban fabric to the meaningless



messages of advertising. Buy, buy, buy! While alddings fall apart. Even sidewalks are stolen
from us for the purpose of advertising.

Figure 1 - Sidewalks in Oporto and Madrid

Advertising is ever more intrusive. It enters dwuse through television, mail box, in
magazines we take home or throwgghson our mobile. It goes so far that in some Scandan
countries “you can get “free” long-distance callghwthe ads cutting into your telephone
conversation“(Klein, 2000:9). Look out the windowdachances are you see some form of
advertisement selling the “ideal” lifestyle.

So, back to La Habana. Cuba has endured the peeasdr“sought a path to independent
development, assigning priority to domestic needther than to foreign interests and
Washington plans” (Chomsky, 2008: 48). In a diatsitigp the public space is designed to subdue
the individual and to secure political power. Imtast, a globalized world uses the public space
as a propaganda device, aiming for a hypnotizetgtsowhere in 88rave New Worldistkind of
way we are “programmed to consume”. While Havarfais billboards shout “50 years of
successful revolution” say ironicalfOBEY, in any other city billboards say sensually
CONSUME just like in John Carpenteriey Live

Figure 2- Screen capture from John Carpenter s They_rve

Marketing achieves this “hypnotized” society andh#iects are complacent. Architecture
has lost its credibility. As an art, architectusges to its users, and a construction it only owes t
the investor. | believe that “ARCHITECTURE is artpi of art, lying outside questions of
construction and beyond them. The purpose of coctsdn is TO MAKE THINGS HOLD



TOGETHER; of architecture TO MOVE US” (Corbusief86:19). But there is no more public
oriented development, only desire for profit. Soewltities are neglected by political power,
corporate investment steps in. Private money spercadtural events and city renovations.

Broken windows, entrance doors in chains, closeldiing that wait to perish. The city has
surrendered. No more space for people. But oldtres no longer die slowly before our eyes.
An “arrested” building can still be a source ofone. Just rent thiacade Cover it in a Nike or
Nescafé add. Cover up the ugly reality of a dyingding with a provocative celebrity poster
with a coffee cup. There’'s no money to renovatd,there’s always enough to cover building
with a 700 square meter poster and 1000 volt ligbtshe show goes on as cities ¥dglcome
Inside Spectator

Figure 3 - Abandoned Building Downtown Lisbon

A Spectacular Space for cockroaches

The alienation of the spectator to the profit oé tbontemplated (...) object is
expressed in the following way: the more he conlatepthe less he lives; the more
he accepts recognizing himself in the dominant esagf need, the less he
understands his own existence and his own degbeford, 1984: 30)

Western lifestyle was defined as tBeciety of the Spectacteshich prefers sign to the
thing signified, the copy to the original, fancyr&ality, the appearance to the essence, ... illusion
only is sacred, truth profane(Debord, 1984: 1). Though for Baudrillard, t&®ciety of the
Spectacleended we are a society whose relation with ealsras mediated by images through
technology. Television abolished all referencehte Real. Now that screen is in everywhere, we
switched places with television, it looks at usj are are part of it, part of the spectacle.

For corporations consumers “are like cockroachgeu-spray them and they get immune
after a while” (Klein, 2000: 9). So advertising ksegetting more and more aggressive, just like
bug killer sprays. Brands look at “commercial inatidn as a clear and persuasive call for more
— and more intrusive — advertising” (Klein, 2000:9) it strives to capture our attention its
messages become more and more ironic, and moradig@phic”. The plays on words say one
thing and suggest another, the play on images sim@vthing and suggest another. Women'’s
bodies everywhere, sexy, perfect, and provocaexiness is constant in images, as has the
irony in its messages. So keep these conceptsrid, sexy andironic, I'll explain later.



It began when the television entered our home. Wsée a reflection of reality showing an
image of society. Reality in color, reflection iatk and white. With technology came the
possibility of transforming that reflection and lvitolor, distinction became harder. Instead of
talking around the fire we stood quiet in fronttleé screen. “Shhhh!” could be heard in the living
room. Outside, antennas grew in roofs like weedkfan several decades this was the scenario.
Roofs were for antennas, the fagades for the aitgl,the streets for the people.

Then private television arrived. Profits in publielevision were not acceptable and
advertisement solved the deficit. TV channels mpléd. The 12 channel TV became obsolete as
we entered the digital era. Remote controls weegle@ to surf the channels, and despair was felt
when we lost them between sofa pillows.

Competition between channels concentrated in &tigawiewers, getting more sponsors.
Programs shifted their attention from quality tptbeating attention. As advertisements extended
their time, programs reduced. Programs becamecldagral and more entertaining. The public
had value only as audience as staring at imagesieea significant part of our time.

With cable TV the antennas disappeared. Advertisénvas already socially approved and
as we got rid of antennas, glowing brand names tbek place. Alcohol drinks and car brands
started exploring this space making sure we got“thessage” even with the TV off. These
images started dripping into the facades, appropgahe sides of buildings. This tendency
grew. It has covered buildings, decorated streetgered schools and public buildings,
restaurants. Condominiums rent the space, citieadsaertisement and schools guarantee funding
for programs, allowing brands to advertise insidmpus.

In the “media society of today, technological adwes in telecommunications and in
methods of visual reproduction are constantly bemgdated with images” (Leach, 1999: 1) in a
“‘communication ecstasy”. Peeling posters annouse @vents, big letters to read at high speed,
paintings on the ground and airplanes with messagdbe air. A Look Good add on a LA
Bench. Where to turn to?

Figure 4 - Homeless in LA and Peeling wall in Maddl

Our relations are mediated by images, the specteddecome the dominant social model.
It draws us closer to the image as it shifts usyafsam one each other. The digitalization of
many of life’s facets is “reinforced by the way fpuwactivity becomes less active and more
contemplative” (Debord, 1984: 1l). Hypnotized, wentemplate projected images everywhere.
Advertisement explores one-sided method of comnatioic sell. You can’t answer back.



Technology as a marketing tool is used to convie®f what's cool, what's good, whiatakes
you happyTry to answer back! Either you become depressaditazophrenic.

More and more we are exposed to powerful messagggreed to stimulate the brain with
no chance of interpretation. Advertisement usegoals available to perpetuate this pacification.
Architecture is one of its tools as we will seehi@ophrenia is our only way out.

The more intrusive advertisement becomes, the passive we get. Constant visual strip-
tease (Baudrillard, 2002: 182) aimed at seduciegvibwer into the advertised style. Become the
Marlboro Man, come to Disney Land to live a fantaBlge “real consumer becomes a consumer
of illusions” (Debord, 1984: 47). Truth is hiddendathe permanent relation with the images that
cover it replaces our relation with reality, it betes a new reality.

“Reality used to be a friend of mine”, sang by Plvid, is a nostalgic declaration. Society
became a hyper-conformist group of individuals dirgg to be socially active. Any attempt to
change the system is consumed by the system iteelflering any revolution unsuccessful. It
seems you can only surrender as did Jane Goodggs#le rights to broadcast her last days as
she died of Cancer. It's only fair, she lived iresdk screen; why not die there as well?

The End of the SocialBaudrillard writes about, can only result in taed of the Cityas a
space for social interaction. Theletransportation of the subconsciouo the screen, like in
Alice through the looking glassreates a new place for social interaction. dither fantasy or
nightmare. In this space, the socially passiveviddial becomes a digitally activavatar
demanding information, entertainmetmtjth and like a hacker uses digital tools to his adwgat
A freedom that is not allowed in urban space isl@gal in digital space. No censorship there.
Paint a wall and you get arrested, no wonder Barikdgs. Online you even get points doing
graffiti. Game over only happensrieal life.

Figure 5 - Banksy wall painting Figure 6 Lisbon tram

As digital space becomes more relevant in the bogpdere, urban space needs
transformation in order not to become obsoletdo#s so by becoming itself an image, using the
same language that is used in digital social icteya. The language of symbols, of seduction, of
information by irony, the same as advertisement.alVeead this language. Corporations behind
these illusions out power democracy and don’t naedinswer to the population, only to
shareholders. With mass advertising cities havernecvehicles for these messages. From inside
our cars, homes and schools we are audience fee ttidossal billboards that are like wall paper
on streets, ornaments for un-relevant or dying abjef architecture. It's everywhere, TVs at
train stations or stop lights, to brand “dressas’basses and trains, to airplanes that pull flying



posters or even to little ones in toilet booths ptaxe is a hiding place. We are always audience
for advertising.

The city is accomplice to the “intoxication of theesthetic leads to aesthetics of
intoxication, and a consequent lowering of critiealareness. What results is a culture of
mindless consumption where there is no longer asgipility of meaningful discourse” (Leach,
1999b: viii). Streets become orgies of images thidé the city withSexyimages andronic
slogans, I'll come back to this. Our perceptionuoban space gets used to the metastasis of
images that hide the city. The city is only visilothebetween ads, the rest of space is graphical
harassment for consumption.

Figure 7 - Sexy add Figure 8ronic add

In all this spectacle the image is all that remaassthe “aetheticization of the world is
complete” (Leach, 1999b:6). We are bombarded catigfaunable to protect our self's. Even as
professionals, “the sensory stimulation inducedh®se images may have a narcotic effect that
diminishes social and political awareness, leavamghitects cosseted within their aesthetic
cocoons, remote from the concerns of everyday Ifledach, 1999b: viii). Seems all are
accomplices in the perpetuation of the social hgmndhat turns city dwellers into passive
audience. The panic takes control as we underdtendverdose we are in; schizophrenia is the
only way out. Suddenly, being away from it doesnsdie therapy, or a detoxication. There
could be a place to explore the absence of Compdatture as a tourist attraction. A place for
visual rest, a time-out from th&lobal Village How about La Habana?

Culture For Sale

Advertising is the Post-Modern’s ultimate form of. dt’'s everywhere and appropriates all
other forms of art and culture. Will Havana endoméch longer?

"Today what we are experiencing is the absorptidnaly virtual modes of
expression into advertising. All original culturbdrms, all determined languages
are absorbed into advertising because it has nattgeip is instantaneous and
instantly forgotten. (...) This unarticulated instaneous form without a past,
without a future, without the possibility of metaptwsis, has power over all the
others." (Baudrillard, 1994: 87)



Since people started worrying about the environnites¢ems everything has gogeeen
People started worrying about their health andylgrg wentlight. Products changed colors to
go with words likegreen, eco or light. Ecological worries have also been appropriated by
companies in order to connect with an ecologicascmus society. Bugreenandeco or light
are only words that serve advertisement inter@$tsy don’t actually mean that companies have
environmental concerns or want you to live healtinly that they want to sell to people that do.
With the amount ofgreen and eco words around it would seem that the environmentld/o
improve slightly, has it?

In Lisbon, the Hard Rock Café bought a historitedatre built in 1916. When it became
obsolete for contemporary movies and plays it dpaead so stayed for 7 years. No one cared, no
investor was interested. So an international cafpmm transformed it into a restaurant. Across
the street another old theatre by Cassiano Braaddhe same destiny, this one transformed into
a hotel.

In Porto, when a Brazilian religious group wanteduty the coliseum that was for sale the
people manifested. Though they buy tickets for shawkets for faith seemed a bit too much.
The deal had to end. Here the problem wasn’t tlegé in use, I'm sure this church would sell
more tickets than any movie, the problem was thiat‘teligious branti hadn’t won the trust of
the public, as had Hard Rock Café. It wasn't omrgwee’s t-shirt.

Figure 9 - Teatro Hagen Danz, Madrid and Hard RockCafé, Lisbon

The restaurant did do the best to keep the extefitire building as it was; only a couple of
small logos appeared. The religious group had déyréaught a big old theatre in Lisbon and put
signs announcing faith as you announced movieddrth®atres. Instead ohoviesfor money
you'd havefaith for money. People had more faith in the logo tbanreligion. It happens all
over. In Madrid, recently Teatro Calderon, builtli®l7, was converted to Teatro Haagen Dazs.
Not Teatro but Teatrq the dots over the “a” simulates a Polish relatioth Spanish language.
The assumed will to relate the commercial brandulture began with sponsoring of shows. We
trust images. We trust logos and brands. But asslognd brands change our streets, our
buildings, our cities, we don’t seem to realizeitimeurderous power. You may have the Times
Square, the Teatro Movistar, the Shaanxi  Coca-Gtdaium, the O2 Dome, the Brand as



justification for architecture. You could also hatee Pepsi train-station, the McDonalds city,
like the Disney village or the Nike town.

McDonalds’ golden arches, Disney’'s mouse ears d&e’sliswoosh symbol are trusted
signs. But symbols of what? As western societienanse themselves in signs it's important to
acknowledge that “all western faith and good faliecame engaged in this wager on
representation: that sign could refer to depth @aning, that sign could be exchanged for
meaning, that some things could generate this exgegha God of course.” (Baudrillard, 1994:5)
But since God is deatj this exchange is made by Money. Symbols for ngoSdopping centers
have become our Mecca. Millions flock to these $atad places, where corridors have street
names and halls behave as city square. Shoppitgrsemd Hypermarkets have become temples
for the religion of commodity consumption. We arelanger devout to a God but to the (Nike)
Swoosh or the red and blue stripes with the whi@dmmy Hilfiger).

Figure 10 - Banksy Figure 11 - Banksy

As people try to get away from this commercial ts¢lsat wants to convert everyone, an
unfair war is waged. We could even think “This ig aity and these images are directed at me, if
they can affect me, | can affect them back” (KI&f00:292). But how can we get the city back?
If anywhere is a potential place for advertisinge same could be said for Graffiti painting. This
urban art is one way of replying. Generally defimsdvandalism, graffiti is an urban form of art
used by those who refuse to remain passive aaharsexlaim the right to un-branded space, but
seems everywhere has been colonized by brandsghfHoeannot acknowledge all paintings as
art pieces some are considered part of local @jltike the comic drawings in Belgium walls, or
the ornamentation of blind walls in Madrid.



Figure 12 - Wall painting in Brussels Figure 13 Wall painting in Madrid

Some artists openly criticize corporate manipufatiny ridicularizing them manipulating
their billboards. In this image war generally reéeras Culture Jamming, architects are out. Even
when thousands of people use the RTS (Reclaim tte=tS) movement to invade London’s
Trafalgar Square or make 30 (illegal) Global Stifeatties in 20 countries as happened on May
16" 1998, proving that no sponsors are needed, acthitemain passive. Though this war goes
on in streets and buildings we design, architectsnat a part of it. Artists have always had this
critic characteristic that reveals to society i=lrimage. Architects have sold themselves to
corporate interests, losing their artistic integahd becoming mere technicians. With the lost of
cultural relevancy, architects also lost sociapees. It's a profession in crisis, as it was in 392
when Corbu wrote “we have forgotten the dwellethi@ house and the crowd in the town. We are
well aware that a great part of the present eatlesof architecture is due to the client, to theama
who gives the order, who makes his choice andsaitemd who pays.” (Corbusier, 1986:18). No
wonder “our architects are [still] disillusioneddannemployed” (Corbusier, 1986:14)

Figure 14 — Wall advertising in New York, London, (porto

Architecture, as art and culture disappears bettiede images. This is the “interesting
aspect of advertising its disappearance, its diisol as a specific form, or even as a medium”
(Baudrillard, 1994:90), it all ends up being dissal. Take for example tHenprove Everywhere



formula for bringing people together in an actip®mstaneity action of freedom to feel alive. Its
recipe copied recently by T-Mobile on the™®6f January 2009, where 400 people suddenly
started a choreographed dance at London’s LiverBtr@let Station. Spontaneity rehearsed for
two weeks. Nothing is untouched by branding; it baknizedEverywhereand any chance to
feel alive. Maybe not in Havana yet.

Advertising is the contemporary form of urban atisorbing all others. City ornamentation
is explored by brands. Billboards may pay tax tistexhose images that don’t pay are considered
vandalism, as is the case of Graffiti. Anyone whegects being a mere passive individual is
usually criticized, considered a vandal. Society hade us reject graffiti on walls but approve
an entire bus covered in some add. But as graffde form of expression, of exploring
imagination, the advertisement is merely a way @fging us in a narcotic state, this “image
world is enemy of imagination” (Leach, 1999:10)vg® are all fat and dumb.

Sponsorship is everywhere, in music, in museum shomovie theaters, in architecture.
Big brands have adopted culture as their own. Sumnmusical events where all the big bands are
expected. For Naomi Klein, “there are no sponsoesents: the brand is the event’s
infrastructure; the artists are its filter, a resadrin the power dynamic that makes any discussion
of the need to protect un-marketed artistic spppear hopelessly naive.”(Klein, 2000: 48). Like
the Disney Concert Hall which attaches a culturea rero culture brand.

Figure 15 - La Habana’s Culture

Arch-vetising

Sponsorship in not one option for the contempodiny It has become its condition. It's
through sponsorship that cities are rebuilt andlddings brought back to life. It is through
corporate investment that cities correct old urbastakes, and make new ones. This vicious
circle may condemn the cultural usefulness of tHeam space. The transformation of public
space into another promotion mechanism may rerfgercity obsolete, transforming it in just
another kind of infomerciallThe citymercial As people will avoid advertising they’ll retretat
their homes and to digital space, where pop-upkelscare available for protection. This retread



from the urban space of corporate promotion willabend of cityzapping where we’ll use it's
infrastructures to get access to what it alreadayedeusunbranded spacial freedom And can’t
this feeling of being denied the city be the origfrrecent acts of violence in Greece and Paris by
the suburban youth? Aren’t these acts a need taime@ublic space as their own, as a place for
decompression, instead of image intoxication?

Architecture shouldn’t be a blank billboard whedvertisement can be shown. If we take
as an example the influence of advertisement @vigbn programs, the effects it may have in
the future of our cities is certainly worth debdte1997 the Regent Street Association was out of
money to replace Christmas lights, so “Yves Samirent stepped in and generously offered to
split the cost of new decorations in exchange éeirgy its logo up in lights”, later “it seemed that
the logos were much larger than the agreed up@i @«dein, 2000: 35). Another city “tattoo“is
the Louis Vuitton sculpture in Munich, it acts alvartisement in the form of art, but which is it?
What will happen when brands become sponsor citgweal plans? Like in Lisbon Benficas’
Stadium where Coca-Cola is permanently tattooedherbleaches, written with red and white
seats.

Figure 16 - Rover Sculpture by Gerry Judah Figure 17 — Louis Vuitton sculpture by Arne Quirze

Buildings hide behind images that simulate a spetaa city for its “cockroaches”. In
Learning from Las Vega¥enturi explores the concept of tHecorated shednd theDuck The
first is when “systems of space and structure aexiy at the service of program, and ornament
is applied independently of them”, and when “theh#&ectural systems of space, structure, and
program are submerged and distorted by an oveyatibslic form, this kind of building-
becoming-sculpture we call the Duck” (Venturi, 1987).

Winston Churchill said “we make our buildings anat duilding make us”. The same is
true for cities. But what happens when the placduwuile is the actual tool that keeps us in a state
of narcoses, preoccupied with commodities and Watite things? Our references are Las Vegas
and the Disney village, where the appearance dég@wns is required, where what is shown is
never reality, where buildings are simulacra wighmbolic references to familiar elements.
Where buildings stand as empty structures, voidsnnterior, constructed only to make the
urban space perfect. Has anyone ever looked afrgaua window in the Disney’s Main Street?



And in Las Vegas, does anyone wave at you fronEife Tower? These urban spaces are the
corporate designs of th2esert of the Realvhere simulacra are built instead of architecture

| literally had to escape from Euro-Disney, leavimy friends behind. The plan was to be
in the resort 4 days. “What am | doing here?” thdagvhere on my mind by the second day. On
the third | decided to leave one day early andrteftfriends to theifantasy Every little detail is
designed to make you consume. People were leavithgbags full ofmade in Chinaobjects.
Even in restaurants choice is simulated and mealdesigned to fill your stomach, not feed you.
| panicked. | ran away, flew home; just to arrive dnother city where empty buildings are
covered with perfect images. Though space changeething similar was to be found. In Euro
Disney | was confronted with a “metaphysical desfthiat] came from the idea that the image
didn’t conceal anything at all, all these imagesen@ essence not images such as an original
model had made them, but perfect, forever radiaitit ¥heir own fascination” (Baudrillard,
1994:5). The entire area was empty of public spaosas all corporate space, | was inside a
vending machinewere all exits are through Disney stores. Thasejn Las Vegas the urban
space and architecture are murdered with the obgetd get you irspending modeNo windows
to steal time from us, black walls to make spadimite so fantasy is all that remains. Here “the
stake will always have been the murderous powénafies, murderous of the real, murderous of
their own model” (Baudrillard, 1994:5). But theregls model for Disney and Las Vegas, they are
THE MODEL

Figure 18 - Las Vegas and Euro-Disney

All western cities are transformed into vending hmaes. Every path is contaminated with
advertisement. It's like “everywhere becomes theesas everywhere else” (Klein, 2000: 323).
Exit without spending hard. Though they might bé&dsas exceptions to reality, as a fantasy
place, Disney and Las Vegas are no longer an excefithey are not the theme parks where you
can escape reality and find a perfecice upon a timdantasy. Disney and Las Vegas have
become the prototypes for the future city, bothitbwhere before there was nothing, desert.
Historic culture is replaced with corporate cultumad maybe Baudrillard is right about the ideal
city, one where “it is as though there were no ios&le the buildings, as if there is no one behind
the faces. And there is really none. This is whatitleal city is like” (Baudrillard, 1989:60).



Corporate sponsorship invades every aspect offifem TV to sports events, art shows,
music or movies, corporate interests have apprgatieulture for their own benefit. Even boxers
have brands painted on their backs at fights.

Hard Rock Café’s with city names to make it “locaBenetton and Zara stores in every
country so we all can dress the same, feel at amyeshere. Maybe Seinfeld was right; that in
the end we’'ll all have the same dress code is@t What happens in movies that portrait the
Future? Anywhere | go | see the same stores andaime restaurants in a Global Village with
the same worldwide style culture. Brands and symlaoé the universal language, people feel
defined by them. We may not yet wear the same unifdut people have become waking
billboards with their Tommy sweaters and Nike tatoThe same way technology has improved
Las Vegas to the point thedecorationdevoured theshed our identities are devoured from the
inside, what remains is an embalmed shell with eammng.

Venturi’s concepts of H&O and U&O architecture aggropriated by corporate interests.
The “Heroic and original (H&O) architecture derivésamatic expression from the connotative
meanings of its “original” elements: It gives abstr meanings — or rather, expressions
recognizable in the physiognomic character of ttehitectural elements” are used for cultural
branding. The “Ugly and Ordinary (U&O) architectu@n the other hand, includes denotative
meanings as well, derived from its familiar elenserthat is, it suggests more or less concrete
meanings via association and past experience” (Werit977: 129) is converted into billboards
to make the city spectacular.

Architecture renounces its art category to becommege technical profession at the service
of private interests as advertisement becoiftesart. The boundary is blurred. Buildings are
advertised as products. It's hip to find fancy narf@ un-relevant buildings. We attach funky
names like, Residence, Atrium, Forum, Place, Pal&mesimulate their significance. Most
architecture alone is not enough to do so, it regumnarketing strategies. Since most architecture
has no strong relation with today’s society, it hascontemporary value, it needs marketing tools
to sell itself. The more architecture uses markgtools, the less value it has. This works as
sponsorships in events, “while elevating the carpmrsponsorship devalues what it sponsors
(...) the sporting event, the play, the concert [thiding] and the public television program
become subordinate to promotion because, in thasspe mind and in the symbolism of the
event, they exist to promote. It is not Art for ArBake as much as Art for Ad’s Sake. (...) Each
time the commercial intrudes on the cultural, theegrity of the public sphere is weakened
because of the obvious encroachment of corporaimgiion.” (Klein, 2000:31) So where is
there architecture for architecture’s sake?

The Swan,Just Do It!

In 1998 Levi’s found itself in trouble. Sales walewn and advertisement didn’t help. You
had other brands that sold a life style more incsyith contemporary life. “Levi’'s didn’t have
superstores like Disney, it didn’t have cool ade IGap, it didn’t have hip-hop credibility like
Hilfiger and no one wanted to tattoo its logo oaitmavel, like Nike. In short, it wasn’t cool. It
had failed to understand, as its new brand develBpan Dee diagnosed, that “loose jeans is not
a fad, it's a paradigm shift”.” (Klein, 2000: 69nh&y had to redesign their jeans, Levi's wele
newsso they began ripping them as if they weally old.



If “architects have become increasingly obsessdl images and image making, to the
detriment of their discipline. The sensory stimwalatinduced by these images may have a
narcotic effect that diminishes social and polit@areness, leaving architects cosseted tithing
their aesthetic cocoons, remote from the actuat@ms of everyday life.” (Leach, 1999b: viii)
They may just as well have missed the paradignt. shithitecture is now in the same shoes
Levi’'s was 11 years ago. Architects are designorgafpublic that is not interested in what they
build. It has become irrelevant; it's natural thatill be consumed by advertising.

Not all buildings allow this contemporary dialogtveen advertisement and inhabitants as
accomplices in the perpetuation of a constant agdi¢or these super posters. U&O architecture
is certainly worth covering up and the cityscapa esen be improved by billboards, but this
only covers up reality. The problem is that in hglithe ugliness it stays out of site but doesn’t
disappear. Billboards become permanent, and so ttheesgliness behind it. Architects don't
have to look at their mistakes; they can be hid@snwhen we push the dust bellow the mat.
Thought it seems not, it's still there. Many builgs are not worthy of their space, and
advertising conquers easily its fagades and roodscuickly metastasizes to streets, cars, busses
and sidewalks in the neighborhood.

On the other hand, H&O is harder to cover up bezatudas an intrinsic value. These
buildings conquer their space in the city and imprthe urban fabric. They can also serve as a
metastasis for good architecture. Architectur@assadvertising, contagious. You build something
and soon you will have buildings around it. If eed is good, chances are that it will create a
standard that others will follow. If the seed islba

Rarely good architecture is transformed into urbdiboards. Frequently, buildings that
will never be a part of history see celebrities edim its fagades to cover it up. But when | found
in 2003 Gehry’s building in Paris in an abandoniades no billboard had covered it. It stood as a
sculpture in a garden. Architecture is ignoredawoir of the image it is there to support. Brands
tend to associate their names with good architeanstead of covering it up. As we have seen
this kind of sponsorship will decrease architectukalue and if architecture is not compatible
with contemporary society, it will be consumed bhages.

Figure 19 - Cinematec Paris - Frank Gehry



The last 15 years a new kind of architecture hasnbemerging. This approach to
architecture seems to be immune to advertisingjtas in itself a form of advertising,
advertisement of architecture. These buildings dadvertise summer beverages, tobacco brands
or fast food chains. It's an advertising of itsalfchitecture as an ad for architecture and for the
city. It uses advertisement strategiddd for architecture’s Sakés explored in a way that gives
architecture back to the people. It's a kindDafck with anH&O philosophy to it. The building
becoming sculpture in contemporary language, irc syith people and with media and in a
perfect dialectic with the spectacular city thatcdles aim to be.

These buildings have all the characteristics yod fn good advertising. The concept | will
call Sexy and Ironi€S&l) architecture is a kind of welcomed exoti@ffiti in cities. An answer
back to the one sided advertisement communicatiis.a form of expression that brings
architecture to the city as art, not as billboangport. Sexy shaped]ronic messageDramatic
expressionAbstract meaning,Exotic provocation, results frequently in an architectilna is in
itself an expression of the global culture brandiAgvertising to the world, in the form of
architecture, “Forget TV, architecture is backlistead of advertising cities and countries on
CNN, why not design a building that will be in albgazines everywhere?

Figure 20 - Arts Center Dubai - Zaha Hadid Fgure 21 - Penang Global City Center - Asymptote

Since Bilbao built the Guggenheim it seems thabrantila was discovered and is being
applied to many cities. In 1989 Ray Kinsella (Ke@ostner) heard the messdpeild it and
they will come”.He built theField of Dreamsand they did come. They flocked to the baseball
court in the middle of a corn field in lowa. Thersahappens in cities wherdeeamis built, they
become a sort dfleaven on Eartiwhere’s dreams [can] come true”. Just like it paps in
Disney, only away from the bilglouseand inReal Spaceln a space that belongs to the city and
its inhabitants. Well, maybe you still buy a ticketgo inside, but the spectacle is still there for
all to see, not inside a gated “paradise”.

Buildings like “Guggenheim Bilbao and the Petronawé€rs in Kuala Lampur have
established the principle that the constructioma sfgnificant building can imprint the city in the
mental map of the world” (Leach, 1999a: 50), sommgth'm sure advertising cannot. Architects
have begun to change their methods in order toyappmw architecture parameters able of
dealing with the complexity of redesigning the ditym an object” (Saggio, 2005: 232). So why
don’t all of us do this?



TheseDucks born in the form ofS&l architecture are colonizing many cities. It's the
architect’s way of waging war on the advertisingedsion to cover the entire city. Some have
found a place in between advertisement that steelsirban space for its own interests, and the
passive inhabitant, hypnotized and unable of retlag his own space. | insist that,
“aetheticization of the world is complete” (Lead999b:6), so architects need to reclaim their
purpose of designing space for the people. If “wieoeis under-exposed to the media is
dissocialized or virtually asocial” (Baudrillard994: 86), over-exposure may immerse you in
virtuality, where architects feel the need to buiglity, using familiar elements that results in
U&O architecture. The place to be is in the middlemewhere were media is acknowledged and
understood, and instead of combating it with asgmris to past experiences, combating it with
its own language, th8&l message.

This way, architecture becomes a city’s marketiogl.t Cultural relevant buildings as
marketing tools can be found in t-shirts, magnetd post-cards. Anyone that goes to Paris
comes back with a t-shirt with the Eiffel Tower.WaheSexy and Ironic Ducls also finding its
way into t-shirts next to Hard Rock ones.

No other city uses architecture as advertisingaes dubai. In 20 years they turned desert
into an architectural theme park. A city that amh$eing heaven on earth, where what may seem
as mere mirage is actually an architectural expegeJust as Las Vegas found in the destt a
away land where fantasies come true, and seduces you ewerreaving, remembering that
“what happens in Vegas stays in Vegas”. Disneealspto the masses with the same ambition,
building itsNever Never Landhside the city, creating an accessible place “iltreams come
true”. DubaiFestival Cityis now the theme park for business mehere deals come trudt is
also a site foHeroic and Originalarchitecture in the form of &exy and Ironic Ducklust as Las
Vegas is always transforming itself, and as Diseesgry year has new attractions, Dubai builds
new spaces that bridge between physical and dgptate.

Now we can say that VenturiBuckthat could be laughed upon and criticized hasvedbl
The strange Duck is no longer one. The experimdotah of architecture that for many years
only found a place in magazine pages has foundats out of them and into the city. We find
out that theSexy and Ironic Duckvas all the time &wan growing on its own, being criticized
and diminished. It's th&wanthat now colonizes Bilbao, Beijing, and Dubai.hls revealed
itself with its full potential.

The paradigm shift that brought us from the tecbgigial era into the digital has
transformed people, architecture and cities. Imagtware, and digital interaction are a constant
in anything that seduces the contemporary indididdast of all, it has to beool. So architects
need to understand, that either they becoow, anddesign coolstuff, or they will perish, just
like Levi's was about to do. A new look is needed.

There’s a post-modern version of individual (thames close to the cyborg), a post-
modern version of communication and interactionpdst-modern way of living and working.
These activities need a post-modern version ofit@atire.

Do architects and urban planners think that peth@lewear Nike shoes, ripped jeans, walk
with iPods and talk on iPhones want to live in shene kind of boxes that have been built for the
last 90 years? It's about time we start explorirgsigh as designers do. Please, no more
Decorated Sheds:o moreUgly and Ordinarybuildings. I'll go with the Sexy and Ironic Duck.
The Swan. Just do it! I'm doing it, aich loving it!



Figure 22 — Gas Station - 38n9w
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