w)rapped space:
the architecture of hip hop

Theory tn architecture 15 all too offen discussed only tn terms of form, tdeclogy rawly analysed Drawing
conrections between music, space and architechire, this essay-mantfesto attempts to explore new paradioms of
architectiral spatial theory, While provnded tn the marsinalised African-American experience, its affirmation
of the black body's identity in spaces that have historically done fust the oppostte 5 of direct relevance n a
South African context,



‘A rewolution that does not produce @ new space has not
realized its full potential’
Henri Lefebwre, The Sroduction of Soece

| read somewhere that writing about music is like dancing
about architecture. In this composition, | will illustrate the
truth of those words - although not in the way the author
intended - as | identify and analyse the space prodused by
the hip hop revolution. Iplntoargues that hip hop produces
a Cworapped space that is firstly, 3 phenomenon of sonic
organization and wse <reated in and by a distinet social
context, secondhy, dependent on expetiense and memory,
and linked to time in the form of the past, present and
future, and thirdly, defined and cormmunizated by people
through patterns of use in the built environment. | will also
address a specific spatial understanding of hip hop culture
as it reverberates from rap musicinto the built e nvironme nt,
identifying four prirnary  spatial principles  ewident  in
the physical rmanifestations of hip hop architecture -
palimpsestic, anthropomorphic, perfarmative and adaptive
-that are generated ih response to spaces that represent
the power of oppression. This hip hop spatial paradigrm at
ohoe recalls, oreates and deploys new spaces that speak
to the Afrizentric diasporian project of identity ernbedded
in rap musiz. Ready fora little sumpin’ sumpin’ speciiP I'm
houtto breakyou off sorme.

Social formations of sound

Sitnon Frith and Angelk MoeRobbie, in their 1978 essay
Rock and Sexuality’, position rock and pop rmusic a3 the
place where "boys and girls learn their repertoire of public
sexual bebhaviour'! By drawing on theories that posit sexual
subjectivity as = primnary elerment of defining an individuals
oF @ group's identity, and focusing on musics capacity to
construst rmale and fernale identities armong teenagers
through sozilly sanctionsd public sexual expression, they
reject the notion of rock rmusic iberating 2 long repressed
sexuality and instead posit that ‘the most important
ideologizal work done by rock s the conshucFonof
sexuality’. They further argue that this construction is
contralled by the "'gatekespers’ of the industry, who
determine how people listen to [rousic]'® This sugoests
that those who cantralthe choices and farms of musie that
becorne available to listeners have an owver-determined
influenize on the construction of sexuality and identity of
those listeners.

George Lipsitz, in his book Nime Pacsages (2007, direct by
links the Csexual dentity prodused by musks to the notion
of tirne and applies the concept of dilogical oriticiam
- defined as a conversation with history and criticalby
dependent upon rmermory - to the study of music s his
position that, 'one reason for popular musics poweful
affect is ity ability to conflate music and lived experience,
to rake both the past and present zones of choice serve
distinet social and political interests’ (o100,

In his analysis, Lipsitz posits that the socially defined
public arena - that plecee where the everyday interactions
of society takes place - 'is the rmatric of produstion and
reception of popular musie’ (p10SYand mermary is central
to the construction of that publiz arena. Lipsitz argues that
not only is rernory necessary forthe construction of music,
it it @alko central to the construstion of sockl context and

thus necessary for the construction of ide ntity .

Finalky, in his essay, The Sound of Music in the Era of its
Electroniz Reprodusibility'® John Mowitt takes Lipsitz's
position a step further and argues that current technology
hasseparatedthe productionand rece ption of rius iz, and has
‘privilkged the rorment of reception in cultural experiences’
(p 175, further illustrating the social context of rnusic’s
construstion and its influence on subjectivity and identity.
Fey to this argument is Mowitt's assertion that subjectivity
s heavily influsnced by the fact that expetience 'takes
place within a cultural context organised by institutions and
practices’, whizh inthis case is the fefRFon and praciicas
ofthe musikzstudio. He argues thatthe experience of hearing
-and ity concormitant effects anmermory - s less influeneed
by initial producFor than by technical FeproducEor done
in the studio and this phenomenon positions memory a4
both ‘fundarmental to music and profoundly sockl’. Mowitt
proposes that a prirnany, if not de prirnary, reason for
musics social irnportance is precisely this organization of
sound Cnoised around socially sanctioned public structures
oflistening that define normnal - or proper’ - ways of rmaking
sense of what yvou hear,a "standard of norrmakey’ that helps
to define asocilorder, orto use a better word, comrmmunity.
What is eriticalto understand from Mowitt's argurnent is the
idea that musiccancraska and ba creafd b a community
To sumrnarise, the central thernes for my project are the
dernonstration that music oreates - and iy created by - @
distinet social context through experience (interaction
with othersy and metnorny (of that interaction and past
interactions), and also, that musical experienee and memory
play animportant rale inconstrusting specific identitie s and
with that, communities. Sound in spece oreates fdanbnr.
Thess sonizally constructed cormmunities are linked to titne
through an interactive, reciprocal conversation with history
that shapes the socially defined public arena in which
rmusic is prodused, reprodused and received. Music, fhan,
tacomesinfagral fo g wals of Ma, We live i sound defined
spaces. Albert Murray says as much when, writing on the
painting influences of Rorare Bearden, he states: 'and not
only was impeceable mmusical taste anabsolute reguirernent
for growing up hip, urbane, ar strestwise, but 50 was the
ability to stylise yvour actions - indeed, vour whale being - in
terrns of the most sophisticated extensions and refine ments
of jazz music and dance' S

Understanding sound in this fashion is useful in positing the
notion of muskz as an elerment of individual and collective
identity that is: Th = phenomenon of sonic arganization and
use created in a distinet social context, 2) dependent an
pxpetiense and memory, linked to the time - past, present
and future, and 3 defined and cormmunizated by people
through patterns of use. | will show how similr thernes
ernerge as foundatiorml elernents of not only & notion of
rusic, but also fora partizukr notion of space.

Social formations of space

In Fhe Producton of Soeca (1997, Henri Lefe bvre posits that
space v a social product. He argues against the dorminant
western notion of space @y posited by enlightenrment
figures such as John Locke® - that space s pre-existing -
and instead proposes that "spaces are produced’ (p 24y, For
Lefebvre, space is experienced, aor more aceurate by, 'lived’
by bodies - arpeople - in motion that constantly intersect,
interact, produse and reproduce, a phenormenon which
he refers to as ‘sockl space’. Socikl space, as defined by
Lefebwre (p 1020, is both work (the interaction) and product
fwhat is created by the interactiony, and <an be understood
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as the social activities that occur in a particular time and
place thatconstitute —and are specific to - the establishrnent
of a distinct social context. These social activities, referred
to by Lefebwvre as the group's spatial practices, facilitate the
production and reproduction of both the place of and the
characteristics of the spatial relationships of any particularly
defined group of people.

Lefebvre's space is reciprocal; it at onge recognises, shapes
and affirms the identity and subjectivity of the people that
shape, produce and reproduce it” According to Lefebwvre,
because social space is dependent upon people for its (re)
production and people are ever presentinthe socially defined
public arena, he concludes that "[nl]o space disappears
in the course of growth and dewvelopment fhe worldwide
does not abolish the focal” (pl02). For Lefebwvre, there exists
at any given moment a multiplicity of distinctive social
contexts, all of which produce spaces, which as opposed to
Foucault's heterotopias, "interpenetrate ong another and/
or superimpose themselves upon ong another” ®

Furthering this spatial theory, Michel de Certeau, in The
Practice of Everyday Life (1984), theorises the communication
and navigation of these rmultiple, simultaneously sodially

constructed spaces and demonstrates how Lefebwre's
social space becomes legible. De Certeau sees the
mowvement through space as a way of communication
with others, consisting of both experience and memory.
He posits that movement through space and the memory
of experience (movement through the world) constructs
a language we Use to spatially communicate. He calls this
language of movements, "pedestrian speech acts"® that in
fact "secretly structure the determining conditions of social
life" (p.96) by implying interaction between a speaker and
observer that communicates meaning ' Within a frarmework
of communication that is reciprocally transformed and
transforms, the elements of language (musical, verbal and
pedestrian) are consistently chosen, appropriated, adapted
and employed by people to communicate meaning that
is unigue to that particular group, space and time™ "Thus
space is composed of intersections of mobile elements”
writes De Certeau. "Itis inasense actuated by the ensemble
of mowvements deployed within it Space occurs as the
effect produced by the operations that orient it, situate it,
temporalise it, and make it function.. In short, space s &
oracticed place. Thus the strest geometrically defined by
urban planning is fransformed into a space by walkers' (p 1170,
In surn, what is vital to understand from Lefebwvre's spatial
theory is the notion that space is produced by bodieg
(people) interacting. This interaction is specific to a time,
place and social forrmation, but is also historical - it has
a memory, a past Space, like music, cannot be static; it
is dynamic, adapted by its user for the comrmunication
of specific meanings. For Lefebvre and De Certeau, the
formation of space is dependent on the interaction,
the understanding of the interaction in a diaogically
critical (rediprocal) way, and the mermory of interaction
(experience) communicated through the language of the
pedestrian speech act At its very essence, space, for them,
is a "performed cormmunication”. Lefebwvre, De Certeau and
others have allowed me to posit the notion of space as
reciprocal, and as: 1) a phenomenon of spatial organization
and use, realised in a distinct socdial context (people
interacting), 2) dependent on experience and memory,
linked to time - past, present and future, and 3) defined and
cormmunicated by people through patterns of use.

This hypothesis is almost identical to the previously
outlined notion of music and as such, uncowvers a heretofore
hidden opportunity for further critical spatial inguiry. If
space is derived frorm experience and mermory, whose
communication (s performed, AND music is derived from
experience and memory whaose form of communication is
performance, then might we not lock at sound and space
as a similar occurrence, constitutive of sach other. If so,
then space might be defined more specifically as & socialfy
constructed phenomenon of sonic organizalion and use
dependent on axperience and memaory, finked to fime -
oast, present and future — and defined and communicaled
by pecnile through thelr pattems of use.

Rap formations of space

So, sound mediated and performed space becomes the key
to understanding hip hop's cultural creation - rap music - as
the principle foundational element of hip hop architecture.
How, vou say?

T Space is.. a socially constructed phenomenon of sonic
organization: Rap music is unguestionably a music born
of technology and is, as Mowitt has concluded previously,
socialy constructed. The ability of the musical production
(D, producer, engineer) to manipulate particular sounds,



breaks, ruptures in continuity and flow - recalling their
existence by their absence - and mix several disparate
sources of sonic pleasure into the listening experience is
the core of rap music. Writing on the use of sampling in
Black Noise (19540 Trica Rose asserts'[rlap technicians
employ digital technology as instruments, revising black
musical styles and priorities through the manipulation
of technology'® The primacy of studio/technological
production has been key to the development of the rap
genre and the epitorne of a musical phenomenon created in
adistinct social context - the studio.

23 Space is.. dependent on experience and mermory, linked
to time - past, present and future "Music is nothing but
organized noise," states Rose. "You can take anything -
street sounds, us talking, whatever vou want — and make
it music by organizing it"(p.82) As Mowitt has previously
touched upon, music's social importance is precisely this
organization of neoise around socially defined structures
of listening. It is our shared understanding of the "correct”
way to listen that is embedded in our mermory and creates
cormmunity. What becomes important to discern is which
"‘community is forming in the musical technologies of the
collective memory” (pl82) Black music in general, but rap
music's historical connection with the collective memory of
the African diasporic community in particular, is complex
and varied, and the hierarchy of its components is not at
all universally agreed upon. Howewver, what is generally
acknowledged as important, essential and historical about
black music are a) its nature (rhythm, repetition, lavering,
flow, rupture) which recalls the link to its African origin, b)
its orality (toast, call and response, storytelling griot) which
descends from specific African, Caribbean and American
influences, and <) its content (oppression, segregation, self-
determination, self-narming) which is constituted in part by
the postrmodern condition of fragmentation and the project
ofreclaiming the black subject from the "negro” obfect These
elements help to link the African diaspora over distance and
time to a collective memaory that is Africentric in origin and
nature, butis - and this is key - specific to its current locale
and defines a particular type of spatial practice, a principal
tenet of Lefebvre's sodial space.

32) Space is. defined and communicated by people through
their patterns of use: The identity created by sound is best
ilustrated and understood by studying the use and influence
of music on the lifestyles of the diaspora. As Albert Murray's
discussion of Romare Bearden suggests, black musicis really
an integral part of the way blacks live and communicate ™ At
its most basiclevel, musicis for the diaspora an unconscious
way of being that informs both the physical and mental
response to its call and is acted out in all variety of ways,
subtle and not. At its most heightened, it is a recognition
and celebration of an Africentric life force. But at all levels, it
is important, even essential, to the performance of life - Paul
Gilroy's "enhanced mode of communication” - for diasporic
members® This performance of life manifests itself in a
variety of ways in the diaspora, but all are inexorably linked
by the project of reclaiming the black subject from the
‘negro’ object

Rap musicis clearly a tool to use in the process of redefining
self Whereas Dick Hebdige's well-known analysis of punk
culture and music revealed as a central therne punk's desire
for an "escape from the principle of identity", in hip hop
culture and musicidentity is paramount. To produce a "style
that nobody can deal with"® one thatis "bigga and deffa"®
is primary to rap music's significance. With and within the
music, producers express their individual and collective
identity and, in a confluence of structuralist and Africentric

discourses, the music calls upon the listener to express
their identity. Thus an Africentric spatial practice, and a
corresponding community, is at once recalled, produced
and enhanced in the music of the hip hop culture.

Physical manifestations of hip hop space

S0, what does &l this have to do with space, or for that
matter, architecture? This next section will specifically
address a spatial understanding of hip hop culture that
employs this confluence of space and music as a paradigm
that recalls, creates and deploys new spaces that speak
to the Africentric diasporian project of identity in the
built environment. | will outline four primary principles
necessary for the physical manifestations of hip hop space.
The accompanying images are part of a 1994 proposal to
develop a hip hop park on the near south side of Chicago.
The site is a debris laden vacant lot in the midst of one to
three storey warehouses. The most prominent features of
the actual site are the two partial facades that remain from
the former building - a faux classical "coliseum”. The project
dermonstrates the application of the primary principles of
Cwrapped space.

1) Hio hop architecture is palimpsastic. The architecture of
hip hopis linked to the urban context in which it was born.
Part of the social context of the inner city - particularly
in predominantly poorer African-American communities
- is one of disarray and decay. BEveryday, intentionally
unclaimed, naturally deconstructivist structures are allowed
to fall away, piece by piece in unattended lots that are
typically appropriated by the local residents as places for
sundry and nefarious activities. These are the available - and
appropriate - sites for the construction of hip hop spaces.
The charge here is to remake and reclaim the black subject
from the "negro” object and this calls for a rernaking of these
places, also the erasure of the dominant "proper” and the
repositioning of these urban spaces as empowering.

Thus, the first, and most basic principle of the physical
manifestations of hip hop architecture is that it be
palimpsestic in nature and intent. It is an erasure of both
dominant spatial understandings of "proper” and its
hegemonic physical manifestations, while simultaneously -
in the same location - the construction of a hip hop spatial
consciousness and its physical manifestations” Hip hop
architecture is palimpsestic in the fact that it is engaged
in reclaiming the subject from the object. Consistent with
the foundations of hip hop's flow, layering, and rupture, the
palimpsestic nature of hip hop architecture reorganizes and
rewrites the "[viisible boundaries [of architecturs], such as
walls or enclosures in general, [that] give rise for their part to
an appearance of separation between spaces where in fact
what exists is an ambiguous continuity"( Lefebwre, p87) IN
THE SAME LOCATION of the dominant culture's hegemonic
definition of "proper' spatial use This reorganization's
prirary objective is to recapture the black subject from the
"negro” object and affirrm the body's identity in spaces that
hawe historically done just the opposite.

Acspecific application of the palimpsestic principle in the Hip
Hop FPark projectis evidenced by the appropriation of space
by the local youth as a place of recreation, due to the lack
of available open space in their community. This park would
authorise a place for the typical ocutdoor performances that
occurregularly in this community, provide staging space for
hip hop dancing, wall space for graffiti artwork (tagging)
and provide portable vendor booths along a "street and
corner” within the park to serve as a hip hop community
flea market Providing for the specific spatial practices of
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this community assists in erasing the notion of this spaceas
a place of vandalistn and degradation, and rewrites - inthe
same place -4 place of validation and desire.

2y Hip hop archilacture io anthropomaorohic: A principal
purpose of hip hop archit ecture is to create a "horme place,”
4% bell hooks has referred to it ar, for the purposes af this
pasaEy, @ space that engages and employs simnilar identity
Creaconstruction strategies that take place at warious sites
within the diaspora. Therefore, another prirmary principal of
hip hop architecture as it concerns reconstructing a positive
black identity, is that it be anthropormorphic, At historian
Suzanne Blier points out that this is 'in many respeats,
ohne of architecture’s universals.. [and] is also a fregquently
pupressed feature of architectural traditions in Africa' 2

The anthropormarphistn in hip hop space is not concerned
with typical western understandings of the concept that
focuses centralhy on the physical attributes orappendages
of the body. It is instead concerned with a holistic
understanding of the plkae the body inhabits. It is similar
to the DUfprodusers’ call of ‘who we are’ and as sush is
intirnatehy connected with the identity of the body withi
space A Bliersaffirms, unlike inthe we st wheare "archit sctural

anthrapormarphisrn had its prirmany basis in the valualion
of the hurnan body a5 an expression of God's oreative
perfection, Afrizan architects more characteristically see in
the hurmana model of life and vitality and an expression of
social relations hips and values '(p 1180

Ar g space that is constructed by the bodies ofits users, it
is eritical to consider the body in space and provide for its
interaction in warious forrns and with warious objects. The
park provides for the specific spatial practice s ofthe hip hop
cormmunity as they define their space through pedestrian
speech acts. Providing for cultural and comnunal use in
this space brings the space of hip hop - and its subsequent
architectural manifestation - into being. Thus the spaces
provide far not anly the tangible interaction in warious forms
of creating and viewing the perforrnance of everyday life
(the sconornic, political, communaland physical exchangss)
by people in rnotion, but also the tactile interaction with
Cirmrnobile objects Cgraffiti walls, speaker stands, vending
boothsy as well The park is designed to facilitate this
interaction, with the understanding that the rmore tangible
and substantive the interaction, the more waluable and
legitirnate the architecture becormnes.

I Hip hop srchilactore o performalve: To paraphrase
Shakespeare, if all the worlds @ stage, and we are rmersly
actors, then the physizal ranifestation of a hip hop spatil
understanding is this phrase’s most recent - and important
- connotation. The notion of ‘simulta neity’ - the intersection
of body and stage around the construction of identity -
communicated through perfarrmanee is @ prirnary element
ofthe dissporaand must be a part of hip hop space.

The arganization of hip hop spatial understanding <an
be found in the deep <all of the diaspora in rhwthr and
repetition. Hip hop architecture is the ermergense - in form
- of the baie and the beat, the flow and the rupture, the
call and response. Consequently, an additional prirmny
prinziple of hip hop architecture s that it is perforrmative.
It s about both providing the stage {backdropd and
privileging Cinvitingy the performance where space 0%
produced through the conjunction of people within it. The
impottance of performanase - both the eweryday and the
cerernontal - inthe ereation of space inthe disspora, writes
Blier, ‘'underscores the centrality of architecture itself both
as @ aetting for everyday life and cerernonial action and as
@ theatre forthe presentation of dratnas for the community
@t @ whole, Through these perforrmanaees, key aspects of
architectural meaning are given expression. (p=200%

The design ofthe Hip Hop Park can be wiewed as ane large
stage that recall historical spatial practices that are specific
to this partizukr location. Hip hop architecture is concerned
primnarily with identity and certral to the creation of that
identity are patterns of perfarrmanse that are created by
the rusic, by the musicians and by the listeners. Each of
these activities is suggested Cinvitedd inthe design by their
location, but theyare not fossilized inthese locations. Like the
transforrmative nature of the hip hop culture, these spaces
are easily fand most likely will be continuous v transfarmmed
by the uwsers to rmeet the ewver complex performmance of
spatial and identity construction. The spaces suggested
for the perfarmanze by the musicians {the central stage,
and by the listeners (passively inthe contre grass knolls and
actively inthe hip hop dance spots and the bazaar aread,
are designed to encourage their use as currently designed,
but also their rearganization in other ways by the users, as%
the community continues to write and rewrite their identity
inand onthis space.

4 Hiohoparchifacior icadapoivalt hastobe The sites that
are availble forthe ermergense of hip hop farms necessitate



it;the peopleforwhormthe structure s willbe Built willdernand
it; the awailability of rmaterials for this (these projectis)
requires it; the assemblage of these structures compels it.
Hip hop architecture's dimsporic dialkatic i inescapable.
From its vegetal and muddclay site-specific African ariging,
to the design of ‘shotgun hores' in lete 18th century
Caribbean and eartly 19th century Arnetica, to the late 19th
centurny Tuskeges Institute project, to the thatched roofs
of the early 20th century ‘eritter houwses' of South Carolina,
hip hop architecture isalso committed to using and reusing
rraterialy transforrmatively and oreatively, rernoving the
hegernonic ‘propet’ not anly from spatial communication
hut frorm syrmbol and materfal communication alko!® The
atchitecture of hip hop ermbodies the spirit Laverne YWells -
Bowie describes as "architecture as a cultural practice. that
sense of architecture acknowledgng] diversity of lozation,
that wherewer folks are dwelling in space, they <can think
cteatively about the transformation and reinvention of that
space’ 2

Architecture of the site

Adapting the <urrent rnaterial culture availble in the
community, the concept behind the bazaaris driven by the
desire to facilitatethe entre preneurial spirit of hip hop culture
and to build on its "power from powerlessness’ therme, This
space v designed to facilitate voung entrepreneurs, street
vendars and small community enterprises that would like
to reach a larger and repeat clientele, but don't hawe the
initial capital investrment for renting <ormrme reial, inventony
orstorage space. These enterprises provide a wital service -
the underground econory that sustaing many marginalized
caramunities - but live @ transient existence within the
cornrmunity=

Ar such, the hip hop booths are a principal component
of the bazear and are desighned to be easily assernbled,
disassernbled and transported. Made fromm wood, metal, wire
and canwvas, they blend perfecthy with the materials used
in the park design, as the walls, flooring and booths utilise
the rnaterizls discarded in the neighbourhood evenyday
- at onee <cleaning the areas of debris and adapting the
discarded into the useful. The canwvas cowvers of differing
colours are intended to be utilized by neighbourhood graffiti
artists to sirnultaneous by display their skills and to announce
the warious vendors in the bazaar, giving the market @
particularly cormmunity flavour, cereating an ‘architecture
of the site’ as opposed to the architectural ideal of 'an
arzhitecture on the site"Z and adding vet another kyer to
the construction of individual and comrmmunal identity.

Writing ab out music is like dancing,..

In this sssay, | hawve explored @ particular relationship
between rap rnusic, space and architecture. Rejecting
previous investigative essays that also hawve as their focus
muskz, space and architecturs =y being inadeguatehy
probative, | have ernployed @ counter gquest foran assthetic
paradigrn of architectural and soniz production, one that
approaches the question of rusicand archit ecture romthe
inside out. In this investigation | have positionsd rap music
as the wornb frorm which hip hop space and architecture
are barn.

Theory in architecture is all too often discussed onby in terms
of formn. The idealogy inarchitecture - which permeates the
profession and discipline - s rarely analsed. This piece
atternpts to open up that discussion ona nurmber of levels.
My prirmany purpose i engaging in this exarination of

rmusic, space and architecture is to begin to explore new
paradigrns of architectural spatial theory and rmanifestation
thatare initiat e d from the riarginalis e d citizenry - specificalby,
the African-Armerizan cormmunity. This search is fora s patial
paradigrn that resists the power of dominant hegernonic
understandings of space embedded and accepted in
atchitecture and creates power for the marginalised from
their built ernvironment, prirnarily by identifying ways they
canand do express their spatial practice in physicalformto
affirrn their walidity, The revolutionary produstion of hip hap
space in the built environment has <learly been identified
4% @ prototype dernonstrative of an African-Amerizan
spatial practice and availkble for physical expression. In
this theorising, the produstion of hip hop architesture is an
atternpt to, in the words of Carl Boggs, ‘recovers sense of
commnunity outside the state-regulated and cornmodified
uniserse’ dependent on 'a systerrmtic reorganization
of space to enkrge the realm of public discourse and
physical freedom. a new <ode of space’ and build upon
the foundations of ‘expressive rather than instrurnental
Cinstitutional s ocial relations' =

The presminent prinziple in hip hop culture and its s ic
s one of identity. Rap mmusic employs warious specific,
identity Creddefining strategies deweloped by the Afrizan
digtpora as @ result of ity hlack subject’ negro object
reclarnation project. The specific spatial understanding of
hip hop culture, ermbodied in the physical ranifestations
of hip hop architecture s predicated on the response to
those spaces that represent an erasure of identity and,
concamitanthy, the presence of oppressive power. A hip hap
spatial paradigrm at onee recalls, ereates and deploysa new
space of dissporin origin and produses an architectural
rranifestationthatis at onee palimpssstic, anthropomaorp hic,
performative and adaptive. By rmaking architecture an
attefact that is ‘owned’ by reason of indiidual, community
and/ or cultural relevance and reaffirms their identity as (ad
people, the architecture of hip hop strives to rmake the built
ghvironrment something desirable and therefore waluable
to those inside and outside the comrmunity. Le Corbusier
recoghised the necessity oftransformation when he argued,
ifwe challenge the past, we shall learn that styles' no longer
exist for us, that @ style belonging to our own period has
corne about' ® The old solutions (stylesh no longer apphy.
Our coneerns, our problermns at this time, are different.
Architecture should be about that - sbout responding to
society now, with an eye always toward the future, When
Bones, Thugs and Harmnony rap about 'It's the first of the
ranth’ or Luniz ' got five an it’, this speaks to the concerns
ofa broad spectrurn of the populace, and suggests modes
of aesthetic solutions. Where are the strustures that reflect
this? Where is the building that | can say 'l got five an it™?
Infer <ity design strategies to date primarily have been
developed outside of the affected cormmunity. Historicalhy,
desigh inthese rarginalised cormmunities frorm an universal
(read Euro-Armerican) spatial understanding has not been
‘universally' sussesstul. Hip hop architecture <alls on the
atchitectural flow' to develop a space that nobody can deal
with, a space that cannot be easiby understood or erased, @
space that has the reflexivity to create counter-dorminant
narratives against a rmobile and shifting enermy, to guote
Tricie Rose. Adds Rose:'Inthe post-industrial urban context
of dwindling low-incorme housing, @ trickle of meaningless
jobs for yvoung people, mounting police brutality, and
increasinghy draconian depictions of yvoung inner ity
residences, hip hop style is black urban renewal’ (p S

Ar such, hip hop architesture is one model for halting the
destruction and deterioration of Afrizan-American urban



communities and its bast hope to restore their viatality as
sustainable communities. The architectural entities that
evolve from a hip hop spatial paradigm draw on the best
of the past and the present. Employed in communities
where there 15 a need and cry for an ervironment that does
not repress but releves, hip hop architecture replaces the
constrictive with the supportive. It defines and emphatically
declares an African-American identity. Like rap music, hip
hop architecture reuses and renames space. To further
guote Rose, it renders “visible ‘black’ meanings, precisely
because of and not in spite of, its industrial forms of
production, distribution and consumption®, (70 1T nurtures
a place where African-Americans can s8¢ a positive
portrait of themselves in their envircnment, The Hip Hop
Park project is an example of this type of effort to listen
toc what's on the street and - literally - read the wnting on

the wall. Because, as singer Gil-Scott Hercn, anticipating
Lefebvre while paving the way for this hip hop moment has
s eloguently said The revolution will not be televised..It
will be live.”
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