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abstfaCt

Performance art presents a unique way to transfer stories, educate the community, and
function as an integral part of rituals in many cultures. The concept of theatre is much like
reading a book. It provides an escape, where the audience member can become part of the
story being told, or just experience a different reality through the lenses of someone else’s
perspective.

The Overzicht Arts Village in Sunnyside, Pretoria, provided a social hub for locals in the
late 20th century. The historic Breytenbach Theatre was central to this social activity. As a
result of the city centre and suburbia expanding east, the block lost its social significance
as an arts precinct. The Breytenbach Theatre, underutilized and in a state of disrepair, pres-
ents an opportunity for the theatre to respond to the heritage of the block and to be re-ig-
nited through introducing a black box theatre complex.

The Breytenbach Theatre holds the potential for stories to be interpreted differently by all
people involved in the performance. This in turn can stimulate social interaction as there is
a community of free-thinking minds that may all perceive the performance differently. Thus,
the theatre becomes the catalyst to revitalise the precinct. A thorough study is done to
document the history of the context and site, as well as assess its current state. An investi-
gation into relevant literature, precedents and a local case study, provides principles that
guide the re-design of the Breytenbach Theatre.

The design intention is to create a platform for the community to tell, experience and create
stories. This is achieved through establishing a strategy of connections to expose a narra-
tive of heritage, theatre production and theatre mechanism. The design intervention ensures
that wherever the user is situated, they will encounter framed views of both the historic
orthodox theatre and its stage tower. The user follows a series of choreographed journeys
where they experience different types of theatre, as well as become part of the ‘production’
themselves.

KEY WORDS:
Interior Architecture | Storytelling | Theatre Design | Social Catalyst | Black box theatre |
Adaptive reuse | Heritage
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Prologue

INTRODUCTION

Theatre acts as an introspective mirror into the mind of society, through which society can
analyse itself. It does this by creating a platform where social concerns can be brought out
into the open and where social interaction can take place. Before social interaction in and
around theatre can be understood, it is necessary to look at the theatre in the typology of
architectural objects.

The following chapter sets the scene for the design investigation through the formulation of
a problem statement and related research questions. The objectives, significance and limi-
tations are discussed, as well as providing a description of the qualitative research methods
employed.

15
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1.1_SELECTED SITE

Following the Anglo-Boer War, Gerard Moerdyk Street (previously President Street), an urban
block in Sunnyside (Pretoria), provided a social hub for the local community. The street is the
site of the historic Overzicht Arts Village, as well as the Moth Club (Artefacts, 2013) and the
Breytenbach Theatre (previously, Harmony Hall).

With the increase in population growth and wealth, suburbanization was inevitable. As a re-
sult of gradual migration of retail typologies to the North, the block lost incentive for social
interaction. High-rise blocks of flats were added, changing the typology of the block and how
the community perceived it. With the population growth in Sunnyside and surrounding areas,
new roads were needed and an extensive highway scheme in 1967 reinforced the East-West
movement that kept on growing throughout the city, which expanded Pretoria exponentially
(Meyer, 2005:32). The main artery feeding the city from the South is Nelson Mandela Drive.
Local authorities identified the opportunity to re-establish the prominence of a gateway into
the city.

Ludwig Hansen Architects and Urban Designers proposed an urban framework, entitled, ‘The
Mandela Development Corridor’ (MDC), in 2005 (Hansen, 2005). MDC aimed at restoring the
North-South movement, decreasing the dependency on vehicular transport (especially private
car ownership) by encouraging pedestrian movement and linking Sunnyside and Arcadia to
the inner city (Meyer, 2005:32). This axis had been neglected and human needs were set
aside in favour of higher economic gains.

The Breytenbach Theatre is thus identified as the site for the design investigation. It is

located on the South-Eastern side of this urban block. Surrounding the site are residential
houses, dating from the 1920s and 1930s with corrugated iron sheet roofs and timber framed
windows. These houses are currently used for gastronomy and residential purposes (Meyer,
2005:35). The MOTH club that lies to the western side of the block, behind the Breytenbach
Theatre, is an example of Modern Movement architecture with very little architectural value.
Due to its age, it has respected historic value, but various alterations have left their marks
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Figure 4: Conceptualisation of inital project intention

/

on the building. The rest of the apartment buildings surrounding the theatre are that of late
modern architecture (Meyer, 2005:35).

Since the Tshwane University of Technology (TUT) bought the Breytenbach Theatre in 1983,
the theatre has been used as an educational platform for performance students to learn how
a theatre works inside-out (Nienaber, 1984:5). This has, however, caused the theatre to lose
interaction with the public and now mainly serves the students of TUT. Therefore, the main
driver for selecting The Breytenbach Theatre as site, is not only due to the theatre’s signifi-
cant heritage (c.f. Chapter 2), but also to illuminate the heritage of this Sunnyside block and
the potential it has to bring back social activity.

1.2_THE RESEARCH PROBLEM

The Gerard Moerdyk urban block in Sunnyside, Pretoria, holds a rich heritage of social sig-
nificance. Located on the block, is the historic Breytenbach Theatre. The theatre, currently

~underutilized and in a state of disrepair, presents an opportunity for a series of design

interventions.and insertions, both within and beyond the skin of the theatre building, to act
as social catalyst for the local community.

Figure 3: Zoémed in urban block
of selected site
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1.2.1_GENEREAL ISSUE

Interior Architecture as discipline places emphasis on designing for the user through the
interface of user to space; user to object and object to space. Traditionally, the design in-
tervention is limited to the interior of a building’s skin. However, social interaction between
people is not limited to the interior of a building, but often spills out into the urban fabric
(Diagram_1). Social well-being is experienced through socially connected environments that
establish long term resilience when the environment resonates with its community, context
and expresses its values (Buchanan, 2018). Mace (2015:56) describes urban interiors as spac-
es that sit on the boundaries between inside and outside. She describes the psychological
position (dominated by the feeling of interiority) as the connection between people and the
city (Mace, 2015:56).

Diagram_1 General issue Diagram_2 Design issue

1.2.2_DESIGN ISSUE

There are various factors that influence the user’s perception of a building or the building’s
interior. It is important that the design should not only transfer the user physically between
exterior and interior, but also prepare the user for the programme of the space that he/she is
being directed to. Currently, besides the design of the surrounding landscape, which directs
movement towards the theatre, there are no other indications that the theatre exists. Through
a series of design interventions, both within and beyond the skin of the theatre, potential is
identified to transform the theatre from a mono-functional programme to a multi-functional
theatre complex that offers diverse programmes that spill over into the block and the local
community (Diagram_2).

1.3_RESEARCH QUESTIONS

How can the historic Breytenbach Theatre be transformed into a multi-functional
theatre complex that acts as a social catalyst for the local community?

[Theory] How can the principles of adaptive reuse of heritage
buildings, storytelling and place-making be applied to create the
proposed environment?

[Context] How can the heritage significance of the Breytenbach
Theatre serve the local community as social catalyst?

[Design] How can the design of a theatre complex with flexible
programmes contribute to the experience of the user, while con-
serving and celebrating the heritage narrative of the Breytenbach
Theatre?

Diagram_3 Main research question ~— —~
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1.4_AIM

- - =
(s - -~ The aim of this study is to conserve and celebrate the
L ¢ 7 ;- \“\ \ inherent cultural and historical value of the Gerard
Lo RN \ Moerdyk Street block. The Breytenbach Theatre is
V! ' ,l | | identified as site for design intervention that will act
\ s as social catalyst in the revitalisation of the urban
S block. The heritage significance of the Breytenbach
s Theatre is used as point of departure for igniting

social interaction and storytelling. The overarching
objective is to explore how a series of design inter-
ventions and insertions, in and around the theatre,
(rendering it a multi-programme theatre complex)
can serve as a social catalyst for the urban block

and its community.
Diagram_4 Aim of project

1.5_SIGNIFICANCE FOR DISCIPLINE

The study is significant in that the strategy explored for designing a narrative both tangible
and intangible can be applied to similar heritage fabrics, in particular theatres. With this,
the interior architecture discipline is extended from the traditional user-interface within the
interior of a building to moving beyond the architectural skin and spilling over into the urban
fabric connecting the user with the city/community.

Due to the Breytenbach Theatre’s vast history and the various programmes that the theatre
has been occupied with, the technical documentation on the building does not exist anymore.
The author’s contribution to the heritage significance of this project includes measuring and
documenting of the existing building and it’s layout, as well as conducting an in-depth study
on the theatre’s interior and exterior features.

i

Diagram_5 Significance for interior
discipline
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1.6_RESEARCH METHOD

A multi-method, qualitative, methodological approach, with the focus on interpretation and
meaning of the collected data in its context, is used (Groat and Wang 2013:219).

The research methods include:

1.6.1_Historical Overview

In order to document and assess the current state of both the Breytenbach Theatre and the
surrounding area, it is critical to research the development of these spaces from historical
maps and photos, which are obtained from a variety of sources: archives, books, articles and
consultations with experts in the field. After an in-depth building analysis, the building is
documented according to various heritage charters, which is concluded with a Statement of
Significance (SoS) (ICMOS 2013:2).

1.6.2_Mapping (Site interpretation)

The site, urban block and area are documented in terms of building typologies, sound fre-
quencies, movement (vehicular and pedestrian), as well as historical narrative. An in-depth
study is conducted on the Breytenbach Theatre building itself. Materials; immediate environ-
ment; thresholds; the intangible character (essence) of the building; modifications made over
time, programmatic functions and adaptations; stylistic characteristics; and the current state
of the building are all mapped and documented.

1.6.3_Theoretical approach

A review of a limited number of pertinent published works on theories of heritage, adaptive
reuse, narrative in architecture and storytelling, as well as place-making, is conducted to
establish a clear theoretical approach toward the adaptive reuse of heritage fabric while
serving as a social catalyst.

1.6.4_Case study

Groat and Wang (2013:418) defines a case study as an empirical enquiry that investigates a
phenomenon or setting. A case study requires a more in-depth and critical investigation than
a precedent study. To this end a SWOT (strengths, weaknesses, opportunities and threats)
analysis is used, along with a series of investigative parti diagrams. A local case study in
Stellenbosch, with a similar approach to heritage and theatre, is investigated in order to
guide the design approach.

1.6.5_Precedents

The research, analysis and understanding of related projects and examples provide insight to
underlying principles in terms of design and theory (Petzsch, 2012). It is necessary in order
to understand both the tangible and the intangible of the requirements throughout the design
process.

1.6.6_Design Methodology

A heuristic inquiry methodology will be explored. Heuristic inquiry is a phenomenological
research methodology, whereby a question or problem is answered through qualitative data
(Moustakas, 1990:9). The mentioned methodology relies considerably on personal observa-
tion, experiences and insight of the researcher (Moustakas,1990:14).
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1.7_LIMITATIONS AND ASSUMPTIONS

Although the entire urban block is considered as a single entity, the design is concerned with
the theatre itself, in order to investigate, test and establish the best response to the research
problem. An exhaustive search of the literature and consultation with a number of heritage
and theatre specialists revealed that the documentation (plans, sections, elevations) of the
Breytenbach Theatre have been lost. As a result, the author needs to make certain assump-
tions about the building, based on primary and secondary research.

It is assumed that since the theatre has been occupied by Tshwane University of Technology

(TUT), there has been very little interaction between the public and the theatre, because it
has been used as an educational facility for TUT.

1.8_OVERVIEW OF STUDY

Study Proposal Programme Theory Precedents Concept Design Development Conclusion
Technical

Technical Investigations

Research Problem Block Vision User profiles Ulumbarra Theatre Design Guidelines Floor plan development List of References

Analysis of building Market Theatre

Research Method Case Study: Adam

F. Stage Tower

Technical investigation
Small Theatre

D. Dressing Rooms
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[ RESEARCH QUESTION ]

How can the historic Breytenbach Theatre be
transformed into a multi-functional theatre complex that
acts as a social catalyst for the local community?

GENERAL ISSUE DESIGN ISSUE

Figure 5: Summary of Prologue

1.9_CONCLUSION

The intention of the project is to transform a currently underutilized, historic theatre into a
social catalyst for the urban block. Orthodox notions of theatre are challenged in an endeav-
our to accommodate new and multi-functional programmes, while still operating as a whole.
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Act |

Scene 1

INTRODUCTION

Specific criteria were used to identify a precise programmatic site and community in Pretoria.
These included that the site should:

- have a performing theatre programme;

- be located in a diverse social community;

- have heritage significance.

The Breytenbach Theatre was immediately identified as the appropriate site through knowl-
edge that the author personally has gained by attending and performing at the theatre. After
an in-depth study about the historical development of the area surrounding the site, it is
concluded that the site is appropriate for the intended project study.

The site, 137 Gerard Moerdyk Street, is situated on the South-Eastern corner of the urban
block, located next to the historic Overzicht Village and the MOTH Club. The surrounding
high-density areas allow for support of an interior architecture catalyst that is communi-
ty-driven and adds diversity and social interaction to the street block.
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2.1_HISTORICAL DEVELOPMENT OF THE AREA AND THEATRE

Pretoria was founded in 1855 and laid out to a man-made order, along with two main axes of
cardo and decumanus that cross in the symbolically important centre, which today is known
as Church Square (Petzsch, 2012:16). With the expansion of the city came the establishment
of Arcadia, Sunnyside and Pretoria West.

Today the area is known as Sunnyside. Originally it consisted of various farms that later
became plots and then erfs as the area expanded (see 1902 map of Pretoria). The suburb is
defined by natural borders, such as the Apies River to the west and the Walker Spruit to the
east. The Harmony farms (see Figure x), east of the Apies River, were occupied by German
settlers and played a major role during the Anglo Boer War (Jansen, 2019). Evidence of this
is found in traces of Harmony buildings still in the area such as the “Harmonie Nederduitse
Gereformeerd Kerk” in Joubert Street and the “Harmoniehof Aftreeoord” in Steve Biko Street.
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* Pretoria Map of 1902
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Figure_6 Keystone of Breytenbach Theatre
(Source: Author, 2019)

The keystone was laid
on 6 June 1903 by the
“Deutsche Turnverein”
after renovations to the
historic Harmony Hall
were done (Nienaber,

1984:5). The German
community used the
“Harmoniesaal” until

the outbreak of the First
World War (1914-1918).

Figure_7 German Gymnastics club,
1903 (Source: Breytenbach The-
atre Foyer)

Figure_8 Emily Hobhouse, 60 years old
(Brits, 2016)

Post World War |, the
Harmony Hall was ex-
propriated from the
German community for
use as a cultural centre.
During this time, Emily
Hobhouse used the hall
as a weaving school for
underprivileged women
(South Africa, 1993:20).
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Figure_9 Influenza Epidemic (South African
History Online, 2014)

The influenza epidemic
infiltrated South Africa
in September 1918. It
was concluded that the
participation of soldiers
in the war, brought the
epidemic into the coun-
try (South African His-
tory Online, 2014). As a
result, theatres, church-
es and community halls
were used as temporary
hospitals to treat the
infected. The Harmony
Hall was converted into
one of these hospitals
(Nienaber, 1984:5).

BREYTENBACH
Theatre

Figure_10 Sculptors working on the full-
scale clay model (subsequently destroyed)
for the ‘Voortrekkers leave Cape Colony’,
Harmoniesaal, Pretoria, 1943 (Parker, 2017)

Around 1943, the “Sen-
trale Volksmonumente
Komitee” (SVK) rented
the Harmony Hall from
Gerard Moerdyk (South
African architect) to pro-
vide a sculpture work-
shop for the creation of
the “Voortrekkers leave
Cape Colony” historical
frieze (Parker, 2017:171).
“The historical friezes
are inseparably bound
up with the Voortrekker
Monument and depict
all the important phas-
es of the Great Trek”
(Board of Control of the
Voortrekker Monument,
1970:39).



Figure_11 (above) The cast of the first NTO
production, Altyd My Liefste with General
Jan Smuts. From left are Esmé Celliers,
André Huguenet, Enone van den Bergh,
PPB Breytenbach, Genl. Jan Smuts (Prime
Minister), Truida Pohl (Director), Georgie
Linder, Dan Welman, Ellie Swersky, Sieg-
fried Mynhardt and Bob Courtney (1948)
(Source: State Theatre Archives)

In 1950, the first formal-
ized theatre organisa-
tion was founded by the
doyen of South African
Theatre, PPB Breyten-
bach, called the Nation-
al Theatre Organisation
(NTO) (Harris, 2018:18).
The Harmony Hall con-
verted into a theatre
around this time and
the first production was
performed in November
1958, called “Die Voor-
lopige Vonnis” by Josef
van Hoeck (Nienaber,
1984:6).

N

Figure_12 National Theatre Organisation
(NTO) logo (Source: State Theatre Archives)

Figure_13 Breytenbach Theatre in later
years (Hauptfleisch and Breytenbach, 1985)

After the disbandment
of the NTO in 1962, the
NTO dissolved into PACT
(Performing Arts Coun-
cil of Transvaal) which
centralised their per-
formances in two ma-
jor venues in Pretoria
(Parker, 2017:171). The
opera and ballet com-
pany used the Aula at
the University of Pre-
toria and the drama
department used the
Breytenbach Theatre (at
this time still referred
to as the Harmony Hall).

Figure_14 Breytenbach during his last
public appearance (Hauptfleisch and
Breytenbach, 1985)

In 1958, Breytenbach
donated the property
next to the Harmony
Hall to the NTO, in or-
der to be used for youth
groups as a school for
actors. Breytenbach fi-
nally retired from PACT
in 1967, but not after
they made him an hon-
orary member. Hereaf-
ter the National Theatre
renamed the Harmony

Hall the Breytenbach
Theatre  (Hauptfleisch
and Breytenbach,
1985:40).
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Figure_15 TUT performing Elixer the Musi-
cal at the Breytenbach Theatre (DWR, 2015)

The TUT started renting
the Breytenbach Thea-
tre in 1982 as a space
where the performing
arts students could re-
hearse. Finally, in July
1983, TUT bought the
Breytenbach Theatre
from PACT (Nienaber,
1984:6). To this day, the
theatre is being used
by TUT as an education-
al theatre, where stu-
dents perform studies
on theatre and perfor-
mance before they are
integrated into the per-
formance world (South
Africa, 1993:20).

* Pretoria Map of 1936
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2.2_BLOCK VISION

(This block vision was done as group work during mapping exercises(Labuschagne et.,2019))

Through general mapping of the area and investigation into the Tshwane Vision of 2055, the
following principles for communal well-being were applied to form a block vision:

- Alternative educational opportunities;

- Enhanced connected neighbourhood and community;

- Diversifying recreational activities to accommodate mixed users and
- Responding to services and amenities in the immediate proximity.
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Diagram_06 Principles explaining alternative education, enhanced connected neighbourhood, diversifying recreational activities and responding to services and
amenities (Labuschagne et., 2019)

It is proposed that the zoning of the block changes to accommodate a cultural hub (historical-
ly known as the Overzicht Arts Village). More green space introduced that can be utilized by
the users of the hub, residents and the local community. The residential blocks are intended
for travelling companies or art students will mainly be using the Breytenbach Theatre
(Figure_16).

PROGRAMME TYPOLOGIES

Residential - Lodge
Performance

ECD + Afterschool
Retail - Supermarket
Internet Café
Restaurant
Bar/Shebeen
Government

Barber Shop

Health Clinic

Open gallery and sculpture [ |

0
O
Residential - Apartment .
[
|
|
|
[

Figure_16 Programme Typologies indicated on urban context around proposed site
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Pedestrianising Gerard Moerdyk Street will give this "'" 4\,
block an intangible boundary rendering it capable """' &
of a cultural hub (Figure_18). New pedestrian routes ™. l\
through and around the block are introduced to con-
nect the theatre with the restaurant/retail side of the
block on the northern end.

]wg:c'

W,

The intention for this vision is to revitalise the interactions between the various programmes
of the block with the two main interactions being theatre/performance and social activity.
These interactions should become the overarching programmes of the block. A third interac-
tion that is introduced is that of education (Figure_19).
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VISAGIE ST

Figure_17 Urban block indicating
proposed programme typologies

around the site

Figure_19 Interaction nodes on the urban
block that overlaps and influences each

other
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Figure_18 Urban block indicating vehicular
routes and pedestrian routes around and in

the urban block



2.3_GENERAL SITE ANALYSIS

2.3.1_MAPPING OF EXISTING

An understanding of the existing functions of the site has been gained through desktop stud-
ies and site visits. The area is dense in residential users, with the majority being apartment
blocks. Commercial functions have been established in the Overzicht Village when oppor-
tunities have risen in the surrounding context. For example, the street has typologies like
residential, retail supermarkets, restaurants/bars and even a barber shop.

The area is dense with trees and has a vibrant atmosphere. The street elevations reflect the
existing conditions of Gerard Moerdyk Street (Figure_25-26).

.
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Figure_20 Programme typologies around the urban block of site Figure_21 Transportation routes and stops
Iﬂf.
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1
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Figure_22 Sound frequencies around and in the urban block Figure_23 Social interaction nodes and frequencies
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Figure_24 Combined Map with programme typologies, sound frequencies and transport stops

GERARD MOERDYK STREET ELEVATION - FACING WESTERN SIDE (LEFT TO RIGHT)

THEATRE GARDENS KREST BREYTENBACH THEATRE HUGUENOT PREDENT
Residential Residential Performance Residential Residential 'SUNNYSIDE DAY CARE 71, SUPERMARKET
ecd Retail

TRADE
Informal Retail

Figure_25 Photo collage of elevations of buildings in Gerard Moerdyk Street - facing the Western side

GERARD MOERDYK STREET ELEVATION - FACING EASTERN SIDE (LEFT TO RIGHT)

DREAM FINDER JABULANI AWANO BRIGHTON COURT UNKNOWN LIBRETTO FLATS
Carwash/Tt i Retail - i Residential Barber Residential

centre/Restaurant and Bar
Figure_26 Photo collage of elevations of buildings in Gerard Moerdyk Street - facing the Eastern side
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2.3.2_SIDEWALK ANALYSIS

During an analysis of the sidewalks along Gerard Moerdyk Street, it was found that the paved
sidewalks are in an acceptable condition. The sidewalks are an appropriate width, with no
distinctive obstacles that hinder the flow of pedestrian movement. It is also evident that the
community takes ownership of their sidewalks, as they are clean and cared for. This is im-
portant for the project, as it is proposed that social interaction starts here, on the threshold
between the urban fabric and the interior.

2.3.3_MOVEMENT AND ACTIVITY

Gerard Moerdyk Street (east) is mainly used by residents and visitors to the supermarkets or
restaurants. The vehicular movement in this street consists mainly of taxis, although there is
a high amount of foot traffic as well. Kotze Street (north) and Nelson Mandela Drive (west) are
primarily high traffic roads with multiple lanes. The BRT station is situated in Kotze Street,
creating a high pedestrian movement as well. Rissik Street (south) is a one-way street, head-
ing to Hatfield, causing this end of the block to have less vehicular movement. Due to the na-
ture of the programmes in Gerard Moerdyk Street, it seems most of the user activity happens
in this street, causing this block to have a social activity that spills out to the east into the
Sunnyside community.

Y | ¥

oy

oty ALl

Figure_27 Front boundary of Breytenbach Theatre Figure_28 Back boundary of Breytenbach Theatre

HABARI SATANS PLACE

MUSWENKO LIFESTYLE LOUNGE
‘Shebeen/Restaurant ‘Shebeen/Restaurant ‘Shebeen/Restaurant

LITHECA GUESTHOUSE AND FUNCTION VENUE
‘Spa/Residential/RetailFunctions.

SANTA BARBARA SANTA MARIA
Residential Residential

THEATRE VIEW

Residential 60 TOWN VILLA

Residential
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2.3.4_BOUNDARIES

The nature of the boundaries in Gerard Moerdyk Street indicates that security is an issue.
The majority of boundaries are palisade fences, giving passers-by a glimpse into what
happens beyond the boundary. In front of the Breytenbach Theatre, a distinctive boundary
is created by greenery next to the palisade (Figure_27). At the back of the theatre, there
isonly a guard rail that distinguishes the threshold between the street and the parking lot
(Figure_28).

Figure_29 Parking and side walk infront of President residential building Figure_30 Side walk infront of retail building

Figure_31 Side walk and parking infront of old Overzicht Arts Village Figure_32 Side walk infront of Breytenbach Theatre
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2.4_DOCUMENTATION AND ANAYLIS (BREYTENBACH THEATRE)

2.4.1_EVOLUTION OF BUILDING

Through an investigation of photographs found of the Breytenbach Theatre and an interview
with historian Anton Jansen (2019), the following can be assumed regarding the development
of Breytenbach Theatre:

- The original structure, built around 1903, was only the main hall (now auditorium)
used as a gymnastics hall.

- The lobby wing was built between 1914 and 1943. It is estimated that the stage
tower, office block and dressing rooms were added around 1943-1950.

- The house on the northern side of the site is not seen in any of the historic photo
graphs, but according to Jansen (2019), it played a major role in the development of
the site and is assumed to have been owned by N.J. Warmelo.

AUDITORIUM

Figure_33 Original floor plan drawn up by author
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Figure_34 German Gymnastics Club, 1903 (Source: Breytenbach
Theatre Foyer)

Figure_35 Breytenbach Theatre building, assumed around 1959
(Source: Breytenbach Theatre Foyer)

Figure_36 Breytenbach Theatre building, assumed around 1959
(Source: Breytenbach Theatre Foyer)

Figure_37 Breytenbach Theatre 1963 (Hauptfleisch and Breyten-
bach, 1985)
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2.4.2_EXTERIOR STYLE OF BUILDING

Before the Anglo Boer War, this area in Sunnyside
was occupied by a large Dutch community. How-
ever, the only distinctive Cape Dutch architectural
style that is present in the Breytenbach Thea-

tre facade, is the symmetry of the central door
flanked by two narrow windows on either side and
the window above the door. The prevalent style of
the theatre is identified as a disciplined turn of the
century , with multiple influences in style.

The plastered detail is identified as the Mannerist
period where architects experimented with using
architectural forms to emphasize solid and spatial
relationships (De Meyer, 2010: 250). This was done
by deliberately playing with symmetry, order and
harmony, typically found in Renaissance architec-
ture. In Mannerist architecture, the Renaissance
ideal of harmony gave way to freer and more im-
aginative rhythms, as seen in the decorative detail
of the parapet.

In the Warmelo house located on the northern side
of the Breytenbach Theatre (Figure_39-41), there
is a resemblance to Folk Victorian style (1870-
1910) where the floor plans are smaller in size and
square (Mastroeni, 2018). However, the Victorian
roots can still be found in the decorative trim work
outlining the roof and porch, as well as in the bev-
elled corners (Mastroeni, 2018).

._2—-_7
; o

Figure_38 Sketches of the heritage facade of the Breytenbach Theatre
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Figure_39 Northern balcony of Heritage house at Breytenbach Theatre Figure_40 Entrance of Heritage house at  Figure_41Porch of Heritage house at
Breytenbach Theatre Breytenbach Theatre

2.4 3_INTERIOR PHOTO ANALYSIS

The lobby area of the theatre lacks the typical atmosphere expected of a lobby (Figure_46).
It is a cold and unwelcoming space with neutral white tiles, cream painted walls and gypsum
ceiling tiles that signify a corporate space and not a typical theatre environment. The en-
trance to the auditorium has evident features of when it used to be the exterior wall of the
gymnastics hall in 1903.

Figure_42 Auditorium of Breytenbach Figure_43 Auditorium seats FIgL;e_44 Stage and tower of Breytenbach Figure_45 Controll room of
Theatre of Breytenbach Theatre Theatre Breytenbach Theatre

The auditorium is equipped to seat three hundred audience members. The floor is raked, en-
suring each audience member can see over the rows in front of him (Figure_42). For acoustic
reasons, a red carpet was used to cover the walls, however, no other form of acoustic treat-
ment is installed on either the walls or the ceiling. The angles in the ceiling could help to
redirect the sound, although this will need to be tested for efficiency.

Figure_46 Photographs of Breytenbach Theatre foyer

There are various dressing rooms on both sides of the stage (Figure_47). They differ in size,
but all entail the necessary furniture needed for the rooms to be functional. Most of the
dressing rooms have en-suite bathrooms and doors leading to backstage. The rooms consist
of white painted plastered walls and black carpets.

Figure_47 Photographs of Breytenbach Theatre dressing rooms
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2.5_STATEMENT OF SIGNIFICANCE

The Burra Charter provides standards on conserving and managing places of cultural sig-
nificance, states that cultural significance is determined by aesthetic, historic, social or
spiritual value for past, present and future generations. The value is “embodied in the place
itself, its fabric, setting, use, associations, meanings, records, related places and related
objects” (ICOMOS 2013:2).

2.5.1_UNDERSTANDING THE SITE ACCORDING TO
THE BURRA CHARTER STANDARDS

- The Breytenbach Theatre possesses an aesthetic that is characteristic of more than one
architectural style, indicating it was built during the turn of an architectural century.
The overarching architectural style is that of Mannerism, where symmetry, order and
harmony is typically found (De Meyer, 2010:250). Resemblance of the Cape Dutch style
is identified in the symmetry of the main facade. In the historical house to the north of
the theatre, Folk Victorian style is present in the decorative elements of the roof and the
porch (Mastroeni, 2018).

« The structure is more than 100 years old, but not protected by the National Heritage
Resource Act (Nr 25 of 1999). It holds historic value in that it was built on Harmony farm,
hence the name Harmony Hall (now Breytenbach Theatre). Heritage features are largely
found on the main facade of the building with decorative parapets and gables. This fa-
cade is significant and should be preserved, because it is original to the structure and
possesses a rare identity of this community.

« The theatre is scientifically informative with regard to the early 20th century building
methods and materials. These materials include solid wood beams for the stage, wooden
cornices, skirtings, brick walls, 3m high gypsum ceilings (except for the auditorium), steel
window frames and decorative plasterwork on the facade.

- The social and spiritual significance lie in the community around the theatre/site. Since
the cornerstone of the theatre was laid , the community has undergone drastic change in
the urban context. There is a rich social significance in this specific area, however, the
theatre has become detached from that, due to the nature of the ownership.

The heritage approach to the theatre on site will consist of a combination of
approaches (ICOMOS 2013:2):

1. The process of conservation, which implies caring for a place to ensure that its
cultural significance, is maintained;

2. The process of adaptation, such as changing the place to suit the existing use or
a proposed use, is incorporated;

3. The process of maintenance, meaning the continuous protective care of a place
and its setting, is undertaken.

From the Statement of Significance, the following design guidelines can be derived
regarding the approach to heritage:

The aesthetic and heritage features of the main auditorium building and facade
should be conserved and maintained.
Built fabric that does not contribute to the heritage value of the structure, such as

the existing dressing rooms and lobby, can be stripped away or changed where
necessary, to expose and celebrate the historic auditorium and facade.

The social and spiritual significance around the site and its community should be
acknowledged, celebrated and treasured.
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Figure_48 Conceptual montage of Act |, Scene 1 (Author, 2019)

2.6_CONCLUSION

This chapter shows how the project area and site have developed over time, historically, as
well as in an urban frame of reference. Also present in this chapter, is an analysis of the sur-
rounding context of the building, as well as an in-depth study of the building and its exterior
and interior features and programmes. Guidelines on how to approach the heritage fabric of
the site is derived from a Statement of Significance. From this study, a clearer understanding
of the story and the significance of the building and its context is derived and therefore fur-
ther investigation can be done on the proposed programmes for the project.
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|
Scene 2

INTRODUCTION

For the Breytenbach Theatre to function as a social catalyst within this Sunnyside precinct, it
needs to have a programme and activity that attracts the user throughout the week, day and
night. An investigation is conducted into different types of programmes that can activate the
theatre complex, but also accommodate the rest of the culture-hub. User profiles are then
identified in order to investigate how this precinct will be used and experienced by different
users.
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3.1_PROGRAMME

Theatre and narrative as social catalyst

An approach to maintain the cultural and historical value of the area is to introduce new func-
tions which can attract diverse visitors in a bid to revitalise the social interaction and cultural
storytelling in the area. A series of design interventions and insertions are proposed in and
around the Breytenbach Theatre as a catalyst to generate interest. The intention is to create
a physical cultural link between theatre and the local community. This is achieved through
the extension of the interior, beyond the skin of the theatre, into the immediate urban block.

The choice of the Breytenbach Theatre as social catalyst is informed by the site’s prime loca-
tion in relation to the existing social activities of the urban block. It is further informed by the
rich palimpsest of architectural heritage and historic social narrative, both of the block and
the theatre. This is achieved through the introduction of multi-functional, as well as addition-
al programmatic spaces, to the currently mono-functional theatre, rendering it a vibrant the-
atre complex catering both for theatre performers, enthusiasts and the community in general.

In order to understand the precinct’s programme typologies, it is necessary to see where
these programmes lie and the amount of typologies present in the precinct and around the
site (Figure_49). It is evident that the majority of programme typologies are residential, re-
tail and restaurants. These typologies surround the site and therefore the proposed project
should either connect with these typologies or have contrasting typologies.

This culture-hub needs to attract and sustain social interaction throughout the week. There-
fore, it is important to look at times of use for the theatre complex, but also for the precinct

PROGRAMME TYPOLOGIES

Residential - Apartment
Residential - Lodge
Performance

ECD + Afterschool
Retail - Supermarket
Internet Café

(] | ‘ 0 Il Q=
Nz |

Restaurant
Bar/Shebeen
Government
Barber Shop
Health Clinic -
Open gallery and sculpture -y
- & -
v b
al e g
s « ,
~/ asd

o

“v l\

Figure_49 Programme Typologies indicated on urban context around pruposed site

as a whole. With the proposed programmes to the theatre complex, the times of use are
spread out from morning to night (Table_2). This is a necessity in order for the complex to be
in use for the entire time, creating an environment that is also active and lively. Looking at
the precinct’s programme times in use, it is evident that the theatre complex is what keeps
this precinct “alive” over the weekend. The other programme typologies are mostly in use
during the week, with some extending into the weekend.
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3.2.1_PERFORME

3.2_USER PROFILES

Figure_50 Depiction of a performer

Uses theatre as a platform to express art/ «

emotion/culture/stories

Wants a space to rehearse and perform
Wants an area to relax and mingle in
between rehearsals or shows

Uses space to network with other profes-

sionals in the industry

3.2.3_COMMUNITY

Figure_52 Depiction of community

Curious and wants to feel welcome
Needs to be able to access all pro-
grammes, whether visually or physically
Needs to leave with an experience, want-
ing to return again

Has to feel accepted in a space of differ-
ent forms of culture and art

3.2.5_STUDENT

Figure_54 Depiction of students
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3.2.2_AUDKENCE MEMBER

Figure_51 Depiction of audience members

Comes primarily to watch a production
Wants space to socialise and network
before, during and after the production
Comes from the outside - not necessarily
from the community

Seeks the ritual that revolves around
going to theatre

3.2.4_COLABORATOR

Figure_53 Depiction of collaborators

Needs platform to collaborate freely
with different art forms and cultures
Wants to feel welcome to express the
experience through the desired medium
Wants to network with similar profes-
sionals

Needs different types of volumetric
spaces

Needs a platform for educational theatre
Wants a complex in a safe environment,
where students can express/test differ-
ent art forms

Wants to network with professionals of
the industry

Needs to be able to makeshift a space
into any appropriate form.



3.3_PRODUCTION TYPES

To identify the variety of users that will be attending, using and exploring the proposed
theatre complex, it is vital to investigate the different types of productions that the theatre

will inhabit (Table_3). This is done by:

- ldentifying a production type;

« Type of user performing within the type;

« Type of user attending the specific type and
« Requirements needed for programmes to accommodate all these users for the specific

type of production.

TYPE USER PERFORMING USER ATTENDING REQUIREMENTS
e | Pty Pt

spoken word

Artistic | Critic | Curious

Qutsiders

Safety and security

ACUYISt Like-minded performers Trusting environment
Artist
Monologue
- Theatrical | Political | Theatre goers -
" ) . Waiting/rehearsal space
drama pJ‘OdH(‘I‘JbH Critical (outsiders/community) Lighting and props
e Production company FF "
. - . Exhibition of performance
Community / Traditional Press and professionals
plays
Interaction
. FF of same tradition Platform
Multiple people Community Feeling of acceptance
traditional - Ritual | Authentic | . o P
L Different races/culture Space
Traditional "
Same race/tradition Open space

Trusting environment

Indiviual performer Quitsiders and community Platform
stand up ("OIued_}’ - Light hearted | Inviting | Like-minded performers Interaction (before and after)
Interested | Involved FF Networking
Company Outsiders .
- Theatrical | Dedicated | FF Rehearsal and dressing room space

touring performance

Job | Reoccuring |
Deliberate

Press and professionals
Like-minded performers

Big audience
Theatre ritual/tradition

mistriunernial

Individual or multiple
- Passionate | Emotional |
Theatrical | Traditional

Qutsiders and community
Like-minded performers
FF
Curious audience

Space for expression
Comfort for audience
Silent audience
Space to exhibit art of music

Table_3 Production types explaining the requirements needed for each production
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Figure_55 Conceptual montage of Act |, Scene 2

3.4_CONCLUSION

Through exploration of different programmes and user profiles, it is evident what require-
ments this theatre complex needs in order to function as a social catalyst for the block. Pro-
grammes have been identified that will ensure the complex to be activated throughout the
week, day and night. By identifying production types and the requirements and specifications
that accompany them, the understanding of the programme and spatial requirements for the
design becomes visible. Now, with this information in mind, a deeper investigation can be
done into the relevant theory to frame the decision-making and design process.
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INTRODUCTION

This chapter investigates theories on theatre, heritage, storytelling and places to establish
a strategy for the intervention on the Breytenbach Theatre. Through the investigation it was
found that overlaps exist between these theories and should be seen as a collective and not
as separate studies. Relevant literature was sourced for the theory investigation to inform the
design approach going forward.
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DEAR BREYTIE

You have stories to tell of a
time of harmony and refuge.
A time of sparking new creativity
while securing a safe place.
A time of sculpting about an era
that left a scar on our world.
A time of new beginnings,
of expression and liberty all
under your roof.

Tell us a story now of a time
where our neighbours and visitors
will have a platform to
perform, teach, learn and interact.
Tell us of a time where your core
becomes the heart of our community
that brings people from far and close
to create and write their own

stories.

- Amy van der walt
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4.1_ THEATRE

“I can take any empty space and call it a bare stage. A man walks across this
empty space whilst someone else is watching him, and this is all that is needed
for an act of theatre to be engaged (Brook, 1968).”

The word ‘theatre’ is derived from the Greek word ‘theatron” which means ‘a place for seeing’
(Roche, 1979:11). Architect Bonita Roche (1979:11) argues that by geographical fact, the spec-
tator and the actor exist within a common area. This serves as a platform or place where there
could be interaction between performer and spectator. Theatre is not straightforward and
simple. Theatre is a series of layers that convey meaning through the exploration of forms,
ideals, morals, virtues, history and basic social interaction.

Roche (1979) provides an in-depth analysis of theatre design. Documenting the different re-
lationships between street/stage, spectator/actor, spectator/set and actor/set. Roche (1979)
investigates the influence these relationships have on the planning and construction of a
theatre. She identifies general characteristics of the twentieth century theatre, where music
halls of the 1920s are much like Baroque theatre in the scale of and technique for illusion
(Roche, 1979:29), while the multi-purpose theatres of the 1950s allowed for maximum flex-
ibility. At this point, theatre in round loses enclosed space entirely and exists without any
visual limits (Roche, 1979:29). Living theatre of the 1960s until today became a place with
no sets, no stage, no literal or psychological distance between spectators and performers
(Roche, 1979:30).

There is something about ‘looking through someone else’s eyes’ and having a deeper under-
standing of the story via a dramatized performance that is unique to theatre, but also unique
to black box theatre (Lee, 2010:22). It is proposed that in the Noka Theatre, the orthodox
raked seating be stripped within the auditorium and the space be turned into a black box
theatre. A small intimate theatre, such as a black box theatre is chosen, because the close
proximity is the start of a unique, close relationship between the performers and audience
members. Performers on stage, in a small theatre, have the challenge to be precise concern-
ing facial expression and body language.

Theatre has a distinctive architectural typology. “Or is it just our understanding - we might
even say a preconception, which arises from contemplating the multifaceted spiritual and
architectural programme of these edifices, their complex functional and technological struc-
ture, urban, social and even ideological function?” (Dinulovic, 2016:1). The purpose of theatre
is not much different than reading a book. We read books to understand other people’s lives
or thoughts, to escape into a different reality, or sometimes to understand our own reality
through someone else’s perspective (Lee, 2010:21).

From here on out the
new intervention for the
Breytenbach Theatre will

be refered to as the Noka
Theatre, meaning
“river theatre” in

Southern Sotho. This was
chosen to tie the inter-
vention to the community
and because the theatre is
loacted next to the
Aapies River.

Figure_56 Photomontage of theatre experience
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Mi Suk Lee (2010:89) investigates the black box theatre and provides the following design
principles to achieve this experimental theatre:

« Movement: Entrances can be in different locations, allowing the audience
and actors to enter the same place, taking away the hierarchy between them
(Diagram_7).

- Engagement: Openness and transparency are introduced to allow en-
gagement of body and mind: to be aware of existing exterior environment, in
order to separate illusion from reality (Diagram_8).

- Boundaries: Boundaries are to be as porous as possible, to allow engage-
ment of the found audience, as well as the captured audience — to see the
theatre — but also through the theatre (Diagram_9).

=
—_ — f_/u:
— L —
L — (==
= - L —
Ll (d-) a
= =T =
(=] (-] p—
= = —

Ll [a =]
Diagram_7 Parti of movement in black box theatre Diagram_8 Parti of engagement in black box Diagram_9 Parti of boundaries in black box

theatre theatre

4.2_HERITAGE

Discourse on altering historic fabric by Brooker and Stone (2004), as well as stipulations by
the Burra Charter (ICOMOS, 2013:2) are considered in the documentation and analysis of the
Breytenbach Theatre. Furthermore, the literature is used to guide the process of compiling
a Statement of Significance (c.f. Act I, Scene 2.5). Finally, a heritage strategy is framed to
establish a position from which to work, with the tangible and intangible heritage at the
Breytenbach Theatre.
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4.2.1_HERITAGE STRATEGIES

The relationship between the building in its current state, with all the layers of alteration
applied over time, and the proposed adaptation is the most influential device in design.
Three strategies to alteration are introduced by Brooker and Stone (2004:79): intervention,
insertion and installation. Intervention (Diagram_11) refers to the condition that results when
alteration is inextricably integrated into the original building. In this state, the old and new
become one in an intimate relationship (Brooker and Stone 2004:9).

An insertion (Diagram_10) is an intense relationship between old and new, while still acting
independently (Brooker and Stone, 2004:102). An insertion may require demolition, in or-
der to make way for the new. However, with careful planning and design, the new has the
potential to be removed and the original could be reinstated. In this case, the installation
(Diagram_12) draws inspiration and its design characteristics from the existing. Installation
refers to the addition of adding the new within the skin of the existing. Thus, each exists inde-
pendently, simply acknowledging the concept of the other (Brooker and Stone, 2004:127). An
installation is constructed and can be removed without causing any harm to existing fabric.

Diagram_10 Parti of insertion Diagram_11 Parti of intervention Diagram_12 Parti of intstallation

Brooker and Stone (2004:81) calls the process of intervention “the building being regarded as
a narrative; a story to be discovered and retold.” For this study, intervention is undertaken as
an adaptive reuse strategy where the aim is for the original to accept the new, resulting in a
singular design product where old and new are read as one (Brummer, 2017:52).

The Burra Charter (ICOMOS 2013:6) is looked at for the outlines of the different conservation-
al processes. Some of these processes still acknowledge the original concept, while some
reinterpret the concept and move away from the original concept. For example, “maintenance
and preservation will always be aligned with the idea of the original fabric, while new work
and adaptation can introduce a new concept, thereby re-invigorating the built fabric with a
new and more relevant purpose” (Brummer, 2017:53).

The purpose of a Statement of Significance (SoS) is to help distinguish between the precious
heritage fabric and the non-precious heritage fabric (ICOMOS 2013:4). The way that precious
fabric is dealt with is by restoring, reconstructing and preserving the original fabric by strip-
ping back past add-ons from the original. Non-precious fabric is handled differently and
less sensitively, with the objective of preparing it to accommodate a new function (ICOMOS
2013:4). In this study, the aesthetic and heritage features of the theatre should be conserved
and maintained like the historical facade and the original rectangular structure. Built fab-
ric that does not contribute to the heritage value of the structure, can be stripped away or
changed where necessary, to expose and celebrate the heritage features. The social and
spiritual significance around the site and in its community, should be maintained and con-
served through a process of participation (ICOMOS 2013:5).

The theorists Brooker and Stone (2004) provided the overall strategy for altering historic
fabric and the Burra Charter (ICOMOS 2013:2) becomes the tool to identify heritage features
and establishing their significance.
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4.3_STORYTELLING

Storytelling in architecture relates to the concept of palimpsest. A palimpsest is something
reused or altered, but still bearing visible traces of its earlier form (Oxford Dictionary, n.d.).
The Breytenbach theatre provides a palimpsest that tells the intangible story of the building’s
past. It also contains the rich history of Sunnyside. When architectural practice ignores these
palimpsests, it results in architecture speaking exclusively to the present. For a visual sto-
rytelling to be expressed in architecture, a layered spatial language must be developed (Wal-
lace, 2007:23). The architecture should celebrate the history of the site. It has to respect the
existing historic conditions, while relating to the present needs of the precinct. The adaptive
reuse approach begins a dialogue between the existing heritage fabric and the intervention.
The intervention does not compete nor overwhelm the heritage fabric, but enhances it. The
existing architecture becomes the vessel that holds and preserves the story of the past.

For the application of storytelling in the identified precinct, it is imperative to understand the
narrative of theatre:

4.3.1_NARRATIVE OF THEATRE

This section is purposely structured according to that of a tragedy, such as William Shake-
speare’s Romeo and Juliet (Shakespeare Online, 2009). Like this famous play, the Noka
Theatre is not only supposed to be experienced physically, but should be left with an
intangible experience that lives on long after the user has left the building.

L. The Exposition of Introduction (Tying of the Knot)

- Prologue: The prologue briefly gives the setting and theme of the play and pre-
pares the audience for the storyline that is about to unfold.

- Act |, Scenes i-iv: Within the next few scenes characters are introduced and back-
ground is given, regarding their relevance in the storyline.

2. The Complication, Rising Action, of Growth (Tying of the Knot)
- Act Il, Scenes i-vi: In the beginning of Act Il, an event takes place that sets the
stage for the rising action to start. This event leads to actions being taken, that
results in consequences. The consequences would normally lead to a point of con-
frontation or climax.

2. Climax, Crisis, of Turning Point (The Knot tied)
- Act Ill, Scene i: This is the climax point of the play, where the confrontation hap-
pens or some major turning point event changes the course of the storyline.

4. The Resolution, Falling action, of Consequence (The untying of
the Knot)

- Act Il — Act V: These scenes encapsulate the aftermath of the turning point event.
It sometimes involves moments of irony or suspense. The consequences of the
confrontation or turning point event are explained and laid out. This leads to the
storyline’s final moments.

5. Denouement, Catastrophe, of Conclusion (The knot untied)

- Act 'V, Scene iii: The last scene gives opportunity for the play to conclude and tie
together the loose ends. Sometimes a play could have an open ending, that would
then follow with an Epilogue serving as a comment or conclusion to what hap-
pened.
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Now taking the structure of a dramatic play, as explained above, it is placed parallel to ar-

chitecture and more specifically the narrative of a theatre. The following is also explained

through what both performer and audience will experience
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4.4_PLACE

Phenomenology of Pplace

According to Corner (1995:5), the way in which we interpret space is not only a result of
culture and memory, but is largely influenced by time, never passive but changing and ac-
tive, always demanding extension and re-intervention toward developing some form of con-
temporary culture. Therefore, culture and memory change and adapt over time, so does the
landscape of our surrounding environment (Meyer, 2011:26). Thus, “our landscapes are not
‘given’ but made and remade - an inheritance that demand to be recovered, cultivated and
projected toward new ends” (Corner, 1999:12). If this is true, the cultivation and recovering of
the past means that the past is part of the future, and the future is an interpretation of the
past (Meyer, 2011:26).

According to Meyer (2011:27) two questions arise due to an environment that is always chang-
ing:

How do we embrace change without losing the essence of a place?

What is the essence of a place if it’s in a constant state of flux?

“Establishing the sense of place is creating meaning of a place; it is the image people take
away from a site that draws people back to a space” (Norberg-Schultz in Nesbitt, 2005:414).
With the proposed intervention for the Noka Theatre being a social catalyst, it is important to
implement a narrative that draws people to the precinct, but also gives them reason to return.
Thus, more attention needs to be placed on the phenomenology of the daily environment,
and life experiences, where people can create intimate connections and meaning of their
environments (Meyer, 2011:27).

In order to uncover what makes a place a place, it is necessary to distinguish between space
and character. Space, for instance, may be delineated by boundaries, or it can exist as a
location (a point on a map), or a ‘concrete space’ within the skin of a building. Place is de-
fined as the three-dimensional totality of everyday experience, which can be referred to as
‘qualitative space’ (Meyer, 2011:29). In order for spaces to exist, to be identifiable, it needs
to be defined (or contained) by edges. Space can extend over these edges, flowing from one
to another. Heidegger (in Nesbitt, 2005:419) illustrates that space is not seen as that at which
something stops, but rather that the boundary is where something begins its presencing. A
performance would naturally have a physical end, or in this case an edge or boundary, but
the theatre’s presencing begins with the memory of what that space left you with, after the
performance.
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Place, unlike the more general concrete concept of space, has a quality we call ‘character’.
‘Character’ is defined by its presence with clearly identifiable characteristics. Space with
presence has ‘personality” and has a discernible presence and so becomes place. For this
reason, different actions demand places with individual character. Examples are: a dwelling:
protective; an office: practical; a ballroom: festive; and a church: solemn (Meyer, 2011:29).
Character of a place can be understood as a function of time, changing with the time of
day, weather or season, all factors which determine the different conditions of light (Meyer,
2011:30).

Character is also dependent on formal articulation and like space, can be defined by bounda-
ries. Therefore, it is no longer just an isolated concept between inside or outside, but should
also be applied to planning and construction (Meyer, 2011:30). Therefore, how a building, or
an interior, or a landscape is planned, designed and assembled, influences the character of
place. Thus, place is not only influenced by concept, but also by technical resolution. “The
Greek word techne refers to a creative ‘revealing’ of truth, and belongs to poiesis, that is,
‘making’. Therefore, phenomenology of place is comprised of the basic modes of construction
and the relationship to formal articulation (Heidegger in Nesbitt, 2005:420). Consequently,
the intangible and tangible heritage — the narrative that the Breytenbach Theatre possesses
— determines principles for design and technical articulation and resolution and will sub-
sequently articulate the vibrant-, picturesque-, captivating- and magical character of the
proposed intervention.
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4.5_CONCLUSION

Using the concepts of space to place, as discussed above, the design intervention will articu-
late and celebrate the character of the site. With the intention, as articulated in the heritage
strategy, the narration of the story of spaces for the proposed theatre complex, as well as
the translation of these two narratives into specific ‘characteristics’, it is argued that space
become imbued with meaning and becomes place. This is achieved through the deliberate
design of an intervention that establishes a dialogue between ‘old’ — the existing heritage
fabric — and the ‘new’. In so doing, the rich narrative of the Breytenbach Theatre and Over-
zicht Village is celebrated. Consequently, it serves as a social catalyst for the creation of
new and multiple narratives.

56

© University of Pretoria



INTRODUCTION

The investigative process continues in this chapter with the analysis of a selection of prece-
dents and a case study of a theatre complex in South Africa. The intention is to understand
and learn from underlying practices and design influences through a critical examination of
existing architectural projects.

The precedents are selected according to the following themes: theatre; adaptive reuse
(intervention / insertion / installation); social catalyst; and community generation. These
themes are arrived at through the context study and they will establish the theoretical frame-
work. As analytical tools, the themes ensure a critical understanding of the project intention.
On analysis, the precedents and case studies provide principles and guidelines that are ap-
plied to the design problem at hand.
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precedent

5.1_DEE AND CHARLES WYLY THEATRE

Architects: OMA

Location: Dallas, USA

Date: 2001-2009

Main themes: Theatre | Social catalyst

Sub-themes: Heritage | Unconventional theatre design | Theatre complex

Figure_57 Inside of Dee and Charles Wyly Theatre (OMA, 2018) Figure_58 Facade of Dee and Charles Wyly Theatre (OMA, 2018)

The Dallas Theatre Centre (DTC), originally housed in the Arts District Theatre, was known for
its remarkable flexibility in use. It was designed as a type of metal shed that rendered the
theatre free from a fixed type of stage and allowed for endless configurations. This unique
functionality empowered production directors to be able to challenge conventional ways of
theatre and stage-use. However, there was a single drawback: the productions were very
costly to produce, as the theatre configuration had to be built and rebuilt every time (OMA,
2018). Thus, the DTC required a new architectural envelope, which possessed the original
chief functional requirement of flexibility and transformability. However, this time incurring
minimal operational costs.

Figure_59 Sectional diagram of Dee and Charles Wyly Theatre Figure_60 Black Box Theatre of Dee and Charles Wyly Theatre (OMA, 2018)
(OMA, 2018)
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Figure_61 Conceptual diagram of Dee and Charles Wyly Theatre (OMA, 2018)
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OMA architects landed the commission to design the new DTC. OMA’s design succeeds in con-
tinuing the DTC tradition of challenging the conventional way of doing theatre (Figure_62).
OMA designed a building that is a type of theatre machine with an array of stage configu-
rations: proscenium, thrust and removable raked seating (OMA, 2018). The material choices
for the new theatre mimic the original metal-shed of the old DTC, creating an intangible link
to the theatre’s history. Raw concrete and steel are used as chief materials throughout the
theatre (Figure_63). The non-precious materials are employed for the performance chamber,
thereby purposely encouraging repeated alterations and flexibility. One of the most remark-
able features of the theatre is the main facade. By using a mechanical device, the facade
is designed to open and close (Figure_59). Thus, directors even have the option to use the
city of Dallas as backdrop for a performance. Alternatively, in its closed position, traditional
backdrops can be used. This novel characteristic allows the theatre building itself to ‘per-
form’, by moving and breathing as a performer would.

Concrete Soffit

and columns
Perforated

Concrete Bulkhead

Steel beams

Glazed
Concrete floor

Figure_62 Foyer of Dee and Charles Wyly Theatre (OMA, 2018)

9.1.1_RELEVANCE TO PROJECT

The DTC allows for the production directors to manipulate and use this space in var-
ious ways. Similarly, the intervention at the Breytenbach Theatre will be stripped of
its conventional orthodox seating and re-designed to function as a black box thea-
tre, giving it flexibility to become anything the production directors conceive.

The proposed intervention at the Breytenbach Theatre project challenges the way
that a user would enter in and through a theatre, just as this theatre is novel in its

configuration with the lobby area being at the top of the vertical circulation.

In OMA’s design for DTC, the new materials provide a memory of the ‘old’ metal
shed. Similarly, the intervention at the Breytenbach Theatre should have juxtapos-
ing materials to distinguish between old and new.
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precedent

9.2_ULUMBARRA THEATRE

Architects: Y2 Architecture

Location: Bendigo, Victoria, Australia

Date: 2016

Main theme: Adaptive reuse (intervention) | Community generation | Theatre
Sub-themes: Education | Theatre complex

Figure_63 Entrance to Ulumbarra Theatre (ArchDaily, 2016) Figure_64 Foyer of Ulumbarra Theatre (ArchDaily, 2016)

The Sandhurst Gaol (prison), built in 1861, is redundant today and was recently identified for
redevelopment as a civic centre for the local community. The project involved the adaptive
reuse of the prison building. The new program centered around a campus with facilities for
the performing arts, as well as a teaching program which included hospitality, music and
performing arts (Y2 Architects, 2016).

Most of the original floor plan for the prison is maintained with the addition of a theatre to
the rear of the site (Figure_68). The entrance is purposely in its original state (ArchDaily,
2016). This is due to the heritage value of the building and serves to capture the memory of
the prison and its significance (Figure_64). At the same time, the user catches glimpses of
the new intervention behind the heritage entrance. Thus, it is contrasting the sobering and
imposing character of a prison with the sense of hope and possibility that the addition brings
to the community.

Diagram_13 Ulumbarra Theatre being the heart of the Diagram_14 Transformation of a prison to a precinct that draws people in
community

Figure_65 Main staircase to auditorium of Ulumbarra Theatre (ArchDaily, 2016) Figure_66 Passage in Ulumbarra Theatre (ArchDaily, 2016)
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Figure_67 Floor plan of the Ulumbarra Theatre (ArchDaily, 2016)

Adaptive reuse transforms the prison from a place
of foreboding and isolation to a welcoming place of
celebration through gathering. There is a stark con-
trast between the legacy of imprisonment and the
theatre space that invites community participation .
The theatre is the heart of the complex

(Diagram_13), serving to connect the campus and
the community. The material palette is deliberately
restrained in order to showcase the contrast be-
tween the heritage and the contemporary backdrop

(Figure_66-67). -oLb

Diagram_15 Floor plan indicated new and old of Ulumbarra Theatre

5.2.1_RELEVANCE TO PROJECT

The Ulumbarra Theatre becomes the social catalyst for the Bendigo community
through providing programmes that activate the complex throughout the week, day
and night. Similarly, the intention is for the Breytenbach Theatre to do exactly this
and to revitalise the theatre and its surroundings.

By using contrasting materials, there is a distinct difference between old and new,
which is evident in this precedent, as well as in the proposed intervention of the
Breytenbach Theatre.

As with the proposed programmes for the Breytenbach Theatre, it is clear that the
multiple programmes in the Ulumbarra Theatre help to activate it daily for more
hours , making it a social catalyst for the community.

Y2 Architects used design principles such as framing and layering to elevate the
heritage with the new intervention, which is similarly achieved through the pro-
posed portal that frames the heritage facade of the Breytenbach Theatre.
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precedent

9.3_BARKING TOWN SQUARE

Architects: David Bravo Bordas

Location: London, United Kingdom

Date: 2007-2008

Main themes: Community generation | Social catalyst
Sub-themes: Public space | Heritage

Figure_68 Public Square where performances are held (Public Space, 2008) Figure_69 Location of Barking Town Square within London
(Public Space, 2008)

The suburb of Barking is one of the main concerns for regeneration in the Thames Gateway
project, which is an enormous initiative toward urban transformation of the banks of the river
in East London (Figure_70). Barking needed a new civic space to rescue its lost identity from
the past and to project a place of vision where the new community could come together in
the future (Public Space, 2008).

The eclectic coming together of all these picturesque and extravagant elements counters the
banality of an urban landscape that had lost its attributes. Colouring the space with a myriad
of new meanings, renders it into a distinctive and meaningful place. Surprisingly, it is this
eccentricity that has brought centrality to Barking’s new main square (Public Space, 2008).

Used for exhibitions, gatherings and performances, temporary structures and seating can
be installed in the square (Figure_69). The Folly Wall is a 7m high facade (Figure_74) built
with reclaimed bricks and architectural salvage from surrounding buildings that acts as an
exhibition piece of the heritage. The wall is also acts as a backdrop to public performances
in the square.

I} o],

Il RS
s

Figure_70 Barking Town Square floor plan within London (Public Space, 2008)
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Figure_71 Interpretation of Barking Town Square

Figure_72 Passage in Barking Town Square shdWing patterned floor and gold
chandeliers (Public Space, 2008)

Figure_73 Historic Folly Wall in Barking Town Square (Public Space, 2008)

5.3.1_RELEVANCE TO PROJECT

As this Barking Town Square is a public intervention, the heritage starts translat-
ing as exhibition, put on display on a public platform. In this same way, the Breyt-
enbach Theatre’s heritage features are to be emphasized and celebrated.

Just like Barking Town Square, the Breytenbach has lost its identity and relevance
to the community and therefore needs to be revitalized.

The revitalization of Barking Town Square, and similarly, the proposal for the

Breytenbach Theatre, promotes a new future with the precinct serving as social
catalyst in the community.

With the intervention of the Barking Town Square, performances become public,
just as the installation in the backyard performance area will do for the Breyt-
enbach Theatre. This important characteristic of public performance, open to the
local community, renders the precinct as a social catalyst
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precedent

9.4_MARKET THEATRE

Architects: Manfred Hermer and Rodney Grosskopf
Location: Newtown, Johannesburg, SA

Date: 1976

Main themes: Theatre | Adaptive reuse (intervention)
Sub-themes: Heritage | Community generation

=1 A i 2
Figure_74 Historic facade of the Market Theatre (Heritage Portal, 2013) Figure_75 Historic facade of the Market Theatre with social activity (The Market
Theatre Foundation, 2018)
The Market Theatre is an adaptive reuse project located in Johannesburg’s old Indian Fruit
Market, originally built in 1913 (Figure_77). The theatre has since acquired the international
reputation as South Africa’s “Theatre of the Struggle”. The octagonal shape of the original
Fruit Market building limited the option of a conventional stage with proscenium arch, flies
and wings. Instead, Barney Simon, Mannie Manim and architects: Manfred Hermer and Rodney
Grosskopf, envisaged a deep thrust stage for a theatre in the round (Heritage Portal, 2013).

The plans envisaged that in the 475-seated main theatre, every member of the audience at
any point in the auditorium could be seated no more than 13 meters away from the stage.
Wherever possible, the original central hall of the Fruit Market is in its original state, with its
exposed steel girders, flagstone floors and decorative ceilings. Over the past four decades,
the Market Theatre has evolved into a cultural complex for theatre, music, dance and the
allied arts (Heritage Portal, 2013).

The theatre celebrates the past by preserving the original market facade and the memory
thereof (Figure_75). However, it looks to the future by implementing the Market’s artistic pol-
icy for a post-apartheid South African theatre that encourages new dramatic writing. “These
new works will offer ways to help South Africans understand, interpret and thrive in the
second decade of the country’s new democratic life” (The Market Theatre Foundation, 2018).

e e - r

Figure_76 Historic photograph of the Market Theatre being built (The Market Theatre Foundation, 2018)
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Figure_77 John Kani Theatre floor plan in the Market Theatre (The Market Theatre Foundation, 2018)
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Figure_78 Barney Simon Theatre floor plan in the Market Theatre (The Market Theatre Foundation, 2018)

5.4.1_RELEVANCE TO PROJECT

Just like the Breytenbach Theatre, this theatre holds a rich heritage in the tangi-
ble building, but also in the intangible story that comes with the building.

By being left and preserved in its original state, The Market Theatre’s facade is
celebrated. The same approach to heritage is taken with the Breytenbach Theatre
and its main facade.

By adding the market, the theatre becomes activated day to night and therefore
functions as a social catalyst for the community and the theatre’s surroundings.
This principle is applied to the proposed intervention at the Breytenbach Theatre

with multiple programmes that keep the precinct activated throughout the day and
night.
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precedent

9.5_KZNSA GALLERY

Architects: Walters and Cohen Architects

Location: Durban, South Africa

Date: 1996

Main themes: Social catalyst | Community generation
Sub-themes: Public Space | Activated circulation space

Figure_79 KNSA Gallery facade (Walters and Cohen Architects, 2000) Figure_80 Circulation route with main stair case at KNSA
Gallery (Walters and Cohen Architects, 2000)

The project brief for the KZNSA Gallery required the conception of a community art gallery
that would encourage and promote young artists, as well as create a vibrant and stimulating
environment in which to exhibit work from around South Africa (Walters and Cohen Architects,
2000).

The result is a simple rectilinear building enclosing three interlinked volumes (Figure_83).
The volumes include the gallery, workshops and curio-shop. Slatted timber screens have
been placed along the vertical circulation route on the north-western side of the building.
This creates a veranda, which allows vital breezes, aiding cross-ventilation to move through,
while at the same time screening off harsh western sunlight. The timber addition to the build-
ing (Figure_81) acts as an activated circulation space where there is not just movement, but
opportunity for social interaction (Walters and Cohen Architects, 2000).

7’ W - — —
= ' Figure_81 (above) Conceptual sketch by architects (Walters

\ ' [ and Cohen Architects, 2000)

Figure_82 (left) Floor plan of KNSA Gallery (Walters and Cohen
Architects, 2000)
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Figure_83 Model of KNSA Gallery (Walters and Cohen Architects, 2000) Figure_84 Activated circulation space (Walters and Cohen Architects, 2000)

5.5.1_RELEVANCE TO PROJECT

The circulation route along the side of the building becomes an activated circu-
lation space where more than one activity/programme can take place. The portal
that frames the Breytenbach Theatre is intended to achieve the same, while it
simultaneously activates circulation for exhibition, performance, movement and
social activity.

In order for the Breytenbach Theatre to become a social catalyst for Sunnyside,
the intervention needs to contrast with its context. The KZNSA Gallery achieved
this by rendering the building a ‘sculpture” within the urban fabric.
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case study

5.6_CASE STUDY: ADAM SMALL THEATRE

Architects: Rennie, Scurr, Adendorff Architects

Location: Stellenbosch, South Africa

Date: 2018

Main themes: Theatre | Adaptive reuse (intervention) | Community generation
Sub-themes: Theatre complex

In 1961, the Chancellor of the University of Stellenbosch Prof. H.B. Thom, took on the chal-
lenge to be the first university in South Africa to start an independent Drama Department.
The ‘Old Chemistry’ building of Victoria College and the associated old ‘Hollandse’ hall were
identified to house the Drama Department. This was adapted into a 110-seater test-theatre
that opened in 1962 (Innovus, 2018). Thom recognized the need for a proper theatre for the
university, as well as for the local community. Demolition of the College started in 1965 and
plans for the new theatre and drama building were underway. On 7 October 1966, the theatre
finally opened its doors and the university named it HB Thom after its founder (Pretorius,
2019).

Figure_85 “Liewe Heksie” perfom%ed \:n th.é.lobbg.\of HB Thom, directed by
Juanita Swanepoel (Pretorius, 1977)

Respecting the theatre’s unique importance in the
community, the university’s administration recently
committed to upgrading the venue’s infrastructure.
The upgrade allows the students and staff the oppor- %=
tunity to gain both technical and artistic experience
in a facility comparable with contemporary theatres
across the world. Thus, the Adam Small Theatre Com- Figure_86 Construction of revolving stage in HB Thom Theatre.
plex was conceived. (Pretorius, 1977)
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Figure_87 Orginal floor plan of HB Thom (Pretorius, 1977)
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The Adam Small Theatre Complex is a multifunctional facility that includes the original HB
Thom Theatre. Furthermore, a seminar room and a smaller laboratory (black box) theatre
have been added. Although the name HB Thom Theatre is no longer attributed to the theatre,
the history of that theatre and its founding is conserved and celebrated in the refurbished
building (Innovus, 2018). It is envisaged that the theatre, as well as the additions of the small-
er laboratory theatre and the seminar room, be rented out for both the performing arts and
other functions, such as conferences, once-off lecture series and other non-theatre related
activities (Pretorius, personal communication, 2019).
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Figure_90 New floor plan of Adam Small Theatre with the addition of the drama department (Provided by Rennie, Scurr, Adendorff
Architects)
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9.6.1_FEATURES KEPT FROM HB THOM

The main lobby of HB Thom used to be one of the main attractions, because of its
curved staircase, vertical windows and parquet floors (Figure_92). These ele-
ments are all preserved and kept in Adam Small.

When entering the new auditorium, the visitor is presented with the original tim-
ber cladding and brass vents (Figure_93) along the sides of the passage into the
auditorium.

Due to the featured staircase being kept as is, the original brass balustrade on
the first floor is preserved, but painted black (Figure_94).

The HB Thom auditorium had padded doors with copper handles (Figure_95) to
seal in the acoustics in the auditorium. These remain in Adam Small and serves
the same function.

The signature lobby chandeliers (Figure_96) of HB Thom are preserved and moved
to the entrance foyer of the newly built drama department next to Adam Small
Theatre.

Figure_91 New foyer space of the  Figure_92 Existing timber in new Figure_93 Orginal balustrade, Figure_94 Orginal door  Figure_95 Original chande-
Adam Small Theatre Adam Small Theatre painted black handles lier that hung in HB Thom
foyer

5.6.2_NEW TO ADAM SMALL THEATRE

The main new feature that is visible from the street is the Black Box Theatre (Lab)
that has a moveable black screen in front of the window facade (Figure_97). This
black box theatre can be set in various stage configurations and can be used for
professional performances or as a teaching theatre for the students of Stellen-
bosch University.

In HB Thom, there used to be a balcony in the auditorium, but to make space for
additional seats, the new auditorium seats extend past the platform where the
old balcony used to be. This meant that the architect had to design an additional
raked floor to extend to the top of the auditorium (Figure_98-99).

In order for the Adam Small to become a theatre complex, the architects add-

ed new supporting programmes, including a library and a conference room or a
classroom. Additional programmes, such as studios, a dye room, a LAN room and
offices, were also added as part of the complex (Figure_100-103) .

The original Adam Small lobby is redesigned as a public space, which the local
community uses as a social space. To this end, the new lobby received new lights.
The old curtains in the tall, vertical windows were removed in order to allow more
natural light in the space (Figure_104).

Figure_96 (both) New black box theatre (Lab) in Adam Small Theatre (Pretorius, 2019)

70

© University of Pretoria



Figure_97 (Left) New auditorium seats and

configuration in Adam Small

Figure_98 (right) New construction of added
seats to the auditorium

Figure_99 (left) New library added to
Adam Small Theatre

Figure_100 (right) Conference room added
to Adam Small Theatre with wall of historic
photographs

Figure_101 (bottom Left) Signage board with new programmes
Figure_102 (bottom middle) Signage board with new programmes
Figure_103 New chandeliers hung in the foyer of Adam Small
Theatre

A prop store
&= dames | ladies we A laundry / dye room
glnans | mens we A studiodand 3
4= green room y
4= staff | meeting room | L_E,VEL&
4= workshop

9.6.3_RELEVANCE TO PROJECT

The architects of Adam Small Theatre recognized that by adding multiple and di-
verse programmes to the theatre, it could be turned into a complex. The new de-
sign facilitates academic teaching and learning, involves the local community and
acts as a social catalyst for Stellenbosch at large. This principle will be applied
to the proposed project of the Breytenbach Theatre, currently underutilized by a
dynamic community.

Adam Small involves the community through creating a public lobby, where the
people of Stellenbosch can lounge during the day and experience the magic of
theatre without even watching a performance. This principle is applied to the
Breytenbach Theatre, where the historic house (proposed to be the café) becomes
activated throughout the day, so that the local community can become part of the
theatre precinct, even whilst there are no shows running.

The HB Thom Theatre possessed a number of significant heritage features that
required a sensitive approach. As the new Adam Small was conceived, these fea-
tures were either restored or preserved, and in both cases, celebrated. The most
distinctive element, the stained-glass window facade, was maintained in its origi-
nal state with the addition of a contrasting metal black box juxtaposed alongside
it. This ensured a distinctive difference between the old HB Thom and the new
additions of Adam Small. A similar approach to heritage of identifying architec-
tural features of historic value has been identified at the Breytenbach Theatre. A
Statement of Significance (SoS) provides a strategy guiding the design approach to
working with these features.

The new addition of a black box theatre (Lab) in Adam Small, created a platform
where performers had the freedom to change stage configurations and approach
their performances on a more flexible manner. Correspondingly, the orthodox seat-
ing arrangement in the Breytenbach Theatre has been stripped away and replaced
by a black box theatre, in order to give the community the freedom to tell their
stories in a space that is flexible and multifunctional.
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Figure_104 Conceptual montage of Act Il, Scene 2

9.9_CONCLUSION

The investigation of precedents and case study presented in this chapter, assists in providing
guidelines for how theatre, adaptive reuse (intervention/insertion/installation), social cata-
lyst and community generation are dealt with in theatres and historic contexts. Through the
review of the case study and precedents, itis evident that the approach towards heritage fab-
ric is to preserve and celebrate, through a process of identification of precious and non-pre-
cious fabric. Common amongst the precedents is the adaptive reuse of elements through
juxtaposition of materials, distinguishing new from old. The analysis of precedents and the
case study revealed how the implementation of multiple programmes can activate a through-
out the day and into the night strategy/approach, thereby acting as a social catalyst for the
local community. The concept and design development phase for the redesigned Breytenbach
Theatre demonstrates the application of the precedent and case study findings.
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INTRODUCTION

Following the context study, the theory investigation and analysis of a case study and prec-
edents, a series of guidelines are distilled and serve to inform the design development. The
chapter, ACT Il, Scene 1, sees the discussion of these guidelines. The chapter is divided into
three parts: design informants, guidelines and envisioned character. After analysis of these
three parts, an appropriate approach to the design development is taken.

73

© University of Pretoria



6.1_ DESIGN INFORMANTS

6.1.1_HERITAGE AND CONTEXT AS INFORMANT (ACT I, SCENE 1)

Heritage fabric has been identified through documentation of the Breytenbach Theatre and
its surrounding context in Sunnyside (c.f. 2.3 — 2.5). Structural heritage fabric is identified
in the original rectangular hall and its facade. This is due to the evolution of the historic
theatre. The prevalent style of the theatre is identified as a disciplined turn of the century,
with multiple influences in style. The plastered detail on the facade is identified as the Man-
nerist period where the architects deliberately played with symmetry, order and harmony
(c.f. 2.4.2).

fonm E

: facade :
Diagram_16 Sketch of orginal facade of the M A N N E H I ST
Brethenbach Theatre
Folk Victorian Cape Dutch
- square/rectangular . - symmetry of door and
floor plan Renaissance windows
- decorative trim work - symmetry

- order
- harmony
- decorative

on roof and porch

The house located on the northern side of the Breytenbach Theatre has resemblance to Folk
Victorian Style with a square floor plan. Victorian roots can still be seen in the decorative
trim work outlining of the roof and porch, as well as the bevelled corners (c.f. 2.4.2).
(Figure_106-108)

Figure_105 Northern balcony of Heritage house at Breytenbach Theatre Figure_106 Entrance of Heritage house at  Figure_107 Porch of Heritage house at
Breytenbach Theatre Breytenbach Theatre
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6.1.1.1_MAIN HERITAGE FEATURES

« The fagade on the main hall is identified as Mannerist period and has elements of
Renaissance (symmetry, order, harmony, decorative), Cape Dutch (symmetry of doors
and windows) and Folk Victorian (rectangular floor plan, decorative trim work on roof
and columns). (Diagram_16)

- Being influenced by its surroundings, the Breytenbach Theatre has pitched steel
roofs that are identified as a heritage feature true to the era from which it dates
(Diagram_17).

- Steel framed windows with decorative plaster pediments are identified on the her-
itage facade. With the evolution of the building, steel framed windows are still used
throughout the building (Diagram_18).

«The social and spiritual significance lies in the community around the theatre. There
is a rich social significance of the area, however, the theatre has become detached
from the local community due to the nature of the ownership.
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Diagram_17 Sketch of heritage feature roof Diagram_18 Sketch of heritage feature windows

From the Statement of Significance, the following design guidelines can be derived
regarding the approach to heritage:

The aesthetic and heritage features of the main auditorium building and facade
should be conserved and maintained.
Built fabric that does not contribute to the heritage value of the structure, such

as the existing dressing rooms and lobby, can be stripped away or changed
where necessary, to expose and celebrate the historic auditorium and facade.
The social and spiritual significance around the site and its community should be
acknowledged, celebrated and treasured.
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6.1.2_PROGRAMME AS INFORMANT (3. ACT I, SCENE 2)

An approach to maintain the cultural and historical value of the area is to introduce new
functions, which should attract diverse visitors in a bid to revitalize the social interaction and
cultural storytelling in the area.

In order to understand the precinct’s programme typologies, it is necessary to see where
these programmes lie and the number of typologies present in the precinct and around the
site (Table_4). These typologies surround the site and therefore, the proposed project should
either connect with these typologies or have contrasting typologies.

TIMES IN USE- DAILY THEATRE COMPLEX

Morning Mid-Day Evening
Theatre [ e E—
Theatre Lobby L[|
Studios I R
Conference/class rooms e
Workshops [ | @
Outdoor public space 1 |
Restaurants
Jazz/coctail bars | J
Prop and puppet factory
Public Library
Public reading room
Co-working space 1 |

TIMES IN USE- WEEKLY PRECINCT

Monday Tuesday Wednesday Thursday Friday Saturday Sunday

Theatre

Residential

Studios
Conference/class rooms
Workshops

Outdoor public space
Restaurants
Jazz/coctail bars

Prop and puppet factory
Public Library

Public reading room
Co-working space

ECD + Afterschool
Retail - Supermarket - r @ @ @ @000 | |
Internet Café e O B

Government

Barber Shop I S S [
Health Clinic

Open gallery and sculpture I B D N R R —

Table_4 Times in use dailiy for the Theatre complex and times in use in the precinct weekly

This culture-hub needs to attract and sustain social interaction throughout the week. There-
fore, it is important to look at times of use for the theatre complex, but also for the precinct
as a whole. With the proposed programmes to the theatre complex, the times of use are
spread out from morning to night. This is a necessity in order for the complex to be in use
for the entire time, creating an environment that is also active and lively. Looking at the
precinct’s programme times in use, it is evident that the theatre complex is what keeps this
precinct “alive” over the weekend. The other programme typologies are mostly in use during
the week, with some extending into the weekend.

These new identified programmes result in specific requirements for each space. These re-
quirements become design guidelines when taking the project further to design development.
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6.1.3_NARRATIVE AND STORYTELLING AS INFORMANT (ACT II, SCENE 1)

Storytelling in architecture naturally relates to the concept of palimpsest. A palimpsest is
something reused or altered but still bearing visible traces of its earlier form (Oxford Diction-
ary, n.d.). The Breytenbach theatre provides a palimpsest that tells the intangible and tangi-
ble story of the building’s past. The historic Breytenbach Theatre holds the story of serving
as community centre to the local community. It was a place of security and shelter, a place
of creation and art and finally, the home to a traditional orthodox theatre (Diagram_19). The
proposed Noka Theatre will inhabit the narrative of being community centred, a place of
expression and trust, a platform, flexible theatre and an activated building throughout the
week (Diagram_19). These narratives pointed to design opportunities identified as follows:

_eCommunity centre
P [Gymnastics hall]

o
BREYTIE |-

~
~
~
~

e

Home to traditional
orthodox theatre

[NTO, PACT, TUT]

_ -ePlace of security

e

and shelter
[Emily Hobhouse and
temporary hospital]

Place of creation

and art
[Emily Hobhouse weaving school
and creation of frieze moulds]

o Community Centered

BREYTIE

_ o Place of expression,

_ - security and trust

______ o Platform
NEW r-o T - Opinions | Stories |

) Concerns | Culture

~ 7O Flexible theatre
- Interactive |
Audience becomes actor

~ 0 Activated

- Building becomes the performer, alive and

Diagram_19 Narrative of the old Breytenbach Theatre VS the new proposed Noka Theatre

always activated

When investigating the narrative of flexible theatre, it is imperative to identify the type of
performances that will be performed in this space. These types of performances are investi-
gated by looking at the users that will be performing in them, the users that will be attend-
ing the performance and then the requirements needed for these types of performances to
happen (Table_5). These requirements become design guidelines for what this space would
need to function as a flexible theatre.

spoken word

Artistic | Critic | Curious

TYPE USER PERFORMING USER ATTENDING REQUIREMENTS
Individual performer Friends and Family (FF) Platform
- Emotional | Serious | N " s
Immediate community Interaction

Qutsiders

Safety and security

drama production

AGUY\S" Like-minded performers Trusting environment
Artist g
Monologue
- Theatrical | Political | Theaire goers Waltina/reheareal sonce
Critical (outsiders/community) vating/ sal sp

Production company
Community / Traditional
plays

FF
Press and professionals

Lighting and props
Exhibition of performance

traditional

Multiple people
- Ritual | Authentic |
Traditional

FF of same tradition
Community
Different races/culture
Same race/tradition

Interaction
Platform
Feeling of acceptance
Space
Open space
Trusting environment

stand up comedy

Indiviual performer
- Light hearted | Inviting |

Qutsiders and community
Like-minded performers

Platform
Interaction (before and after)

touring performance

Interested | Involved FF Networking
Company Outsiders )
Rehearsa res space
- Theatrical | Dedicated | FF ehearsal and dressing room space

Job | Reoccuring |
Deliberate

Press and professionals
Like-minded performers

Big audience
Theatre ritual/tradition

mstrumental

Individual or multiple
- Passionate | Emotional |
Theatrical | Traditional

Qutsiders and community
Like-minded performers
FF
Curious audience

Space for expression
Comfort for audience
Silent audience
Space to exhibit art of music

Table_5 Production types explaining the requirements needed for each production
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Storytelling is a multi-layered language, just as the rich palimpsest of the theatre. In order
to create a multi-layered language in the design in the form of layered spaces and planes.
Moreover, catching glimpses of other activities and the act of framing the heritage through
the design intervention contribute to this layering of narrative and subsequent layering of
experience (c.f. 4.3).

\ N\
™|
Layered Glimpses Framing
Diagram_20 Layered language of storytelling Diagram_21 Allowing glimpses as language Diagram_22 Framing as language of
of storytelling storytelling
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6.1.4_BLACK BOX THEATRE AS INFORMANT (ACT I, SCENE 1)

Classification of a Black Box Theatre:

- Versatile: This type of theatre offers the
production team and performers a plethora
of options in terms of lighting, seating and
stage space and form.

« Modular: Staging equipment is modular
and offers options for innovative
configurations.

- Tailored use: The black box theatre, and
its amenities, allows for the tailoring of the
theatre space, thereby accommodating a va-
riety of configurotions of stage and space. Figure_108 Typical black box theatre layout

It is proposed that for the Noka Theatre, the orthodox raked seating in the auditorium of the
Breytenbach Theatre be removed and the space be converted into a black box theatre. A
small intimate theatre such as a black box theatre is chosen because the close proximity be-
tween performer and audience. This is the start of a unique and close relationship between
performers and audience. Performers on stage in a small theatre have the challenge to be
precise of facial expression and body language.

Intimacy is more attainable in the black box theatre due to its size and arrangement of stage
to seating, as well as the removal of the proscenium. Intimacy is an emotional as well as
physical involvement. Someone may understand the emotion of the performance by observing
an actor’s facial expression, but feeling that emotion is intensified by the close proximity of
actor to audience.

The black box theatre theory adapted from Mi Suk Lee (2010) (c.f. Act Il, Scene 1.1) provides
design principles, namely movement, engagement and boundaries:

« Movement: Entrances can be in different locations, allowing audience and actors to
enter the same place, taking away the hierarchy between them (Diagram_23).

- Engagement: Openness and transparency to allow engagement of body and mind, in-
cluding an awareness of existing exterior environment in order to separate illusion from
reality (Diagram_24).

- Boundaries: Boundaries as porous as possible to allow engagement of the found au-
dience, as well as the captured audience — to see the theatre — but also through the
theatre (Diagram_25).

h “
2 3 9 | =
g 3 ¥ 7N
) : 3 ¥
> ¥ S \\‘ A
3 P 3N
<
W R
Diagram_23 Parti of movement in Diagram_24 Parti of engagement in Diagram_25 Parti of boundaries in
black box theatre black box theatre black box theatre
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6.2_ DESIGN GUIDELINES

Due to the nature of this project being a theatre, design guidelines is consulted on the design
of a building for the performing arts. Buildings for the Performing Arts: A design and devel-
opment guide by lan Appleton (2008) provides the foundation for the design guidelines. In
order for the guidelines to be applicable to local standards it is evaluated in comparison to
SANS 10400.

The following programmatic requirements are considered:
« Toilets

- Circulation

- Dressing rooms

«  Greenroom

- Stage door/performers entry

- Lighting control room

- Offices and associated areas

- Fire protection

TOPIC REQUIRMENTS
OCCUPANCY OR BUILDING CLASSIFICATION OF THIS BUILDING A2
BUILDINGS FOR THE PERFORMING ARTS SANS 10400

Min of 2 for up to 500 males, then 1for each additional 500. | SANS 10400-P:2010 Edition 3. - Min of 3WC
Min of 2 for upto 100 males, then 1 for each additional 100. up to 500, then add 1for each additional

1for each WC plus one for each 5 urinals. 500. - Min of 4 urinals for up to 250
males, then add 3 for each additional 250.
Men WCs Min of 2 for up to 75 females, then 1 for each additional 50.  |Min of 3 WHB for up to 500 males, then add
Urinals 1for each WC. 1for each additional 500 males.
Toilets Wash basins Women : Min of 12 WC up to 500, then add 1
for each additional 150 persons. Min of 6
Women WC's WHB for or up to 500, then add 1 for each
Wash Basins additional 500persons
Main circulation routes. These routes should be free from SANS 10400 - T The min width of escape
Access to the auditorium cross-circulation. The minimum width of the circulation routes |routes should be 1500mm for maximumof
) ) should allow for peak use. 160 persons.
Circulation -
Access to toilets, cloakrooms, foyer, places to eat and drink,
Access to other areas sales areas and meeting rooms should all be off the main
circulation routes to the auditorium
Should be able to accommodate 2 performers. n/a
Single Room Recommended dimensions:
- room with a bathroom: 15m?
Should be more than 4 performers in a shared room. n/a
Direct access to a shower.
Dressing Rooms Shared Room Recommended dimensions:
- room with shower: 18m?
Should be more than 16 performers. n/a
Allow 3m?2 per occupant.
Communal Room Communal rooms should be planned so that they can be sub-
dived into smaller spaces.
Term for the general area for Size is determined by the number of performers. Allow 1.4m?  [n/a
Green Room performers for social activities, rest, |per occupant. Storage will be required to accommodate
refreshment and entertainment. equipment for the additional uses.
Entrance door should be protected by the elements and n/a

include a lobby as a sound barrier and thermal barrier.

Direct access between Entrance door and platform/stage
without passing through other functions.

Entrance can be a control point for the security, fire alarm and
smoke vent release to flytower.

Should have an observation window.

Room size and shape (min): 3m wide, 2.5m deep and 2.4m
high with separate mechanical ventilation.

Allow 1500mm turning circle.

External access to the performers'
spaces will be required, with the
following:

Stage door/performance
entry

Lighting controll room  |Enclosed sound proof room

Allow each office to be 12 - 15m? nfa
- Platform/stage manager
- Secretarl

Offices and associated Staff offices - Chief Iecimcmn

areas
- Master carpenter
- Property master
- Wardrobe mistress
Require changing rooms. n/a
Stage Hands/ Flymen Allow 3m? per person.
Showers and lockers should be provided.
Enclosing walls, floors, doors and other openings should be  |SANS 10400 - T:2011 Edition 3 - Fire
fire resistant. resistance of the external walls should be
- non-combustibility of materials including finishes and seating {30 min. - Fire stability of all structural
Fire protection Fire resistant - detector system: smoke detectors in auditorium and elements will be according SANS 10400-

associated voids T.clause 4.7. - Number of the porable fire
- extinguishers: hose-reels, portable extinguishers extinguishers will be 1/200m* - Fire Hose
- alarms: connected to automatic detector system and central |Reels: 1/500m* - No fire detection and fire
indicator panel alarm are requiered in classification A2.

Table_6 Guidlines from Buildings for the Performing Arts and SANS 10400 (Appleton, 2008)
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6.3_ ENVISIONED CHARACTER

The Breytenbach Theatre and surrounding area has a rich palimpsest of stories that sets
the scene for the design intervention. The theatre-building was built on a German farm that
played a major role in the Anglo Boer War (c.f. Act |, Scene 1.1). During that time, the area now
known as Sunnyside, was mostly occupied by Germans until after World War |. As time went
by the community and theatre evolved as politics, economics and demographics changed.

Today, the theatre, owned by Tshwane University of Technology, is located in the heart of
an important social block of Sunnyside. It is surrounded by large apartment blocks, big jac-
aranda trees, “shebeens” and small retail spaces. Gerard Moerdyk street that runs parallel
to Nelson Mandela drive is filled with the chatter of people in the streets going about their
daily business, taxis hooting and passing by, small children playing at the créche and loud
and jovial noise coming from the local bar. Yet, the theatre does not attract any of this social
activity, and sits underutilized on the edge of the urban block.

The future of this precinct (Noka Theatre) lies in the strengthening of existing social condi-
tions, combined with the preservation of the social heritage of the site. The palimpsest of this
social block should be celebrated and at the same time give opportunity for new stories to be
told. The envisioned character for the Noka Theatre is to be vibrant, picturesque, captivating,
memorable and magical.
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6.4_CONCLUSION

Design informants are discussed in this chapter to act as a guideline for design develop-
ment. The informants include heritage, programme, narrative and the theory of black box
theatre. Together with these design informants are a set of guidelines for building a space
for performing arts that links parallel to SANS 10400. Finally, an envisioned character for the
precinct is described through a photo montage to act as a conceptual driver for the design
development that follows.
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Act lii

Scene 2

INTRODUCTION

This chapter brings together the context analysis, heritage investigation, theory and concep-
tual ideas into a physical design. This is shown through the iteration process of floor plans
and 3D model explorations. The design development of the entire precinct is discussed up to
the final iteration for the June exam. Thereafter a more thorough investigation is done into
separate design elements.

Act Ill, Scene 2 is divided into 2 parts: A) Design Development and B) Technical Resolution.
The design development and technical resolution of the precinct is discussed in the order
of importance for technical resolution, starting with elements that will not be resolved on a
detailed level and ending with the most detail resolved design element. This is indicated with
a highlighted location model for each design element.

Order of design elements to be discussed:

) Ablutions and Public Library building
) Admin building

) Heritage House

) Dressing Rooms

) Backyard

) Stage Tower

) Portal

) Black Box Theatre

l) Puppet Factory
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Figure_110 Exploded axonometric of precinct indicating levels
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7.1_FLOOR PLAN DEVELOPMENT (FEB - JUNE)

Figure_111 Existing floor plan of Breytenbach
Theatre drawn by author

AUDITORIUM

EXISTING FLOOR PLAN
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1 Ground Floor
| Figure_112 Floor plan iteration 1
ITERATION 1 - 13 MAY
Wha't (S added/new What oid not work
- The lobby was separated from the auditorium with a new shape - The shape of the lobby has no justification
- An addition to the building was added for supporting programs - The north facing entrance of the heritage
- Heritage house has new entrance facing north house is facing a boundary wall
- Second floor above the lobby was added with balcony looking over - The atrium in the office building does not allow
the auditorium the user from the outside to look in

Design of precinct
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ITERATION 2 - 16 MAY
What (5 added/new

- The lobby was separated from the auditori-
um with a new shape

- The office building/puppet factory’s atrium
is facing Gerard Moerdyk Street

- Heritage house has new entrance facing
the Gerard Moerdyk Street

- Second floor above the lobby was added
with balcony into the auditorium

What oid not work

Ground Floor

™

Figure_114 Floor plan iteration 2

- The shape of the lobby creates unwanted nodes

- The addition does not add value to the building at the back

- Adding a balcony would mean changing the roof and the ceiling in the auditorium
- The programs’ are not related and consequently, function independently

- (anand Floot  ditee

[TE), st 7™

ITERATION 3 - 26 MAY
What (S added/new

- A portal/tunnel is added to connect all
programs together

- A new building is added behind the theatre
and to provide supporting functions

- The lobby and dressing rooms are reloacted
to the theatre tower

- The auditorium is transformed from a tradi-
tional theatre to a black box theatre

- Rehearsal studio is added above the dressing
rooms on second floor
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Figure_116 Floor plan iteration 3

/ Figure_15 3D model iteration 3

First Floor

Wha't oid not Work

- The bend of the portal breaks the flow of
the movement

- The additional building fails to contribute
the design concept

- The entrance with ramp is not inviting

- The shape of the second floor restaurant
competes against the heritage facade
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Figure_117 Floor plan iteration 4 Ground Floor

ITERATION 4 - 1 JUNE
What IS added/new

- The portal is linear through the theatre tower

- The first floor has a rectangular shape,

imitating the theatre tower

- A second floor is added for the recording studios
- Bridges are added as “cat walks” in between the
different floors

- A glass elevator is added that goes up to second
floor

Figure_118 3D model iteration 4

What oid not Work

- The portal needs to extend to the street, thereby doubling as conplex entrance
- The idea of “stage tower” is lost with the multiple levels

- There is no space for the restaurant/bar/kitchen

- Entrance of theatre looks disjointed

- The portal should lead to something at the back of the theatre
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ITERATION 5_FLOOR PLANS - JUNE EXAM

What IS added/new

- The portal took on a circular form
with courtyard areas at the front
and back of the building

- The supporting facilities moved
outside of the stage tower into sep-
arate building

- Heritage house becomes cafe

- Additional building with Public
Library/reading room is added

Ground Floor
(not to scale)

Figure_119 Ground floor plan iteration 5 - June exam

What oid not Work

- Form of portal creates boundaries
and edges that does not spill into
urban fabric

- Entrance is uninviting with slit ramps
- Supporting facilities are impractical
with the dressing rooms so far away

from the performance spaces
P P First Floor

(not to scale)

Figure_120 First floor plan iteration 5 - June exam

7}

COVRTYARD

Figure_121 Series of 3D rendered images - June exam
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Diagram_27 Exploration of portal and
support facilities
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{ Diagram_28 Exploration of precinct as a whole by application of theory

After lteration 5 it was important to zoom out and look at the precinct as a whole.
Implementing the design informants and theoretical premises of storytelling and place-mak-
ing ensures that the theatre complex function as a combined whole and not as separate pro-
grammes (Diagram_28).

In order to celebrate the heritage features of the Breytenbach Theatre, the new intervention
buildings had to detach from the existing fabric, as well as from the activated circulation
portal. This allows a distinct understanding of what is existing and what is new intervention
and gives the portal space to spill out into the inbetween spaces.

With iteration 5 the portal made a distinctive circular motion, giving it boundaries and edges
that results in a separation between the theatre and the back of the theatre yard. With further
design development the portal should explore to extend within the urban space - allowing the
community to become part of this “performance”.
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How can the approach to certain connections establish a strategy for
exposing the narrative of heritage, theatre and mechanism.

1. What approach is taken to connect the new fabric of the
intervention with the existing historic fabric?

2. How are juxtaposing elements implemented into the intervention
through materiality and detail?

3. How are multi-functional spaces implemented and approached
through the intervention?

7.2.1_0UTCOMES

Specific interior and architectural interventions are selected as examples of connection and
to showcase the sophistication of construction. This takes the form of detail resolution of
the selected additions in their entirety.

The methodology consists of developing guidelines for the approach to connecting heritage
fabric and new interventions. These guidelines have been established through an investi-
gation of the Burra Charter, and its Statement of Significance (ICOMOS 2013:2); appropriate
precedents; theoretical premises (as presented in Act Il, Scene 1) and conceptual develop-
ment (c.f. Act Ill, Scene 1). Additionally these guidelines and technical resolution are tested
against the Sustainable Building Assessment Tool (SBAT).

7.2.2_AREAS OF RESOLUTION

Main architectural intervention for technical resolution
- Addition of the Portal structure

Main interior interventions for technical resolution
- Puppet Factory in its entirety

- Black Box Theatre

- Stage Tower

Interior intervention products/objects

- Puppet Factory balustrade

- Exhibition stands for portal

- Multi-functional outdoor seating (to be used throughout the precinct)

technical
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Drawing_1  Site plan (n.t.s.)
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Basement
DRESSING ROOM

\~ ]

AUDITORIUM

[~

EXISTING FLOOR PLAN ITERATION 5

The existing dressing rooms of the Breytenbach Through the floor plan iteration process it
Theatre are situated on the northern side of the is establish that all supporting programmes
building. These dressing rooms have access to should be disconnected from the heritage
their own bathrooms as well as direct access to  building. Therefore, the dressing rooms were
back stage. reloacted into a seperate building on the

northen side of the precinct.

b Brick infil where enstieig oot se 1o be

- Brick infill whese sty oo use ks be

i
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Drawing_2  Demolition plan (n.t.s.)
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Drawing_5  First floor plan (n.t.s.)
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Drawing_6  Second floor plan (n.t.s.)
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and

The programme of a public library was identified as missing within the context around the
site (c.f. 3.1). Due to the community having multiple residential blocks as well as an ECD and
afterschool, it was decicded to include a public library/reading room into the Noka Theatre
complex.

The public library therefore also functions as an educational element of the theatre complex
and has the potential to host public talks, lectures and learning material. Linking with the
concept of storytelling, it is proposed that this public library also house the archives of the
Breytenbach Theatre and its surrounding community.

Figure_123 Iteration 2 of public library (16 May)

With iterations 1 - 2 (Figure_123-124) the
public library was placed in the heritage
house of the Breytenbach Theatre. This
caused the programme of the public library
to become disjointed from the rest of the
complex. The aim is for the public library to
attract adults and children during the day
and thereby activating the precinct daily.
With the public library on the edge of the
precinct it fails to achieve this objective.

Therefore the public library was moved to
the southern side of the precinct into a new
building (Figure_125). This ensures that the
user enters the precinct and walks through
the activated circulation space to get to
L coep smertnics « visthus MU the library.

Figure_125 Final iteration sketch (Post-June exam)
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Ablution block

With the final iteration of the public library, an opportunity is discovered
for the public ablution to be in the same building. The ablution facilities
are placed on the eastern-side of the building. This ensures that the ab-
lution facilities are on the circulation route but that it does not distract
from the rest of the design of the Noka Theatre.

According to the design guidelines (c.f. 6.2 Design Guidlines) the follow-

mg is required for the Noka Theatre: Figure_126 Materials used - Shutter concrete and black corrugated iron
: heet
- Male : 3 urinals, 1 WC, 2 wash basins e
_Female - 5 WCs. 5 wash basins In order to implement juxtaposing elements
- Family bathroom: 1 WC, 1 wash basin, Changing table between the heritage fabric and the new
- Wheelchair accessible bathroom :1 WC, 1 wash basin intervention, the new additional buildings

in the Noka Theatre complex will have a
shutter concrete exterior finish and black
corrugated roofs (Figure_127).

Figure_128 View of puppet factory from public library
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Drawing_7  Public Ablutions and Public Library
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Admin Building

&) Inthe Breytenbach Theatre the admin offices were situated
in the building on the southern-side of the stage tower
(Figure_130). This double volume space housed a timber
frame mezzanine with the manager offices at the top and
extra dressing rooms at the bottom.

During the design development of the Noka Theatre, it is
decided to use the existing admin building as the puppet
factory and move the admin facilities to another building.

According to the design guidlines it is necessary to have a
certain amount of staff offices of 12-15 square meter each
(c.f. 6.2).

Figure_129 Existing Bretenbach Theatre floor plan

The admin facilities are moved into a new building
on the northern side of the precinct. This building
will house public ablutions and staff quarters on
the ground floor and admin offices on the second
and 3rd floor (Diagram_29). QunLTeRs ABWTIONS

Diagram_29 Programmes in the admin building

The angle of the building’s footprint is changed
to match the angle of Rissik Street in relation to
the urban block (Diagram_30). This angle will be
used throughout the design development of the
Noka Theatre.

By placing the admin building on this slanted
axis, the building creates a social courtyard be-
tween the stage tower and the Breytie Cafe
giving users the opportunity to interact during the
day or during intervals in shows (Diagram_31).

e
e

Northwn foctal

Figure_130 Materials used - Shutter
concrete and black corrugated iron

100 sheets

Diagram_31 Social courtyard created by admin building
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C. Heritage House
“Breytie Cafe”

C. HERITAGE HOUSE DEVELOPMENT

Due to the heritage value of the house on the north-eastern side of the site, the physical
structure of the house has not been altered (c.f. 2.4.2). The existing programme of the house
is an educational black box-type theatre/practice room. It also functions as a store room for
lighting and sound equipment.

With design iterations 1 and 2 it was proposed that the heritage house would take on the
programme of the public library (c.f. A. Public Library). After investigation the heritage house
is turned into the Cafe and given the name ‘Breytie Cafe’ to commemorate the Breytenbach
Theatre’s heritage (Figure_133). This aligns with the typology of Gerard Moerdyk street and
also draws the user in from the street, activating the Breytie Cafe day and night.

Figure_131 View of Breytie Cafe and Northern portal

Ve e
I S

N
AN
-['\ N
4N .
|
| B -
i
\
i
|
N al .
‘ / .
: MAIN ENTRANCE
)‘"/
|
a X 3
U s
Drawing’E_S Admin building and Breytie Cafe o =r B AN AN

101

© University of Pretoria



D. Back)'afd

E. BACKYARD DEVELOPMENT

The existing backyard of the Breytenbach Theatre is used as a parking lot for the theatre
users. Throughout iterations 1-4 (Figure_136-138) the backyard of the theatre has only been
explored as an extention of the theatre. With iteration 5 (Figure_139) the design investigates
using the backyard of the theatre as an extention of performance space. The intention for the

Figure_132 Iteration 2 of backyard (16 May) Figure_133 Iteration 3 of backyard (26 May) Figure_134 Iteration 4 of backyard (1 June)

Public Library”
7

Figure_135 Iteration 5 of backyard (June Exam)

In Diagram_32 an investigation is done in how
the backyard space of the theatre can be uti-
lised to its maximum capacity. Due to the block
vision (c.f. 2.2) which proposes that the block
to be pedestrianised, the parking is removed
and a second public entrance is added in Rissik
Street (South of the precinct).

On the northern side of the precinct is the MOTH club building, which is an iconic heritage
building in Sunnyside. The intention is for this building’s southern facade to serve as the
backdrop for backyard performances. It is intended that the stairs, as part of the re-design of
the backyard, are multi-functional by doubling up as seating from whence to watch a perfor-
mance or a type of stage where performance could take place.
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Diagram_32 Exploration sketch of backyard design
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\ 'I\ \'. *@ ‘I Diagram_34 Exploration of how singular - Diagram_35 Floor plan configura-
\ units of seating would fit ons each other tion of singular seats put together

| \ \
| ' " "%ﬁ 1 !’P ': A multifunctional outdoor seating is de-
A, a1 Fe | [ signed to be used throughout the Noka
Theatre precinct. It is a simple square con-
Figure_136 Backyard design (29 Augusf) figuration of 1500 x 1500 x 400mm (Dia-
gram_33). The square is divided into four
The final iteration of the bOCk_LJOTd prOVideS the tr]qng[es that can Seperate from each other
opportunity for the screening of films at night, and then be placed into various configura-
informal performances and exhibitions. The tions Occord]ng to the user’s needs (Dio_
“LGZU Stairs” in the north-western corner of the gram_35). These S]ngu[gr seats can also be
precinct is intended to become a platform for placed on top of each other. On each bottom
people to lounge and interact during the day. corner of the seat there is a pin which fits

into the circular holes on the top corners of
A grid is formed on the ground between the 2 the seats (Diagram_34).

sets of stairs with a purpose-made hole in the

ground on each crossing of the grid. A custom When choosing a material for outdoor fur-
umbrella and exhibition stand is designed to fit njture it is importantto look at aesthetics,
in these holes in order to pI’OVide the Option for durabi“tu' weather conditions and function-
multiple functions for this space. ality. Recycled HDPE (High Density Polyeth-
ylene) is used for this outdoor seating. The
material is made primarily from post-con-
sumer bottle waste, such as milk jugs and
is durable for weather conditions and struc-
turally stable. A bright orange is chosen for
these outdoor seats (Figure_142).

R AN

Figure_138 Orange HDPE material used
for outdoor seating

Figure_141 View of backyard from “Lazy Stairs”

Figure_137 Material used for the “Lazy  Figure_139 Perforated concrete paving
103 Stairs” is concrete is used to define the backyard spaces
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Ground floor backyard plan
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E. Stage Tower

A

<

F. STAGE TOWER DEVELOPMENT

Figure_142 lteration 3 of stage tower (26 May) Figure_143 lteration 4 of stage tower (1 June) Figure_144 Iteration 5 of stage tower (June exam)

The stage tower is one of the significant additions that started defining this historic gym-
nastics hall as a theatre. The existing stage tower is still equipped with fly bars, catwalks,
lighting rigs, curtain wings and a fire-proof curtain. The floor plan design iterations explores
different uses for the stage tower. Iterations 3 and 4 (Figure_146 - 147) explores placing the
dressing rooms within the stage tower and creating more levels within this volume. One prin-
ciple that is applied throughout the iterations is that the western wall should break through
to the backyard of the stage tower.

In iteration 5 (Figure_148) applying the theory of storytelling results in the stage tower being
left asisin order to serve as a memory of the original Breytenbach Theatre, which functioned
as an orthodox (traditional) theatre. Framed glimpses are greated in the southern wall of the
stage tower for the user to start looking into the puppet factory. The lines of these windows
are pulled down onto the stage where framed glimpses are created for the user to see the
original stage floor purlins and see into the props workshop that is underneath the stage
(basement).

The curtain wings are replaced with acoustically sound pivot doors. These doors are placed
on the grid of where the curtain wings use to be. The intention is for these doors to close
and start defining the stage tower into different spaces with various uses. The stage tower
can, therefore, also function as a black box theatre, or a stage, or even an exhibition space.

105 Figure_145 Stage Tower interior
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Diagram_36 Variation 1 of stage tower (Orthodox type) Diagram_37 Variation 2 of stage tower (2x Black Box  Diagram_38 Variation 3 of stage tower (Exhibition/
type) Black Box type)

Different configurations can be applied to the stage tower by closing/opening the wing doors
or the Black box theatre’s acoustically sound sliding doors (Diagram_36-38).
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Drawing_10  Ground floor stage tower plan Drawing_11  2nd Floor stage tower plan
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- Portal design

activVated circulation
G. PORTAL DEVELOPMENT

Diagram_39 Iteration 1 of portal Diagram_41 Iteration 2 of portal

The purpose of the portal is to frame the identified heritage features (c.f. 2.5), thereby sep-
arating the proposed additional buildings from the heritage fabric. The design of this portal
should act as an activated circulation space, as was gleened from the KZNSA Galler (c.f. 5.5).
By activating this circulation, the portal acquires multiple functions, namely, a lobby, an ex-
hibition space, a performance space, or simply place for patrons to socialize.

Diagram_40 Final iteration of portal where the portal becomes permeable
to the precinct

Through various iterations of the portal the design explored ways to
frame the heritage features of the Breytenbach Theatre by forming a
circulation route around the auditorium and through the stage tower
(Diagrams_39,41,48).

Applying design principles of storytelling; the portal gives the user
glimpses of how different forms of theatre function and the story it
tells.

The intention of the final iteration of the portal is to establish a circu-
lation space that frames the original building. Yet, at the same time it
is permeable, thereby allowing other programmes, housed in the addi-
tional buildings, to connect. Consequently, the integration of spaces
and functions are facilitated.
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The shape of the portal started out as just being a transparent box-like
shape (Diagram_42). The intention was for the portal to stand in contrast
with the heritage fabric. With the facade of the Breytenbach Theatre as the
main heritage feature; the portal has the opportunity to mimic the facade
in its geometrical form (Diagram_43,44). With this in mind, the front of
the portal took on a pitched form (based on the geometry of the existing
facade) with a replication of the heritage facade sandblasted on the front
of the portal. This celebrates the heritage features and also draws in the
community from the street by giving them a glimpse of what will be seen
on the inside of the precinct.

Diagram_48 lteration 3 of portal

The final shape of the portal is divided into two main structures (Diagram_40). On the
side of the heritage house, the portal is depicted in the shape of timber column ribs
that form the illusion of a tunnel. On these ribs are translucent canvas hanging at
different lengths creating a mystical atmosphere as the user passes underneath them
(Diagram_45). On the opposite side, where the public library is situated, the same rib
type structure is created but with a slanted angle to the left (Diagram_46). This angle is Diagram_42 lteration 1 of portal shape
intended for the user’s eye to be directed to the window where the puppets are hanging
in the puppet factory (Diagram_47).

F\. y./]
\
.
Diagram_45 Final iteration of portal with hanging Diagram_46 Final iteration of portal with slanted Diagram_47 The angle of the slanted edge leads
canvas edge the user’s eye to the window of the puppet factory

Diagram_44 Elevation of Iteration 2 of portal

-

Figure_146 Southern portal Figure_147 Northern portal
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Drawing_12  Section 2 (Southern portal)
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Drawing_14  General detail A (n.t.s.)

Existing brickwork

#5mm (M83) Dynabok Phs Ancher, fing
steel plate 1o existing brickwerk

240 % 240 x Srven purpose made steel plate.
powder coated black, foed 1o the exsting brick
wall with anchor bolts and fixed to the
horizatal hollow tube with MIG belts
S8mm (M16) fiction grip bohs fiing the
horizontal hollow tube and purpese made.
plate together

80 40 x 2mm Steel rectangular

hollow tube. powder coated black,

resting o a Custom made steel plate

and fisext with S8mm (M1} bolts to

the hollow tuse

200 % 75mm Ghulam beam,

fored 10 steel rectangular

haliow tube with 200mm

(M5} Hexagon belts

150 x 100 x 3mm Steel rectangular
hollow tube, powder coated black,
fixed to vertical Glulam beams with
300mm (M16) Hexagon bolts at
increments of 1085mm vertically

=

Wt

o Wmm Tom

Drawing_15

200 F5mm Glulsm beams,
fired tor steel rectangular hollow
tube with 200mm (M16}
Hexagon bolts

{— BO x 40.x 2mm Steel rectangular

hollow tube, powder coated black,
sandwiched between Gluam beams
and fived a1 points with 200mem (kH15)
Hexagon bolts

{— 150 x 100 x 3mm Steel rectangular hollow tube,

powder coated black, fired 1o vertical Ghiam
eams with 300mm (M15) Hexagen buoits &t
increments of 1085mm vertically

200x 75mm  Glulam beam, fised to vertical
steel rectangular hollow tube with 300mm
(M18) Hexagon boks , indented 20mm into
! horizeatal Glulam beam at the top joint

K
T80mn
3tm W Am

General detail B (n.t.s.)

340 mm
200 mm
100 mm,

200 x 75mm vertical Glulam beam, fixed
1o vertical steel rectangular hollow tube
with 300mm (M16) Hexagon balts ,
indented 20mm into horizontal Glulam

—‘ beam at the top joint
M16 mm threaded anchor bolts casted in

concrete stub column and footing.

11|

~—— New concrete footings for portal columns
with 340 x 176 x 340mm visible above the

ground
i 300 x 300 ¥ 3mm purpose made steel
plate, powder coated black, with vertical
a hollow tube welded onta it and fived 10
:F 75 mm ¥ 150 mm " Tom the concrete footing with M16 bolts
. 340 mm *
A
Drawing_16  General detail C (n.t.s.)
= |
'
1
!
!
1
|
i
1
i - 200 % 75mm vertical Glularm beam, fived
Sommi 100mm  |50mm to vertical steel rectangular holiow tube
T A ‘with 300mm (M16) Hexagon bolts ,
' '
18 @ :\ :::;n::.‘jgrm \_rwfrr)“honzmtal Glulam
'
! 1 op joi
150.x 100 x 3mm Steel rectangular hollow.
tube, powder ¢oated black, fixed to vertical
i Glulam beams with 300mm (M16) Hexagan
E bolts atincrements of 108Smm vertically
: 300 x 300 x 5mm purpose made steel plate,
B powder coated black, with vertical hollow
é, tube welded onta it and fived 1o the
24 concrete footing with threaded anchor bolts

156 mm

Drawing_17  General detail C (n.t.s.)

* M1 mm threaded anchor bolts casted in
concrete stub column and footing.

blocks on good soil compaction

Smim pupose made Steel plate
hannel, with 20mm dimeter steel
sl rourd welded onto plate, fired
tor vertical Ghiam beam with 220mm
{M15] Hexagan balts from the side of
the beam

60mm thick inter locking concrete paving

1 1 1 1

1 I 1

ground

specifications

1M
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New cancrete footings for portal columis
with 340 % 176 x; 340mm visible above the

+— B0 ¥ 600 x BD0mm concrete column base
‘according 1o the structural engineers



| T5mm A0mm 75 mm
A T |

A+

200 x 75mm horizontal Glulam
beamn, fixed to steel rectangular
hollow tube with 200mm (M16)
Hexagon bolts

Drawing_18  Detail 1.1 (n.t.s.)

BO x 40 x 2mm horizontal Steel rectangular
hollow 1wbe, powder coated black,
sandwiched between Glulam beams and fixed
at points with 200mm (M16) Hexagon bolts

; 178mm (M10} eye bolt (long shank)
/' fxed through horizontal hollow

/ wbe

Bmm Steel wire rope with 130mm Superloop
steel tapared fernule anached at eye bolt (top)
and shackle (bottom)

G-4161 Shackle with steal wire rope attached to it and
housing a timber dowel with tarp

20mm diameter timber dowel, treated with

warrish for autside weather conditions, inserted

into seamn of tarp and through shackle

12 x 40 % 3mm Purpose made steel plug

that inserts into the timber dowel ends

510gsm Clear wioven tarp with seam

at the top (sizes vary according to

design specification)

Drawing_19 Detail 2.1(n.t.s.)

Drawing_20 Detail 2.2 (n.t.s.)

258 mm

224 mm

510gsm Clear woven tarp that spans
around solid steel rounds (sizes vary
according to design specification)

200 x 73mm Glulam beam, fived to steel

rectangular hollow tube with 300mm

(M16) Hexagon bolts

150 x 100 x 3mm Steel rectangular hollow tube, powder
coated black, fixed to vertical Glulam beams with
300mm (M16) Hexagan bolts

Smim pupese made Steel plate channel, with 20mm
diameter steel solid round welded onto plate, fived to
Glulam beam with 220mm (M16) Hexagon bolts from the
side of the beam. Custom tarp pieces span around it

150 x 100 x 3mm Purpose made Steed rectangular
hollow tube that has been bended according to
design specification and welded onto the steel plate
on concrete footing

7 - 300 % 300 x 3mm purpese made steel plate, powder
Vi coated black, with vertical hollow tube welded onto
S/ it and fixed to the concrete footing with threaded
j anchor bolts

M16 mm threaded anchor bokts casted in concrete
stib column and footing,

New cancrete footings for portal columng
with 340 x 176 x 340mm visitle above the

80 x 40 x 2mm Steel rectangular hollow
tube, powder coated black, welded on a
150 % 100 x 3mm Steel plate that is
welded onto the edge of the 150 x 100 x
3mm Steel rectangular hollow tube

-~ 5mm pupose made Steel plate channel,
"~ with 20mm diameter steel solid round
welded onto plate, fixed to Glulam beam
with 220mm (M16) Hexagon bolts from
the side of the beam. Custom tarp pieces
span around it

150 x 100 x 3mm Steel rectangular
hollow tube, powder coated black,
fixed to vertical Glulam beams with
300mm (M16) Hexagon bolts

200 x 75mm Glulam beam, fixed to steel
rectangular hollow tube with 300mm
(M16) Hexagon bolts

510gsm Clear woven tarp that

spans around solid steel rounds
(sizes vary according to design
specification)
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80 x 40 x Zmm Steel rectangular hollow tube,
powder coated black, welded ona 150 x 100 x
3mm Steel plate that is welded onto the edge
of the 150 x 100 x 3mm Steel ractangular
hollow tube

150 x 100 x 3mm Steel rectangular hollow tube,
powder coated black, fixed to vertical Glulam
beams with 300mm (M16} Hexagon bolts

_—5mm pupose made Steel plate channel, with

P ~ 2
S u ¥ e 20mm diameter steel solid round welded onta
S i ! plate, fxed 1o Glulam beam with 220mm (M1}
o ke : -E\ - : Hexagen bolts from the side of the beam. Custom
- i e : s tarp pieces span around it
T | [l E 1 ]
=8 ! £ A
oy, ! Ed 1 ]
E N e AR
E|l £F i - R e I 510gsm Clear woven tarp that spans around
i £ ! ; solid steel rounds (sizes vary according to
UL 2 design specification)
™ 200 x 75mm Glulam beam, fixed 1o steel
B5 mm 40 mmy 55 mm e
/—/q;t’ rectangular hallaw tube with 300mm (M16)
J;_rn?f) mm ¥ 150 mm ) L] mmB}m HE!BQDI’I balts

Drawing_21 Detail 2.2 (n.t.s.)

5mm Purpose made triangular plate
attached to rectangular hollow tubes with
50mm (M16) bolts

80 x40 x 2mm Steel rectangular hollow tube,
powder coated black, welded onto end of 80 x
40 x 2mm herizontal Steel rectangular hollow
tube

Drawing_22 Detail 2.3 (n.t.s.)

200 x 75mm horizontal Glulam
beams, fixed to steel rectangular
hollow tube with 200mm (M16)
Hexagon bolts

80 x 40 x 2mm Steel rectangular

hollow tube, powder coated

black, sandwiched between

Glulam beams and fixed at 3

points with 200mm (M16)
Hexagon bolts

T5mm
@
@

mm
el

75 mm
®
@

81 mm

Smm pupose made Steel plate

s

channel, with 20mm diameter steel L =
solid round welded anto plate, |, Tomm 0
fixed to horizontal Glulam bearn #
with 220mm (M16) Hexagon bolts

from the side of the beam

!I/ 100 mm

510gsm Clear woven tarp that

spans around sclid steel rounds
(sizes vary according to design AT
specificaion) ———————————

Drawing_23 Detail 2.4 (n.t.s.)
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community theatre
H. BLACK BOX THEATRE DEVELOPMENT
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Diagram_49 Section sketch of existing auditorium in Breytenbach Theatre Diagram_46 Section sketch of existing auditorium roof

of Breytenbach Theatre

The existing auditorium has a raised floor with row to row seating as well as an orchestra
pit (c.f. 2.4.3)(Diagram_48). The entire interior of the auditorium is covered in red carpet and
has an angled ceiling in the interior (Diagram_49). In the case of the design intervention, it
is proposed for the Noka Theatre, that the raked floor be removed and leveled. This gives an
opportunity for a black box theatre to be installed (Diagram_50). The orchestra pit is closed
off and covered with wide deep stairs, running the lenght of the original stage, that becomes
the new entrance to the black box theatre. These stairs can also function as seating for cer-
tain stage configurations in the black box theatre. It is proposed that a new roof is installed
that is box shaped (Diagram_51). This allows more space for catwalks and lighting rigs to be
installed for the black box theatre.

Various stage configurations can be installed according to the requirements needed for the
specific performances. The stackable stairs are stored underneath the new control room.

(ol ~ Lislting (19 "
- P ke 1
& £ / News roof A0 ,(l\n”&"
[ v
. RBlack tox Thoabre ™. Ne
)
b
R 1/
N
%w_ w’"’é l
(a«!"“‘*ﬂ 54
News carcrehe shep? gl r
foowd EEEL,E T .- -
Diagram_50 Section sketch of black box in Noka Theatre Diagram_51 Section sketch of the black box’s new

roof in Noka Theatre

Figure_148 View of black box theatre from stage tower
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Drawing_24 Ground floor plan of black box theatre
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|. PUPPET FACTORY DEVELOPMENT

Kohler and Jones (2011), directors of the Handspring Puppet Company, explains that pup-
petry is a form of emotional engineering where a physical object can turn a noun into
a verb. Puppetry is a performance art where the object gets manipulated in front of the
audience and persaudes the audience member that this object has life. Kohler and
Jones (2011) describes it as a mechanical prostheses that creates an illusion of life.

The existing office block of the Breytenbach Theatre is turned into the Puppet Factory for the
Noka Theatre. This programme is chosen due to the narrative nature of puppetry. Puppetry is
a form of craftmanship and sculpting and through that tells a story. This links with the con-
cept of storytelling.

Requirments needed for a puppet factory:
(these guidelines are based on Kohler and Jones’s (2011) TED talk)

- High volume space with mezzanine

- Open area

- Creative space needed for drawing and designing

- Catwalk/bridge to hang puppets from

- Production space - machinery, messy, worktables

- Storage and or hangers for puppets

- Platfroms for puppets to be placed on while working on them

Q‘Q The puppet factory is assigned to the existing ad-

™ min building of the Breytenbach Theatre due to the
: requirements it meets for a puppet factory. With it-
- eration 5 the design explores using the double vol-
, ume space on the eastern side and adding a floor
£ level on the western side. This restricts the work
/4 space of the puppet maker and creates restriction
‘ for movement within the factory.

Figure_155 Ground floor plan of puppet factory (1t 5 -June exam)

With further design exploration, a mezzanine is added to the
double volume space. The mezzanine sits against the south-
ern and western wall of the building. This allows for a double
volume in the centre of the building, giving the puppet maker
more space for working (Diagram_52-53).

) . ) ) o Diagram_52 Exploration ground floor plan of
With the final iteration a second levelisintroduced at1372mm puppet factory (August)

AFFL as well as a mezzanine at 3500mm AFFL. The various
levels allows the puppet maker to work on the puppets from
different angles. A ring-beam structure is introduced in the
middle of the building. The ring-beam will support the mezza-
nines as well as function as a structure to hang the puppets
from. A catwalk is introduced on the top mezzanine level that
links the mezzanine with the northern wall. This catwalk also
links up with the existing ligthing rigs in the stage tower.

116 Diagram_53 Exploration 1st floor plan of puppet
factory (August)
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Figure_158 3D renders

7.4_CONCLUSION

This chapter investigates the design development of the floor plans and main portal feature
through the use of iterations and 3D model explorations. Through this process of iteration a
final design is arrived at, that can be taken forward and resolved further through technical
investigation and resolution.

123

© University of Pretoria



© University of Pretoria



8.1_CONCLUSION
8.1.1_RECAPITULATION

The starting point of this dissertation was the documentation of the historic Breytenbach
Theatre (c.f. Chapter 2) and the analysis of the Sunnyside community surrounding the site.
A block vision (c.f. 2.2) was proposed for the urban block west to Gerard Moerdyk Street.
The block vision’s strategy was to turn the block into a cultural precinct for the community
wherein the proposed Noka Theatre serves as a social catalyst for the block. Through the
theoretical investigation (c.f. Chapter 4) and precedent studies, as well as the case study (c.f.
Chapter 5), it was concluded that the introduction of new programmes (c.f. Chapter 3) to the
existing Breytenbach Theatre could be be implemented as the catalyst to regenerate the the-
atre and to celebrate the cultural significance of the historical community. The final design
proposal, as well as the technical resolution thereof, is the result of a thorough process of
design iteration (c.f. Chapter 7). Each successive iteration was evaluated critically against-,
and subsequent changes to the design were guided by the theory, case study and precedents;
finally, and most importantly, the conceptual framework of architecture as narrative (c.f 4.3).

8.1.2_CHAPTER SUMMARIES

1. Prologue served as an introduction to the study, outlining the problem, the research ques-
tions and the research methods.

2. Act |, Scene 1 provided documentation of the site. This included mapping, urban- and
block- frameworks, a historic timeline, building analysis and finally a Statement of
Significance.

3. Act |, Scene 2 described the selected programmes and the user profiles.

4. Act Il, Scene 1 provided a theoretical base through a selection of appropriate theories on
heritage, storytelling and place-making.

5. Act Il, Scene 2 investigated a local case study, as well as local and international prece-
dents as guidelines.

6. Act Ill, Scene 1 illustrated the design concept for the project, along with project inten-
tions and ideas.

7. Act Ill, Scene 2 laid out the design development and technical resolution of all aspects
of the design through various iterations and considerations based on appropriate design
principles and guidelines.

8.1.3_CONCLUSIONS

The selected site served as chief design informant in this study. Through detailed analysis of
the heritage, both tangible and intangible, of the Breytenbach Theatre it was possible for the
proposed intervention to transform the site into a social catalyst. The intervention celebrates
the site’s historic past and present cultural diversity through the application of theory of
‘theatre as storytelling’ and the concept of ‘architecture as narrative’.

Alteration to those parts of the heritage building, identified as not significant or sensitive,
allowed for required changes and additions to programme, thereby transforming the existing
orthodox Breyetenbach Theatre into the black box Noka Theatre, which provides for infinite
scenarios through flexibility in use. The connection between the heritage fabric and the new
interventions are key to the technical resolution of the intervention.

Through design development and technical resolution (c.f. Chapter 7) the proposed interven-
tion achieves the design aim of social catalyst for the community. Though the intervention
is site specific, the principles investigated can be applied to other interior architecture ele-
ments that relates to storytelling.
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A - CONSENT FORMS FOR INTERVIEWS AND SITE

UNIVERSITEIT VAN{PRETORIA Faculty of Engineering, Built Environment and Information Technology
UNIVERSITY OF PRETORIA

YUNIBESITHI YA PRETORIA Department of Architecture

Informed consent form
[Form for research participant's permission]

1. Project information
1.1 Title of Research Project:

Masters Professional Dissertation: Revitalising the Breytenbach Theatre as a social catalyst in
the historic [social] block of Sunnyside.

1.2{Research Field: Heritage and Cultural Landscapes

1.3{Researchers details;

Student: Amy van der Walt, Study Leader: Nico Botes, Department of Architecture, EBIT,
Unipersity of Pretoria

1.4 Research Study Description:

In the Department of Architecture, the students of the Professional Master’s Program annually
engpge in research activities related to specific areas in Gauteng (or area outside this region that
has{been well motivated). The students investigate specific architectural issues related to their
chogen contexts, to enable them to respond to these conditions through a design proposal. These

design projects, while resulting in real life recommendations, are neither implemented nor built.

PRQJECT SUMMARY:

tre acts as an introspective mirror into the mind of society, through which society can analyse

ing the Anglo-Boer War, the Gerard Moerdyk Street urban block in Sunnyside, Pretoria, provided
ial hub for locals. The historic Breytenbach Theatre, located on the block, was central to social
ty. As a result of gradual migration of retail typologies to the South, the block lost incentive for
socid interaction.

The Breytenbach Theatre, underutilized and in a state of disrepair, presents an opportunity for the
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theatre to respond to the heritage of the block and to be re-ignited as a social catalyst. In order for this
Catalyst to succeed, a theoretical lens of well-being is used, Well-being in architecture ensures adapting
batterns of relationships between people and places (Buchanan, 2016). The concept of well-being
icludes three sub-themes: physical, psychological and social,

A thorough study is done to document the history of the context and site, as well as asses jts current

dlate. An investigation into relevant literature, precedents and a case study, provides design principles
tp achieve a revitalisation of the theatre and street.

Revitalising the theatre as social catalyst in the heart of Sunnyside will result in the well-being of not
qnly the communtty, but also a new appreciation for theatre.

—

he building will be recorded through measurements and photographs. Some of the results
Will be published inthe dissertation but will not be released to any other sources.

2. Infornjed consent

201, Cﬂﬂwri N Cé\ﬂﬂﬂ\m hereby voluntarily grant my permission for

pgrticipation in the project as explainu to me by the researcher.

2.2 The nature, objective, possible safety and health implications have been explained to meand I
uriderstand them.

2.3 Iunderstand my right to choose whether to participate in the project and that the information
fugnished will be handled confidentially. I am aware that the results of the investigation may be
usgd for the purposes of publication.

2.4 Upon signature of this form, the participant will be provided with a copy.

| =
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. I give permission for the building to be recorded: @ / N

e I give permission for notes to be taken: @ / N
Sighed: Wi Date: /5 /ﬂ 5_//9

Withess: @ﬂ S Date; / S/@S // 6
W
] ) i
Researcher: W Date: 17 April 2019
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UNIVERSITEIT VAN Pns{ouu Faculty of Engineering, Built Environment and information Technology
UNIVERSITY OF PREJORIA
YUNIBESITHI YA PREYORIA Department of Architecture

Informed ¢onsent form
[Form for rgsearch participant's permission]

1. Project information
1.1 Title of Research Project:

Masters Professional Dissertation: Revitalising the Breytenbach Theatre as a social catalyst in
the historic [social] block of Sunnyside.

1.2 Rgsearch Field: Heritage and Cultural Landscapes

1.3 Researchers details:

Studept: Amy van der Walt, Study Leader: Nico Botes, Department of Architecture, EBIT,
Univefsity of Pretoria

1.4 Research Study Description:

In thg Department of Architecture, the students of the Professional Master’s Program annually
engage in research activities related to specific areas in Gauteng (or area outside this region that
has bgen well motivated). The students investigate specific architectural issues related to their
choseIF;:ontexts, to enable them to respond to these conditions through a design proposal. These

design projects, while resulting in real life recommendations, are neither implemented nor built.

PROJECT SUMMARY:

Theatre acts as an introspective mirror into the mind of society, through which society can analyse
itself. \It does this by creating a platform where social concerns can be brought out into the open.
Following the Anglo-Boer War, the Gerard Moerdyk Street urban block in Sunnyside, Pretoria, provided
a socigl hub for locals. The historic Breytenbach Theatre, located on the block, was central to social
activity. As a result of gradual migration of retail typologies to the South, the block lost incentive for

social pteraction.

The Breytenbach Theatre, underutilized and in a state of disrepair, presents an opportunity for the
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tre to respond to the heritage of the block and to be re-ignited as a social catalyst. In order for this
calalyst to succeed, a theoretical lens of well-being is used. Well-being in architecture ensures aadapting

s of relationships between people and places (Buchanan, 2016). The concept of well-being
ingludes three sub-themes: physical, psychological and social,

A thorough study is done to document the history of the context and site, as well as asses its current

state. An investigation into relevant literature, precedents and a case study, provides design principles
to chieve a revitalisation of the theatre and street.

ReVitalising the theatre as social catalyst in the heart of Sunnyside will result in the well-being of not
only the community, but also a new appreciation for theatre.

The building will be recorded through measurements and photographs. Some of the results

will be published inthe dissertation but will not be released to any other sources.

2. Informgd consent

2.141, Meovehs Pfd»— V) LA hereby voluntarily grant my permission for
participation in the project as explained to me by the researcher.

2.2|The nature, objective, possible safety and health implications have been explained to me and I
understand them.

2.3|I understand my right to choose whether to participate in the project and that the information
furniished will be handled confidentially. I am aware that the results of the investigation may be
used for the purposes of publication.

2.4|Upon signature of this form, the participant will be provided with a copy.
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. I give permission for the building to be recorded: @ / N
. I give permission for notes to be taken: @ / N
A3
Signgd: W’U@"M Date: ,’Z’)o S'/'ZG*’?
!
Witness: _ Date: {5 { 6 :’r’ Ic‘
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UNIVERSITEIT VAN PRETORIA Faculty of Engineering, Built Environment and information Technology
UNIVERSITY OF PRETORIA .
YURIBESITHI YA PRETORIA Department of Architecture

Informed consent form
[Form for research participant's permission]

1. Project information
1.1 Title of Research Project:

Masters Professional Dissertation: Revitalising the Breytenbach Theatre as a social catalyst in
the historic [social] block of Sunnyside.

1.2 Research Field: Heritage and Cultural Landscapes

1.3 Researchers details:

Student: Amy van der Walt, Study Leader: Nico Botes, Department of Architecture, EBIT,
University of Pretoria

1.4 Research Study Description:

In the Department of Architecture, the students of the Professional Master’s Program annually
engage in research activities related to specific areas in Gauteng (or area outside this region that
has been well motivated). The students investigate specific architectural issues related to their
chosen contexts, to enable them to respond to these conditions through a design proposal. These

design projects, while resulting in real life recommendations, are neither implemented nor built.

PROJECT SUMMARY:

Theatre acts as an introspective mirror into the mind of society, through which society can analyse
ftself. It does this by creating a platform where social concerns can be brought out into the open.
Following the Anglo-Boer War, the Gerard Moerdyk Street urban block in Sunnyside, Pretoria, provided
a social hub for locals. The historic Breytenbach Theatre, located on the block, was central to social
activity. As a result of gradual migration of retail typologies to the South, the block lost incentive for

social interactfon.

The Breytenbach Theatre, underutilized and in a state of disrepair, presents an opportunity for the
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theatre to respond to the heritage of the block and to be re-ignited as a social catalyst. In order for this
catalyst to succeed, a theoretical lens of well-being is used. Well-being in architecture ensures adapting
patterns of relationships between people and places (Buchanan, 2016). The concept of well-being
Includes three sub-themes: physical, psychological and social.

A thorough study is done to document the history of the context and site, as well as asses its current
state. An Investigation into relevant literature, precedents and a case study, provides design principles

to achieve a revilalisation of the theatre and street.

Revitalising the theatre as social catalyst in the heart of Sunnyside will result in the well-being of rot
only the communily, but also a new appreciation for theatre.
The building will be recorded through measurements and photographs. Some of the results

will be published inthe dissertation but will not be released to any other sources.

2. Informed consent

211, (‘G‘QS‘ mbp\ hereby voluntarily grant my permission for
participation in the project as explained to me by the researcher,

2.2 The nature, objective, possible safety and health implications have been explained to me and I
understand them. _

2.3 Tunderstand my right to choose whether to participate in the project and that the information
furnished will be handled confidentially. I am aware that the results of the investigation may be
used for the purposes of publication,

2.4 Upon signature of this form, the participant will be provided with a copy.
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. 1 give permission for the building to be recorded: Q% ) / N
e I give permission for notes to be taken: @ / N

X

Date: C;@!M’Aﬁﬂ”i

Signed:
Witness: HouE Steany Date: 2‘& ‘ QE‘; ‘ i9
\@,5! TN
A .
Researcher: ' Date: 17 April 2019
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