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Fig.1: Utopian proposal for Kruger Square which included Schubart park (three towers to the right) as part of the housing scheme as it 
appeared in Pretoria News, January 1973 (AAUP n.d.) .	 3
Fig.2: Schubart Park in a state of urban decay as it is found today (Verwey 2014).	 3
Fig.3: New proposal made for Schubart Park as part of the Capitol West Project (eNCA 2013).	 3
Fig.4:(Top) The Pruitt-Igoe mass housing complex right before its demolition in 1972. This is an often used example of a project that 
failed due to formal design principles. This notion has been questioned by theorists such as Martin et al (2015: 60) suggesting the fail-
ures were more likely due to socio-political problems (GreyScape n.d.).	 4
Fig.5: (Bottom) The Trellic Tower, constructed in 1972, serves as an example of a building sharing the same design principles as 
Schubart Park and the Pruitt-Igoe complex, but which has grown to become a successful housing scheme for young professionals in 
London’s inner city (ArchDaily 2019).	4
Fig.6: Church Square from east looking north-west (Author 2021).	 6
Fig.7: (Top)The united States Capitol building by Thomas Washington constructed in 1793 creates the feeling of sublimity through its 
large scale, elevation on a plinth, symmetry, large interior volumes with filtered light and repeating columns. The symbols in its surface 
articulations reference liberal democratic values, giving the feeling of sublimity a particular ideological meaning (WorkFlow Sudios 
n.d.).	 12
Fig.8: (Bottom)The unbuilt proposal for the Volkshalle by Albert Speer designed for the New Berlin Project under the third reich uses 
similar formal techniques to that of the US Capitol building (large scale, repeating columns, interior volumes, etc.) to create the feeling 
of sublimity, yet it has a different ideological meaning signified in surface articulations referencing Nazi ideology (Speer 1937).	 12
Fig.9: A local example of these ideological references in sublime spaces can be seen in the Voortrekker monument by Gerhard Moerdijk 
(1949). A sublime interior space is created through the large volume with natural light filtering in through the ceiling and large arched 
windows. At the centre of the space at basement level is a sarcophagus like block inscribed with the slogan ‘ons vir jou Suid-Africa’ 
(roughly translated as ‘we are for you South Africa). With this the interior walls are adorned with a bas-relief telling a narrative history 
of South Africa from an Afrikaner-centric perspective thereby creating an Afrikaner-Nationalist ideological signifier (Author 2020-
2021).	   13
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Fig. 10: A local example of these ideological references in sublime spaces can be seen in the Voortrekker monument by Gerhard Mo-
erdijk (1949). A sublime interior space is created through the large volume with natural light filtering in through the ceiling and large 
arched windows. At the centre of the space at basement level is a sarcophagus like block inscribed with the slogan ‘ons vir jou Suid-Af-
rica’ (roughly translated as ‘we are for you South Africa). With this the interior walls are adorned with a bas-relief telling a narrative 
history of South Africa from an Afrikaner-centric perspective thereby creating an Afrikaner-Nationalist ideological signifier (Author 
2020-2021).	   13
Fig. 11: A local example of these ideological references in sublime spaces can be seen in the Voortrekker monument by Gerhard Mo-
erdijk (1949). A sublime interior space is created through the large volume with natural light filtering in through the ceiling and large 
arched windows. At the centre of the space at basement level is a sarcophagus like block inscribed with the slogan ‘ons vir jou Suid-Af-
rica’ (roughly translated as ‘we are for you South Africa). With this the interior walls are adorned with a bas-relief telling a narrative 
history of South Africa from an Afrikaner-centric perspective thereby creating an Afrikaner-Nationalist ideological signifier (Author 
2020-2021).	   13
Fig. 12: La Città Nuova by Italian Futurist Antonio Sant’Elia, 1914. Reference is made to a depersonalised utopian future where a 
technologically advanced industrialised structure of society is signified through surface treatments suggesting industrial materials and 
hierarchies in the treatment of the façade is limited (Saint’Elia 1914).	   14
Fig.13: Walter Gropius’ Double House for workers, Dessau. Designed in 1926, these ‘Meisterhäuser’ (Masters’ houses) combined an 
idealised working class aesthetic, stripped from surface ornamentation and articulated with industrial materials on an asymmetric eleva-
tion, with middle class comforts (Breuer n.d.).	 15
Fig.14: (Left)  Marc Quinn’s Alison Lapper Pregnant (2005) in Trafalgar Square, London, is an example of how anti-monuments differ 
in subject from traditional monuments. Though still sharing some similarities in terms of form to traditional monuments, this an-
ti-monument depicts a disenfranchised member of society (pregnant female artist with a disability) as opposed to an idealised depiction 
of a historical figure (Kennedy 2005).	 18
Fig.15: (Below) The Monument to the Murdered Jews of Europe by Peter Eisenman (2005) shows how anti-monumental approach-
es differs in form from traditional monuments. Where traditional monuments are generally placed on an elevated geography or on a 
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plinth, this memorial subtly connects with the surrounding urban fabric through its low elevation as it stretches out horizontally over a city 
block (Wikimedia Commons 2012).	 18
Fig.16: (Top) The Vietnam Veterans Memorial (1982) by Maya Lin and David Osler stands in contrasting dialogue with the surrounding 
existing monuments of Washington DC. The monument asks the viewer to critically examine the way we remember the victims of war 
(Talbot n.d.).	 20
Fig.17: (Bottom) Jochen Gerz and Esther Shalev-Gerz’s Monument against Fascism (1986-1993), Hamburg. The monument systemati-
cally disappears into the ground over time after the public has inscribed something onto its soft metal surface thereby erasing any sign of 
the monument’s existence apart from a small display room at basement level. The monument stands in dialogue with other world war two 
era monuments in the surrounding context. However the monument does not celebrate any figure or particular event, but rather asks to 
contemplate the rise and manifestation of fascism in everyday life (Shalev-Gerz n.d.).	 20
Fig.18: Monuments on church Square (Author 2021) (Swart 2019).	 22
Fig.19: Major post-1994 Protests movements in Pretoria (Author 2021).	 23
Fig.20: Situating site within the city (Author 2020).	 24
Fig.21: Protest in Church Square showing the utilisation of media (Author 2021).	 26
Fig.22: (Above) Media as a way to change the meaning of reality and as such existing spaces (Author 2021).	 27
Fig.23: (Right top to bottom) Members of the CAR engaging in workshops and exhibitions (Hughes 2013).	 27
Fig.24: Dichotomous relationship between politics and ideology in architecture (Author 2021).	 29
Fig.25: Facades of Church Square (Author 2021).	 32
Fig.26: Site protected within the block.	33
Fig.27: Edge conditions around TPA block (Author 2021).	 34
Fig.28: (Above) Theatre with the surrounding buildings forming its outer (urban scale) envelope (Author 2020).	 35
Fig.29: (Bottom left) Interior of Capitol theatre from its stage (Author 2021).	 35
Fig.30: (Bottom right) Interior of Capitol being used as parking garage (Author 2021).	35
Fig.31: The Three types of spaces within the block with special focus on the theatre and the exterior spaces on its east (Author 2021).	 37

149

 
 
 

 

©©  UUnniivveerrssiittyy  ooff  PPrreettoorriiaa  

 



Art of Ideology

Fig.32: Potential circulation through site to the Capitol theatre interior (Author 2021).	39
Fig.33: Potential courtyard spaces formed by the combination of circulation routes and openings afforded by the existing buildings (Author 
2021).	 41
Fig.34: Hight hierarchy of the block	 42
Fig.35: Layeredness as a result of the height hierarchy of the block (Author 2021).	 43
Fig.36: (Top) Old Netherlands bank positioning on the TPA block (Author 2021).	 44
Fig.37: (Bottom) Law Chambers positioning on the TPA block (Author 2021).	 44
Fig.38: (Left) Law chambers (from east looking west) before the surrounding buildings still standing today were developed (AAUP n.d.).	 45
Fig.39: (Right) Law chambers (from east looking west) as it stands today (Author 2021).	 45
Fig.40: (Left) Law chambers, from the perspective of the Raadsaal, during the ZAR period before Church Square and the rest of the block were 
developed to how it is seen today (Wikimedia Commons 1899).	 45
Fig.41: (Middle) Old Netherlands bank today (Author 2021).	 45
Fig.42: (Right) Wall tie at the back of the Old Netherlands bank. This is the only ornamental element on the rear facade and the only visible struc-
tural element on the facade (excluding the walls themselves) (Author 2021).	 45
Fig.43: (Left) The TPA block (looking south-west) during the ZAR era with both the Law Chambers and the the Old netherlands bank built 
(AAUP n.d.).	 45
Fig.44: (Right) The ground floor plan of the Law chambers as found today (Holm and Holm Arcitects 1984).	 45
Fig.45: (Left) Law Chambers and the Old Netherlands bank durng the ZAR period (AAUP n.d.).	 45
Fig.46: (Right) Ground floor plan of the Old Netherlands bank as found today (Holm and Holm Architects 1984).	 45
Fig.47: Reserve Investment building (Cafe Riche) positioning on the TPA block (Author 2021).	 46
Fig.48: (Left) Cafe Riche with the Old Netherlands bank and the Law Chambers on church square in the early 20th century (Sillifant n.d.).	 47
Fig.49: (Right) Door details on the Cafe Rich building which was repurposed from the second church on Church Square (Author 2021).	 47
Fig.50: (Left) Cafe Riche (Left of the photo) as looking west down Church treet with the old post office on the right (Hilton n.d.).	 47
Fig.51: (Right) Surfaces of Cafe Riche as it is stood today in its decaying state (Author 2021). 	 47
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Fig.52: (Left) Cafe Riche, the Old Netherlands bank and the Law chambers in the early 20th century as seen from the norh eastern corner 
of church square (Hilton n.d.).	47
Fig.53: (Right) The ground floor plan of  the Reserve Investment building (Cafe Riche) as found today (Holm and Holm Architects 
1984).	 47
Fig.54: (Left) Cafe Riche, the Old Netherlands bank and the Law Chambers as found today (Author 2021).	 47
Fig.55: (Right) First floor plan of Cafe Riche as found today (Holm and Holm 1984).	 47
Fig.56: The Capitol Theatre’s positioning on the TPA block (Author 2021).	 48
Fig.57: (Left) Aerial view of Church Square with the south western block in the bottom left corner where the western elevations of the 
Capitol Theatre, Old Netherlands bank and the Law Chambers can be seen (AAUP n.d.).	 49
Fig.58: (Right) The eastern facade of the Capitol theatre in its decayed state today looking from whitin the block’s interior (Author 2021).	
49
Fig.59: (Left) Aerial view of the south western block of Church Square from a north western perspective showing the block before the 
development of the Old Poyntons and the TPA building (2OceansVibe News 2017).	 49
Fig.60: (Right) The interior of the Capitol Theatre looking west. The building skin facing inward is ornamented to create the illusion of 
an Italian renaissance style street/ courtyard. The extent of the building’s decay is also apparent in this image (Author 2021).	 49
Fig.61: (Left) The Capitol Theatre entrance when it was still in use as a theatre with the TPA building in the background (RE: C@pitoli 
n.d.).	 49
Fig.62: (Right) Section of the Capitol Theatre showing the ornamentation on the secondary interior skin of the building (AAUP n.d.).	
49
Fig.63: (Left) View of the theatre from Parliament street as seen today (Author 2021).	 49
Fig.64: (Middle) Space between the interior (secondary/ non-structural) and exterior (primary/ structural) skins of the theatre (Author 
2021).	 49
Fig.65: (Right) Plan of the Capitol Theatre before ot was repurposed as a parking lot (AAUP n.d.).	 49
Fig.66: The Old Poyntons building’s positioning on the TPA block (Author 2021).	 50
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Fig.67: (Left) Church Square during the Inauguration of the Kruger statue in 1954 with the TPA block visible in the top left, the Poyn-
tons building being the latest addition to th block AAUP n.d.).	51
Fig.68: (Middle) The entrance to the Poyntons building with its foyer visible in the back (Author 2021).	 51
Fig.69: (Right) The western facade of the Poyntons building (left) as seen from the sidewalk on Church/ WF Nkomo street (Author 
2021).	 51
Fig.70: (Left) The Poyntons building’s northern facade from Church/ WF Nkomo street (Author 2021).	 51
Fig.71: (Right) Concrete sun protection detailing on the western facade on the old Poyntons building (Author 2021).	 51
Fig.72: (Left) Northern facade of the Poyntons building. The treatment of the facade, through its regular pattern of windows and sun 
protection reveals the structural grid, and as such its interior organisation (Author 2021).	 51
Fig.73: (Right) The ground floor plan of the Poyntons building showing the structural grid which the proportioning in the facade also 
follows (McIntosh 1950).	 51
Fig.74: (Left) The covered sidewalk of the Poyntons building on Church/ WF Nkomo street looking east (Author 2021).	 51
Fig.75: (Middle) Shopfront detailing on Church/ WF Nkomo street with later added securitization (Author 2021).	 51
Fig.76: (Right) Elevation drawn by the office of W.G. McIntosh showing the northern facade’s proportioning extruded from plan view.	
51
Fig.77: The Transvaal Provincial Administration (TPA) building’s positioning on the TPA block (Author 2021).	 52
Fig.78: (Left) Aerial view over Church Square in 1970 with the south western block visible in the top left developed to the point as it can 
still be seen today (all additions to the block incorporated) (AAUP n.d.).	 53
Fig.79: (Right)  Street view of the TPA building from Bosman street taken in 1966 (Theart 2009: 30).	 53
Fig.80: (Left) Facades facing one of the courtyards between the wings of the TPA building on the block interior (eastern side of the build-
ing) as it is today (Author 2021).	 53
Fig.81: (Middle) Facades facing north onto the eastern courtyards of the TPA building (Author 2021).	53
Fig.82: (Right) North western corner of the TPA building (corner of Church/ WF Nkomo and Bosman street) (Theart 2009: 34).	 53
Fig.83: (Left) One fo the courtyards on the eastern side of the TPA building in the block interior (Author 2021).	 53
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Fig.84: (Middle) The north facing facade of the southern-most, and largest wing of the TPA building. The articulation and proportioning of 
the facade reveals the internal organisation and hints at the building’s structural grid (Author 2021).	 53
Fig.85: (Right) Detailing on the TPA’s facades showing the Pretoria regionalist treatment of the skin: Both fuctional and ornamental and per-
culiar to Transvaal architecture (Theart 2009: 41).	 53
Fig.86: (Left) North western corner of the southern-most wing of the TPA building viewed from Parliament street (Author 2021).	 53
Fig.87: (Right) Plan showing the structural grid and the interior organisation of the TPA building which gets pulled through onto the facade 
articulation (AAUP n.d.).	 53
Fig.88: Capitol Theatre interior viewed from the mezzanine level showing both its sublimity and decay (Author 2021).	54
Fig.89: (Left) Eastern facade of the Capitol theatre in a state of decay (Author 2021).	 55
Fig.90: (Right) Stair to the flooded basement of the Capitol theatre (Author 2021).	 55
Fig.91: (Left) Surface of the exterior skin of the Capitol theatre: unarticulated and in a state of decay (Author 2021).	 55
Fig.92: (Middle) Eastern facade of the Capitol theatre facing the open court on the block interior (Author 2021).	 55
Fig.93: (Right) Paint pealing of the walls in the back stage spaces of the Capitol theatre interior (Author 2021).	55
Fig.94: (Left) The freestanding wall of the Capitol theatre on Parliament street as seen from the open space on the block interior (Author 
2021).	 55
Fig.95: (Middle) Current vehicular entrance into the Capitol theatre (Author 2021).	 55
Fig.96: (Right) Decaying surfaces on the theatre interior (Author 2021).	 55
Fig.97: (Left) Unarticulated and decaying eastern facade of the theatre (Author 2021).	 55
Fig.98: (Middle) Mechanism that was once used to hoist the stage curtain of the theatre (Author 2021).	 55
Fig.99: (Right) Surfaces in the back stage spaces of the theatre stained with bird droppings and pealing paint (Author 2021).	 55
Fig.100: Sequence of parties showing the development of the proposal in the 1960s and 1970s for the demolition of the western facade of 
Church Square (Author 2019).	56
Fig.101: (Left) Rendering (1973) of one of the proposals for the redevelopment of the western facade of Church Square (AAUP n.d.).	 57
Fig.102: (Right) An earlier proposal for the redevelopment of Church Square with the only changes being in its landscape (viewed from the 
south western corner of the square) (AAUP n.d.).	 57
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Fig.103: (Left) Two modern movement style towers proposed to replace the western facade of Church Square (1972) (AAUP n.d.).	 57
Fig.104: (Middle) A different rendition of the proposed two towers to replace the western facade of Church Square in model form from the 
1970s (AAUP n.d.).	 57
Fig.105: (Right) Plan of the proposed changes to Church Square before major changes such as the two towers were considered (AAUP n.d.).	
57
Fig.106: (Left) A later, and more finalised, rendition of the two towers proposal for the replacement of the western facade of Church Square 
(AAUP n.d.).	 57
Fig.107: (Right) An opinion pole distributed to the public in the 1970s to gather information on the public’s opinion on the alteration of 
Church Square (AAUP n.d.).	 57
Fig.108: (Left) A later, smaller scale, proposal made for the alteration of the western facade of Church Square in the 1970s (this being only on 
the south western block of the square (AAUP n.d.).	 57
Fig.109: (Right) Previous head of department at architecture, University of Pretoria, Professor Karel Bakker in his student years protesting the 
proposed changes to Church Square (1975) (AAUP n.d.) . 	 57
Fig.110: Sequence of parti diagrams of the three conceptual approaches: seperation of skin from interior (top), discovering the sequence of the 
program (middle) and public-private interfaces working in section (bottom) (Author 2021).	 59
Fig.111: Building envolope as mediating interior and exterior and, through its meaning and articulation, defining and enclosing the exterior 
itself (Author 2021).	 60
Fig.112: (Top) Rem Koolhaas’s proposal for the Library of france with a thin, translucent skin hiding the interior spaces which is seperated 
from this exterior skin (Office for Metropolitan Architecture 1989).	 61
Fig.113: (Bottom) Two conceptual diagrams of Koolhaas’s proposal with its interior spaces hanging within the building’s envelope, seperated 
from the building’s representational skin (Author 2021).	 61
Fig.114: (Left) A space at the DMZ between North and South Korrea where one has a view over the North from the Southern Side (Chung 
2019).	 63
Fig.115: (Right) One of the exhibition spaces in Bernard Tschumi’s Acropolis Museum exhibiting relics from the Parthenon whilst simulta-
niously framing the Parthenon on the outside through its large windows (The Times 2021).	 63
Fig.116: (Left) A spot on the southern side of the DMZ where one can look through binoculars at North Korea (which is itself inaccessible 
(Young-joon 1990).	 63

154

 
 
 

 

©©  UUnniivveerrssiittyy  ooff  PPrreettoorriiaa  

 



Art of Ideology

Fig.117: (Right) A window framing the Acropolis in Tschumi’s acropolis museum (Travel Greece Travel Europe 2019).	 63
Fig.118: (Left) Diagram of how the spaces allowing visitors to view North Korea from a distance through a screen window transforms a 
specific reality into a form of representation of that very reality. In other words it turns a political and material reality into an unreal specta-
cle (Author 2021).	 63
Fig.119: (Right) An excavation of artifacts within Tschumi’s acropolis museum which is inaccessible to the public, yet is framed and in a 
sense turned into a representation of what it is (Konstantinidis 2019).	 63
Fig.120: (Top) Concept of the notion of the envelope of the building being a veil, false stage wall or false facade (Author 2021).	65
Fig.121: (Bottom) Parti diagram of the seperation of skin and interior (Author 2021).	 65
Fig.122: Iterations of the development of the first, general concept of how facade and interior can be seperated (Author 2021).	 66
Fig.123: How the seperation and envelope may be treated on site in sequence in plan (top) section (middle) and perspective (bottom) (Au-
thor 2021). 	 67
Fig.124: Notion of fragmentation leading to an optical illusion of the elevation (Author 2021).	68
Fig.125: Power relation afforded by observation and visibility within the media context (Author 2021). 	 69
Fig.126: (Top) Plan of a panopticon prison (British Library n.d.).	 70
Fig.127: (Middle) The notion of observation over prisoners as an excercise of power (Coffey 2021).	 70
Fig.128: (Bottom) How Panopticon prisons were organised in plan and section (Author 2021).	70
Fig.129: Reversing the excercising of power through obsevation in media by making the steps and parties in the process of its production 
visible (Author 2021)	 72
Fig.130:Physical stimuli - triggeres biological mechanisms alowing for sensations to enter the body. This stimuli exist outside the body and 
can be altered. These mechanisms are known as our senses. (Jay 2011). The “mind image” you see results from a synthesis of all the data 
coming from the senses and gets influenced by prior personal experiences. This image is imposible to predict. (Jay 2011) (image: Author 
2019)	 74
Fig.131: (Left) Space called ‘the void’ in Liebeskind’s Jewish memorial (Seidel n.d.).	 75
Fig.132: (Right) ‘The Void’s’  manipulation of light to produce a sublime, thought-provocing space (Wang 2015).	 75
Fig.133: Concept of vertical interface between public and private to exploit the political relation between private and public (Author 
2021).	 76
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Fig.134: A combination of the three programatic approaches in plan starting from the general seperation of skin and interior and progress-
ing to programatic sequence and public circulation, interfaces at the intersection points of program and circulation  and the application of 
said concepts on site (Author 2020).	 80
Fig.135: 3 dimentional combination of the three conceptual approches and application on site (Author 2021).	81
Fig.136: Courtyard as a sublime space (Top) and as a platform for passive interface (Author 2021).	 82
Fig.137: Idea of facades serving and representing the courtyard (Author 2021).	84
Fig.138: Mechanic for how a parti of the courtyards can be cut into louvres (Ruggles 1990).	 85
Fig.139: (Above sequence of diagrams) development of facade as louvres to create a perspective dependant optical illusion (Author 2021).	
85
Fig.140: (Top) Cianfanelli’s Mandela sculpture before it comes into focus (Cianfanelli 2012).	 85
Fig.141: (Middle) Cianfanelli’s Mandela sculpture after it comes into focus (Cianfanelli 2012).	85
Fig.142:(Bottom) The notion of liminal space (Author 2021).	 85
Fig.143: Active (top) and interactive (bottom) interfaces (Author 2021).	 87
Fig.144: Seperating private and public vertically with passive interfaces below and interactive interfaces above private spaces (Author 2021).	
88
Fig.145: General sequence of media product production (author 2021).	 89
Fig.146: Specific programatic sequencing applied to site (Author 2021).	 90
Fig.147: Development of points where the facades’ optical illusions come into focus for the brief courtyard (Top) and the diagram of the 
parti to be etched into the louvers of the facade (the image that comes into focus) (bottom) (Author 2021).	 91
Fig.148: Focussed plans of Brief court (Author 2021).	 92
Fig.149: Development of the design studio structures (Author 2021).	 93
Fig.150: Focussed plans of design studios (Author 2021).	 94
Fig.151: Development of points where the facades’ optical illusions come into focus for the poster printing courtyard (Top) and the diagram 
of the parti to be etched into the louvers of the facade (the image that comes into focus) (bottom) (Author 2021).	 95
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Fig.152: Focussed plans of poster printing courtyard (Author 2021).	 96
Fig.153: Development of the poster distribution structures (Author 2021).	 97
Fig.154: Focussed plans of postrer distribution structures (Author 2021).	 98
Fig.155: Development of the writing offices and reading space (Author 2021).	 99
Fig.156: Focussed plans of writing offices and reading space (Author 2021).	 100
Fig.157: Development ofPamphlet and journl distribution spcae (Top) and the diagram of the parti to be etched into the louvers of the 
facade (the image that comes into focus) of the pamphlet and journal printing courtyard (bottom) (Author 2021).	 101
Fig.158: Focussed plans of the pamphlet and journal printing court and distribution space (Author 2021).	 102
Fig.159: Development of the video production planning offices (Author 2021).	 103
Fig.160: Focussed plans of the video production planning offices (Author 2021).	 104
Fig.161: Development of the video post-production court (Author 2021).	 105
Fig.162: Focussed plans of the video post-production court (Author 2021).	 106
Fig.163: Development of the video screening/ distribution space as a dichotomy between old and new; decay and development (Author 
2021).	 107
Fig.164: Focussed plans of the video screening space (Author 2021).	 108
Fig.165: Focussed plan of the connections between the spaces at basement level doubling as archival spaces (Author 2021).	 109
Fig.166: Site Plan (Author 2021).	 110
Fig.167: Ground floor plan (Author 2021).	 111
Fig.168: Basement Plan (Author 2021).	 112
Fig.169: Upper levels (Author 2021).	 113
Fig.170: Section AA (Author 2021).	 114
Fig.171: Section BB (Author 2021).	 115
Fig.172: Section AA: Graphic Design Studio Tower (Author 2021)	 116
Fig.173: Sectional Perspective (Author 2021).	 117
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Fig.174: Storyboard entering from the eastern wing (Author 2021).	 118
Fig.175: Storyboard entering from the northern wing (Author 2021).	 119
Fig.176: Storyboard entering from the western wing (Author 2021).	 120
Fig.177: Technology concept (Author 2021).	 122
Fig.178: Primary Structure (Author 2021).	 123
Fig.179: Secondary structure (Author 2021).	 124
Fig.180: Tertiary structure (Author 2021).	 125
Fig.181: Studio box roof detail (Author 2021).	 127
Fig.182: Studio box Floor detail (Author 2021).	 128
Fig.183: Facade Louvre Detail (Author 2021).	 129
Fig.184: Passive interface: louvred screen construction (Author 2021).	 130
Fig.185: Interactive interface: Movable poster panels construction (Author 2021).	 131
Fig.186: Material palette and insignia on floors (Author 2021).	 132
Fig.187: Heating and cooling system ( Author 2021).	 134
Fig.188: Communal drawing by the students of the master class 2021 (Master class 2021).	 140
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169

 
 
 

 

©©  UUnniivveerrssiittyy  ooff  PPrreettoorriiaa  

 



Art of IdeologyAppendix B: SBAT
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Art of IdeologyAppendix D: Description of all spaces 
			    regarding 3.6

Central Brief Courtyard
Following the concept of radiating the 
program from a central space where a de-
sign brief is written for the three media 
formats produced in the intervention, 
we can start to organise the courtyards 
and massing accordingly. The three 
programmatic themes radiate from the 
courtyard east, adjacent to the Capitol 
Theatre in an eastern, northern and 
western direction for the graphic design 
media, written media and video media 
respectively. This central courtyard’s 
placement is due to its identification 
as an important intersection point on 
site and the existing space’s notewor-
thiness as a type courtyard space which 
juxtaposes an inversion of the Capitol 
theatre’s interior. The central courtyard 
is used as the destination where public 
users end up to discover the origin of 
the media production process i.e. the 
writing of a brief. At basement level, a 
conference room and radio station is im-

plemented where the brief is discussed, 
documented and broadcasted. The pub-
lic is able to view this space when stand-
ing on the edge of the courtyard cutting 
into the basement (the radio station can 
be viewed when standing on one side of 
the opening and the conference space 
on the other). When the windows of 
this space are open, one can stand on its 
roof where the sounds from the space 
below you gets reflected to your point 
through the curved walls on basement 
level having the effect of the public user 
being able to hear the private users in the 
conference space debate the brief.

Graphic Design Studios
To the east of the central courtyard (just 
beyond the freestanding wall), towards 
the street is the most publicly visible part 
of the intervention. As such the graph-
ic design studios are placed within the 
massing on this side of the central court-
yard as graphic design is fundamentally 

a visual medium (and thus appropriate 
to be seen from the street). Looking at 
the upper floors, the studios in this wing 
of the building are divided into three 
separate boxes separated by gaps corre-
sponding to the main public circulation 
lines on the ground floor, each housing 
a different type of studio for graphic 
design. The first, most northern studio 
houses a slogan writing and conceptu-
alisation studio with an open plan and 
shared tables. The second houses a more 
formalised interior spaces with partitions 
and desks where posters are designed 
in more detail and reiterated to a final 
presentable product. The last studio to 
the south would house an open plan crit 
space where, from the final iterations 
produced in the middle studio, post-
ers and banners are critted, discussed, 
discarded and a final selection of post-
ers to be used in a media campaign are 
decided on. On the ground floor level, 
all of these studios have a public element 
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where the public is able to participate 
in the conceptualisation, iteration and 
crit process directly below each studio 
through the vertically movable panels. 
Below the conceptualisation studio, 
a communal table with drawing and 
writing utensils and hardboard sheets are 
provided so the public can create their 
own boards for protest whilst drawing 
inspiration from the ideas of the private 
users above as well as add their own 
thoughts to these ideas (both on their 
own boards as well as onto the movable 
panels for the private users). Below the 
middle design and iteration studio, 
similar to the conceptualisation space, 
writing utensils are provided, but in this 
case it is only meant to be used on the 
vertically moveable panels where one 
would write over the poster iterations 
fixed onto the movable panels. As such 
the space in front of each movable panel 
is distinguished from each other with a 
static panel, onto which examples of pre-

vious poster designs are pined to form 
a reference/ inspiration for the public 
when looking at the design iterations. 
Under the southernmost crit studios, 
the public is also provided the chance to 
decide which posters are to be used in 
a political protest. This takes the form 
of a type of voting station where, as one 
enters the space, you are provided with 
two chip, papers or cards, which are then 
then used to vote for your favourite final 
poster. The posters with the most votes 
are then sent of to be mass produced in 
the following space.

Poster Printing Courtyard
In the next courtyard to the east of the 
central courtyard and the studio spaces, 
the poster printing rooms are placed 
where the final posters from the previ-
ous space are produced on mass. Similar 
to the central courtyard, there are also 
views into the interior of the printing 
rooms in the basement when standing 

at specific spots around the edge of the 
void going down to the basement. These 
spots then also correlate with the spots 
from where the images etched into the 
façade of the studio space come into 
focus. At basement level two printing 
rooms are provided. The procedure in 
the printing room is organised from 
west to east so that, in order, you have 
a large printer, a gap for the technician 
to work in with a desk and computer, 
by a slight platform/ basket into which 
finished posters are placed followed by 
another opening from where a work-
er can load the finished poster onto a 
trolley to transport to the space where 
the posters can be distributed. In the 
centre of the courtyard at basement level 
a planter with vertical planter screens 
block one’s view into particular parts 
of the basement interior. These parts 
being the spaces where the technicians 
work thereby only allowing a view of the 
printer and the stacked posters making 
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the it seem as if the process is completely 
automated with the technicians only 
momentarily coming into view.

Poster Distribution Structures
Following the printing rooms on the 
eastern wing you find the poster dis-
tribution spaces. These boxes (two to 
the north and one to the south of the 
printing courtyard on Parliament street) 
are where the posters are taken to after 
printing to be sold or given away to the 
public. Because the printed posters now 
need to be individually transferred from 
basement level to members of the public 
on ground floor level, a sort of inversion 
of the studio boxes take place. A similar 
counterweight pulley system is used to 
raise individual posters, via a vertically 
movable panel, up to ground floor level 
where a pubic user is able to take the 
poster off from the panel and then use 
it in protest. The structures for these 
spaces, due to their proximity to church 

square, become subtle landmark ele-
ments for the building with its structure 
extending vertically past the confines of 
the above ground boxes, making them 
visible from church square and, as such, 
support the main signage to signify the 
entrance to the building.

Writing Offices and Reading 
Space
Moving on to the northern wing of the 
site (north of the central brief courtyard 
between the existing buildings of the 
Capitol Theatre and the Old Nether-
lands bank), you’d find the writing wing 
of the program. Because the interstitial 
spaces between the existing buildings 
to the north are protected from all sides 
by existing building mass, these spaces 
have the quality of being more quiet and 
therefore more suited for spaces where 
academics and journalists can write arti-
cles and pamphlets. The new proposed 
building mass to the north of the cen-

tral brief courtyard are populated with 
writing offices in the private interiors 
of the upper floors and small reading/ 
library spaces on the public ground 
floor. The main circulation routes for 
the public through these spaces splits 
and runs alongside the existing skins of 
both the Capitol Theatre and the Old 
Netherlands bank with the interactions 
with the program between them. This in 
a sense transforms the existing envelopes 
of the surrounding buildings into the 
outer skin of the new intervention. The 
spaces for the public interactions with 
the program are still open to the public 
and not defined by solid walls but rather 
by the overhead covering provided by 
the above private boxes. The interactive 
interfaces between the public and private 
spaces follow a similar mechanism as 
the previously mentioned interfaces in 
the graphic design studio spaces (pullies 
moving elements up and down with 
the use of a counterweight system), yet 
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its use slightly differs. Instead of having 
panels with poster iterations fixed on 
them, you would have narrow book-
shelves that are moved up and down 
between private and public. As such 
the public reading spaces become a type 
of a book exchange where one is able 
to take a book from one shelf on the 
condition that another book is replaced 
on another. This public repository of 
books are used by the writers to research 
their articles and pamphlets and by the 
public to read about the nuances in the 
literature that cited by the articles they 
ultimately consume. On the ground 
floor, the southernmost reading space, 
because it is closer to the central court-
yard and would therefore be slightly 
more noisy, is designed to have a more 
conversational atmosphere than the 
northern reading space by having a com-
munal table without partitions between 
users. It is therefore meant to be a space 
where one can sit and read and then 

discuss the literature with fellow users of 
the space (such as in the case of a reading 
group). The northern public reading 
space, with the use of partitions between 
users of at the table, is aimed towards 
providing a quieter, more private space 
for reading akin to traditional forms of 
library spaces. Between these two differ-
ent reading spaces, a stairwell takes one 
up to the private writing offices above. 
The private spaces follow a similar logic 
to the public spaces below in that the 
southern office is geared towards pam-
phlet writing (which requires less rigor-
ous research and a larger degree of social 
interaction) as it would be less disturbed 
by a noisy courtyard whilst the north-
ern office, pointed towards the smaller 
and quieter northern court, is meant 
for academic and journalistic writing. 
Though the structure of the building 
will be discussed later on in the tech-
nology section, it is perhaps important 
to note that the supporting structures 

of these boxes between the courtyards 
(steel framed structures) extent past the 
interiors of the building over the public 
circulation routes giving it the quality of 
being a type of void mass: built up with 
structure yet with the interiors hanging 
within it to formalise the concept of the 
interior separated from its representative 
envelope. In the case of this structure, 
the steel frame extents vertically beyond 
the interior spaces and steps in its eleva-
tion towards downward the Netherlands 
bank to conform to the existing hierar-
chy in terms of height on site.

Pamphlet and Journal Print-
ing Courtyard
The courtyard to the north of the 
writing offices follow a the same logic as 
the eastern courtyard above the poster 
printing spaces albeit at a much smaller 
scale as the pamphlet printing spaces at 
basement level require much less space 
and because the existing space available 
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between the buildings is limited. Here 
on the public ground floor level one 
is once again able to view the printing 
spaces below with planter screens, in 
the private courtyard at basement level, 
blocking ones view of the technicians’ 
working spaces and only revealing the 
printer producing printed pamphlets 
and journals and the stacks of docu-
ments once it has been put together 
before it is taken of to a space for distri-
bution.

Pamphlet and Journal Distri-
bution Structure
Similarly the space for distribution of 
pamphlets and journals (to the north of 
the courtyard housing the journal and 
pamphlet printing rooms) operate in the 
same fashion as those of the poster distri-
bution shops, yet also at a much smaller 
scale. Here panels with a counterweights 
are used to lift individual pamphlets or 
journals up to ground level for the pub-

lic. This structure becomes the second 
entrance structure to the building form 
Church/ WF Nkomo street, though 
more hidden than the main entrance on 
Parliament street. It essentially becomes 
a ‘find’ for the public in the same way as 
the Queen street mosque in the cbd.

Video Production Planning 
Offices
Looking at the western wing of the 
intervention, we find the video media 
production wing. This wing is differ-
ent from the other two wings in that it 
cuts into and utilises the interior space 
of the Capitol Theatre. The interior of 
the capitol theatre lends itself well to 
video format media as it is a mostly dark 
space with a large volume and accom-
panying large interior walls. The mass 
one encounters from the direction of 
the central brief courtyard going west 
houses the video production planning 
offices with the accompanying public 

element on ground floor level. These 
consists of elevated boxes, similar to the 
graphic design studios (and to more or 
less the same height as the design stu-
dios), which are cut into the outer skin 
of the theatre and protrude out a few 
metres. The video planning boxes follow 
the same geometry/ lines as the graphic 
design studios on the opposite side of 
the central square, thus standing in con-
versation with them and creating a sense 
of uniformity and universal legibility 
throughout the structure. Though the 
boxes themselves only occupy a tiny part 
of the surface area of the existing Capitol 
Theatre wall as it floats separated from 
each other at an upper level, their outer 
skins (separated facades), in the form of 
steel louvres (also treated with an optical 
illusion cut into it), runs past the floors 
of the boxes to almost ground floor level 
and hang, almost like a curtain, in front 
of the boxes, making their massing seem 
larger than it actually is (unless stood at 
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a particular point or when moving past 
them).

Looking at the upper private spaces 
of these boxes, we see that they are 
connected on the interior side of the 
theatre to allow for circulation between 
them leaving the protruding elements 
to become office/ video studio spaces. 
Speaking with Wickus van Wyk (2021), 
who has an education and experience 
in screenwriting, about the processes 
involved in planning and executing a 
video/ film production, three parts can 
be distinguished that is necessary before 
a professional video shoot can happen. 
First the planning and formu¬lation of 
a general storyline needs to be written. 
This involves writing out the message 
that the video needs to convey and 
constructing a narrative that would 
illustrate this message. Secondly a scene 
by scene planning takes place where each 
part of each scene is described and often 

sketched out (including a description 
of the sound effects, music, duration 
of each scene, the dialogue/ script and 
the scene number). This process has 
a standard template which is used by 
most screenwriters. Finally the practical 
planning of the video happens where the 
actors, the locations and possible props 
are decided on for each scene.

Applying these parts of the planning 
process to the three boxes, we have in the 
northernmost box a type of conference 
space where the narratives of videos are 
written and argued. On the northern 
and southern walls of this space the 
in¬teractive interface with the public 
below is formalised in the same way ver-
tically movable panels found throughout 
the project where iterations of a storyline 
are pinned between two plexiglass sheets 
and mounted onto the panel before 
being lowered to the ground floor for 
the public to then read and comment 

over it. At ground floor the public is 
therefore provided with stationary and 
seating with which they can draw/ write 
over the plexiglass panels. In the second 
(mid¬dle) box, the private space on 
the upper level is populated with small 
tables and chairs where screenwriters 
can sit and work through each scene. 
The furniture is placed adjacent to 
the public-private interface where the 
template for script and scene writing 
is etched onto a fixed plexiglass panel 
which is then able to be moved down 
to the public space below. The public 
below is therefore again provided with 
stationary and examples of previous 
scripts with similar sto¬rylines (pinned 
up on the panels running perpendicular 
to the movable panels on ground floor 
level). The final box to the south is pro-
vided with conference space furniture 
and cabinets containing an archive of 
professional actors, props and possible 
locations. Similar to the crit spaces in 
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the graphic design wing, a sort of voting 
system is created by the pri¬vate users 
mounting profiles of possible actors and 
photos of possible locations and props 
onto the interface panel and moving it 
down to ground level where the public 
can then vote on their pre¬ferred selec-
tion of actors, props and locations there-
by filtering the possibili¬ties so the final 
practical elements can be decided on.

Video Post-Production Court-
yard
After one moves through this space to 
the west, towards the Capitol interior, 
one is met with a courtyard inside the 
sublime volume of the Capitol Theatre’s 
interior hall. Below this courtyard the 
video production spaces are housed 
where, after a video is shot, it is spliced 
together into a final product. Similar to 
the other courtyards this space has its 
own courtyard space at basement level 
open to the ground floor above making 
it possible for the public to view the 
interior spaces at basement level. The 

way in which this interior is viewed at 
ground floor (i.e. the passive interface) is 
by standing on the roof of the video pro-
duction office and viewing the curved 
walls of the courtyard basement which 
is lined with reflective mirrors reflecting 
the interior of the basement to the point 
where one is stood on the roof.

Video Viewing and Distribu-
tion Space
The final element to follow this interior 
courtyard is the space where the videos 
are distributed. In the other two wings 
the distribution spaces took on the form 
of above ground boxes with a physical, 
movable connection between basement 
and ground floor. Because a video is 
not a tangible product like a poster or 
a book, but rather an intangible thing 
formed through the manipulation of 
light (the information of which often 
existing in cyberspace), the way it is dis-
tributed is through projecting the final 
videos onto screens and uploading it to 
internet platforms which the public can 

then observe and download (and share). 
The way these projections are formalised 
is through a type of ‘corridor of light’ 
where, from the courtyard, one enters a 
space between the existing interior wall 
of the theatre on one side and a newly 
erected wall with screens suitable for 
projection on the other. The final video 
products are then projected onto the 
screens so the public user can view it. 
One is also provided with a QR (quick 
response) code that provides a link to 
download the video. The spaces in front 
of the screens are separated with parti-
tion walls creating niches/ recesses from 
where videos can be viewed without 
the disturbance of the next video. This 
corridor type space starts to frame the 
walls inside the existing building, both 
through its illumination of the through 
the residual light from the videos as well 
as through the juxtaposition of the old 
false skin of the Capitol’s representation-
al interior walls and the new skin of the 
projection screens.
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