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“The increasing ‘architecturalisation’ of textiles and the increasing ‘textilisation’ of architecture 
are, more simply, architectural ways of thinking and doing in textile design, and a textile way 
of thinking and doing architecture.” (Garcia, 2006A: 7) 
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The site was selected due to the location and framework it falls within. 
The location of the site allows for exposure due to the pedestrian de-
mand on the site. Also, the site is advantageously located within close 
proximity to main transportation nodes. The site falls within the ex-
tended Arcadia Arts and Cultural Corridor. The vision for this corridor 
is a lively and multicultural precinct which hosts a variety of arts and 
cultural facilities. The vision for these facilities is to portray the zest of lo-
cal culture, especially to those disembarking the Gautrain. 
         
The textile making guild, WARP + WEFT  is an important project within 
this precinct, due to the core concept of the guild to celebrate African 
textiles. The aim of the guild is to produce contemporary woven textiles 
which portray the identity of traditional African woven textiles. The vi-
sion for WARP + WEFT  within the precinct is to exhibit textiles, expose 
the textile making processes and to create a unique African textile 
experience for both the public and the users of the guild.   
         
The interior intervention will celebrate African textiles by demonstrating 
how textiles are used to solve and embrace aspects identified through 
the analysis of the architectural proposal. These aspects include acou-
stic absorption, solar screening, adding softness, texture and colour 
to an environment predominantly defined by cold, hard, smooth and 
monotone surfaces, as well as providing versatile branding elements.  
         
The use of textiles in the interior intervention introduces the unique 
design question of how to design with textiles for a textile related pro-
gramme, opposed to textiles being used for another programme, such 
as a theatre or a hotel. It is a matter of “textiles for textiles” instead of 
“textiles for music” or “textiles for sleeping”. The solution to this unique 
design problem is to differentiate between spaces which celebrate 
textiles by acting as a background or blank canvas for the exhibition 
and production of textiles and spaces which celebrate textiles by be-
coming textile-like. To create these spatial variations, the exclusive use 
of textiles is not sufficient. Textiles need to be translated into interior ar-
chitecture which will be achieved through the following five me  thods: 
Translation through metaphor, translation through structure, interpre-
tation of actual textiles, engagement through text and the translation 
of the unique qualities of textiles. Thus, the aim of the investigation is 
to celebrate textiles through the application of textiles and through the 
translation of textiles in interior architecture. 

 Abst ract : 

Warp and Weft  is a textile making guild, intricately woven into 
KNooP, the proposed clothing and consumer Science building for 
the University of Pretoria. This building is situated in Hatfield next to the 
railway line, in close proximity to the Gautrain station and Rissik Sta-
tion. KNooP was designed in 2008 by Korine Stegmann in fulfilment 
of her MArch(Prof) at the University of Pretoria. Therefore, the building 
in which the intervention is proposed is, to date, only an architectural 
proposal and has not yet been built.      
     
The project was initiated due to a fascination with textiles and the rel-
evance of textiles in interior architecture. This fascination with textiles 
is ascribed to the following: The first intriguing aspect of textiles is the 
structure and the underlying construction principles of textiles. The 
second aspect is the unique character of textiles compared to other 
building materials. Another interesting notion is the current internation-
al textile trend and current re-focus on textiles as a construction ma-
terial after a long period of being neglected. The current hype about 
textiles is ascribed to the tactile qualities of textiles, which opposes 
an increasing movement towards virtualism. The raw and organic pro-
duction process of handmade textiles is desirable and opposes auto-
mated production. Similarly to the Arts and crafts movement, design-
ers are once more interested in handmade products. Fourthly, textiles 
used in architecture has the intriguing ability to create an architecture 
which better relates to fashion in terms of fashion’s ability to easily 
change and adapt; fashion’s fleeting nature.  Lastly, handmade tex-
tiles of a specific region have the ability to convey the identity of that 
specific region. This is a crucial ability to resist globalization and mo-
notony in cultural identity. Appropriately, the fascination of this disser-
tation is with traditional African handmade textiles and its relevance in 
interior architecture.          
        
The contemporary unbuilt building was selected to demonstrate the 
value of a collaborative approach between an architect and interior 
architect prior to construction. The analysis of the architectural pro-
posal shows that the interior architect can effectively recognize the 
strengths and weaknesses of a building from an interior perspective 
and enhance and improve these aspects. The aim is also to show that 
two programmes can function collaborative in one building and that 
intervention is possible within a building with a fixed programme. 
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This chapter serves as an introduction to the dissertation for the pro-
gramme, Masters in Interior Architecture (Professional) in 2012. Firstly, 
the terms ‘textiles’ and ‘warp and weft’ are explained as an introduc-
tion to the project. The chapter further introduces the project by dis-
cussing the fascination with textiles, which led to the investigation 
of celebrating textiles in interior architecture. This fascination derives 
from the history of textiles in interior architecture. The fascination is 
further propelled by aspects such as textiles’ ability to create architec-
ture which has similar qualities to fashion and handmade textiles’ 
ability to oppose virtualism, automation and globalization. The intri-
guing nature of the structure of textiles, as well as its unique charac-
teristics, is also discussed. Lastly, the research methodology used to 
conduct this study is discussed.

I n T r o d u c T I o n :
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WArP + WeFT:

In t roduct ion_ Terms:

“WArP + WeFT  are the two technical terms for the two types of thread 
used to create a finished woven product. The warp is the tightly 
stretched lengthwise core of a fabric, while the weft is woven be-
tween the warp threads to create various patterns. Some people also 
call the weft the “filler” threads, since it fills the design with patterns. 
The archaic term “woof” is also used instead of “weft” in some regions. 
To weave any kind of textile, the weaver needs to start with the warp 
threads. Warp threads are stronger and coarser, because they must 
be able to withstand tight stretching. They also provide a core of sup-
port (base structure) for the finished piece, giving the textile form. The 
weft threads make up the body of the fabric. They can be one colour 
or multi- coloured, creating patterns and forms. Some weavers also 
like different types of material for an assortment of textures.” (Wise-
Geek, 2012)

Ground Warp

Ground Weft

Weft Pile

Warp

Weft

Warp

Weft

Warp

Weft

Weft

Warp

Weft

Weft

The terms ‘fabric’  and  ‘textile’ are loosely used as if they are inter-
changeable, but Picton and Mack (1989: 17) argue that the term ‘fab-
ric’, derived from the Latin term ‘fabricare’, which refers to all fibrous 
constructions. ‘Textile’ on the other hand is derived from the Latin word, 
‘textere’, which means ‘to weave’ and therefore refers only to woven 
textiles (Picton & Mack, 1989: 17).      
         
Fabrics can be classified according to the specific method of inter-
working fibers. Some fabrics are constructed by pressing and matting 
the fibers into coherence, such as felt. other fabrics are made by inter-
working a single element with itself, such as knitting, crocheting and 
braiding. The third group of fabrics are constructed by interlacing a set 
of elements parallel to a second set of elements. This third method is 
the method used in woven textiles and is also the method used tradi-
tionally throughout Africa (Picton & Mack, 1989: 18). This extraction of 
the fundamental nature of textiles generated the name of the textile 
making guild, WArP + WeFT.       
     

TexTILe:

Figure 1.1:  A collection of images depicting the essence 
of a woven textile. (Kadolph, 2007: 237, 256, 259 & 284)  
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For centuries textiles and their qualities and properties have been 
excluded from architecture and architectural theory, as explained 
in an article by Mark Garcia (2006B: 13). The prehistoric notions of 
using textiles as a structural material was disregarded for a long 
period in history (Garcia, 2006B: 13). Architecture moved away from 
textile related structures to solid, rigid buildings. It is only until re-
cently, with the advent of high performance textiles that textiles 
and their qualities and properties became a relevant architectural 
material group (Garcia, 2006B: 13). For a long time, the knowledge 
of tent makers, tailors, couturiers, weavers and sail makers were 
seen as a ‘manual’ professions and inferior compared to ‘intel-

PrehISTorIc conTeMPorAry

TexTILeS AS STrucTurAL 
eLeMenT creATInG SPAce.

TexTILeS AS decorATIve or FuncTIonAL 
eLeMenT WIThIn A SPAce.

Figure 1.3: An example of the 
most primitive use of textiles in 
architecture. (Pile, 2005: 16) 

Figure 1.4: Middle ages:  
Textiles used as furni-
ture and as decoration. 
(Pile, 2005: 66) 

Figure 1.5: c. 1500. 
Textiles used on furniture 
and wall decoration. 
(Pile, 2005: 141) 

Figure 1.6: 1925. Tex-
tiles used on furniture 
and as decoration. 
(Pile, 2005: 350) 

The hISTory oF TexTILeS In 
InTerIor ArchITecTure:

lectual’ profession such as architecture, art and sculpture (Garcia, 
2006B: 14). Architecture and textiles have had a relationship dating 
back to the construction of prehistoric shelters. The most primitive 
structures, constructed on the basis of textile weaving, is shelters 
made from structural tree branches interwoven with more flexible 
branches (Pile, 2005: 15-17). Later, shelter structures were covered 
with skins or woven mats, such as the hut shown in Figure 1.3 (Pile, 
2005: 15-17). These shelters created the first interior spaces which 
were defined by the use of textiles. The textiles were used not as a 
decorative interior element, but as a component of the structure of 
the space itself.        

1 .

1 . 2 .

2 . 3 . 4 .

5 .

6 .

3 . 4 . 5 . 6 .

A  ce lebrat ion o f  Text i les :

Figure 1.7: 2012. 
Textiles used as 
interior decora-
tion. (nielson & 
Tylor, 2011: 349)

 Figure 1.8: 2012. Textiles are 
again used to create space. 
(Meredith, 2012)  

Figure 1.2: A diagram show-
ing the uses for textiles in 
interior environments through 
the history of architecture.  
(Author, 2012)
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A  celebrat ion o f  Text i les :

Many of the examples of textile-related architecture in the ancient 
civilizations have perished due to the lack of durability of textiles; and 
because the skills and knowledge of artisans within this field were not 
thought to be valuable enough for recording or preserving. Textiles pro-
duced for interiors have been more effectively preserved. Aside from the 
textile structures of nomadic societies, the only notable examples of the 
use of textiles in architecture are the great awnings of the coliseum in 
rome, the enormous tent palaces of the Mongol emperors of china, the 
Ziggurat Aqur Quf near Baghdad (c. 1400 Bc) as well as the ‘Field of the 
cloth of Gold’ event held in 1520 (Garcia, 2006B: 14).   
         
From the early christian century to the 19th century, textiles have re-
mained temporary, incendiary, fragile, unstable, high maintenance and 
low performance (Garcia, 2006B: 13). It is therefore that textiles were 
limited to tents, awnings, temporary structures and specifically to the 
interior of buildings (Garcia, 2006B: 13). Figures 1.4 to 1.6 show how the 
use of textiles has remained indoors and relatively constant. examples 
of the use of textiles for interior applications through the ages are the fol-
lowing: during the early christian, Byzantine and romanesque periods 
the colour in interior spaces came mostly from textiles (Pile, 2005: 66). 
Textiles appeared in furniture covers, curtains (not used to cover win-
dows, but used as bed curtains) and wall hangings (Pile, 2005: 66). In 
Islamic interiors, furniture consisted mostly of low benches and couches 
covered by textiles. In the near east textiles were used for floor cover-
ings, known as the greatly valued ‘oriental rugs’ (Pile, 2005: 74-76). It is 
interesting to note that some of the oriental and Mediterranean carpets 
were double sided to allow for a thick pile in winter and a thinner pile in 
summer (The view from Fez, 2012). Similarly, Indian interiors consisted 
mostly of carpets and textiles (Pile, 2005: 85). In china (second century 
c.e.) the entire extent of the interior furnishings consisted of mats or 
sacks, furniture was only developed thereafter (Pile, 2005: 90-91). From 
the renaissance until early in the 20th century, textiles and the qualities 
and properties of textiles remained indoors, unless used for temporary 
tent structures. Textiles were mostly used for loose cushions, covered 
with fabric, the covering of walls with textiles, curtains, panels of textiles 
used for screens or doors and carpets or rugs (Pile, 2005: 143 &161).  
          
during the enlightenment, rationalism and the Industrial revolution the 
intrinsic abstract qualities of textiles were beginning to be diagram-

matically explored (Garcia, 2006B: 15). Gottfried Semper (1803–79)  ex-
plored the textile as a network, woven and flexible mesh (Garcia, 2006B: 
15). drawing parallels between textiles and built surfaces, Semper 
signified a distinct break with traditional theories of architecture and in-
fluenced later 20th-century Post modern theories of interior architecture 
(Garcia, 2006B: 15). In The Four elements of Architecture, Semper named 
textiles as one of the four elements in architecture (Spuybroek, 2011: 
7). Textiles were by far the most important of these elements because it 
changed from physical space dividers into symbolic impressions (Spuy-
broek, 2011: 7).        
 
French, German and American Modernism contributed greatly to the 
expansion of the nexus of architecture and textiles (Garcia, 2006B: 15). 
In the 1960’s, Frei otto’s Suspended city and Buckminster Fuller’s 1964 
new harlem projects (new york) applied textile related ideas to their 
curving, tensile-based, network of multilevel city designs (Garcia, 2006B: 
16). Throughout the decade, otto continued to investigate the structu-
ral properties of tensile textile related structures  with which he initiated 
nonlinear structural surfaces and optimised architectural networks and 
shapes (Garcia, 2006B: 16). These preoccupations with textiles in archi-
tecture led to the rediscovery of textiles as a material group in interior 
architecture (Garcia, 2006B: 16).      
          
recent research shows that the collaboration between architecture and 
textiles is increasing (Garcia, 2006A: 6). With the dawn of computer aided 
design in the 1990’s architecture could explore more of the qualities of 
textiles (Garcia, 2006A: 8). The translation of physical textiles and textile 
qualities and properties into architecture has been a continued preoc-
cupation for research architects like Lars Spuybroek, for whom Semper 
and otto have been influential precedents (Garcia, 2006A: 8). At present, 
advanced textile production (such as thermoplastic setting, ultrasonic 
welding, advanced digital printing, laser cutting, electrospinning, relief 
printing and pultrusion) are creating extraordinary supertextiles (Garcia, 
2006A: 8). The remarkable range of properties of such ultra materials 
means they are not only substitutes for traditional materials, but are pro-
ducing a new typology of interior architecture (Garcia, 2006A: 8). Fig-
ures 1.7 and 1.8  show how the use of textiles in interior architecture has 
shifted from interior elements to space creating elements.   
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Internationally renowned trend forecaster, Lidewij edelkoort, currently 
presents hand made goods and textiles as the latest trends on her web 
site: Trend Tablet.  on the Trend Tablet, edelkoort (2012) states the fol-
lowing about handmade textiles:      
         
The more virtual the world is becoming, the greater our need for tactile 
stimulation is. Digitalism has triggered the desire for the manual and 
the tactile which results in the desire for hand produced goods, espe-
cially textiles (edelkoort 2012).        
          
Similarly to the Arts and Crafts movement, designers are again inter-
ested in hand produced and hand finished products (edelkoort 2012). 
Figure 1.10 is an example of a contemporary handmade textile.   

hAndMAde TexTILeS AS currenT 
GLoBAL Trend:

Figure 1.10: honeycomb intersection from Textile dimension. This fab-
ric is 3d although it was woven on an ordinary 2d loom. (Garg, 2011)

“...In the world of fashion things move faster than in  architecture- get-
ting dressed, getting undressed, transforming oneself, trying out new 
sculptural possibilities,  examining the qualities of surface texture, in-
venting a new style and disregarding it again.”  (Garcia, 2006: 2)

If architecture desires to achieve similar fleeting and adaptable quali-
ties portrayed through fashion (refer to Figure 1.9) the characteristics 
prevalent in fashion should be implemented within architecture. Spa- 
ces which are permanent, durable, fixed and rigid are synonymous 
to spaces designed using materials with these characteristics such 
as stone, steel and concrete (Garcia, 2006A: 2). These spaces are de-
scribed as being in a solid state and in a sense static (Garcia, 2006A: 2). 
In opposition to this are spaces which are designed with textiles. These 
spaces can be described as being in a liquid, dynamic or gaseous 
state (Garcia, 2006A: 2). Spaces with these characteristics can be real-
ized through the use of materials which have liquid, dynamic and gase-
ous qualities, such as textiles, or through the manipulation of materials 
with “solid” qualities. The exploration of spaces being in these states is 
presented in chapter 7.        

Figure 1.9: An image showing the adaptable nature of fashion. The 
dress easily transforms from maxi to mini, from wide to pencil, and 
the sleeves from short to long. (Lolier, 2011)

A  ce lebrat ion o f  Text i les :

TexTILeS ALLoWInG For An ArchITecTure 
WITh QuALITIeS reLATed To FAShIon: 
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A  celebrat ion o f  Text i les :

In this globalized world, there is a need to empower designed pro-
ducts with their own character; an invisible energy which is only 
achievable through the hand making process (edelkoort 2012). The 
role of designers is to, through their designs, revitalize handcrafted 
techniques. Also, the notion of fabrics being produced by cheap la-
bour, causing great suffering and injustice, is becoming more exposed, 
unacceptable and unpopular (edelkoort 2012). The world is starting to 
focus on labels which indicate that fabrics are locally designed and 
made (edelkoort 2012).       
        
Introducing local craft to designed goods is a method to oppose the 
current identity crisis of globalization. Traditional African textiles 
have a very unique identity resulting from the various handcrafted 
processes, opposed to the contemporary textiles which are closely 
imitated and mass-produced by similar international industrial pro-
cesses (Polakoff, 1982: 12). By reintroducing traditional textile mak-
ing processes to fabrics, the fabrics will develop and encapsulate a 
local character and identity. Textiles from a specific region will again 
be recognisable and will oppose the notion of global generalization. 
Figure 1.11 and 1.12 are examples of a traditional African hand crafting 
process being reintroduced into contemporary fashion which is simul-
taneously trendy and conveys the unique African dyeing identity.      
         
African textile making processes are still relevant today, because of 
its immediacy. Traditionally, Africans crafted fabrics by making use 
of that which was available in their immediate surroundings. They 
made use of found material and skills and techniques passed on 
from one generation to the next (Polakoff, 1982: 187). This notion of 
creating textiles from that which is immediately locally available can 
be reinterpreted in the use of locally available alternative materials and 
skills. This notion is relevant to produce environmentally and socially 
sustainable textiles. The African textile making process and examples 
of African textiles are presented in chapter 3.    
      

The reLevAnce oF TrAdITIonAL AFrIcAn 
TexTILeS oPPoSed To GLoBALIZATIon:

Figure 1.11: Textiles hand dyed with indigo by heartwear, inspired by the traditional African indigo dyeing. 
(Taillefer, 2010)

Figure 1.12: Traditional African “tie and dye” process with indigo from the dakar cooperative. (Polakof, 1982)
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A  celebrat ion o f  Text i les :

Another intriguing aspect is the unique characteristics of textiles, com-
pared to other construction materials. These unique characteristics and 
abilities make textiles an interesting construction material. A physical 
exploration of the various abilities of textiles has been done through ma-
nipulating and photographing various textiles. This exploration is pre-
sented in Appendix A. Through the exploration, it was concluded that 
textiles have the unique ability to naturally:     
         
 - drape        
 - Flow         
 - Sway         
 - Fold         
 - Absorb        
 - crease       
 - Screen       
 - Twist        
 - Tear        
 - unravel       
 - ripple        
 - Be soft       
 - Be fluid       
 - disintegrate       
 - Be irregular       
 - colour bleed       
         
     

The unIQue chArAcTerISTIcS oF TexTILeS:

Figure 1.13: Sample of the investigation into the unique characteristics of textiles. (Author, 2012)

These unique characteristics of textiles are the result of the method in 
which textiles are constructed. considering the construction of textiles, 
the following aspects are the most significant: The most important as-
pect of the construction of a textile is not merely the interlacing of ele-
ments perpendicular to each other, but the fact that small elements 
operate together to form a cohesive, continuous whole (Weinand & 
hudert, 2010: 104). Weaving as a construction method also results in 
underlying mathematical rhythms and patterns, depending on the 
type of weave (nielson & Tylor, 2011: 342). These different patterns 
and rhythms are presented in Table 2 in Appendix B.     
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For this dissertation to develop from research questions and theory to 
a design solution, a research strategy is required (Groat & Wang, 2002: 
11). A research strategy is the plan or structure of the process through 
which the research will be done and should be differentiated from re-
search tactics which refer to the specific techniques to be used (Groat 
& Wang, 2002: 11).       
          
       
         
         
         
         
         
         
         
         
         
         
         
A literature review to competently define and address the topic of the 
study. For the literature review to exist, the material has been arranged 
into the key theories established through the problem statement and 
hypothesis (Wang, 2002: 46). The use of the literature review is both de-
sign and research orientated. The use of the literature review in relation 
to the design is to develop case-specific programmatic information, to 
investigate typological precedents and to gather facts and information 
in order to generate normative action (Wang, 2002: 46). The literature 
review related to research is to identify and connect the study topic to 
the relevant sources, to ground the topic in the relevant theory and to 
respond to the body of knowledge on the specific study topic (Wang, 
2002: 46).   
         
An analysis of the host building is undertaken so that the building is 
properly understood before intervention takes place. Scientific meas-
ures are used to obtain quantified data. Personal insights and percep-
tions are used to obtain qualitative data from the building.   

The reSeArch MeThodoLoGy :

Methodology :

Precedent studies are investigated and interpreted to obtain design 
knowledge. Precedent studies are conducted to gain in-depth know-
ledge of the relevant theory and due to the fact that are representative 
of similar design aspects in the study (Fellows & Lui, 2003: 24). 

In order to execute the design, the design problem and design me-
thod is established. The design problem is the question of designing 
for textiles with textiles. The design method is the method of transla-
tion, where textiles are translated into interior architecture. In order to 
be able to translate textiles into interior architecture, a thorough under-
standing of the nature of textiles, as well as the traditional and contem-
porary textile making processes are necessary.  To explore the nature 
of textiles, a series of photographs of textiles manipulated in different 
scenarios have been taken. These photographs are presented in Ap-
pendix A.         
  
The knowledge of traditional textile making processes was gained 
through a literature study. The knowledge on contemporary textile 
making processes has been gained through interviews. The interviews 
were with members from the Pretoria Weavers Guild and Textile de-
sign lecturers at Tshwane university of Technology.  It is evident that 
the knowledge gained through the research for this dissertation is both 
practical and theoretical.      
        
Simulations of the design proposal are executed to test and approve 
the design. This process is referred to as simulation research (Wang, 
2002: 91). The process of simulation will consist of building physical 
models, cAd models, environmental simulations and physical proto-
types.          
   

The research strategy for this project will be a method of research 
through design.  research through design  aims to use the product or 
product prototype as a tool to enquire design knowledge. The proto-
types or products acts as a method to formulate, explore and obtain de-
sign knowledge. The designer conducting the research can make ob-
servations on how the product or prototype was experienced to guide 
research through design as an iterative process, in order to obtain the 
best results (Keyson and Alonso, 2009: 1).    

The research tactics used through the process of research through de-
sign are as follows:
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conclus ion :

This chapter served to introduce the dissertation by elaborating on the 
aspects which triggered the investigation of textiles in interior archi-
tecture. These aspects contribute to the significance of textiles and 
justifies textiles as a relevant study topic. The study will demonstrate 
how textiles are used to create contemporary interior architecture, 
instead of merely using textiles as decorative interior elements. It will 
demonstrate how a softer, more liquid and gaseous interior environ-
ment can be constructed by exploring the unique abilities of textiles. 
Textiles, being able to produce an architecture which can easily adapt 
(similar to fashion), will be investigated. The ability of handmade tex-
tiles, to convey local identity is very important for this study, due to 
the location of the site, as explained in the next chapter. The unique 
characteristics of textiles and the intriguing aspects of the structure of 
textiles will be investigated and celebrated throughout the dissertation. 
Since the study has been introduced, the description and analysis of 
the site can follow in chapter 2.
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S i g n i f i C a n C e  a n d  a n a l y S i S  o f  t h e  S i t e :

the material presented in this chapter is the description of the significance and analysis 
of the March(Prof) dissertation of Korine Stegmann executed in 2008. the chapter starts 
with a brief description of the significance of the architectural proposal, followed by an in-
depth analysis of the site and the interior aspects of the building. the aim of the analysis 
is to identify aspects of the building which are not well resolved and need to be amelio-
rated, as well as aspects of the building which are well considered and need to be em-
braced. the response to the aspects which should be ameliorated is also presented. this 
chapter is presented on a darker background to distinguish it from the rest of the book as 
the description and analysis of the architectural proposal designed by Korine Stegmann. 
the solutions to the problematic aspects are presented on white as it forms part of the 
proposed interior intervention together with the rest of the dissertation.    
         
the chapter starts with an explanation of the site selection process, the position of the 
site within the Arts and Cultural Corridor and the vision for the corridor. the site and site 
selection process is unique, due to the fact that a contemporary unbuilt building (an archi-
tectural proposal) was selected.        
         
the significance of the architectural proposal of Stegmann is briefly explained in terms of 
its location, its significance within the proposed framework, its programme, the users 
and an analysis of the interior of the building. the main theoretical premises according to 
which the architectural proposal is designed are also briefly explained.    
          
the architectural proposal is analysed, firstly on a macro and then on a meso level. these 
analyses include a contextual analysis, an environmental analysis, an analysis of the 
approach and an analysis of the public spaces surrounding the building. Unresolved 
issues are identified such as the approach to the site, the under utilization of the public 
courtyard and the undefined entrance.         
         
an analysis of the building, from an interior perspective is also presented. an analysis of 
unresolved and well resolved aspects of the interior spaces is undertaken. the aspects 
which need to be resolved are the solar screens casting undesired light patterns on work 
surfaces; the hard, smooth, monotone and cold materials used throughout the building 
(which results in a cold, inhumane interior with acoustic problems); the schedule of ac-
commodation (which is not sufficient) and the gradation of public and private spaces 
(which are not well considered). the aspects of the building to be embraced are the grid 
structure with infill possibilities, the scale, volume and proportion of the building, the ser-
vices and systems and the use of accent colours to distinguish certain elements like the 
pods.
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S i te  Se lect ion :

ProCeSS of SeleCting the Site:

it was decided that the value of a collaborative process between an 
architect and interior architect, prior to construction, needs to be dem-
onstrated to prove the following: the value of a site analysis from an 
interior perspective is necessary, in order to establish whether two dif-
ferent programs can function effectively within the same building and 
whether an intervention is possible within a building with a fixed pro-
gramme.  thus, the appropriate site had to be a contemporary, unbuilt 
building and had to comply to the following criteria:  

1. the site had to have a programme which will relate to  
 textile making in order for the two programmes  
 to collaborate and function mutualistically  
 and simultaneously.     

2. the site had to be within a vibrant public precinct,   
 clearly distinguishable to the public.    

the chosen site, KnooP, designed by Korine Stegmann in 2008 
as part fulfilment of her March(Prof), is the new Clothing and                                              
Consumer Science building for the University of Pretoria. the building 
is not situated on the campus, but within the Hatfield precinct, next 
to the railway line, between the rissik train station and the Gautrain 
station. 

3. the site had to be near major transportation stations, in  
    order to ensure that textile makers from surround- 
 ings communities can easily commute to the   
 site and that the general public can access the pro- 
 posed facilities.
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Figure 2.1: location of KnooP. (Stegmann: 2008, 23) edited by (author, 2012).
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the framework proposed by the class of 2008 (figure 2.2) is situated 
on the parameter of the Arcadia Arts and Cultural Precinct proposed 
by the tshwane Municipality in 2011 (figure 2.3) (City of tshwane Me-
tropolitan Municipality City Planning division Metropolitan Planning 
Section 2011: 31). the arcadia arts and Cultural precinct can be ex-
tended to stretch from the Pretoria arts Museum to the hatfield gau-
trian station. By extending the precinct, it forms an Arts and Cultural 
Corridor which connects two important landmarks in the area. the 
extension of the precinct also allows the selected site to fall within the 
arts and Cultural Corridor (figure 2.4).     
        
the municipality states that this precinct should accommodate art 
faculties and art related facilities. the municipality proposes that 
these facilities should be owned by either the tshwane University of 
technology, the University of Pretoria or professional art institutions 
(City of tshwane Metropolitan Municipality City Planning division Met-
ropolitan Planning Section, 2011: 31). the architectural proposal, being 
a department building of the University of Pretoria is therefore correct-
ly situated within the precinct. the site has the potential to become 
a gateway between the University and the arcadia arts and Cultural 
Corridor.          
 
arcadia street, the main axis of the Corridor, currently has a desirable 
spatial quality, defined by the arcade of full grown trees which cre-
ates an environment which can readily be pedestrianized as shown 
in figure 2.5. the vision for this corridor is to adapt a similar ambience 
as Vila Madalena in São Paulo, Brazil. the precinct is alive with street 
culture; arts and cultural activities; boutique shops selling locally de-
signed merchandise as well as lively bars and restaurants. figure 2.6 
portrays the ambience of Vila Madalena and shows the wide range of 
activities that take place in this area. from formal art galleries to infor-
mal street performances, the area is not restrictive and expressive of 
the local flavour.        
         
the vision for the arcadia arts and Cultural Corridor is also to express 
the local identity. WarP + Weft  will be at the lead. the Corridor will 
be the first experience for local and international tourists departing 
from the Gautrain and is therefore very important.   
  
 

deve lopment  o f  the  ex is t ing framework :

Figure 2.2:  Map 
indicating the position 
of the site within the 
designated arts area of 
the S.t.a.r.t.  precinct. 
(author, 2012)

Figure 2.3:  Map indi-
cating the position of 
the site in relation to 
the arcadia arts and 
Culture Corridor pro-
posed by the tshwane 
Municipality in 2011. 
(author, 2012)

CoMBination of CUrrent fraMeWorKS:
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D e v e l o p m e n t  o f  E x i s t i n g  Fr a m e w o r k :

Figure 2.4: diagram showing 
the combination of the two 
frameworks to form the new, 
extended framework. (author, 
2012)
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Figure 2.5:  Photograph of the spatial quality of arcadia Street. (author, 2012)

D e v e l o p m e n t  o f  E x i s t i n g  Fr a m e w o r k :
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Figure 2.6:  Collage of 
Photographs of Vila 
Madalena, São Paulo, 
Brazil. the area is alive 
with a variety of arts and 
cultural activities and 
promotes a vibrant street 
life. (author, 2009)

future  V is ion for  the  ar ts  and Cul tura l  Corr idor :
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the architectural proposal is designed to be the new Clothing and Con-
sumer Science Department of the University of Pretoria. the programme 
is therefore a contemporary fashion design school, without accommoda-
ting the design or making of textiles. this creates the possibility for de-
signing a textile design and production facility.    
         
the main users are the UP fashion design students. the building was de-
signed to accommodate a variety of users and the idea of collaboration 
has been initiated. this notion of collaboration strengthens the aspiration to 
collaboratively accommodate two programmes within one building. the 
types of collaboration referred to are: firstly, collaboration of the depart-
ment with other tertiary institutions and related businesses (Stegmann, 
2008: 55). Secondly, cross pollination between this department and the 
other creative departments within the area (Stegmann, 2008: 52). thirdly, 
the building also allows for interaction with the public realm through the 
use of the facilities provided within the building (Stegmann, 2008: 75).  
  

 PrograMMe and USerS of the 
arChiteCtUral ProPoSal: 

Parallels between fashion design and architecture was drawn. fa-
shion design principles were interpreted into architecture. an interpreta-
tion of fashion into architecture is relevant for the purpose of this project, 
because of the similarities between the two disciplines. the similarities 
between architecture and fashion design are described with terms 
such as ‘structural skin’, ‘geometry’, ‘movement’, ‘texture’ etc. Both disci-
plines make use of a plan, pattern or blueprint to realise the design. in 
both disciplines the factor which determines the success of the product, 
is its usability and the way in which it is designed to nurture human 
comfort (Stegmann, 2008: 41). the architectural proposal specifically in-
vestigates four principles when drawing parallels between fashion and 
architecture. these principles are: reconstructing the design process; 
the ‘skin and bones’ concept; revealing and concealing and the idea of 
using simple geometrical forms (Stegmann, 2008: 41). these investiga-
tions are significant, in that they provide clues, information and inspira-
tion as to how textiles can be interpreted into interior architecture. 

the theoretiCal inVeStigationS of 
the arChiteCtUral ProPoSal:

Figure 2.7: Visualisation of KnooP. (Stegmann: 2008, 2)

S ign i f icance of  the  arch i tectura l  Proposal_  Programme,  Users  and theory :
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School
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Figure 2.8: S.t.a.r.t Precinct (le roux: 2008, 19) edited by (author, 2012).

in the framework of the future Urban Campus, the site is located within 
the proposed S.t.A.R.t. precinct as shown in figure 2.8. S.t.a.r.t is 
an acronym for Social transition through the activation of regenera-
tive techniques. the precinct consists of the rissik train station, an 
arts precinct, a public participation area and an african cultural center. 
the six projects in this framework are bound by a large public space, 
which stretches across the railway. the aim of the precinct is to cre-
ate a focus of civic identity and a destination for local and international 
tourists. the precinct is identified by its vibrancy and permeability to 
the public (Stegmann, 2008: 18).  this aim of the precinct is significant 
within the arts and Cultural Corridor, due to the shared aspirations of 
portraying local identity, especially to the gautrain users. 

the PreCinCt:

S ign i f icance of  the  arch i tectura l  Proposal_  locat ion :

the building is not situated on the main campus of the University of 
Pretoria, but rather next to festival Street in Hatfield as shown in figure 
2.1. this is due to the fact that, on campus, the building would be con-
cealed from the public and less public interaction would take place. 
the framework in 2008 had the vision of a future urban campus. the 
site also links the business area of Brunett Street to the University of 
Pretoria (Stegmann, 2008: 14). 

the significance of the location is the close proximity to two train 
stations; the rissik train station and the gautrain station. these sta-
tions will encourage and instigate more pedestrian activity on the site. 
therefore, this site has the possibility to become a future destination 
for local and international tourists.     
       

the Site loCation:
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Macro analys is : 

the  inflUenCe of the Context:

the railway forms a barrier in hatfield, separating the southern, more 
active area from the desolate and more suspicious area north of the 
railway. the area south of the railway is occupied by university resi-
dences, hatfield Plaza and hatfield Square. Part of the architectural 
proposal is  a large urban platform which stretches over the railway 
and which links the northern and southern areas of hatfield with each 
other. this link over the railway allows energy which is contained south 
of the railway to spill to the north of the railway and ultimately into the 
arcadia arts and Culture Corridor.  figure 2.9 shows the human activity 
south of the railway infiltrating towards the north across the platform 
proposed over the railway on the site. 

another factor which contributes to the large pedestrian demand on 
the site is the fact that the site is situated between the Rissik train sta-
tion and the Gautrain station. thus, the proposed intervention should 
make active use of pedestrian activity in and around the site to en-
hance activities which spill out from the building into the surrounding 
public spaces.         
    
Currently, there are suspicious drug dealing activities in the open area 
next to the site. figure 2.10 indicates the location of these drug deal-
ing activities. once the building is implemented, these activities will be 
exposed to passive surveillance and will disappear.

this means that the pedestrian activity on the site will increase and 
that many people will walk past the architectural proposal on a daily 
basis. figure 2.10 indicates the pedestrian activity around the building. 
this is an ideal scenario for public exhibitions and for the branding 
and marketing of the products produced within the building. this also 
creates the opportunity for textile makers from informal communities 
to use the facilities of the proposed intervention to sell their products to 
passers-by on the urban platform.  

a portion of the building’s view (figure 2.10) to the east is blocked by 
the existing building on the north-east. the south-eastern view, to and 
from the architectural intervention, is the most significant, because it 
will be the most exposed façade of the building, visible to the pedes-
trians crossing the platform and to motorists driving in hilda Street. Figure 2.9:  Map indicating the role of the site as a gateway for pedestrian energy in hatfield to infiltrate the 

northern area from the south. (author, 2012)
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Macro analys is :

Figure 2.10: Map of the site and its immediate surroundings indicating human activity and movement through the proposed framework. (author, 2012)
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the main pedestrian approaches towards KnooP, the architectural 
proposal, are along the large urban platform which stretches over the 
railway. from the large urban platform, pedestrians enter the more inti-
mate public courtyard space in front of the building. figure 2.12 shows 
the building as seen from the main approach towards the building. the 
vehicular approach towards the site is from the north. Vehicles enter 
the basement parking from the ramp at the side of the building. Re-
fuse removal and delivery vehicles also enter the site from the north 
and can drive on the eastern side of the building, as indicated in figure 
2.11. there is currently no way  for pedestrians to access the public 
courtyard from the north, due to the ramp which is positioned exactly 
in between the architectural proposal and the adjacent building, leaving 
no pathway for pedestrians as indicated in figure 2.11. it is important for 
pedestrians to be able to enter the site from the north, since the Arcadia 
Arts and Cultural Corridor is situated north of the site.     
        
the platform over the railway and the public courtyard spaces are im-
portant to the building as spill-out spaces. the difference in the char-
acter and scale of these two spaces are also important, because it will 
inform the type and nature of spill-out activities. the public courtyard in 
front of the building is a comfortable space, protected from the prevail-
ing winds throughout the year. refer to figure 2.10 for the indication of 
the prevailing winds. this public courtyard is currently not sufficiently 
utilized. figure 2.12 shows how the public courtyard is currently utilized. 
it has the possibility to serve the building by accommodating activities.  
         

aPProaCheS and oUtdoor PUBliC SPaCeS:

Figure 2.11:  diagram indicating the public squares and approaches 
to the building. (author, 2012)
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Meso analys is :

Figure 2.12:  Perspective sketch of the public courtyard. (author, 2012)
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NEW 
ENTRANCE

Solut ion :

SolUtion to the inaCCeSSiBil ity 
froM the north:

Figure 2.13:  diagram indicating the proposed new entrance from the north of the site. (author, 2012)

the problem of the public courtyard which is inaccessible from the 
arcadia arts and Cultural Corridor north of the site can be easily solved 
as indicated in Figure 2.13. the solution is to make the ramp to the 
basement parking slightly longer, so that the opening of the ramp can 
be situated more towards the north, in line with the edge of the build-
ing. this has the added benefit of the ramp not being adjacent to the 
public courtyard. the ramp is also over designed in its width. By mak-
ing the ramp slightly thinner, a pedestrian passage can be allowed 
between the ramp and the building. these small adjustments do not 
have any major implications on the layout of the basement parking.

legend:

Pedestrian approaches

Public Courtyards

architectural Proposal

new approach
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SolUtion to the Under-Util ization of 
the PUBliC CoUrtyard:

So lu t ion :

the currently under-utilized public courtyard can be better utilized by 
providing the courtyard with a purpose. Considering the case study of 
the Fashion Kapitol, presented in Chapter 5, the public courtyard can 
be used for outdoor fashion shows and informal weekend markets. 
the proposal is that a temporary outdoor fashion ramp is extended 
from the fashion show space, out onto the public courtyard. the floor 
level of the courtyard is then lowered to allow for seating in the manner 
of an amphitheatre. the lowering of the floor level is crucial, to allow 
the ground floor to be level with the fashion ramp. the amphitheatre’s 
seats can be utilized as informal market space on selected weekends. 
the amphitheatre can also be covered with an adjustable canopy. the 
amphitheatre will also be a space for students to meet and relax in-
between classes. 

Figure 2.14:  Perspective sketch showing the activation of the public courtyard. (author, 2012)
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When approaching the building one is uncertain of where the entrance 
to the building is. the reasons why the current entrance is unrecogni-
sable and not well positioned is because it is not situated in the vicinity 
of the information pod and far away from the main vertical circulation 
of the building, as indicated on the plan in Figure 2.17. the current en-
trance is obscured by a row of trees and separated from the courtyard 
by a floor level differentiation as indicated in Figure 2.15.    
       
a more appropriate position for the entrance would be at the informa-
tion pod and near the main circulation as indicated in Figure 2.16. the 
floor lever differentiation is not a barrier at this position as indicated in 
Figure 2.16. however, the tree at this location is still obscuring the en-
trance and will have to be removed.       
  

BUilding entranCe:

Proposed entrance

info
Continuous floor level

entrance

Current entrance 

floor level Barrier
entrance

Figure 2.17: diagrammatic plan showing the position of the current and pro-
posed entrances, the information pod and the main circulation. (author, 2012)

Figure 2.16: diagrammatic section showing the position of the proposed entrance and the 
floor level differentiations. (author, 2012)

Figure 2.15: diagrammatic section showing the position of the current entrance and the 
floor level differentiations. (author, 2012)

Meso analys is :

Proposed

Current
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according to Krier (1988: 137) the transition from the urban public space 
into the building is defined by different gradations of public and private 
spaces. Krier (1988: 137) also states that the architectonic significance 
of an entrance is an indication of; and an introduction to the function of 
the building. Krier (1988: 137- 145 & 169) illustrates the various typologies 
which defines a well designed entrance and public courtyard space. 
the proposed new entrance to the architectural proposal, KnooP, is 
motivated according to the principles illustrated by Krier. the principles 
are the following:        
         
the entrance is a transitional space, providing a middle ground from 
outdoor to indoor and from public to less public. figure 2.18 illustrates 
the entrance space as a transition from outdoor to indoor. the space is 
a semi outdoor space defined only by translucent screens and a series 
of walkways overhead.         
        
the entrance space is the connection point, between the part of the 
building which reads as steriotomic and the part which reads as tec-
tonic. this indicates the breaking down of the solidity of the building 
which also reads as a transition from exterior to interior. refer to figure 
2.21.          
        
the volume of the entrance space is multistorey, with only lightweight 
walkways to define the volume. this multivolume space is in direct   
contrast to the adjacent single volume space. refer to figure 2.19. 
         
the entrance space is defined by the fact that the space is set back into 
the building. the indentation of an entrance provides a threshold space 
which introduces the building. refer to figure 2.22.    
       
the entrance space is in line with the main vista defined by the façade 
of the building and the floor level change in the public square, as indi-
cated in figure 2.20.        
       
the route towards the entrance is defined by the overhead pods sus-
pended from the structural steel framework. these pods define a vo-
lume which navigates the pedestrians towards the entrance. refer to 
figure 2.23.

entering the BUilding:

So lu t ion to  the Undef ined ent rance :

Figure 2.18: the entrance as transition between 
outdoor and indoor. (author, 2012)

Figure 2.21: the entrance as a connection point be-
tween the stereotomic and tectonic. (author, 2012)

Figure 2.19: the entrance is a multistorey 
space. (author, 2012)

Figure 2.22: the entrance is defined by being set 
back into the building. (author, 2012)

Figure 2.20: the entrance is situated along the 
main vista of the building. (author, 2012)

Figure 2.23: the route towards the entrance is 
defined by the overhang created by the suspend-
ed pods. (author, 2012)
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env i ronmenta l  analys is :

Solar iMPaCt on the BUilding:
the architectural proposal, KnooP, is comfortably positioned between 
two existing buildings, (one proposed building and two existing build-
ings) with the railway creating the southern edge. this composition has 
desirable and undesirable environmental impacts on the building un-
der investigation.        
        
the large eastern and western façades which are exposed to the sun 
is protected by steel mesh screens, which acts as the second skin 
of the building. these mesh screens are not the most desirable solar 
protection. firstly, the mesh screens will cast undesirable shadow pat-
terns on work surfaces and exhibition spaces. Secondly, the mesh will 
not function effectively and will still allow solar radiation to penetrate 
the building in the morning and in the afternoon. Mesh screens are not 
sufficient due to the fact that it does not have the required vertical planes 
or a dense construction, but only steel wires with large openings in be-
tween. the proposed solutions for the eastern and western screens are 
presented in Chapter 7.       
         
the northern façades are partially covered with a steel mesh screen 
and mostly without overhangs. this is not the most effective solution 
to protect a northern façade due to the fact that it will also block out 
desired winter sun. the mesh screen is also not able to sufficiently 
protect the interior from harsh summer sun and prevent overheating. a 
better solution would be to provide the northern façade with overhangs 
and a horizontal louver system. figure 2.27 indicates the positions of 
the solar steel meshes and the lack of overhangs on the northern fa-
çade. it is also important to note that the adjacent buildings are casting 
shadows over the northern façade in the winter, as indicated in figure 
2.24. this will limit the amount of solar radiation acquired in order to reap 
the benefits of the fly-wheel effect.       
        
Stegmann (2008: 111) suggests that loose internal panels can be con-
figured to block the hazardous light and shadow patterns, yet it is not a 
very effective solution. 

Figure 2.25:  images to indicate the radiation on the various façades throughout the year. (author, 2012)
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Figure 2.24:  an indication of the undesired shade on the northern façade in winter.  (author, 2012)
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Figure 2.26:  Perspective sketch showing the 
problematic light and shade patterns created by the 
solar mesh screens. (author, 2012)

env i ronmenta l  analys is :

Figure 2.27:  an indication of the inefficient provision for 
solar control on the various façades.  (author, 2012)
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Mesh screens 
replaced with 
textile screens.

glass set back to 
create balconies 
with overhangs.

Mesh screens 
replaced with 
horizontal    
louvres and 
overhangs.

SolUtion to the ProBleMatiC 
Solar SCreenS:

So lu t ion :

the solution to the problematic solar screens is to replace the steel 
mesh screens with more appropriate devices. the meshes on the 
northern façade can be replaced with an adjustable horizontal louver 
system. an overhang should be created at the top of the louver system, 
where the steel walkways do not create an overhang. the façades of 
the pods can be set back into the pods. this will allow the pods to 
have an overhang and it can function as a small balcony. the mesh 
screens on the eastern and western façades can be replaced with tex-
tile screens.  these screens will be thoroughly investigated as an impor-
tant design element and will be presented in Chapter 7 and 8.

Figure 2.28:  an indication of the correct provision for solar control on the various façades.  (author, 2012)
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Micro  analys is :

the building is designed according to a grid structure with skin infill 
components which create spaces within this grid as indicated in Fig-
ure 2.29. this gives the building the ability to change and reconfigure 
spaces effortlessly. the grid infill can occur in any combination of hori-
zontal or vertical configurations as indicated in figure 2.30. the new 
intervention will benefit from this ability of the building to adapt and 
change. the interior intervention does not have to be strictly accord-
ing to the original plan. this is made possible due to the fact that the 
lightweight skins can easily be shifted and reconfigured according 
to new programmatic requirements. the response to this ability of the 
building is presented in Chapter 6. the architectural intervention also 
allows for future change by specifying fixtures such as bolts and heavy 
duty Velcro.

analySiS of the tyPology:

Figure 2.29: diagrammatic models indicating the ‘skin and bone’ structure of the building 
(author, 2012)

Figure 2.30: diagrammatic models indicating the infill possibilities as a result 
of the structure. (author, 2012)
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S ign i f icance of  the  arch i tectura l  Proposal_  in ter ior  Spaces :

the interior SPaCeS:

the specific nature and qualities of the interior spaces within the 
architectural proposal fuelled the decision of selecting this specific 
building. the interior spaces of the architectural proposal have many 
desirable aspects which will contribute to the success of the interven-
tion. the interior spaces also have many aspects which need to be 
improved. these aspects provide opportunities to be solved through 
the use of textiles and thereby exploring the use of textiles in inte-
rior architecture. the nature of the interior spaces can be summarized 
as follows:        
         
the nature of the grid structure and infill panels gives the building the 
ability to shift spaces within the grid, which reminds one of a sliding 
puzzle. this gives the building a clever, yet playful character which pro-
vides for endless spacial configurations and variations in volume. 
         
the interior of the architectural proposal already consists of a well con-
sidered variation of volumes. it is also well designed according to 
human scale and proportions, which makes the building friendly and 
easily habitable.        
        
the interior spaces are either concealed or revealed from the exterior 
by a series of solar screens which act as the second skin of the build-
ing.          
        
the industrial character of the architectural proposal can be ascribed 
to the specific use of hard, cold, smooth and monotone materials, to-
gether with the exposed structure and tectonics.    
        
the exposed structure creates a strong horizontal and vertical rhythm 
throughout the interior spaces as shown in figure 2.33. this provides 
opportunities for the interior intervention to either contrast or respect 
the rhythm. 

the building has a strong connotation with fashion. throughout the 
building the walkways are designed with a connotation to runway 
ramps, as illustrated in figure 2.31. (Stegmann, 2008: 62)   
         
 

Figure 2.31: Perspective sketch showing the walkways associated with 
fashion runways. (author, 2012)

Figure 2.32: Perspective sketch showing the rhythm created by the support 
structures. (author, 2012)
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Bu i ld ing analys is :

although KnooP is relatively a large building, it is apparent that the 
building is designed according to well considered human propor-
tions. a variety of volumes are implemented within in the spaces, 
which allows for a diverse spatial experience. Spaces range from  
arge double and triple volume spaces, to intimate low volumes con-
tained by the pods. the sections in figure 2.34 start to show this varia-
tion in volumes within the existing building 
  
this good consideration for scale, proportion and volume should be 
respected by the new intervention. the new intervention should con-
tribute to variation by responding to the unique spatial requirements 
of each space while simultaneously responding to the ergonomic re-
quirements of its users. these responses are presented in Chapter 6 
and 7.

analySiS of the USe of SCale, 
VolUMe and ProPortion:

Figure 2.33:  Perspective sketches showing the 
scale, proportion and volume. (author, 2012)

Figure 2.34:  Sections showing the variations in volumes. 
(Stegmann, 2008) edited by (author, 2012).

 
 
 



| 52 |Chapter 2

the representative plan in figure 2.35 shows an analysis of all the vari-
ous services and systems repeating within the architectural proposal. 
the plumbing services are well positioned between the primary and 
secondary skins of the building and are easily accessible by means of 
the steel walkways. this position of the services contributes to the con-
cealing and revealing nature of the building, as indicated in figure 2.36. 
at some places the services are concealed by the exterior solar mesh 
screens and at other places the services are revealed.  

analySiS of the SerViCeS and SySteMS.

Bu i ld ing analys is :

Circulation.

WC’s

fire escapes

natural 
Ventilation

Mechanical 
Ventilation

Figure 2.35:  representative plan indicating services and systems in the 
building. Plan not to scale. (Stegmann, 2008) edited by (author, 2012)

Services 
revealed

Services 
Concealed

Services 
Concealed

Figure 2.36: the concealing and revealing character of the services.  (author, 2012)

legend:
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Bu i ld ing analys is :

analySiS of natUral light 
entering the SPaCeS:

Figure 2.37: Section showing the natural light entering the interior 
spaces. (Stegmann, 2008) edited by (author, 2012).

Sufficient natural light enters the interior spaces. there is a variety in 
the type of natural light that enters the interior spaces. in the winter, di-
rect light enters from the north, which heats the building through the fly-
wheel effect. during the summer direct sunlight will still enter the build-
ing due to the lack of overhangs. Soft light enters through the southern 
glazing. light, diffused by the solar screens, streams into the building 
through the eastern and western fenestration. 
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Predominantly, the materials used in KnooP are hard, cold, smooth 
and monotone materials such as the structural steel beams, concrete, 
glass, steel mesh, steel “vastrap” corrugated partitions and occasionally 
wood.  all these hard surfaces contribute to an interior lacking in tactile 
quality, psychological warmth, colour and acoustic absorption.

although specific sound insulating glass has been used to isolate cer-
tain spaces from noise being generated by sewing machines (Steg-
mann, 2008: 117), no material has been specified to absorb the sound 
generated within the work spaces. the acoustic problem is further am-
plified by the steel “vastrap” walkways, which makes a large amount of 
noise when tread upon. refer to figure 2.39 for the positions of the steel 
“vastrap” walkways.        
  
this acoustic problem provides significant opportunity for the use of 
textiles as an acoustic absorptive material. the new intervention 
should therefore explore the possibility of utilizing the significant sound 
absorption properties of textiles within spaces to absorb unwanted 
sound and noise. 

Bu i ld ing analys is :

Figure 2.39:  Plans indicating the position of the problematic steel “vastrap” walkways. Plans not to scale. (Stegmann, 2008) edited by (author, 2012)

Figure 2.38: Perspective collage to 
convey the general spatial quality of the 

architectural proposal. (author, 2012)

analySiS of the USe of 
MaterialS and textUre:
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So lu t ion :

SolUtion to the ProBleMatiC 
Material SeleCtion:

the material selection is problematic and results in an interior envi-
ronment which is hard, cold, texture-less and monotone. the material 
selection also does not provide acoustic absorption. these problems 
will be solved through the use of textiles in the interior architecture. the 
colour, texture and pattern of textiles will create a much more comfort-
able and desirable interior environment. textiles are also a very good 
solution for acoustic absorption. the application of textiles used for 
acoustic absorption will thoroughly be investigated as an important de-
sign element and will be presented in Chapter 7.

Figure 2.40: Perspective collage to convey the general spatial quality as a result of the interior application and 
utilisation of textiles. (author, 2012)
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Bu i ld ing analys is :

the suspended pods within the building are the only elements which 
are provided with colour and pattern. the pods consist of a structural 
skeleton, clad with interior and exterior skins. internally, the pods are 
clad with steam bent plywood. the exterior skins are made from wa-
terproof 80% polyamide cotton ripstop canvas (Stegmann, 2008: 104). 
this canvas can be printed on in order to change the appearance of 
the pods on a regular basis (Stegmann, 2008: 98).

the copious amounts of steel and concrete used in the construction 
of the building results in a subtle grey background. the colourful pods 
bring accents of colour, which portray the identity of the building (re-
fer to figure 2.41 and 2.42.). the ability of the canvas to change colour 
and pattern enables the pods to become the branding elements of 
the building. 

the pods act as functional billboards to the pedestrians in the public 
squares surrounding the building. this ability of the pods should be 
embraced by the new intervention as a method to convey the brand-
ing and identity of the building. the response to this statement is pre-
sented in Chapter 7.

Figure 2.42:  Perspective sketch showing the pods rich in colour 
and texture. (author, 2012)

Figure 2.41: Plans indicating the position of the pods rich in colour and texture. 
Plans not to scale. (Stegmann, 2008) edited by (author, 2012)

analySiS of the USe of ColoUr:
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analys is  o f  Schedule  o f  accommodat ion :

after three interviews about the spatial requirements of the building 
had been conducted with students and lectures at the current Cloth-
ing and Consumer Science department, the schedule of accommo-
dation was analysed and critically evaluated. according to de Villiers, 
Meyer and retief (2012) the following spaces provided for in the archi-
tectural proposal are vital for the department to function:

CritiqUe on the neCeSSity of SPaCeS:

- 3 fashion labs
- 3 Sewing labs
- drawing Stations
- 3 Computer labs
- 1 Small lecture room
- runway / fashion Show Space
-textile Sampling library
- Workshop with sublimation printers and 3d prototyping
- Coffee Shop and Pause area

the following spaces, in the architectural proposal, are not necessary 
for the department to function (de Villiers, Meyer & retief, 2012). Just as 
a yarn in a piece of fabric can be pulled out and replaced by another, 
these spaces can be taken out and replaced by the new intervention.

- Modelling School
- open air Crafts area
- offices for Sponsors and Collaborators
- discussion areas
- Photography Studio
- hair dressers
- MaC Make-Up Shop

the following spaces, not included in the architectural proposal, are 
vital for the functioning of the department and should also be incorpo-
rated into the building (de Villiers, Meyer & retief, 2012):

- 8 Staff offices
- 1 Staff Meeting Space
- 1 textile lab 
- 1 large lecture room
- 1 Small lecture room.

Figure 2.43:  diagram indicating the unnecessary 
spaces which provide the possibility for interven-
tion and the comparison to a textile. (author, 2012)

Possibility for 
intervention.
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analys is  o f  Publ ic  and Pr ivate  Spaces :

PUBliC and PriVate SPaCe diStriBUtion:

Figure 2.44:  layered plans 
showing the gradation of 
public to private spaces of 
the architectural proposal. 
(Stegmann, 2008) edited 
by (author, 2012)

any one can enter.

Public can enter on 
controlled basis.

all people from 
department can 
enter.

only a specific 
person can enter.

PUBliC

SeMi PUBliC

SeMi PriVate

PriVate

Figure 2.45:  layered plans 
showing the amended gra-
dation of public to private 
spaces. (Stegmann, 2008) 
edited by (author, 2012)

the allocation of public and private spaces in the architectural pro-
posal is not well considered. there is no privacy gradient from public 
to semi-public space as one enters the building. neither is there a suf-
ficient privacy gradient from semi-public to private space as one move 
vertically within the building. figure 2.44 shows the poor privacy gradi-
ent from public to private spaces.       
         
figure 2.45 shows how the public and private spaces could be config-
ured. the ground floor should function as the public interface of the 
building, varying between spaces which are completely accessible to 
the public and spaces which are accessible to the public under con-
trolled circumstances.  the upper floors should not be accessible to 
the public, except in the multivolume exhibition space. the upper sto-
reys are for the private use of the department and the textile making 
guild. these spaces vary between spaces accessible to anyone from the 
department or textile making guild, to spaces only accessible to specific 
persons. an explanation on how this privacy gradient is achieved will be 
presented in Chapter 6. 

 
 
 



| 59 |Chapter 2

through the explanation of the site selection and the introduction of the 
framework in which the site falls, the importance of the project to convey 
local identity, through locally produced textiles, is established.   
       
through the explanation of the architectural proposal, the intention of 
collaboration occurring within the building is clear. however, no indica-
tion is made of how the design of the interior contributes to the idea of 
collaboration. it is also important to note that no specific spaces in the 
building have been dedicated to textile design. the concept of drawing 
parallels between fashion and architecture provides a suitable back-
drop for the notion of translating textiles into interior architecture and is 
applicable to the formation of a holistic building identity.    
         
through the analysis of the architectural proposal and the identifica-
tion of the issues that need to be ameliorated and those that need to 
be embraced, a response to the problematic aspects was proposed. 
this response will inform the design of the interior intervention and will 
be presented in Chapter 6, 7 and 8. the findings in this chapter act as 
design informants on how and where the new interior intervention 
should realize. 

Conclus ion :
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Since the architectural proposal has been explained and thoroughly 
analysed in the previous chapters, the interior intervention can now 
be explained. This chapter elaborates on the programme and users 
of the proposed intervention. The chapter starts with introducing the 
programme and users through explaining the background of each. Af-
rican textile making is then described in detail, the three types of textile 
making processes are described and functional requirements of the 
textile making workshops are described. The four user groups are in-
troduced and the spatial requirements of each group are stated. The 
chapter ends with the contribution of the product to the South African 
context and African identity.

P r o g r A m m e  A n d  u S e r S :
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Background:

InTroduCTIon To The 
ProgrAmme And uSerS:

The Pretoria Weavers Guild is in desperate need of a building where 
the guild can transfer its legacy to forthcoming generations. This 
need derived from the realisation that most of the members within 
this guild are elderly and realise that if they do not transfer their skills, 
knowledge and passion, it will be lost. To transfer their legacy, the guild 
is in need of workshops, exhibition space, retail space and meeting 
space. Space is also required to store and display valuable book col-
lections and textile making equipment. These items need to be docu-
mented or transferred to electronic format. The book collection can be 
stored and displayed in the proposed library. The equipment can be 
used in the workshops and simultaneously be exhibited as the textile 
making process is exhibited. 

According to Petra van rensburg (2012), a member of the Pretoria 
Weavers guild and Textile design lecturer at TuT, the Pretoria Weavers 
guild desire to transfer their knowledge and skills to people in un-
derprivileged communities within Tshwane. hereby the legacy can 
continue and the community can be empowered.

An example of a project where community craft workers have been 
approached to collaborate with professionals is the Fashion Fusion 
project initiated by S.A. Fashion Week in 2006. Craft workers were 
asked to make textiles and fashion related accessories for professional 
fashion designers. The success of the project was remarkable: not only 
were 900 craft workers empowered, but also, 40 professional design-
ers were able to present fashion ranges with a proudly South African 
identity (S.A. Fashion Week, 2006).  This project was so successful, that 
it was repeated in 2011 (KZn Fashion Council, 2010). Figure 3.1 and 
3.2 shows an example of handwork done in collaboration with pro-

fessional fashion designers for S.A. fashion Week in 2011, opposed to 
craft work done in isolation. This comparison shows that collaboration 
between craft workers from the community and professional fashion 
designers is desirable in order to produce a commodity which is more 
valuable and aesthetically pleasing.     

A similar project, where a fashion designer collaborated with com-
munity craft workers, is the Afghan Spring/ Summer 2011 range 
by Anke Loh. Anke Loh is a fashion designer who, together with the 
Afghanister Frauenverein (osnabrück, germany), created a clothing 
range made from hand embroidered textiles by women from Afghan-
istan and Pakistan (Loh, 2012). The embroiders work in an incubator 
training center (named honar) in Peschawar, Pakistan. Since 1997, 
refugees have come to the center for apprenticeship (Loh, 2012). The 
hand embroidered fabric is dyed and constructed into garments by 
Anke Loh (Loh, 2012). This initiative, shown in Figure 3.3  is a another 
good example of the success reached through a collaborative pro-
ject.          
  
Considering the success of the Fashion Fusion Project and the fashion 
range by Anke Loh, the textile making guild should follow a similar 
approach. The product delivered through the collaboration between 
the Pretoria Weavers Guild and the community textile makers can 
have more value if collaboration with the fashion design students 
is introduced. The input of the fashion design students to the textile 
making process will result in a collaborative programme consisting 
of three layers: The Pretoria Weavers guild, the textile makers from 
the community and the fashion design students.     

Figure 3.1: Craft done in 
collaboration with profes-
sional fashion designers. (SA 
Fashion Week, 2010)

Figure 3.2: Craft done in isola-
tion from professional design-
ers.  (KunYe, 2006)
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Figure 3.3:  Collection of photographs showing Afghanistan embroided textiles for Anke Loh, who uses the fabric 
to make fashionable garments. (Loh, 2010)

         
Students often leave tertiary institutions with sound technical skills 
and academic knowledge, but without experience of collaborating 
with people from the community or fellow professionals (gronski & 
Kenneth 2000: 784-785). The collaboration suggested will solve this 
problem, considering that inter-professional education as well as 
community collaboration will occur. It is best done not through theo-
retical study material, but through direct, relevant interaction (gronski 
& Kenneth 2000: 784-785).       
    
The underlying concept for this collaborative approach is that the skills 
and knowledge are not only transferred top down, from the Pretoria 
Weavers guild to the textile makers, but also bottom up. handmade 
textiles are a great example of a product where the technologies and 
knowledge of the South African first world (represented by the Preto-
ria Weavers guild and the fashion design students) can amalgamate 
with the traditional indigenous knowledge and skills of the South 
African third world (represented by the community textile makers). 
This mutualistic approach is an approach which stimulates a process 
of sharing knowledge, inspiration and skills. It is a give-and-take or 
teach-and-learn practice. The abilities of the underdeveloped, to en-
rich international standards and promote local SA identity, should not 
be underestimated (Jekot, 2007: 66- 68).     
       
An excellent example of woven products, produced by the under-
privileged community in collaboration with designers, is the woven 
T-shirt range by mielie. The products in this range are both fashion 
and interior related. The collection of photographs in Figure 3.4 shows 
the vibrant products, which conveys an African flavour very well. 
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Figure 3.4:  Collection of photographs showing the woven T-shirt products produced by mielie. (mielie, 2012)
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The Programme:  A f r ican Text i le  making :

The proposed programme for the interior intervention within the archi-
tectural proposal is a textile making guild, which interprets, express-
es and celebrates traditional African textile making. The vision for 
the textiles produced at WArP + WeFT is not that of a mere imitation 
executed through the traditional craft methods, but an interpretation 
of the traditional materials used, process used, character of the textiles, 
colour etc. The aim is to establish that which makes African textiles 
unique and worth expressing in contemporary textiles.   
         
The traditional African process of textile making consists of the follow-
ing processes (These possesses are portrayed in Figure 3.15 to 3.25.): 
       
Spinning fibers into yarns.       
Weaving of the yarns into a textile.      
Dyeing of textiles or yarns.       
drawing, printing  or stencilling on textiles.     
Embellishment with appliqué, beads, yarns, metal disks etc.   
(Picton & mack, 1989: 18)      
         
The purpose of this textile making guild is solely to explore the tradi-
tional African textile making processes and therefore the process will 
be restricted to the authentic African process. For the purpose of this 
textile making guild, the focus is on textile making and therefore, no 
other fabric making processes (such as knitting or lace making) will 
be accommodated in this guild. This is due to the fact that traditional 
African textiles are solely woven fabrics. The guild will allow spinning, 
weaving, dyeing, printing and embellishing processes, due to the fact 
that these processes are significant to the identity of African textiles. 
        
The dyeing and printing processes included are traditional African 
processes, such as dying the yarns, resist dyeing methods such 
as batik and tie- dyeing, painting with starch before dyeing as well 
as embroiding before dyeing (Picton & mack, 1989: 160- 179). Prints 
are done with handmade stencils, handmade stamps, drawing and 
painting (Picton & mack, 1989: 160- 179). Contemporary processes 
such as stock dyeing (when natural fibers are dyed before spinning), 

TrAdITIonAL AFrICAn TexTILe mAKIng:

silk-screen printing, roller printing, heat transfer printing, airbrush print-
ing and etch or burn-out printing are not included (nielson & Tylor, 
2011: 342).         
        
The embellishing processes are also true to the traditional African 
practice and includes appliqué, bead work, embroiding, cut-pile em-
broiding and embellishing with found objects such as metal disks 
(Picton & mack, 2011: 169 - 201).     
         
much of the textiles produced in Africa are still products of pre-colonial, 
traditional processes, which still have social and cultural significance. 
Figures 3.5 to 3.14 depict the character and identity of typical African 
textiles. The character and identity portrayed through these images are 
that which, when interpreted into contemporary textiles, will lend the 
contemporary textiles its African identity.     
         
The character and identity of traditional African textiles are ascribed 
to three variables in the textile making process: The colour and nature 
of the fibers or yarns used in the process, the relationship between the 
warp and weft yarns, which are effected on the loom and the finishing 
or embellishment of a textile after manufacture (Picton & mack, 1989: 
19). 
         
The fibers used for African textiles are bast, cotton, raphia, silk and 
wool. Cotton, silk and wool are spun before it can be woven (Picton & 
mack, 1989: 23). natural dyes used are indigo (the most popular), red, 
black, brown, white, orange, purple, yellow and green. These dyes 
are obtained from various plants and minerals (Picton & mack, 1989: 
38-39).         
 
The importance of textiles in Africa is ascribed to the fact that textiles are 
not only articles of clothing, providing modesty and protection against 
the elements, but as elements which has cultural value and portray 
wealth and status (Picton & mack, 1989: 11-13). Certain colours, deco-
ration or shapes of garments have political or ritual significance. Tex-
tiles may even be used to clothe a house to mark a significant event. 
A textiles as a gift is a means by which social relationships are created 
and maintained (Picton & mack, 1989: 11-13).     
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Figure 3.10: resist dyed 
raphia textile, Zaire.                                                    
(Picton & mack, 1989: 146) 

Figure 3.5: Silk textile wo-
ven for royalty, madagascar.                                    
(Picton & mack, 1989: 142) 

Figure 3.8: Indigo dyed 
cotton textile, Yoruba.                                    
(Picton & mack, 1989: 111) 

Figure 3.9: White and indigo 
cotton textile, Sierra Leone.                              
(Picton & mack, 1989: 97) 

Figure 3.7: Cotton textile with 
open work, nigeria.   
(Picton & mack, 1989: 71) 

Figure 3.6: embroi-
dered raphia textile, Zaire.                                        
(Picton & mack, 1989: 199) 

The Programme:  A f r ican Text i le  making :

Figure 3.11: Traditional Basotho 
blanket. (The Clan, 2011)

Figure 3.13: Woollen textile, 

Figure 3.12: resist dyed 
cotton textile, Zambia.                                                      
(Picton & mack, 1989: 150) 

Figure 3.14: Cotton textile,         
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Figure 3.15: Woman applying 
starch to a cloth for a resist dye-
ing technique, nigeria. (Picton & 
mack, 1989: 154) 

Figure 3.17: Yoruba woman pound-
ing indigo leaves, nigeria. (Picton & 
mack, 1989: 36) 

Figure 3.19: narrow strip weaving, ni-
geria. (Picton & mack, 1989: 94) 

Figure 3.22: Yoruba women beating 
a cloth to add smoothness and lustre. 
(Picton & mack, 1989: 158) 

Figure 3.24: resist dyed 
raphia textile, Zaire. (Picton & 
mack, 1989: 19) 

Figure 3.16: A djerma weaver 
weaving complex patterns, niger. 
(Picton & mack, 1989: 106) 

Figure 3.18: A man peeling the outer 
layer of a raphia palm leaflet, nigeria. 
(Picton & mack, 1989: 33) 

Figure 3.20: The spinning process, ni-
geria. (Picton & mack, 1989: 31) 

Figure 3.21: Indigo dyeing process, 
nigeria. (Picton & mack, 1989: 38) 

Figure 3.23: A single-heddle raphia 
loom with 36 supplementary shed 
sticks, Zaire. (Picton & mack, 1989: 91) 

Figure 3.25: Adrinkra stamps 
with samples of printed cloth, 
ghana. (Picton & mack, 1989: 
165) 

The Programme:  A f r ican Text i le  making :
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Three interpretations of traditional African textile and garment making 
processes will be accommodated within the programme:   
        
This first process indicated in Figure 3.26 is the traditional textile mak-
ing process. This process is initiated with raw materials, from which 
textiles are constructed. The textiles are dyed and finished after which 
garments are constructed (Kadolph, 2007: 175- 410).    
  
The second process is a sustainable process, which incorporates the 
upcycling of waste material and the downcycling of garments. The 
downcycling process will incorporate the process of making yarns from 
old garments. old knitted garments can be unravelled to reuse the yarns 
as material for weaving and embellishing (Van rensburg, 2012). re-
claimed clothing can also be cut into strips to be used as weaving mate-
rial (Van rensburg, 2012). The upcycling processes will incorporate the 
use of useless materials or waste materials to make embellishments 
for the textiles, stamps for the printing processes and weaving material 
(Van rensburg, 2012).         
  
The third process is a disarranged process, where the steps in the tra-
ditional process can be rearranged to create interesting contemporary 
effects and finishes. garments by fashion designer Anke Loh is an ex-
ample of this disarranged process. The fabric of the garments within her 
Spring/ Summer 2011 range is first embroiled, then dyed where after it is 
constructed into garments (Loh, 2012).      
  
These processes will inform the spatial layout of the textile making 
workshops. It is essential that the workshops for the different stages 
within the various processes are situated in such a manner that they 
showcase and exhibit the traditional textile making process and at the 
same time allow for effortless interaction and the flow of materials be-
tween each other. 

Three ProCeSSeS ACCommodATed 
WIThIn The ProgrAmme:

Figure 3.26: diagram of the three textile making processes accommodated in the programme. (Author, 2012)

The Programme:  A f r ican Text i le  making :
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ALLoCATIng The TexTILe mAKIng ProCeSSeS 
In The APPLICABLe SPACeS:

As indicated in Figure 3.28, the workshops are vertically arranged ac-
cording to the traditional textile making process. The smallest space 
on the ground floor is utilized as storage space. The spinning process, 
being less complicated than the other processes, requires a smaller 
space and therefore no additional pod is added to this workshop space. 
The large space on the fourth floor is assigned to the dyeing and print-
ing processes, owning to the fact that the space is able to open up to-
wards the exterior on top of the roof. This creates the perfect space for 
the drying of textiles.        
  
The textile making workshops are positioned vertically above one an-
other to facilitate the disarranged process of textile making as shown 
in Figure 3.27. These spaces are linked by a staircase and a lift which 
allow one to travel vertically across the multivolume space adjacent to 
the textile exhibition space. This enables the textile makers to travel ef-
fortlessly from one workshop to another in no particular hierarchy or 
specific order. 

The Programme:  A f r ican Text i le  making :

Print + Dye 

Weaving

Spinning 

Storage

Embellishing

Figure 3.28: diagrammatic indication of the spaces which 
facilities the textile making process. (Author, 2012)

Figure 3.27: diagrammatic indication of the interactive 
processes between the workshops. (Author, 2012)
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FunCTIonAL requIremenTS oF 
The TexTILe mAKIng WorKShoPS.

Figure 3.29: diagram showing the divisions in which the textile making workshops and the requirements 
of each workshop. (Author, 2012)

The Programme:  A f r ican Text i le  making :

each of the four textile making workshops has unique functional re-
quirements. The difference in the way the spaces are designed within 
each workshop will be determined by the different equipment and 
storage requirements of each workshop. The diagram in Figure 3.29 
shows the functional requirements of each workshop. evident in the 
diagram is the fact that each textile making workshop has additional 
functional requirements that need to be incorporated in order for the 
sustainable textile making processes to function effectively. The spa-
ces in which these sustainable textile making processes take place will 
differ from the rest of the workshops.      
     

Spinning:

WORKSHOPS:

Adjustable chairs

Soft Seating

Personal lockers

Storage_ Raw Material

Writing boards

Spinning wheels

Weaving: Embellishing: Printing + Dyeing:

Recycling_
Unraveling:

Recycling_
Strip making:

Recycling_
Embellishment making:

Storage_Yarns to dye
Storage_Yarns to weave

Storage_Old knitwear
Storage_Unraveled yarns

Storage drawers_ Tools

Storage_ Drawers for tools

Pinning boards

Adjustable chairs
Personal lockers

Storage_ Raw Material

Writing boards

Hand looms

Storage_Yarns
Storage_Textiles- dyed

Storage_ Drawers for tools

Pinning boards

Tables _ Hand looms

Storage_Textiles- embellished

Recycling_
Stamp Making:

Storage_Old garments
Tables _ Cutting mats

Adjustable chairs
Personal lockers

Storage_ Raw Material

Writing boards

Storage_Yarns

Storage_Textiles to dye

Storage_ Drawers for tools

Pinning boards
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Tables _ Large + pincushion

Storage_ Stamps

Storage_ Recycled wood
Storage_ Wood carving tools

Soft Seating

Tables _ Cutting mats

Storage_ Embellishings

Adjustable chairs
Personal lockers
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Storage_ Tools
Tables _ Cutting mats
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Tables _ Large + pincushion

Drying space

Storage_ Fabric

Storage_ Fabric to dye/print
Storage_ Fabric in process
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Storage_ Fabric in process
Storage_ Dye stu�
Storage_ Preparation equipment
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uP FAShIon 
dePArTmenT

CommunITY TexTILe 
mAKerS

PTA WeAVerS 
guILd

PuBLIC 

Figure 3.30: diagram of the layering of the users within the programme.
(Author, 2012)

The four different users and their positions within the programme are 
indicated in Figure 3.30. It is important to note that the Pretoria Weavers 
guild, the textile makers from the community and the fashion design 
students are equally positioned, because of the non-hierarchical col-
laborative interaction between these groups. The public only interacts 
with the programme on an irregular basis (markets, fashion shows, and 
textile exhibitions) and under controlled circumstances (tours through 
the textile making spaces, exhibitions and seminars). The only spaces 
that the public can access freely are; the coffee bar, retail space and 
printing lab. 

The uSer grouPS And TheIr SPATIAL 
requIremenTS:

The four user groups accommodated within the project each have their 
own set of programmatic requirements. The diagram in Figure 3.31 
lists the requirements of each user group. It also indicates which of the 
spaces will be utilized by more than one user group. It is within these 
spaces that collaboration and interaction will occur and where the 
public will get a glimpse of the textile related activities.  

The users :
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Figure 3.31: diagram showing different user groups, their programmatic requirements and overlapping in 
programmatic requirements. (Author, 2012)
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P ro ject  Cont r ibut ion :

ConTrIBuTIon To SouTh AFrICA:

The project will benefit South Africa in the following ways: 

• The crafts industry in South Africa will be benefited by the textile 
making guild as a result of the produced textiles, which portray African 
identity and flavour. The craft of hand-made textiles will be explored in 
order to achieve a high quality, unique “made-in-South-Africa” prod-
uct. These handmade goods will have a higher commercial value 
than commercial arts and crafts made primarily for the tourism indus-
try.          
         
• Traditional textile making skills and knowledge will be preserved, 
explored and developed. Textile makers from informal communities 
will be empowered by the skills learnt, the knowledge gained and the 
exposure that they receive in order to establish their reputation.
         
• The textile making guild collaborating with the Clothing and Consum-
er Science department can act as a precedent for collaborative pro-
duction and educational environments within South Africa. 

• The building will act as a platform for integration between the first 
and third world paradigms within South Africa. This is due to the deli-
cate integration of the students, professionals and the underprivileged 
textile makers within one building.       
   
• The precinct will benefit from the memorable experience created 
through the celebration of locally produced textiles which portrays 
the local flavour and identity, especially to the local and internation-
al gautrain users.       
         
• The translation of textiles into interior architecture will result in the 
development of unique construction methods and materials, which will 
contribute in the exploration of a unique language for South African 
interior architecture.       
         
• The sustainable textile making processes provide an answer to the 
question of how to reuse waste materials and garments and reduce 
landfill.          
   

Figure 3.32:  handmade textiles contributing 
to South Africa (Author, 2012)
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This chapter elaborated on the programme and users for the interior 
intervention African textile making; the different textile making pro-
cesses accommodated as well as the functional requirements of 
the textile making workshops is thoroughly explained. The four user 
groups, and the spatial requirements, of each have been investiga-
ted. The validity and significance of the programme within the South 
African context was also explained. Since the site has been analysed 
and the programme and users have been introduced, the design pro-
blems, theoretical investigations and the hypothesis can be discussed 
in the following chapter.    

Conclus ion :

 
 
 



T h e o r e T i c a l  i n v e s T i g a T i o n : 

since the site has been analysed and the programme and users of the 
interior intervention have been introduced, a summary of the investi-
gation can now be presented. This summary describes the essence of 
the urban response, the response to the architectural proposal and 
the intention of the interior intervention. From these descriptions, the 
design problem and hypothesis is formulated, which in turn leads to 
the theoretical investigation. The chapter begins with the summary 
and thereafter elaborates on the various theoretical investigations.  
         
The theoretical investigation is presented as five design methodolo-
gies, each explained through precedent studies in which the various 
theories have been applied. These five design methodologies are 
methods through which textiles can be translated into interior arch-
itecture. Three sources of inspiration for these methods of transla-
tion are established. The sources are contemporary woven fabrics in 
general, traditional African woven fabrics and the traditional African 
textile making process. The significance of the traditional african tex-
tile making process and its possibility for interpretation within interior 
design is also investigated.
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This aspiration of celebrating textiles, by exhibiting the textiles, exhibi-
ting the production processes of textiles and by using textiles in interior 
architecture to explore their potential and possibilities, creates a very 
unique design problem. This entails the question of how to design 
for a textile related programme by using textiles, opposed using tex-
tiles for a non-textile related program such as a hotel or a restaurant. 
The design question entails how one designs a textile exhibition space 
by making use of textiles or an interpretation thereof without visually 
distracting from the textiles being exhibited. Textiles used to create or 
define spaces like the workshops should also not compete with the 
textiles being produced within these spaces. 

summary  o f  the  invest igat ion :

response To The urban conTexT:

response To The archiTecTural 
proposal:

inTenTion oF The inTervenTion:

Design problems:

hypoThesis:

Warp + WeFT, which is situated within the extended Arcadia Arts 
and Cultural Corridor, plays an important part within this corridor. The 
intervention is a thread in the urban fabric which contributes to the 
aspiration to convey local identity and flavour to the Gautrain users, 
through the celebration of african textiles.

The interior intervention aims to weave into the architectural pro-
posal and improve various problematic aspects thereof. The aim is 
to demonstrate how two programmes can function collaboratively 
within one building.

The intention of the interior intervention is to celebrate African textiles 
through contemporary interpretations thereof. The interpretations are 
executed through the traditional african textile making methods. The 
celebration of textiles occurs through the exhibition of the textiles and 
through the exhibition of textile making processes. another method 
of celebrating textiles is by exploring the use of textiles in interior ar-
chitecture, especially to solve the unresolved or problematic aspects of 
the architectural proposal.

it is hypothesised that the identified design problem can be solved 
through the differentiation of spaces which function as a background 
for the production or exhibition of textiles, and spaces which celebrate 
and exploit textiles in interior architecture. it is hypothesised that this 
can be accomplished though five methods of translating textiles into 
interior architecture.

Figure 4.1: a parti diagram of the summary of the investigation. (author, 2012)
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UniqUe 
Abilities

Figure 4.6: icon: 
Translation of 

characteristics: 
(author, 2012)

Theoret ica l  invest igat ion :

There are four methods, commonly described by theorists, in 
which textiles can be translated into interior architecture. Tex-
tiles and architecture engage either through metaphors, physi-
cal structure, the actual use of textiles or written text (garcia, 
2006a: 8). The design can operate between all four of these me-
thods, or a selection of one or more (garcia, 2006a: 8). There 
is another aspect of textiles which can also be translated into 
interior architecture. This fifth method, which is the invention of 
the author, is the translation of the unique characteristics of tex-
tiles.         
        
The first method, the translation of textiles through metaphor, 
occurs when spaces or elements in spaces are compared to 
a textile. an example of this translation is when spaces or ele-
ments within a building are described as being interwoven. (gar-
cia, 2006a: 8)        
     
The second method, the translation through physical struc-
ture, is when building elements are physically constructed in 
the same way that a textile is constructed, as stated by garcia 
(2006a: 8). it is also when the underlying construction princi-
ples are translated. The basic construction principle on which 
this translation is based, is the interlacing of warp and weft ele-
ments. Translated, this would mean that an object or space is 
constructed from elements providing structure, relating to the 
warp yarns within a textile and elements providing infill, relating 
to a weft yarn within a textile. another important structural prin-
ciple of textiles is the fact that a textile consists of many small 
particles, which acts together to form a cohesive whole (Wein-
and & hudert, 2010: 104). other underlying construction princi-
ples are the rhythm and pattern of textiles. Weaving rhythms 
vary with the different types of weaves. Table b2, in appendix b, 
shows the various types of weaves and their inherent patterns 
and rhythms. an example of this method is a screen made by 
interweaving steel members.       
  

Five meThoDs oF TexTile TranslaTion:

Text textile text textile 

text textile text 
textile 

ACtUAl Use 
oF textiles

strUCtUre

MetAphor

lAnGUAGe/ text
Figure 4.5: icon: 
for the transla-

tion through text. 
(author, 2012)

Figure 4.4: icon:   
actual use of 

textiles. (author, 
2012)

Figure 4.3: 
icon: Transla-

tion of structure.           
(author, 2012)

Figure 4.2: icon: 
Translation 

through metaphor. 
(author, 2012)

The third method is when actual textiles are used to create spa-ces 
or become elements within a space, such as tensile structures or 
curtains (garcia, 2006a: 8). Textiles have many properties which are 
crucial to create a comfortable, aesthetically pleasing environment, 
such as its texture, colour, pattern, insulating abilities, acoustic 
absorption ability and its ability to screen without completely ob-
scuring.        
    
The fourth method, described by theorists, is when textiles and inte-
rior architecture engage through language and text (garcia, 2006a: 
8). This is done through exploring words which has the same ori-
gins, or terms that are used in both textile making and interior ar-
chitecture, such as “unravel”.       
        
The fifth, novel interpretation of textiles into interior architecture is 
the interpretation of the unique characteristics of textiles. Textiles, 
unlike any other construction materials have unique abilities and 
characteristics which have been presented in chapter 1. This meth-
od of translation can be executed by manipulating a material which 
does not have the properties of a textile, to resemble these proper-
ties, such as a metal screen which has the same screening effect 
as a piece of fabric.       
       
an icon has been assigned to each of the five methods, so that 
whenever a method is utilized in the design of an object or space, 
the icon indicates under which category the design method falls. 
Figure 4.2 to 4.6 shows these icons. These five methods will be 
used on different scales and for different purposes.     
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p recedents :  Trans la t ion through metaphor :

meTaphoric TranslaTion oF TexTiles 
inTo inTerior archiTecTure:

This pavilion is built at the main patio of a museum, designed by mat-
thias goeritz in 1953. it was constructed for an annual competition or-
ganized by the eco experimental museum in mexico city. mmx studio 
won the first prize for the 2011 eco pavilion. The pavilion is designed to 
house an array of events (rosenberg, 2011.).    
         
The museum was designed as an interwoven series of sensations cre-
ated through the carefully designed sequence of warped spaces, light 
variations and views. The new pavilion extends these ideas to create 
a new series of experiences which are linked to the sequence of the 
building. The spaces in the pavilion are constantly in a state of flux as 
the space transforms and changes due to the varying shadows cast by 
the ropes during the progression of the day (rosenberg, 2011.).  
         
This pavilion is an example of the metaphoric translation of textiles 
into interior architecture. The rope constructions, by which the spaces 
are defined, interweave in a similar way that the warp and weft yarns 
interweave on a loom. Through comparing the photograph taken of 
the warp yarns on a loom (Figure 4.9) with the perspective and model 
of the pavilion (Figures 4.7 and 4.8), the metaphoric translation be-
comes evident.

eco pavi l ion,  mexico DF, mexico. 
by mmx studio,  2011

Figure 4.8:  physical model showing the eco pavil-
ion inserted into the museum designed by matthias 
goeritz in 1953. (Koitani, 2011)  

Figure 4.7: perspective of the eco pavilion. 
(Koitani, 2011)  

Figure 4.9: photograph of the warp yarns on 
a loom. (author, 2011)  
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p recedents :  Trans la t ion through st ructure  and Form:

Figure 4.10: braided structural timber arches from the 
Textile module. (hudert, 2010: 105)

The Textile module is part of the Timberfabric investigation project 
founded by yves Weinand at ibois (laboratory for Timber Fabric), at 
the École polytechnique Fédérale de lausanne (epFl). The aim of the 
project was to explore new timber construction techniques (Weinand & 
hudert, 2010: 103).        
         
This project is an example of how the structuring processes can in-
form the physical appearance of structural elements defining a space. 
Weinand and hudert (2010: 104) explains that wood and textiles both 
consist of fiber-based tissues and that wood is also a soft and supple 
material like textiles. it is this correlation in properties that informed the 
investigation between micro-scale fiber structures (textiles) and timber 
structures. The textile module explores the dual capabilities of timber 
to be formed and retained in a given form as well as the application of 
textile-making principles to timber (Weinand & hudert, 2010: 104). 
         
Weinand and hudert (2010: 104) also states that textiles consist of mul-
tiple yarn elements that work and operate together as a cohesive 
whole. This notion is also explored through the Textile module, where 
elements in the structure depend on one another for their strength 
(Weinand & hudert, 2010: 104). 

TranslaTion oF The sTrucTure or Form 
oF TexTiles inTo inTerior archiTecTure:

Timberfabric investigation project: The textile 
module by yves Weinand at ibois, 2008.

Figure 4.11: Timberfabric prototype. The 
structure consists of warp and weft elements. 
(hudert, 2010: 106)

Figure 4.12: Timberfabric component. 
(hudert, 2010: 102)
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p recedents :  use o f  actua l  Text i les :

The steilneset memorial is a structure for the remembrance of the dark 
days in norway in the early 17th century (bell, 2011). bell (2011) explains 
that the small fishing community at vardø was torn apart by the witch 
mania that infected most of europe. people were accused of witchcraft 
and burned or tortured to death. The structure of the memorial forms 
part of the national Tourist routes programme, which consists of 18 
routes that embrace the beautiful natural landscapes. The memorial 
consists of a wooden structure and a ductile canvas space. The wooden 
structure is inspired by the wooden racks that were used to dry the daily 
catch (bell, 2011).        
         
steilneset memorial is a good example of the application of a textile 
to create space. The tensile structure is kept in tension by the exterior 
wooden structure. The wooden structure provides the memorial with 
structure and strength, as opposed to the canvas space which is soft, 
ductile and dependent on the wooden structure for its shape.

space creaTeD by The applicaTion 
oF a TexTile:

steilneset memorial, vardø, norway. by peter 
Zumthor and louise bourgeois, 2011

Figure 4.13: steilneset memorial by peter Zumthor and louise bourgeois. (meredith, 2012)  

Figure 4.14: entrance into the textile space of the steilneset. (meredith, 2012)  
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“The etymological link is explicit. ‘Textile’, ‘technology’, ‘text’, tex-
ture’, ‘connection’ and ‘context’ are all derivative inflections of the 
same proto-indo-european word ‘tek’, which is the root of ‘archi-
tecture’. ‘Technology’ and ‘textile’ are also both derived from the 
latin ‘texere’, meaning to weave, connect and/or construct. ‘Fab-
ric’ has its origins in the latin ‘fabricare’, or ‘fabre’, meaning to 
work, or to make.”  (garcia, 2006: 6)

p recedents :   Text i les  and arch i tecture  engaging through Text : 

Text textile text textile 

text textile text 
textile text 

engaging archiTecTure anD TexTiles 
Through language anD TexT:

The paragraph below is an example of how text and architecture en-
gages. The paragraph explains how the two disciplines are related by 
looking at roots of textile related words.

Figure 4.15: a page from the “skin and bones” exhibition guidebook where textiles 
and architecture engage through text. (skin and bones exhibition guidebook, 2008)  

The page (Figure 4.15) from the “skin and bones” exhibition guidebook 
(skin and bones exhibition guidebook, 2008), is another example of 
textiles and architecture engaging through text. The exhibition, which 
presented parallel practices in fashion and architecture, is described 
through terms which are related to textiles. These terms are: ‘undulat-
ing’, ‘draping surfaces’, ‘weaving’, ‘interlacing’, ‘knitting’, ‘knotting’, ‘inter-
locking’, ‘studded’, ‘fluidity’ and ‘wrap’.
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p recedents :  unique abi l i t ies  o f  Text i les  Trans la ted :

The TranslaTion oF 
The unique abiliTies oF 

TexTiles:

This cabinet front is constructed from triangular pieces of wood at-
tached to a textile base. Together, these pieces of wood imitate the 
flow and draping ability of textiles even though it is not a woven 
material and not created by naturally rigid members.    
         
 storzyk (2003) states the following:     
        

Wooden Textile cabinet. by 
elisa  strozyk, 2003

“Wooden Textiles convey a new tactile experience. We are used 
to experience wood as a hard material; we know the feeling 
of walking across wooden floors, to touch a wooden tabletop 
or to feel the bark of a tree. but we usually don’t experience a 
wooden surface which can be manipulated by touch. Wood-
en Textiles is a material that is half wood-half textile, between 
hard and soft, challenging what can be expected from a mate-
rial or category. it looks and smells familiar but feels strange, as 
it is able to move and form in unexpected ways.”

Figure 4.17: Wooden Textile cabinet. (neeb, 2003)  Figure 4.16: Detail of the Wooden Textile. 
(neeb, 2003)  
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insp i ra t ional  sources for  the  Trans la t ion :

sources From Which To TranslaTe  
TexTiles inTo archiTecTure:

Figure 4.18: contemporary hand 
woven textile. (Warchal, 2010)

Figure 4.19: Traditional african 
woven textile from algeria. 
(picton & mack, 1989, 62)

Figure 4.20: Traditional african 
textile making process in burkina 
Faso. (picton & mack, 1989, 101)

Warp + WeFT  focus solely on the African textile making process, 
of which the weaving, printing and dying are the most prominent pro-
cesses. Therefore, only the following sources will act as inspiration for 
the translation of textiles into interior architecture:   
         
The first source is woven textiles in general. The composition, texture, 
chemical decomposition, mechanical destruction, edging, as well as 
the effect of light on all woven textiles. refer to Figure 5.18. appendix 
a presents a collection of photographs taken during an exercise to ex-
plore the characteristics of woven fabrics.    
         
The second source of inspiration is traditional African woven textiles 
and the specific properties and qualities thereof. refer to Figure 5.19. 
When the collection of images of african textiles (presented in chapter 
3) were critically studied, it became apparent that the aspects which 
give african textiles its identity is its pattern, colour and texture. The 
pattern is created either through the weaving structure, or through 
the print or dye applied. The colour is a result of the colour of the raw 
material and the dyed material. The texture is a combination of the 
pattern, weaving method and decomposition such as unravelling 
and disintegration.       
        
The third source of inspiration is the traditional African textile making 
process, with the focus on the weaving, printing and dyeing proces-
ses. refer to Figure 5.20. The essence of the traditional african textile 
making process is its immediacy. as already stated, africans tradition-
ally crafted fabrics by making use of that which was available in their 
immediate surroundings. They made use of found material and skills 
taught from generation to generation (polakoff, 1982: 187).  
         
This is an important notion, not only for the creation of textiles from 
materials which is immediately locally available and indigenous 
skills and knowledge which are locally transferred, but also by apply-
ing the concept to the design and creation of the interior intervention.   
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conclus ion :

The theoretical methods for translating textiles into architecture 
and the establishment of the sources from which the translation will 
occur have been established. The specific theoretical investigation 
is a result of the identified design problems and hypothesis. The es-
tablishment of the theoretical investigation and design methodolo-
gies allows the design to develop. This chapter describes the tools 
with which the design will be explored through chapter 6 and 7 and 
through which the precedents in the following chapter are studied. 

 
 
 



P r e c e d e n t  s t u d i e s :

this chapter presents precedent studies which represent local and 
international examples of aspects which informed the interior inter-
vention. these design related precedent studies build onto the the-
oretical precedent studies presented in the previous chapter. the 
precedents presented are grouped according to those which informed 
the conceptual approach to the design, those which influenced the 
design development and those that inspired the technical investiga-
tion. the relevance of these precedents to the interior intervention is 
explained, in this chapter, but the execution of the design is explained 
in chapters 7 and 8. Where a precedent is an example of the theoreti-
cal approach explained in the previous chapter, it is mentioned. the 
precedents presented are:       
         
Precedents influencing the conceptual approach:    
- the town of san Gimignano in tuscany, italy    
- the Fashion Kapitol in Johannesburg     
- Woman’s Jail Precinct, constitution Hill in Johannesburg  
- uK Pavilion; shanghai expo 2010 in china    
         
Precedents influencing the design:     
- circa Gallery on Jellicoe in rosebank     
- textile Field, Victoria & Albert Museum in London   
- Hot rod House staircase in seattle, Washington   
- GMt institute of Property Management, indonesia   
- MFO-Park in Zürich, Germany      
- Baker d. chirico in carlton, Australia     
- Hot rod House Pulley Mechanism in seattle, Washington  
- Garden of exile - Jewish Museum in Berlin, Germany   
- Workstations in Boukunde, university of Pretoria   
         
Precedents influencing the details:     
- noviskin staircase in Pretoria, Brooklyn    
- noviskin ceiling structure in Pretoria, Brooklyn   
- central Park Apartment in new York  
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P recedent  study_  conceptual  Approach:

sAn GiMiGnAnO tuscAnY, itALY.
thriving textile center in the Middle Ages.

San Gimignano influenced the verticality of the interior spaces as 
well as the notion of the textiles drying on the roof of the building. 
         
it is speculated that the tall towers in san Gimignano functioned as 
drying spaces for the long, dyed textiles. this was in the time when the 
town was famous for dyeing textiles with saffron dye. (Journey to An-
cient civilizations, n.d.)        
        
this concept of hanging textiles in towers influenced the noting of 
designing the exhibition space as a vertical space which a staircase 
winding around the hanging textiles being exhibited. Also, this prec-
edent influenced the idea of celebrating the textile dyeing and drying 
processes by expressing the process on the roof.    
         
         
     

Figure 5.1:  san Gimignano. (torre Prima, n.d.)
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FAsHiOn KAPitOL, JOHAnnesBurG.

Precedent  study_  conceptual  Approach +  spat ia l  P lanning :

designed by AsM Architects and urban designers, 2008. 
conceptualized and managed by rees Mann.

This local precedent influenced the design of the intervention with re-
gards to the spatial planning and the functioning of the programme. 
It also provided clues on the expression of local identity.   
         
the Fashion Kapitol is a tailor made square on the corner of Pritchard 
and Polly streets in the center of the Garment district of Johannesburg. 
the Fashion Kapitol is a large multifunctional public space, consisting 
of an outdoor fashion ramp, fashion related retail outlets and a restau-
rant called the Fashion shack, which also sells locally produced goods. 
         
the large open area on the public square hosts an informal fashion 
market every saturday (Mann, 2012). seamstresses and tailors use the 
space (free of charge) to sell their garments (Mann, 2012). this notion 
influenced the proposal of developing the public courtyard on the in-
vestigated site to function as an informal market space. this proposal 
was presented in chapter 2.       
        
the outdoor fashion ramp (Figure 5.3 and 5.4), which is the first in Jo-
hannesburg also provide an affordable opportunity for upcoming fash-
ion designers to showcase their work. the outdoor fashion ramp draws 
many passers-by into the square (Mann, 2012). this fashion ramp cele-
brates the latest south African fashion as a commodity and does not ex-
clude the underprivileged (Mann, 2012). the idea of an outdoor fashion 
ramp also influenced the proposal of activating the public courtyard 
by means of an outdoor fashion ramp, as presented in chapter 2.   
         
the Fashion shack is an inspiration to the proposed coffee bar which 
will, likewise to the precedent, be combined with the retail outlet where 
the students and textile makers can sell their projects. the combination 
of the two functions creates an interesting eating environment.   
        
           
   
       

Figure 5.3: the fashion ramp at the Fashion Kapitol. 
(Author, 2012)

Figure 5.2:  southern entrance to the Fashion Kapitol. 
(Author, 2012)

Figure 5.4: the amphitheatre for the fashion ramp. 
(Author, 2012)
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The building is protected by exterior solar screens of various opaci-
ties which is influential to the solar protection of the interior interven-
tion.          
          
          
          
          
          
          
          
          
          
          
          
          
          
    
these screens, provided as a means to protect the building from un-
wanted solar radiation, is inspiring to the design of the solar protection 
for the interior intervention. the screens are designed with differences 
in opacity, depending on the application and interior effect desired. the 
screens protecting the interior intervention from solar radiation will 
also differ in opacity, depending on the requirements of the specific 
space being protected.        
    
the notion of translating a tapestry or a textile into a solar screen will 
be investigated together with the use of actual textiles as solar screens. 
these investigations are explored in chapter 7.

WOMAn’s JAiL Precinct, cOnstitutiOn HiLL; 
JOHAnnesBurG:

designed by Kate Otten Architects, 2007. 

“screens shield the new buildings from sun and allow the office 
users to determine their visual privacy from the public.  the top 
storeys are clad with perforated flat metal sheeting that will rust 
with time to blend with the existing buildings.  the pattern for these 
screens is derived from pixilating a photograph of the sky – ex-pri-
soners speak emotively about the sky and how it was the only ele-
ment over which the prison authorities had no control.  the bottom 
two storeys have screens that slide between the glass facades and 
the colonnade.  Prisoners were brought equipment to make tapes-
tries as a way of staying sane - this idea is translated into a more 
robust element where large steel ‘buttons’ are ‘stitched’ with wire on 
to a steel frame. “ (Kate Otten Architects, 2007.) 

Figure 5.5: collection of images of the solar screens at the Woman’s Jail 
Precinct, constitution Hill. (Kate Otten Architects, 2007)

P recedent  study_  conceptual  Approach:  so lar  Protect ion : 
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P recedent  study_  conceptual  Approach:  sof t ,  text i le - l i ke  e lements : 

uK PAViLiOn; sHAnGHAi exPO 2010,  cHinA:
Heatherwick studio, 2010

The UK Pavilion informed the decision to construct the walkway 
structure and solar screen with smaller members to create the de-
sired impression of softness.      
         
the pavilion consists of 60,000 identical rods of clear acrylic, 7.5 metres 
long. these rods, which extend through the walls of the box and lift 
it into the air, create the impression of a soft texture, similar to grass, 
although the rods are stiff and hard in reality (Heatherwick studio, 
2010). this notion of creating an impression of a soft texture through 
naturally hard elements was inspirational to the construction of the 
textile-like solar screen and walkway structure. this precedent also in-
formed the decision to, during the iterative design process, make the 
construction members smaller for a softer effect. the iterative process 
and the design of the solar screen and walkway structure is presented 
in chapter 7.
          
  Figure 5.6: the uK Pavilion consisting of clear acrylic rods. 

(Heatherwick studio, 2010)
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P recedent  study_  spat ia l  conf igurat ion :

circA GALLerY On JeLLicOe, rOseBAnK.
designed by studioMass, 2009. 

The spatial design of the exhibition space and rooftop extension within 
the interior proposal was influenced by this precedent.   
          
the circa Gallery, situated on the corner of Jellicoe and Jan smuts Ave-
nues in rosebank, is designed by studioMass and completed in 2009.   
         
the single flexible exhibition space is surrounded by a concrete spiral 
walkway. this staircase is covered with an exterior skin of powder coat-
ed aluminium slates. the spiral walkway pulls one up into the building 
and eventually out onto the rooftop lounge. the spiral walkway creates 
a memorable experience as one becomes aware of the city by the views 
through the slates and of the exhibition. the climax of the experience is 
when one walks out onto the rooftop lounge. As one takes a moment to 
breathe or sit a moment to contemplate, the view over the city merges 
with the exhibition. through the moulding of the spiral walkway around the 
exhibition space, the architecture also becomes part of the art exhibition.  
          
the relevance of this gallery for WArP + WeFt  is the extended and en-
hanced experience created through the spiral walkway, which encircles 
the exhibition space. this notion is applied to the vertical textile exhibi-
tion space to enhance and elongate the textile experience.   
          
the rooftop lounge is another source of influence on WArP + WeFt . the 
relevance of this lounge is the experience of the extension of the exhibi-
tion and the effect of merging the city view with the exhibition. WArP + 
WeFt  will incorporate such a rooftop lounge as the apex of the textile 
exhibition. Another purpose for the rooftop lounge, is for the dyeing and 
drying of the textiles to occur on. this creates the opportunity for the view-
ers to interact with the dyeing processes. these design executions are 
presented in chapter 7.

Figure 5.7: the spiral walkway. 
(Author, 2011)

Figure 5.8: the rooftop lounge at the circa Gallery. (Author, 2011)

Figure 5.9: An exhibition in the spiral 
walkway. (Author, 2011)

Figure 5.10: circa Gallery on  
Jellicoe. (McLaren, 2009)
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P recedent  study_  des ign :  seat ing +  Acoust ic  Absorpt ion :

textiLe FieLd, VictOriA & ALBert MuseuM; 
LOndOn:

designed by ronan and erwan Bouroullec nn collaboration 
with the textile manufacturer Kvadrat, 2011. 

The seating in the exhibition space was informed by the Textile 
Field.         
         
For the London design Festival, the Victoria & Albert Museum commis-
sioned ronan and erwan Bouroullec to make a temporary installation 
(Muuuz Magazine, 2011). the textile Field, a 30 000mm x 8 000mm 
platform resembles an enormous mattress (Muuuz Magazine, 2011). 
this installation invites visitors to lie down for any period of time to stare 
at the raphael exhibition, or to meditate and daydream. the Bouroul-
lec brothers (2011) wrote the following about the textile Field:

         
         
         
         
         
         
         
         
         
         
the lingering effect that the textile Field has on the visitors of the exhi-
bition is highly desired in the WArP + WeFt  textile exhibition. A similar 
seating will be introduced to enable visitors to perceive the vertical 
exhibition by lying down and looking up. such a seating has the added 
advantage to providing acoustic absorption in the exhibition space. 
the execution of this seating in the vertical exhibition space is present-
ed in chapter 7.

“An invitation to lascivious reverie. Our intention is to propose 
a different, casual approach to freely experience what can 
be a quite intimidating environment, such as a museum. We 
conceived an expansive, coloured foam and textile piece with 
gentle inclinations to produce a sensual field on which to com-
fortably lounge while meditating on the surrounding raphael 
cartoons. everyone can immerse into this temporary installa-
tion, for a minute, an hour or more, that is the idea. no efforts, no 
apprehension just contemplation.”

Figure 5.11: collection of images of the textile Field in the Victoria and Albert Museum, London. 
(studio Bouroullec & V&A images, 2011)
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Figure 5.12: Folded steel plate staircase by tom Kundig. (Benschneider, 2006: 147)

HOt rOd HOuse stAircAse; 
seAttLe, WAsHinGtOn:

designed by tom Kundig, 2001-2006

This staircase influenced the design of the staircase in the textile ex-
hibition space.         
         
the staircase in the Hot rod House is a simple bent steel construction. 
the bends in the steel gives the steel its strength. the staircase is a 
good example of Kundig’s approach of “less doing more” (ngo, 2006: 
148).         
         
Kundig’s staircase influenced the structure of the proposed staircase in 
the textile exhibition space of the interior intervention. the purpose for 
structuring the staircase in the same manner is to create a similar sim-
plicity and continuity. this staircase is required to be simple to function 
effectively as a background against which the textiles can be exhibited. 
the design of the staircase is presented in chapter 7.   
 
the folds in the steel can be compared to folds and pleats in textiles. 
this is an excellent example of how textiles are interpreted in interior 
architecture through the translation of the unique characteristics (fold-
ing and pleating) of textiles.

P recedent  study_  des ign :  exh ib i t ion sta i rcase :

 
 
 



| 99 |chapter 5

nOVisKin BuiLdinG (stAircAse); 
PretOriA,  BrOOKLYn:

designed by: Holm Jordaan Architects, 2012

The staircase in the NoviSkin building provided solutions to the de-
sign of the staircase in the textile exhibition space.    
         
the folded steel construction of the staircase in the noviskin building 
is similar to the staircase in the textile exhibition space. the bending 
of steel for a support and cladding of the treads and risers with wood 
informed the proposed staircase. Wood is more slip resistant than steel 
and also creates psychological warmth, which is much needed in the 
space. the method of removing the staircase from the walls of the 
building and extending the stinger to the walls for support influenced 
the staircase design. the handrail construction influenced the con-
struction of the supports for the mesh cladding in the final iteration of 
the staircase.    

Precedent  study_  deta i l :  exh ib i t ion sta i rcase :

Figure 5.13: Photographs of the staircase in the noviskin building. (raubenheimer, 2012)
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Figure 5.14: Garden of exile, Libeskind’s Jewish 
Museum, Berlin. (Yang, 2008)

Figure 5.15: Garden of exile, Libeskind’s Jewish 
Museum, Berlin. (Kalden, 2012)

P recedent  study_  des ign :  exh ib i t ion Gr id  suppor ts :

GArden OF exiLe. JeWisH MuseuM. 
BerLin, GerMAnY:

designed by daniel Libeskind, 1999.

The Garden of Exile stimulated the design for the support of the grid 
structure in the exhibition space.       
         
the Garden of exile is designed to evoke strong emotional connota-
tions, such as confusion (when looking around) and exaltation (when 
looking up) (Kroll, 2010). the emotional connotations are not desired 
in the exhibition space. However, the language of the design is influ-
ential. the vertical pillar-like support structure in the exhibition space 
was influenced by this precedent. the circular steel tubes in the textile 
exhibition space (onto which the steel wire rope is fixed), followed the 
language of the concrete columns into which the trees are planted.
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P recedent  study_  des ign :  text i le  Workshop Worksta t ion :

WOrKstAtiOns, BOuKunde, 
uniVersitY OF PretOriA:
designed by dokter and Misses, 2012.

Although these workstations designed are for architecture students, 
they are inspirational to the workstations in the textile making work-
shops.          
         
the workstations in the studios at the Architecture department of the 
university of Pretoria are good examples of workstations which can a-
djust to the user’s needs. the work surfaces of the station can be a-
djusted to various angles. the workstation is supplied with a credenza 
which functions as storage and an additional horizontal surface to 
put equipment onto when the entire work surface is occupied. Both the 
table and the credenza have two legs on casters to allow mobility, as 
well as flexibility. these aspects influenced the design of the adaptable 
textile making workstations. 

Figure 5.16: Workstation for the architecture students, 
Boukunde, university of Pretoria. (Kalden, 2012)
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Figure 5.17: Woven face brick screens of the GMt institute Of Property Management. (PLH Architects, 2012)

P recedent  study_  des ign :  so lar  screens :

GMt institute OF PrOPertY MAnAGeMent; 
JAcArtA, indOnesiA:

designed PLH Architects, 2012

The concept of weaving with bricks, to create porous walls as solar 
screens, is inspirational to the interior intervention.    
         
Brick is a material which does not naturally have the characteristics 
of a material which is traditionally woven, yet this precedent shows 
that by manipulating the composition of the structure, a woven im-
pression is created. this method, of creating a textile-like element 
with a material which does not naturally have the characteristics of a 
textile, is a good example of translating the unique characteristics of 
a textile into interior architecture. the execution of the porous wall is 
presented in chapter 7.       
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P recedent  study_  des ign :  so lar  screens :

MFO-PArK; ZüricH, GerMAnY:
designed by randerschall Partners AG, 2002.

The steel wire rope and climbing plant construction of the MFO-Park 
influenced the concept of a “living textile” screen.    
         
the concept of growing climbing plants on a steel structure influenced 
the idea of creating a “living textile” screen. the principle of having a 
steel structure which is filled by climbing plants is similar to the con-
struction of a textile. the steel structure is compared to the warp yarns 
which provide the structure to the material. the plants are compared 
to the weft yarns which are the filler yarns. this is a good example of 
translating the structure of a textile into architecture. the “living tex-
tile” screen is presented in chapter 7.

Figure 5.18: steel wire rope and climbing plant constructions. (randerschall Partners AG, n.d.)
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P recedent  study_  des ign :  ce i l ing s t ructure  +  L ight ing +  Acoust ic  Absorpt ion :

BAKer d. cHiricO; cArLtOn, AustrALiA:
March studio, 2012

This precedent influenced the interior intervention by showing how 
to cover a hard, cold, unsightly ceiling with an element that pro-
vides warmth and character to a space. The lighting concept of the 
wooden structure is also relevant to the lighting concept of the in-
terior intervention.       
         
the wall and ceiling in the bakery is covered with an undulating cnc 
routed plywood structure, which defines the space and provide shelv-
ing for the bread (Foiret, 2012). this structure also creates a warm at-
mosphere in the space and is an effective way to hide services. the 
plywood structure is also efficient in concealing the acoustic insulation 
due to the fact that it is porous and will let the sound waves through 
to the insulation.       
         
this concept is applied in the workshops and at the walkways over 
the multivolume as presented in chapter 7 and 8. due to the fact that 
the underside of the floors lab will be the unsightly, cold steel from 
the permanent shuttering of the floor slabs, a ceiling which creates a 
warmer environment is necessary. the wooden ceilings in the interior 
intervention will similarly host services and acoustic insulation.  
  
the plywood ceiling covering is constructed with plywood members 
interlinked perpendicular to each other. this construction method is 
similar to the construction of a textile where the yarns are interlinked 
perpendicular to each other. this is an example of the structural 
translation of textiles into interior architecture.     
         
the concept for the lighting in the precedent is to be discreet and at 
the same time enhance the plywood structure. the lighting is there-
fore recessed into the plywood structure. the same concept will be 
applied to the ceilings in the workshops and at the walkways over the 
multivolume spaces. the lighting concept and solutions are presented 
in chapters 7 and 8.       
      
    Figure 5.19: the plywood ceiling covering and shelving at Baker d. chirico. 

(Bennets, 2012)
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P recedent  study_  des ign :  exh ib i t ion Gr id  Mechanism+ L ight ing :

The mechanical method of pully-ing the flat screen TV up and down 
the double volume space, as well as the application of the spot-
lights to illuminate the double volume, informed the detailed de-
sign of the grid structure and pulley mechanism in the exhibition 
space.          
         

HOt rOd HOuse PuLLeY MecHAnisM; 
seAttLe, WAsHinGtOn:

designed by tom Kundig, 2001-2006

Figure 5.20: tV on pulley. (Warchol, 2006: 167)

Figure 5.21: Pulley Mechanism. (Bies, 2006: 166)

Figure 5.22: section through double volume. 
(Kundig, 2006: 165)

Figure 5.23: Hand sketch of the lights, fan and 
pulley mechanism. (Kundig, 2006: 166)

the method by which the textiles in the textile exhibition space are 
pulleyed, to configure different variations in hanging heights, is in-
spired by the pulley mechanism in the Hot rod house by Kundig. the 
utilization of stationary spotlights to illuminate the double volume 
space is also used as inspiration for the lighting in the exhibition 
space. the execution of the textile pulley system and the lighting effect 
in the exhibition space is presented in chapter 7.
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P recedent  study_  deta i l :  ce i l ing st ructure  +  Acoust ic  Absorpt ion :

The ceiling at the NoviSkin building is a significant example for the 
ceiling construction in the textile making workshops.    
        
this plywood ceiling, which conceals the services in the space, is an 
excellent source of examples of details for the ceiling in the textile 
making workshops. similar wooden fins will be used to conceal the 
services, especially the mechanical ventilation ducts and the acous-
tic absorptive material.  the detail solution of cutting into the wooden 
fins to fit around the supports will be applied to the design of the ceiling 
structure in the textile making workshops.      
          
           
         
 

nOVisKin BuiLdinG (ceiLinG); 
PretOriA,  BrOOKLYn:

designed by: Holm Jordaan Architects, 2012

Figure 5.24: Photographs of the ceiling structure in the noviskin building. (raubenheimer, 2012)
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P recedent  study_  deta i l :  text i le  and stee l  connect ion :

centrAL PArK APArtMent, neW YOrK:
designed by: Pasanella + Klein stolzman + Berg Architects, 1999

This tightly stretched canvas on steel frames informed the detail 
design of the textile screens on the façades.     
         
the construction methods of the textile solar screens on the façades, 
which protects the interior intervention, is inspired by the construction 
of these sliding panels. the textile screens protecting the interior in-
tervention is fixed to the steel framework by hooks welded onto the 
steel frame and eyelets punched into the textile, similar to the example 
shown. (PKsB, n.d.) 
          
  

Figure 5.25: Photograph and detail drawing for 
the steel and textile connection. (PKsB, n.d.)
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the precedent studies presented in this chapter acted as local and in-
ternational sources of conceptual, design and technical inspiration. 
the important influential aspect of each precedent, which has been 
presented, allows for the elaboration on the conceptual approach, de-
sign and technical development in chapters 6 and 7. 

conclus ion :

 
 
 



D e s i g n  a p p r o a c h :

This chapter explores the execution of the approach to the design, re-
garding the response to the architectural proposal, the intention of the 
intervention, the programmatic requirements, the design problem and 
hypothesis as well as the theoretical investigations described in chap-
ter 2 to 4.  The design approach starts with the concept of weaving 
the interior intervention through the existing architectural proposal, 
after which the process of the spatial arrangement is discussed. The 
chapter continues exploring the notion of creating a textile-related ex-
perience as well as the creation of spaces which stimulate collabora-
tion. Lastly, the response to the design problem, stated in chapter 4, 
is explored. This design problem is explored by differentiating between 
spaces which act as backgrounds for the exhibition and production of 
textiles and spaces which become textile-like.
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Figure 6.1: Diagrammatic sketch to explain the concept of metaphorically 
weaving the new intervention into the existing architecture. (author, 2012)

The interior intervention aspires to weave through the architectural 
proposal. Figure 6.1 is a conceptual diagram to illustrate this idea. This 
concept is possible due to the fact that a spatial “opening” is created 
where the unnecessary spaces have been taken out of the architec-
tural proposal to make space of the new intervention. These unneces-
sary spaces have been removed from the building in a similar manner 
that a yarn can be pulled out of a piece of fabric. The interior interven-
tion can therefore be woven into the building just as a new yarn can 
be woven into the gap left by the previous yarn. The photographs 
shown in Figure 6.2 demonstrate this concept. This notion strength-
ens the possibility for the two programmes (fashion design and textile 
making) to mutualistically function in one building. The aim of weaving 
the interior intervention into the architectural proposal is a metaphoric 
translation of textiles into interior architecture. The architectural 
proposal is compared to the warp yarns (the structural yarns) of a 
textile and the interior intervention is compared to the weft yarns, 
which are the infill yarns.       
 

Weaving The inTerior inTervenTion inTo 
The archiTecTuraL proposaL:

conceptual  approach_ response to  arch i tectura l  proposal :

Figure 6.2: photographs demonstrating how a yarn can be pulled out of a 
fabric and be replaced with a new yarn. (author, 2012)

MeTaphoric 
TransLaTion
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conceptual  approach_ response to  arch i tectura l  proposal :

To achieve the aspiration of removing the unnecessary spaces and 
replacing them with the textile making guild, a complex spatial ar-
rangement process was followed. This process entailed removing the 
unnecessary spaces and replacing them with new functional spaces. 
however, by simply removing and adding spaces, an illogical spatial 
progression occurred. Thus, a process of reinterpreting the existing 
spaces was necessary, to reorganize the spaces within the existing 
building grid until the desired spacial arrangement and spacial pro-
gression was achieved. This reorganizing process was similar to the 
act of playing with a sliding puzzle, but instead of blocks being moved 
within a framework, spaces were moved within the grid structure of the 
building. The diagrammatic plans shown in Figures 6.3 to 6.5 explain the 
complex spatial arrangement process. 

spaTiaL arrangeMenT:

reMoveD

reinTerpreTeD

MoveD

neW aDDiTions

L e g e n D :

Figure 6.3: Diagrammatic plan indicating the methods of removing, shifting, interpreting and adding spaces. plans are not to scale. (author, 2012)
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Figure 6.4: Diagrammatic plans indicating the methods of removing, shifting, interpreting and adding spaces. plans are not to scale. (author, 2012)

reMoveD

reinTerpreTeD

MoveD

neW aDDiTions

L e g e n D :
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Figure 6.5: Diagrammatic plans indicating the methods of removing, shifting, interpreting and adding spaces.  plans are not to scale. (author, 2012)

reMoveD

reinTerpreTeD

MoveD

neW aDDiTions

L e g e n D :
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Weaving The inTerior inTervenTion inTo 
The archiTecTuraL proposaL:

shown in Figure 6.6 is the position of the textile making workshops, 
the exhibition space and the textile sampling pods within the architec-
tural proposal. Figure 6.7 also diagrammatically shows the realisation 
of the concept of weaving the interior intervention into the existing 
architectural proposal. The concept of configuring the textile related 
spaces in a continuous thread through the building creates a narra-
tive experience of the textile making process. The diagram indicates 
the narrative route followed by the public as a solid red yarn. The route 
utilized by the textile makers is indicated as a red dashed yarn. These 
narrative routes through the building contribute to the creation of a 
spatial experience which celebrates african textiles.   
         
         

Des ign approach:  spaces a l lowing for  narra t ion and exper ience :

T e x T i L e  M a k e r s

p u b L i c

Figure 6.7: Diagrammatic sketch showing the theoretical concept of metaphorically weav-
ing the new intervention into the existing architecture. (author, 2012)

MeTaphoric 
TransLaTion

Figure 6.6: Diagrammatic sketch showing the positions of the textile making 
workshops. (author, 2012)
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Des ign approach:  spaces a l lowing for  narra t ion and exper ience :

The interior intervention accommodating the celebration of african tex-
tiles, should allow the users to perceive the process as a narrative and 
as a memorable experience. For the users, especially the public, the 
encounter with the textile making interior intervention should be a last-
ing experience in celebration of African Textiles. spacial experience is 
created through various factors defined in the statement below: 

spaces aLLoWing The TexTiLe Making 
process To be narraTeD, experienceD 

anD reMeMbereD:

The spatial hardware that will specifically contribute to the african tex-
tile experience consists of the actual textiles exhibited and the spaces 
created through the textile-like elements. The sensory aspects of tex-
tiles, the visual (texture, pattern and colour) as well as the tactile as-
pects will also significantly contribute to the spatial hardware in the in-
terior spaces. The spatial software that will create the experience is the 
continuous textile making process, sounds produced by the process 
and the individual’s cultural connotations with african textiles. The per-
spectives in Figure 6.8, 6.9 and 6.10 conceptually explores the creation 
of interior spaces which celebrates african textiles. 

“objects and surfaces, form and light, material and colour are 
often described as the ingredients for the design of the interior. 
They are used to construct space, its functions and appearance... 
The temporal, ephemeral, intangible elements and sensations 
within interiors, together with cultural connotations, preconceived 
knowledge and personal memories, also factor in the formation 
of interior atmosphere... i call such atmospheric influences, ‘spa-
tial software’... if there is ‘spatial software’, then we can presume 
there also must be ‘spatial hardware’, which pertains to what can 
be measured – the construction of the interior, the definition of 
boundaries, materials and details.”                                                         
 (hinkel, 2008: 82) 

Figure 6.8: conceptual perspective showing the celebration of african textiles in the exhibition space. 
(author, 2012)
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Figure 6.9: conceptual perspective showing the celebration of african textile through the interior intervention. (author, 2012)

Des ign approach:  spaces a l lowing for  narra t ion and exper ience :
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Figure 6.10: conceptual perspective showing the celebration of african textiles through the interior intervention. (author, 2012)

Des ign approach:  spaces a l lowing for  narra t ion and exper ience :
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Informal non-verbal collaboration occurs when the textile makers 
are aware of what the fashion design students are producing and 
what the other textile makers produce. This collaboration is en-
hanced by providing both the textile making workshops and fashion 
design studios with glass partitions, to create visual interaction. also, 
pin boards are provided in the workshops where ideas and works in 
progress can be pinned to, to visually inspire the other textile makers. 
         
as a result of fact that the building will function as a traditional guild, it 
is important to investigate the guild typology as a contemporary col-
laborative working environment.      
   
         
         
         
         
         
         
         
When looking at examples of contemporary guild typologies pre-
sented by Myerson and ross (2006: 81- 108) the following spatial cha-
racteristics defines a contemporary guild and will inform the design 
of the spaces within the interior intervention: The first characteristic 
is a balance between productive spaces, contemplative spaces and 
spaces for social interaction. The second important aspect is the fact 
that the furniture in the spaces are adjustable to stimulate interac-
tion and mobility between users. both these characteristics of a con-
temporary collaborative guild typology will be introduced into Warp + 
WeFT.   

Des ign approach:  spaces Fac i l i ta t ing col laborat ion :

sTiMuLaTion oF coLLaboraTion Through 
The inTerior archiTecTure:

The particular position of the textile making workshops in relation to the 
fashion design studios and the public exhibition spaces will allow for op-
portunities of collaboration between the fashion design students, the tex-
tile makers, the pretoria Weavers guild and the public.     
         
haworth knowledge and research Team (2010: 3) states that the reason 
for interacting within a working environment can either be socially or work 
related. Darling and Thorp (2011: 2) argue that interaction between peo-
ple in a working environment occurs verbally and non-verbally. haworth 
knowledge and research Team (2010: 4) also suggest that collaboration 
can occur formally or informally.      
       
When the activity factors are combined with the formality factors, four types 
of collaborative spaces emerge, as shown in Figure 6.12. There spaces are: 
spaces where discussion happens by chance, spaces where interviews 
or brainstorming sessions can be held. spaces where formal seminars 
or demonstrations can be held as well as spaces where interaction oc-
curs at the working stations. similarly different spatial typologies emerge 
when the formality factors are combined with the communication factors 
as shown in Figure 6.13. These spaces are: informal verbal discussion 
spaces, such as at a coffee shop. spaces for formal verbal presentations 
relating to internal and external exhibition spaces and spaces where non-
verbal internal communication occur, such as pin-up boards and mood 
boards. The focus of the collaboration between the textile makers and 
fashion design students would mainly be informal productive collabora-
tion and informal non-verbal collaboration.      
          
Informal productive collaboration occurs between the members of the 
Pretoria Weavers Guild and the underprivileged textile makers within 
the textile making workshops. This collaboration is stimulated through 
tables which can be grouped together or used separately. also through 
the writing boards in the workshops, where ideas are shared or complex 
textile making methods are explained. Informal productive collaboration 
also occurs when the fashion design students and textile makers share 
ideas, or plan a project together. This collaboration is encouraged by plac-
ing the textile workshops opposite the fashion design studios, as shown in 
Figure 6.11.       

“The  term ‘guild’ describes a new type of work setting that fa-
cilitates collaboration and knowledge building between peers. 
in one sense it represents a high-tech return to the idea of the 
medieval craft guilds...What matters most with this model is 
the proximity of those with similar attitudes and ideas to share.”    
(Myerson & ross, 2006: 74)
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Figure 6.12: collaboration which occurs when the activity factors 
are combined with the formality factors. (author, 2012)

Figure 6.13: collaboration which occurs when the communication 
factors are combined with the formality factors. (author, 2012)

Figure 6.11: Diagrammatic sketch to explain the theoretical concept of collaboration between the user groups 
and the public in the exhibition space. (author, 2012)

Des ign approach:  spaces Fac i l i ta t ing col laborat ion :
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Des ign approach:  spacia l  D i f fe rent ia t ion :

The DiFFerenT roLes oF The spaces WiTh 
regarDs To The ceLebraTion oF TexTiLes:  

of the various spatial typologies existing within the interior intervention, 
it is important to differentiate between the role of the spaces, due to the 
unique design problem established in chapter 4. This design problem 
is the predicament of designing a facility for the celebration of textiles, 
through the celebration of textiles.      
         
The exhibition space, which celebrates textiles by exhibiting them, 
should become a neutral background for the textiles. The textile sam-
ple pods, which celebrate textiles by showcasing them, should also act 
as a neutral background for the textiles. The interior architecture of the 
workshops, which celebrates textiles through the production of textiles, 
should also not visually interfere or compete with the textiles being 
produced.          
       
The rooftop lounge and the walkways over the multivolume exhibition 
space do not act as backgrounds for textiles and can therefore cel-
ebrate textiles by becoming textile-like. in these spaces other materials 
which are not textile-related are translated and manipulated to become 
textile-like. To create a space which becomes textile-like, the second 
and fifth methods of translating textiles into interior architecture are the 
most important. These are the methods of translating the structure 
or unique qualities of textiles into the interior architecture. The design 
execution and technical investigation of both a space which acts as a 
background and spaces which is textile-like will be presented in chapter 
7.           
         
Actual textiles will not only be exhibited, but also used for functional re-
quirements within spaces, especially to solve the issues with regards to 
the architectural proposal, identified through the site analysis in chapter 
2. The design execution and technical investigation on the use of actual 
textiles for both exterior and interior applications will be presented in 
chapter 7.

spaces as 
celebration

spaces as 
background

Figure 6.14: Diagrammatic sketch to explain the difference between the spaces within the interior intervention. 
(author, 2012)
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conclus ion :

by elaborating on all the conceptual intentions, responses, design 
problems and theoretical investigations, a design-basis is created. 
The importance of this chapter is the explanation of how spaces are 
woven into the architectural proposal and why. The significance of 
this chapter is also to explain the positioning of the spaces according 
to various conceptual approaches. The following chapter presents the 
final product as a synthesis of the aspects discussed in the previous 
chapters. 

 
 
 



D e s i g n  e x e c u t i o n  a n D  t e c h n i c a l  i n v e s t i g a t i o n : 

the execution of the design, together with the technical investiga-
tion is explained in this chapter. the explanation of the design and 
technical investigation is narrated according to the spacial progres-
sion of the interior intervention. the narrative starts with the experience 
of approaching the building, progression into the exhibition space, 
the workshops, the textile sampling pods and lastly onto the roof 
space. the important design elements within the spaces are elabo-
rated upon, according to the following aspects:    
         
- the intention of the design.      
- the inspiration for the design.     
- the method of translating textiles.     
- the design development and iterative processes.   
- the design execution and technical resolution.   
- the significance of the selected materials.    
         
the plans and sections showing the interior intervention are included 
in this chapter, as well as comparative images between the design as 
it has been received from the architect and the design of the interior 
intervention. the plans and sections presented in this chapter can be 
comparred with the plans and sections of the architectural proposal 
presented in appendix D. the chapter concludes with stating that the 
previously stated design question has been answered and the hypo-                                                                         
thesis is valid.   
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Figure 7.1: 
section B-B. 
not to scale. 
(author, 2012)
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Figure 7.2: 
section c-c. 
not to scale. 
(author, 2012)
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Figure 7.3: section a-a, not to scale. (author, 2012)
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Figure 7.4: ground floor plan. not to scale. (author, 2012)
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Figure 7.5: First floor plan. not to scale. (author, 2012)
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Figure 7.6: second floor plan. not to scale. (author, 2012)
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Figure 7.7: third floor plan. not to scale. (author, 2012)
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Figure 7.8: Fourth floor plan. not to scale. (author, 2012)
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the arch i tectura l  proposal :

Figure 7.9: perspective showing the interior spaces prior to intervention. (author, 2012)
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Figure 7.10: perspective showing the interior spaces after intervention. (author, 2012)

the in ter ior  in tervent ion :
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Figure 7.9 and Figure 7.10 show two perspective views into the building 
as a comparative analysis of the building before and after the interior 
intervention. the first perspective shows the architectural proposal, 
untouched by the proposed interior intervention. the second perspec-
tive shows the architectural proposal with the interior intervention.  
         
the spaces within the interior intervention are positioned according 
to a specific order. Vertical circulation now takes place within the 
exhibition space, to allow a more diverse spatial experience of the 
exhibition within this multivolume space. this also allows the every-
day users to experience and interact with the textile exhibition dur-
ing vertical circulation through the building. the Wc’s on the ground 
floor has been relocated in closer vicinity to the fashion show space. 
this allows the single volume extension of the exhibition space to be 
directly adjacent to the entrance. By merging the staircase with the ex-
hibition space the WC’s on the upper storeys can be positioned closer 
to the entrance, which provides a larger area for the exhibition space. 
the triple volume space proposed by the architect of the building has 
been extended through to the rooftop, in order to link the rooftop 
space with the exhibition space. this extension increases the scale 
and volume of the exhibition space, which allow for the exhibition of 
long, flowing textiles. It also creates a dramatic effect which contrib-
utes to a multiplicity of spatial experience. the workshop spaces are 
linked throughout with a multivolume void which is torn away from the 
exhibition space in order to insure a clear distinction between these 
spaces. a portion of this multivolume tear also functions as the shaft 
for the glazed lift.       
         
Figures 7.11 and 7.12 is a comparison of the western façade prior to in-
tervention and after intervention is also shown. these views are similar 
to that which one will see as one approaches  the building. this com-
parison shows how the solar screens have been improved. the solar 
screens also indicate the position of the interior intervention within the 
architectural proposal. 

compaRison BetWeen the 
aRchitectuRal pRoposal anD 

the inteRioR inteRvention:

Figure 7.11: perspective showing the western façade prior to intervention. (author, 2012)

compar ison :
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appRoaching the inteRvention:

as one approaches the architectural proposal in which the interior in-
tervention, WaRp + WeFt  is woven into, an awareness of textiles is 
already stimulated as shown in Figure 7.12. this awareness is created 
through the solar screens on the façades, which act as a protective 
secondary skin to the building. a textile awareness is also established 
through a glimpse of the dyed and printed textiles drying on the roof.   
     
         
         
         
the textile solar screens on the western ground floor façade act as 
branding and signage elements to the people approaching and pass-
ing by the building. a transition between the exterior and the interior is 
established through the screens, considering that from either the inside 
or outside one perceive glimpses of the other side. these screens are 
an exterior extension of the interior textile exhibition. the solar screens 
work together with the adaptable canvas skins on the pods, proposed 
by the architect, to act as branding elements. Both the screens and the 
pods can be used for advertising and marketing purposes as explained 
in chapter 2. in a similar manner that the canvas skins on the pods 
portray the activities and interests of the clothing and consumer sci-
ence Department, the solar screens portray the activities and interests 
of the textile making guild, WaRp + WeFt.     
         
 
the textile screens on the pods act as clues to the celebration of tradi-
tional african textiles occurring within the building. this is because the 
screens to the pods are another example of textiles being used for 
a solar screen. While blocking undesired western sun, soft southern 
light is allowed to enter the pods through the openings of the screens.  
         
the screens which extend from the walkways are constructed to re-
semble a textile hanging from the façade and to convey the abilities 
of textiles. therefore these screens also act as clues to the activities 
within the intervention. the screens unravel towards the bottom to 
translate the roughness, irregularity and flaws of traditional african 
handmade textiles.       

exteRioR solaR scReens:

the in ter ior  in tervent ion :

Figure 7.12: perspective showing the western façade after intervention. (author, 2012)
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Figure 7.13: perspectives showing the versatility of the exhibition space. (author, 2012)

the in ter ior  in tervent ion :
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the in ter ior  in tervent ion :

the textile exhiBition space:

the exhibition space (Figure 7.15) is a multivolume, vertical 
space in which textiles are suspended on a steel wire rope grid. 
a staircase circulates around the suspended textiles, all the way 
to the rooftop space. the staircase allows one to perceive the 
exhibition from different levels and angles. this notion is espe-
cially important, considering that the textiles will not be exhib-
ited in a conventional manner, but in different unconventional 
configurations as shown in Figure 7.13. the landings of the 
staircase is designed to allow the viewers to linger on a specific 
level, sit down or touch the textiles within reach. For visitors who 
are not able to use the staircase, a glass lift is provided. the 
glass lift is carefully positioned to enable a good view into the 
textile making workshops as well as into the exhibition space.   

as one ascends up the staircase, not only is the exhibited tex-
tiles perceived, but also the whole textile making processes 
through the views into the adjacent workshops spaces, as 
shown in Figure 7.16. at the bottom of the vertical exhibition 
space, located underneath the exhibition grid are soft seats 
which resemble giant mattresses. the function of these seats 
is to allow the viewers to observe the suspended textiles from 
an unconventional angle. this encourages visitors to relax and 
linger in the exhibition space and soak up the entire experience. 
these seating elements are examples of the interior applica-
tion of textiles to enhance the textile experience. these seating 
elements also function as acoustic absorbents in the exhibition 
space.    
        
the walkways, which stretch across the multivolume exhibition 
space, provide the ideal opportunity to express the notion of a 
building element becoming textile-like. these walkway struc-
tures are similar in construction to the exterior solar screens 
which are extensions of the walkway structures. 

as one enters the textile exhibition space, the interior celebra-
tion of african textiles is experienced through the textiles being 
exhibited, the textiles being produced and through the elements 
in the spaces which are textile-like (as shown in Figure 7.14).
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Figure 7.14: perspective showing the entrance into the exhibition space. (author, 2012)

the in ter ior  in tervent ion :

 
 
 



| 143 |chapter 7

Figure 7.15: perspective showing the walkways over the exhibition space. (author, 2012)

the in ter ior  in tervent ion :
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Figure 7.16: perspective showing the view into the workshops. (author, 2012)

the in ter ior  in tervent ion :
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Figure 7.17: perspective showing the rooftop textile dyeing space. (author, 2012)

the in ter ior  in tervent ion :
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the WoRkshop spaces-                
inteRaction With actual textiles:

the RooFtop extension:

the textile sampling poDs:

Figure 7.18: contrast 
between background 
colour selection and the 
textiles. (author, 2012)

the general impression of the interior environment is a neutral en-
vironment which is accentuated by the textiles being made or ex-
hibited and through the textile-like spatial elements (as shown in 
Figure 7.18). the interior intervention can be distinguished from the 
architectural proposal through the use of texture. as stated in chap-
ter 2, the building is monotonous in texture, making use of mostly 
cold, flat, smooth surfaces. the interior intervention is rich with tex-
ture and colour provided by the textiles being produced, exhibited 
or used as a construction material. the elements which are textile-
like, also introduce texture and softness through the manipulation 
of conventional hard and smooth materials.     
         

the important spaces and elements within the spaces are further 
presented as detail design explorations and technical investiga-
tions. these important spaces and elements are: the dyeing sta-
tions; the workshops; the western solar screens as an extension of 
the walkways; the western ground floor textile solar screens; the 
walkway structure; the exhibition grid; the staircase and the work-
shop workstations.

the inteRioR inteRvention in geneRal- 
mateRial selection:

the in ter ior  in tervent ion :

the floor slabs are 200mm 20mpa cast in situ concrete with a 
Flowshield lxp self levelling polyurethane resin coating. this coat-
ing is chose for its resistance to acid (Flowcrete, 2011). acid resist-
ance is necessary for the possibility of acid dye being spilled on the 
floors. the vertical partitions are facebrick, drywalls or frameless 
glass. the glazing to the exterior is smartglass solar vue laminated 
coated safety glass. solar vue have the ability to reduce glare, to 
allow high natural light transition and simultaneously  provide so-
lar control and uv protection (pg glass, 2012). uv protection is 
necessary for the protection of the exhibited textiles.   

in the workshops, which can be viewed from the exhibition space (Figure 
7.16), the hand production of textiles is celebrated. as one ascends through 
the exhibition space, the textile making process (from spinning and weaving 
to embellishing as well as printing and dyeing) is perceived through the large 
frameless glass partitions. all the workshops are similar with regards to spatial 
layout, the floor finishes, ceiling design, lockers and hand wash basins. the 
differentiation in the workshops occurs only with the equipment and the vari-
ous storage units. the similarity is necessary so that the workshops can easily 
host another or new textile making programme in the future. For example, 
the weaving workshop can easily become a 3D printing workshop in future; 
only the equipment and specialized storage facilities need to be changed or re-
moved. the ceilings in the workshops are constructed from engineered strand-
woven bamboo fins which host the lighting, power supply and the acoustic 
absorption.  

When one reaches the apex of the staircase in the textile exhibition space, 
one steps out onto the roof space as shown in Figure 7.17. this roof space is 
designed to be the climax of the textile exhibition. the roof space consists of a 
covered lounge and an open-air textile dyeing and drying space. the aim of 
this extension of the exhibition is to create an opportunity for the textile makers 
and the exhibition viewers to engage. it also creates a tranquil space of repose 
where a viewer can enjoy the view over hatfield and reflect on the exhibition, 
before descending through the exhibition space. 

the textile sampling pods are simple functional spaces which showcase 
samples of conventional textiles and textiles produced at Warp + Weft.  the 
sampling pods serve as inspiration and sources of information for both the 
use of the fashion design students and the textile makers. the pods’ interior 
is finished with steam bent plywood cladding as proposed and specified by 
the architect (stegmann, 2008: 128). the textile samples are suspended from 
simple steel rails with lighting incorporated in the rail construction, likewise to 
the storage units in the textile making spaces.

 
 
 



| 147 |chapter 7

concRete WoRk suRFace 
anD gas Bottle stoRage

gas stove 
concRete WoRk suRFace
concRete Rinsing Basin

concRete DRainage tRough

Figure 7.20:  inspirational 
photograph. (author, 2012)

Figure 7.21:  concept sketch of 
the dyeing station. (author, 2012)

Figure 7.19: perspective of the dyeing station showing the trough with the dye water. (author, 2012)

the covered lounge space is screened by a woven brick wall on the 
eastern side and a “living textile” screen on the western side. Figure 7.17 
shows this space. the woven brick wall is an example of a stereotomic 
material which, in its conventional use in construction, does not have the 
characteristics of textiles. however, by manipulating it in order to resem-
ble a woven textile, the brick screen becomes textile-like. this brick wall 
has a rhythm, translucency and porosity similar to a woven textile. it rep-
resents the translation of the unique characteristics of textiles into inte-
rior architecture. the living textile screen is an interpretation of the warp 
and weft structure of a textile as shown in Figure 7.17. the structure on 
which the plant climbs is compared to the warp yarns of a textile which 
provides the structural base of the textile. the plants are compared to the 
weft yarns, which are the infill yarns. the furniture in the lounge is chosen 
due to the fact that their structure resembles the parallel yarns interlink-
ing on a loom (Figure 7.17). this is an example of a metaphoric transla-
tion of textiles into interior architecture.       
         
the drying and dying space of the textiles is the climax of the celebration 
of the textile making process, as shown in Figure 7.17. the textile drying 
space is very dynamic due to the steam rising from the dyeing pots on the 
gas stoves, the swaying of the drying textiles in the wind and the coloured 
water running in the shallow trough, staining the concrete as it flows. the 
conceptual drawing in Figure 7.21 shows how the concrete will stain. 

structure

metaphor

the Roof top space:

the Design intention:

the textile inspiRation:

the Design execution:

the intention of the rooftop space is to celebrate the dyeing and drying 
processes. the rooftop lounge provides possibilities to further explore the 
translation of textiles into architecture through materials which, in their 
conventional use, do not have the characteristics of a textile. 

the inspiration for the dyeing stations is the flow of the dye pigment on 
a textile as shown in Figure 7.20. this notion is celebrated by allowing the 
concrete to be stained by the dye. the dye water also flows in a trough 
before running down the down pipes to express the flowing and merging 
of colours. 
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the Design intention:

the Design execution:

the textile making workshops are designed to be functional spaces, not 
expressing textiles, but functionally supporting the production of hand-
made contemporary african textiles. 

Productive spaces and storage spaces are incorporated into the work-
shops. the storage spaces function as the in- and out-boxes of the work-
shops, where produced textiles and yarns can easily be collected by textile 
makers from the workshops above or below.      
        
the combination of storage units in the workshops differ according to the 
processes in the workshops. in general, the storage units consist of units to 
hang finished and half finished textiles on as well as different units to store 
different thicknesses of yarn in. units with magnetic strips onto which the 
tins with embellishing material are placed are also supplied. Shelves are 
provided to store boxes containing all other miscellaneous materials and 
equipment such as dyes, mordants, safety equipment and raw material. 
Boxes on wheels are provided in the spinning and weaving workshops, 
to store raw material while working. some of the workshops are also 
equipped with light tables. the storage units are designed as suspended 
elements bolted to the floor and ceiling, to resemble the tensile character 
of the exhibition grid and to be easily removable or replaceable.   
         
included with the productive spaces are the pods on the northern façades 
of the workshops. these pods are used for the planning, preparation, up-
cycling and downcycling activities. in the spinning workshop, reclaimed 
knitted garments are downcycled by unravelling the garment to retrieve the 
usable yarns. For the weaving process, old garments and reclaimed mate-
rial are torn and cut into strips to weave with. the upcycling process in the 
embellishing workshop includes the production of embellishments from 
waste material, such as beads made from paper. In the dyeing and printing 
workshops, reclaimed material such as wooden blocks or plastic sheets are 
upcycled to become stamps and stencils to print the textiles with.    
          
Actual textiles or textile-like elements are not used in the workshops. this 
is to avoid visual confusion between the textiles being part of the interior 
architecture and the textiles being produced. 

the text i le  making Workshops :
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Figure 7.22:  explosion of the workshop spaces indicating the storage facilities. (author, 2012)
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the Western  text i le - l i ke  solar  screen : 

textile inspiRation:

iteRative pRocess:

investigation 1: long square 
elements. construction not result-
ing in desired softness. 

investigation 2: short square elements. 
construction not resulting in desired irregular 
movement. 

investigation 3: short round elements. problem-
atic construction- difficulty in fixing round members 
to the rectangular support at various angles. 

investigation 4: short round elements. 
construction solved: Rotating pipe con-
struction.

Design execution:

Figure 7.25: perspectives and colour palette 
of the textile-like solar screen. (author, 2012)

Figure 7.23: inspirational photos of textiles. (author, 2012)

Figure 7.24: iteration of the textile-like solar screen. (author, 2012)
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the Western  text i le - l i ke  solar  screen : 

structural translation

unique abilities.

the Design intention:

the textile inspiRation:
the mateRial selection:

the Design execution:

the intention of the western textile-like solar screen is to provide solar 
protection for the textile exhibition space throughout the year. (Refer to 
Figure 7.27.) the screen, which is an extension of the walkway struc-
tures, provides an opportunity to create an element which resembles 
the appearance and characteristics of textiles, because it is not visu-
ally interfering with the textiles being exhibited or being produced.

textiles’ ability to screen sun is the main inspiration; therefore the aspira-
tion is to create a screen which resembles a giant textile hanging from 
the building. Figure 7.23 shows the images of the inspirational textiles. 
this is an example of translating the structure of textiles into interior 
architecture. similarly to a textile, the screen is a functioning whole; 
constructed from many individual parts. as a conceptual exploration, 
pieces of textiles were glued onto the working model (Figure 7.23), to 
inform the design. the screen is further inspired by the ability of textiles 
to flow, ripple, be porous, be soft and to unravel. the unravelling is 
specifically referring to the irregularity of traditional african textiles. the 
elements within this structure are manipulated according to a rhythm 
which can be compared to the rhythm in a plain weave as shown in 
table 2 of appendix B. 

the design developed through an iterative process as indicated in Fig-
ure 7.24. initially, the design was executed through long square mem-
bers, but this construction method was not viable and the screen did 
not represent the desired softness. after studying the design for the uk 
pavilion by thomas heatherwick, presented in chapter 5, the members 
were shortened to create a softer effect. the construction method was 
also changed in an attempt to make the construction more viable. the 
result of these two changes was better, but still did not convey the de-
sired softness. the members in the screen were then changed from 
square to round, which conveyed the desired softness. Round mem-
bers are also more representative of the fibers in a textile. however, the 
construction method was still problematic due to the fixing of round 
members to the rectangular support at different angles. the final design 

iteration then explored the use of a pipe construction for the support el-
ements and for the individual members. this construction method was 
the most viable and allowed for easy rotation of the elements into the 
various angles. Figure 7.28 shows the construction of the screens.   

Figure 7.26: perspective of the textile-like solar screen in context. (author, 2012)

according to the information presented by the ces edupack 2011 (ces 
edupack, 2011), a comparative table for possible material selections 
could be executed. considering the comparison presented in the ta-
ble, (table 7.1), powder coated steel hollow tubes are the most suit-
able option. the high maintenance factor for the timber options and 
the fact that the timber options do not have good weather resistance 
confirmed steel as the better option. although the initial cost for steel is 
slightly higher than for the timber options, the maintenance cost of steel 
is much lower. the extremely high cost of stainless steel reduced the 
options to galvanised and powder coated or painted steel. the monoto-
nous grey appearance of galvanized steel is undesirable and painting 
steel is too maintenance intensive therefore, powder coated steel is the 
most suitable material for the screens. the powdercoating colour pallet 
is presented in Figure 7.25 and the solar screen is showed in its context 
in Figure 7.26. 
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WinteR solstice:

summeR equinox:summeR solstice:

WinteR equinox:

Figure 7.27:  perspectives showing the ability of the solar textile-like screens to block the 
western sun. (author, 2012)

the Western  text i le - l i ke  solar  screen : 

Criteria: Shorea (Meranti 
Family): 

Pinus Elliotii / 
Taeda (SA Pine) 

Galvanised 
Steel Hollow 
Tubes 

Low Carbon 
(Mild) Steel 

Stainless Steel 

Quantity per unit 2x 32ø x 200mm  2x 32ø x 200mm  2x 34ø x 200mm 2x 34ø x 200mm 2x 34ø x 200mm 
Price R9.56 – R14.3 

ZAR/kg 
R4.78 - R9.56 
ZAR/kg 

R5.20 – R5.72 
ZAR/kg 

R4.67- R5.14 
ZAR/kg 
Higher if powder 
coated 

R36.30 – R39.90 
ZAR/kg 

Durability (rain 
water) 

Limited Limited Excellent Acceptable 
Excellent if 
powder coated 

Excellent 

Durability (UV 
radiation) 

Good Good Excellent Excellent Excellent 

Embodied energy 
(primary 
production) 

7.2 - 7.96 MJ/kg 7.2 - 7.96 MJ/kg 24.4 – 27 MJ/kg 29 - 35 MJ/kg 77.2 – 85.3 MJ/kg

CO₂ footprint 
(primary 
production) 

0.427 - 0.472 
kg/kg 

0.427 - 0.472 
kg/kg 

1.54 – 1.7 kg/kg 2.2 – 2.8 kg/kg 4.86 – 5.37 kg/kg 

Fine machining 
energy per (unit wt 
removed) 

8.41 – 9.3 MJ/kg 8.56 – 9.46 MJ/kg 4.28 – 4.73 MJ/kg 3.9 - 4.32 MJ/kg 2.61 – 2.89 MJ/kg

Fine machining 
CO₂ per (unit wt 
removed) 

0.631 – 0.697 
kg/kg 

0.642 – 
0.719kg/kg 

0.321 – 0.355 
kg/kg 

0.293 – 0.324 
kg/kg 

0.196 – 0.217 
kg/kg 

Recycle No No Yes Yes Yes 
Downcycle Yes Yes Yes Yes Yes 
Biodegrade Yes Yes No No No 
Renewable 
resource 

Yes Yes No No No 

Maintenance factor 
(1= low, 5= high) 

4- Need varnish 
every few years 

4- Need varnish 
every few years 

1- No repeated 
protection 
needed 

2- Additional 
once-off 
protection 
against water 
needed. (Powder 
coating) 

1- No repeated 
protection 
needed 

Maintenance cost Very High Very High Very Low Low- (Once- off) Very Low 
Desired colour/ 
texture/ 
psychological 
warmth 

Yes Yes No No  
Yes –if powder 
coated. 

No 

      
 

 

 

Table 7.1: material comparison for textile-like solar screen. (author, 2012)
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Figure 7.28: Detail drawing of the textile-like solar screen. not to scale. (author, 2012)

DETAIL: C_ SECTION
WALKWAY AND CEILING STRUCTURE
SCALE 1:10

80mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO FURNITURE
BOARD.WITH VERTICAL CORE CONSTRUCTION  FROM
BAMBOOLANDS. tOP EDGES OF MEMBER TO BE ROUNDED WITH A
15mm RADIUS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

250mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO
FURNITURE BOARD (WITH VERTICAL CORE CONSTRUCTION)  FROM
BAMBOOLANDS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

10mm TOUGHENED LOW CARBON SAFETY GLASS

10 X 20 X 1,5mm ALUMINIUM ANGLE FIXED WITH 3mmØ X 12mm
WOOD SCREW

GLASS PLANE FIXED IN ANGLE WITH CLEAR SILICON

75 X 40 X 3mm MILD STEEL COLD FORMED ANGLE. POWDER
COATED WITH DULUX COLOUR "NIGHT JEWELS." ANGLE FIXED
WITH 3mmØ X 12mm WOOD CREWS

LED STRIP LIGHT FROM RADIANT LIGHTING. PRODUCT CODE: LN201

1900MM X 190MM X 14MM VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED)

32 X 32mm MERANTI TIMBER SQUARE PROFILE MEMBERS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

UNIVERSAL STEEL I- BEAM AS PER ARCHITECT'S
SPEC'S

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.
100 X 100 X 5mm (50mm LENGTHS) GALVANIZED MILD STEEL ANGLE
228 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

RECYCLED DENIM ACOUSTIC ABSORPTION PANELS
50 X 50 X 5mm (50mm LENGTH) GALVANIZED MILD STEEL
ANGLES. FIXED TO TIMBER WITH 5mmØ X 60mm WOOD SCREWS
AND M6 BOLTS.

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

DETAIL B

CONNECTOR: TWO 50 X 50 X 5mm HOT ROLLED  STEEL ANGLES
POSITIONED BACK TO BACK WITH A 60 X 50 X 6mm STEEL PLATE
FIXED BETWEEN THE ANGLES WITH M6 BOLTS. ANGLES ARE FIXED
TO TIMBER BEAM WITH 4mmØ X 20mm WOOD SCREWS. REFER TO
EXPLODED ASSEMBLY MODEL.

50 X 50 X 5mm (225mm LENGTH) GALVANIZED MILD STEEL ANGLES.
FIXED TO TIMBER WITH 4mm WOOD SCREWS.

CHAMFERED EDGES

"THE STRIP" STRIPLIGHT FROM SPAZIO WITH LED T8 SubstiTUBE lamp
FROM OSRAM

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

12mm X 200mm MDF SPACER. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

32Ø X 3mm  MILD STEEL
PLATE WELDED TO STEEL
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL CONNECTION
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH"..

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE
TUBE. FINISH: POWDER
COATED IN DULUX COLOUR
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL BASE TUBE.
FINISH: POWDER COATED
IN DULUX "CARAMEL
BLUSH"..

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

4mmØ BOLT, NUT AND
WASHER

32Ø X 3mm  MILD STEEL PLATE
WELDED TO STEEL TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH"..

32Ø X 2mm MILD STEEL HOLLOW
TUBE WELDED TO STEEL
CONNECTION TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

DETAIL: A_ SECTION
SOLAR SCREEN CONNECTION
SCALE 1:2

DETAIL: A_ ELEVATION
SOLAR SCREEN CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION
BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

4mmØ BOLT, NUT AND
WASHER

DETAIL: B_ SECTION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH:

60 X 32 X 6mm MILD STEEL
PLATE WELDED ONTO THE
CONNECTION TUBE.

4mmØ COUNTERSUNK
BOLTS, NUTS AND WASHERS

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

DETAIL: B_ ELEVATION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

the Western  text i le - l i ke  solar  screen : 
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textile inspiRation:

Figure 7.29: Design development of the walkway structure. (author, 2012)

investigation 3: short round  
elements. Difficulty in fixing.   
    

investigation 1: long square 
elements. construction not result-
ing in desired softness. 

investigation 2: short square 
elements. construction not resulting 
in desired opening of the structure. 

investigation 2: photos of  
textiles with openings in the 
structure. 

investigation 4: short round ele-
ments. Rotating pipe construction.

the Walkway st ructures : 

Design execution:

iteRative pRocess:

Figure 7.30: perspective of the walkway structure. (author, 2012)

Figure 7.31: inspirational photographs. 
author, 2012)
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the Walkway st ructures : 

structural translation

unique abilities.

powder coated steel cannot be used for the walkway structure as it 
has been used for the previously described screens. a material such as 
timber, which creates psychological warmth, is needed in the interior 
environment to contrast the hard, cold, smooth and monotone materi-
als of the architectural proposal. the choice of timber is limited to the 
available S.A. Pine and Meranti members. Meranti is the better option, 
because it is a harder wood than s.a. pine. the timber is protected with 
clear gRipseal wood sealant, due to its environmental responsibility 
(gRipseal, 2012). the floor boards are constructed from engineered 
strandwoven bamboo floor boards. Bamboo is a suitable material, due 
to the material’s environmental responsibility (Bamboolands, 2012).

the Design intention:

the textile inspiRation:

the mateRial selection:

the Design execution:

the intention of the walkway structures is to provide an alternative to 
the problematic steel “vastrap” walkways proposed by the architect. 
the walkway structures should also include acoustic absorption for the 
textile exhibition space.

similarly to the previously discussed screen structure, the walkway 
structure consists of many small elements which acts together as a 
whole. this is an example of translating the structure of textiles into 
interior architecture. the walkway structure is also inspired by the abi-
lity of textiles to flow, ripple, be porous, be soft and to be pulled open. 
the imitation of the ability of textiles to be pulled open (Figure 7.31) is 
very important, because it allows for the lighting in the structure to shine 
through. the elements within this structure are manipulated according 
to a rhythm which can be compared to the rhythm in a plain weave 
which is shown in table 2 of appendix B.  

the design developed through an iterative process similar to the itera-
tive process of the previously described screens. the shorter pipe con-
struction was also the most appropriate design. the walkway structure 
hosts recycled denim acoustic absorptive sheets, as shown in Figure 
7.33 (sound away, 2012).     

textile-like ceiling 
FRom ciRculaR meRanti 
poles 

sa pine Beams: to Fix 
ceiling stRuctuRe to 
anD suppoRt acoustic 
aBsoRption

RecYcleD Denim 
acoustic aBsoRption

sa pine Beams to 
suppoRt FlooR 
BoaRDs

BamBoo FlooR 
BoaRDs 

meRanti squaRe 
memBeRs to visuallY 
connect BalustRaDe 
anD ceiling

steel c-channel to 
cReate shaDoW line

glass BalustRaDe
BamBoo hanDRail

Figure 7.32: explosion of the walkway structure.  (author, 2012)

Figure 7.33: Recycled denim acoustic 
absorption. (sound away, 2012)
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Figure 7.34: Detail drawing of the walkway structure. not to scale. (author, 2012)

DETAIL: C_ SECTION
WALKWAY AND CEILING STRUCTURE
SCALE 1:10

80mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO FURNITURE
BOARD.WITH VERTICAL CORE CONSTRUCTION  FROM
BAMBOOLANDS. tOP EDGES OF MEMBER TO BE ROUNDED WITH A
15mm RADIUS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

250mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO
FURNITURE BOARD (WITH VERTICAL CORE CONSTRUCTION)  FROM
BAMBOOLANDS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

10mm TOUGHENED LOW CARBON SAFETY GLASS

10 X 20 X 1,5mm ALUMINIUM ANGLE FIXED WITH 3mmØ X 12mm
WOOD SCREW

GLASS PLANE FIXED IN ANGLE WITH CLEAR SILICON

75 X 40 X 3mm MILD STEEL COLD FORMED ANGLE. POWDER
COATED WITH DULUX COLOUR "NIGHT JEWELS." ANGLE FIXED
WITH 3mmØ X 12mm WOOD CREWS

LED STRIP LIGHT FROM RADIANT LIGHTING. PRODUCT CODE: LN201

1900MM X 190MM X 14MM VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED)

32 X 32mm MERANTI TIMBER SQUARE PROFILE MEMBERS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

UNIVERSAL STEEL I- BEAM AS PER ARCHITECT'S
SPEC'S

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.
100 X 100 X 5mm (50mm LENGTHS) GALVANIZED MILD STEEL ANGLE
228 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

RECYCLED DENIM ACOUSTIC ABSORPTION PANELS
50 X 50 X 5mm (50mm LENGTH) GALVANIZED MILD STEEL
ANGLES. FIXED TO TIMBER WITH 5mmØ X 60mm WOOD SCREWS
AND M6 BOLTS.

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

DETAIL B

CONNECTOR: TWO 50 X 50 X 5mm HOT ROLLED  STEEL ANGLES
POSITIONED BACK TO BACK WITH A 60 X 50 X 6mm STEEL PLATE
FIXED BETWEEN THE ANGLES WITH M6 BOLTS. ANGLES ARE FIXED
TO TIMBER BEAM WITH 4mmØ X 20mm WOOD SCREWS. REFER TO
EXPLODED ASSEMBLY MODEL.

50 X 50 X 5mm (225mm LENGTH) GALVANIZED MILD STEEL ANGLES.
FIXED TO TIMBER WITH 4mm WOOD SCREWS.

CHAMFERED EDGES

"THE STRIP" STRIPLIGHT FROM SPAZIO WITH LED T8 SubstiTUBE lamp
FROM OSRAM

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

12mm X 200mm MDF SPACER. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

32Ø X 3mm  MILD STEEL
PLATE WELDED TO STEEL
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL CONNECTION
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH"..

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE
TUBE. FINISH: POWDER
COATED IN DULUX COLOUR
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL BASE TUBE.
FINISH: POWDER COATED
IN DULUX "CARAMEL
BLUSH"..

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

4mmØ BOLT, NUT AND
WASHER

32Ø X 3mm  MILD STEEL PLATE
WELDED TO STEEL TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH"..

32Ø X 2mm MILD STEEL HOLLOW
TUBE WELDED TO STEEL
CONNECTION TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

DETAIL: A_ SECTION
SOLAR SCREEN CONNECTION
SCALE 1:2

DETAIL: A_ ELEVATION
SOLAR SCREEN CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION
BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

4mmØ BOLT, NUT AND
WASHER

DETAIL: B_ SECTION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH:

60 X 32 X 6mm MILD STEEL
PLATE WELDED ONTO THE
CONNECTION TUBE.

4mmØ COUNTERSUNK
BOLTS, NUTS AND WASHERS

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

DETAIL: B_ ELEVATION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

the Walkway st ructures : 
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Figure 7.35: Detail drawing of the walkway structure detail. not to scale. (author, 2012)

the Walkway st ructures : 

DETAIL: C_ SECTION
WALKWAY AND CEILING STRUCTURE
SCALE 1:10

80mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO FURNITURE
BOARD.WITH VERTICAL CORE CONSTRUCTION  FROM
BAMBOOLANDS. tOP EDGES OF MEMBER TO BE ROUNDED WITH A
15mm RADIUS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

250mm X 40mm ENGINEERED STRANDWOVEN  BAMBOO
FURNITURE BOARD (WITH VERTICAL CORE CONSTRUCTION)  FROM
BAMBOOLANDS. FINISH: CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

10mm TOUGHENED LOW CARBON SAFETY GLASS

10 X 20 X 1,5mm ALUMINIUM ANGLE FIXED WITH 3mmØ X 12mm
WOOD SCREW

GLASS PLANE FIXED IN ANGLE WITH CLEAR SILICON

75 X 40 X 3mm MILD STEEL COLD FORMED ANGLE. POWDER
COATED WITH DULUX COLOUR "NIGHT JEWELS." ANGLE FIXED
WITH 3mmØ X 12mm WOOD CREWS

LED STRIP LIGHT FROM RADIANT LIGHTING. PRODUCT CODE: LN201

1900MM X 190MM X 14MM VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED)

32 X 32mm MERANTI TIMBER SQUARE PROFILE MEMBERS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

UNIVERSAL STEEL I- BEAM AS PER ARCHITECT'S
SPEC'S

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.
100 X 100 X 5mm (50mm LENGTHS) GALVANIZED MILD STEEL ANGLE
228 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

RECYCLED DENIM ACOUSTIC ABSORPTION PANELS
50 X 50 X 5mm (50mm LENGTH) GALVANIZED MILD STEEL
ANGLES. FIXED TO TIMBER WITH 5mmØ X 60mm WOOD SCREWS
AND M6 BOLTS.

152 X 76mm SA PINE BEAMS. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

DETAIL B

CONNECTOR: TWO 50 X 50 X 5mm HOT ROLLED  STEEL ANGLES
POSITIONED BACK TO BACK WITH A 60 X 50 X 6mm STEEL PLATE
FIXED BETWEEN THE ANGLES WITH M6 BOLTS. ANGLES ARE FIXED
TO TIMBER BEAM WITH 4mmØ X 20mm WOOD SCREWS. REFER TO
EXPLODED ASSEMBLY MODEL.

50 X 50 X 5mm (225mm LENGTH) GALVANIZED MILD STEEL ANGLES.
FIXED TO TIMBER WITH 4mm WOOD SCREWS.

CHAMFERED EDGES

"THE STRIP" STRIPLIGHT FROM SPAZIO WITH LED T8 SubstiTUBE lamp
FROM OSRAM

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

12mm X 200mm MDF SPACER. FINISH: CLEAR GRIPSEAL WOOD SEALANT.

M8 COUNTERSUNK BOLTS. RECESSES TO BE FILLED WITH WOOD
FILLER TO MATCH WOOD COLOUR.

32Ø X 3mm  MILD STEEL
PLATE WELDED TO STEEL
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL CONNECTION
TUBE. FINISH: POWDER
COATED IN DULUX
"CARAMEL BLUSH"..

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE
TUBE. FINISH: POWDER
COATED IN DULUX COLOUR
"CARAMEL BLUSH".

32Ø X 2mm MILD STEEL
HOLLOW TUBE WELDED
TO STEEL BASE TUBE.
FINISH: POWDER COATED
IN DULUX "CARAMEL
BLUSH"..

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

4mmØ BOLT, NUT AND
WASHER

32Ø X 3mm  MILD STEEL PLATE
WELDED TO STEEL TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH"..

32Ø X 2mm MILD STEEL HOLLOW
TUBE WELDED TO STEEL
CONNECTION TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR "CARAMEL
BLUSH".

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE. FINISH:
POWDER COATED IN DULUX
COLOUR "CARAMEL BLUSH".

DETAIL: A_ SECTION
SOLAR SCREEN CONNECTION
SCALE 1:2

DETAIL: A_ ELEVATION
SOLAR SCREEN CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION
BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

4mmØ BOLT, NUT AND
WASHER

DETAIL: B_ SECTION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH:

60 X 32 X 6mm MILD STEEL
PLATE WELDED ONTO THE
CONNECTION TUBE.

4mmØ COUNTERSUNK
BOLTS, NUTS AND WASHERS

CONNECTION TUBE: 60Ø X
3mm MILD STEEL  HOLLOW
TUBE SLID OVER BASE TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

BASE TUBE: 51Ø X 3mm MILD
STEEL HOLLOW TUBE.
FINISH: POWDER COATED IN
DULUX COLOUR AS
SPECIFIED IN 3D
VISUALIZATION

DETAIL: B_ ELEVATION
WALKWAY CEILING CONNECTION
SCALE 1:2

32Ø  MERANTI TIMBER
ROUND SECTIONS SECURED
WITH WOOD SCREW INTO
STEEL HOSTING TUBE.
FINISH: CLEAR GRIPSEAL
WOOD SEALANT.
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sa pine Beams: to Fix to ceil-
ing stRuctuRe anD suppoRt 
acoustic aBsoRption

 50 x 50 x 5mm (50mm 
length) galvaniZeD milD 
steel angles. FixeD to 
timBeR With 5mm x 60mm 
WooD scReWs anD m6 
Bolts. 

Base tuBe: 51 x 3mm milD 
steel holloW tuBe. Finish: 
poWDeR coateD in Dulux 
colouR “caRamel Blush”.

connection tuBe: 60  x 3mm 
milD steel  holloW tuBe sliD 
oveR Base tuBe. Finish: poW-
DeR coateD in Dulux colouR 
“caRamel Blush”. 

FixeD With 4mm 
counteRsunk Bolts.

60 x 32 x 6mm milD steel 
plate WelDeD onto the 
connection tuBe.Figure 7.36: explosion of the walkway assembly detail.  (author, 2012)

the Walkway st ructures : 
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Rotating element

hanD Woven textile

unique abilities.

actual textiles

Galvanized steel profiles are used for the framework. the textiles for 
the screens are a variety of textiles, depending on the specific purpose. 
Handmade textiles can be used for a short period, or if the UV resist-
ance of a handmade textile need to be tested. Batyline can be used if 
the screens are exposed to UV for a long period of time. Ripstop can-
vas can be used if a printed finish is desired. Refer to Figure 7.40. 

the Design intention:

the textile inspiRation:

the mateRial selection:

the Design execution:

the intention of the solar screens on the ground floor is to protect the 
interior from undesired western sun throughout the year, but still allow 
people in the public courtyard to view glimpses of the interior textile 
exhibition.  

the inspiration for these screens was the solar screening ability of wo-
ven textiles. the connection detail of the screens is inspired by the small 
holes often occurring on the side of textiles called the selvage.  another 
aspect of textiles, which influenced the design of the screens, is the fact 
that textiles do not stretch if it is cut parallel to the warp and weft yarns, 
but if it is cut diagonally to the warp and weft yarns, the textile has the 
ability to stretch. all of these inspirational aspects of textiles are exam-
ples of the translation of the unique abilities of textiles into interior ar-
chitecture.

the screens consist of a steel profile construction onto which textiles 
can be stretched by hooking the textile onto the steel frame. the upper 
part of the steel frame is rotatable which allows the fabric to be twisted 
into various angles and configurations. this adjustability of the screens 
is desirable in that it enables the screens to be used for different func-
tions. the screens can be used to test the performance of various tex-
tiles in the outdoor environment and as an exterior extension of the in-
terior exhibition. Printed canvas can be stretched onto the frame to act 
as advertisements for upcoming exhibitions and events. Information 
on the current textile exhibition can also be portrayed on the printed 
canvas. these screens provide an opportunity to utilize odd pieces of 
hand woven textiles and off-cuts from larger textiles.

ground F loor  text i le  so lar  screens : 

Rotating mechanism

Figure 7.37: explosion of textile solar screen. (author, 2012)

hanDmaDe textiles:

BatYline textile:

For texting uv resistance. 

oeko-tex® label (confidence in textiles – tested 
for non-toxic substances). Batyline is 100% 
recyclable. organise collection networks for 
composite materials at the end of their life. uv 
resistance, tear-resistant, good shape retention, 
easy to maintain (serge Ferrari, 2012).

Ripstop canvass:
printable    
tear resistance
uv resistant.

tempoRaRY/ testing:

long lasting:

poRtRaYing inFoRmation:

(Warchal, 2010). 

(serge Ferrari, 2012) 

(author, 2012). 
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textile inspiRation:

ground F loor  text i le  so lar  screens : 

Design execution:

conceptual Development:

Figure 7.38: inspirational photographs, conceptual exploration and 
perspective of the textile solar panels. (author, 2012)
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ground F loor  text i le  so lar  screens : 

Figure 7.39: Detail drawings of solar textile screen. scale 1:10. (author, 2012)
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ground F loor  text i le  so lar  screens : 

Figure 7.40: Detail drawings of rotation mechanism. scale 1:2. (author, 2012)

M6 GALVANIZED STEEL EYE
BOLTS USED FOR  PEGS

DETAIL: F_ SECTION
ROTATING MECHANISM
SCALE 1:2

100Ømm X 6mm CIRCULAR
GALVANIZED STEEL PLATE WITH
6mm HOLES DRILLED FOR THE
PEGS. WELDED TO BOTTOM
(ROTATABLE) STEEL C-CHANNEL

DETAIL: F_ PLAN
ROTATING MECHANISM
SCALE 1:2

20Ø X 25mm SOLID GALVANIZED
STEEL ROUND BAR  PROVIDED
WITH A 6mm SLID. ROUND BAR IS
WELDED TO THE TOP C-CHANNEL

100Ømm X 6mm GALVANIZED STEEL
PLATE WITH 6mm HOLES DRILLED
FOR THE PEGS. WELDED TO BOTTOM
(ROTATABLE) STEEL C- CHANNEL

M6 GALVANIZED STEEL EYE
BOLTS USED FOR  PEGS

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL.

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL.

40 X 15 X 6mm GALVANIZED STEEL
PLATE TO PRENET C-HANNEL
SLIPPING THROUHG THE SOLID
ROUND BAR. POSITIONED INTO THE
SLID IN THE SOLID ROUND BAR AND
WELDED TO THE SOLID ROUND BAR.

40 X 15 X 6mm GALVANIZED STEEL
PLATE TO PREVENT C-HANNEL
SLIPPING THROUGH THE SOLID
ROUND BAR. POSITIONED INTO THE
SLID IN THE SOLID ROUND BAR AND
WELDED TO THE SOLID ROUND BAR.

20Ømm SOLID GALVANIZED STEEL
ROUND BAR  PROVIDED WITH A 6mm
SLID. ROUND BAR IS WELDED TO THE
TOP C-CHANNEL

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL. .

*NOTE: ALL WELDING TO BE DONE
BEFORE HOT DIP GALVANIZING IS DONE.

DETAIL: D_ SECTION
GF TEXTILE SCREEN
SCALE 1:10

50 X 25 X 3mm GALVANIZED STEEL HOT
ROLLED C-CHANNEL.

M6 GALVANIZED STEEL
HOOK BOLTS

STURDY STAINLESS STEEL KEY RINGS

STAINLESS STEEL TEXTILE
EYELETS WITH 10mmØ OPENING

HAND WOVEN TEXTILE PRODUCED BY THE
WARP + WEFT  TEXTILE MAKERS. TEXTILE
TO BE CUT ON THE DIAGONAL TO CREATE
STRETCH. ALL EDGED OF THE TEXTILE TO
BE FINISHED WITH A 15mm SEAM, DOUBLE
STITCHED. TOP AND BOTTOM EDGED TO
BE FOLDED DOUBLE AND SECURED WITH
A DOUBLE STITCH.

DETAIL F

DETAIL: F_ SECTION
ROTATING MECHANISM
SCALE 1:2

100 X 50 X 6mm GALVANIZED STEEL HOT
ROLLED PARALLEL FLANGE C-CHANNEL.
FIXED TO H-COLUMN WITH M8 STAINLESS
STEEL BOLTS.

FRAME: 50 X 25 X 3mm GALVANIZED
STEEL HOT ROLLED C-CHANNEL. FIXED
WITH M8 BOLTS

ROTATING MECHANISM: REFER TO DETAIL F.

100 X 50 X 6mm GALVANIZED STEEL HOT
ROLLED C-CHANNEL. FIXED TO H-COLUMN
WITH M8 STAINLESS STEEL BOLTS.

165 X 305 mm I-BEAM AS SPECIFIED BY
ARCHITECT.

305 X 305mm H-COLOUMN AS PER
ARCHITECT'S SPECIFICATIONS

165 X 305mm I-BEAM AS PER ARCHITECT'S
SPECIFICATIONS

M6 GALVANIZED STEEL EYE
BOLTS USED FOR  PEGS

DETAIL: F_ SECTION
ROTATING MECHANISM
SCALE 1:2

100Ømm X 6mm CIRCULAR
GALVANIZED STEEL PLATE WITH
6mm HOLES DRILLED FOR THE
PEGS. WELDED TO BOTTOM
(ROTATABLE) STEEL C-CHANNEL

DETAIL: F_ PLAN
ROTATING MECHANISM
SCALE 1:2

20Ø X 25mm SOLID GALVANIZED
STEEL ROUND BAR  PROVIDED
WITH A 6mm SLID. ROUND BAR IS
WELDED TO THE TOP C-CHANNEL

100Ømm X 6mm GALVANIZED STEEL
PLATE WITH 6mm HOLES DRILLED
FOR THE PEGS. WELDED TO BOTTOM
(ROTATABLE) STEEL C- CHANNEL

M6 GALVANIZED STEEL EYE
BOLTS USED FOR  PEGS

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL.

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL.

40 X 15 X 6mm GALVANIZED STEEL
PLATE TO PRENET C-HANNEL
SLIPPING THROUHG THE SOLID
ROUND BAR. POSITIONED INTO THE
SLID IN THE SOLID ROUND BAR AND
WELDED TO THE SOLID ROUND BAR.

40 X 15 X 6mm GALVANIZED STEEL
PLATE TO PREVENT C-HANNEL
SLIPPING THROUGH THE SOLID
ROUND BAR. POSITIONED INTO THE
SLID IN THE SOLID ROUND BAR AND
WELDED TO THE SOLID ROUND BAR.

20Ømm SOLID GALVANIZED STEEL
ROUND BAR  PROVIDED WITH A 6mm
SLID. ROUND BAR IS WELDED TO THE
TOP C-CHANNEL

FRAME: 50 X 25 X 3mm
GALVANIZED STEEL HOT ROLLED
C-CHANNEL. .

*NOTE: ALL WELDING TO BE DONE
BEFORE HOT DIP GALVANIZING IS DONE.

DETAIL: D_ SECTION
GF TEXTILE SCREEN
SCALE 1:10

50 X 25 X 3mm GALVANIZED STEEL HOT
ROLLED C-CHANNEL.

M6 GALVANIZED STEEL
HOOK BOLTS

STURDY STAINLESS STEEL KEY RINGS

STAINLESS STEEL TEXTILE
EYELETS WITH 10mmØ OPENING

HAND WOVEN TEXTILE PRODUCED BY THE
WARP + WEFT  TEXTILE MAKERS. TEXTILE
TO BE CUT ON THE DIAGONAL TO CREATE
STRETCH. ALL EDGED OF THE TEXTILE TO
BE FINISHED WITH A 15mm SEAM, DOUBLE
STITCHED. TOP AND BOTTOM EDGED TO
BE FOLDED DOUBLE AND SECURED WITH
A DOUBLE STITCH.

DETAIL F

DETAIL: F_ SECTION
ROTATING MECHANISM
SCALE 1:2

100 X 50 X 6mm GALVANIZED STEEL HOT
ROLLED PARALLEL FLANGE C-CHANNEL.
FIXED TO H-COLUMN WITH M8 STAINLESS
STEEL BOLTS.

FRAME: 50 X 25 X 3mm GALVANIZED
STEEL HOT ROLLED C-CHANNEL. FIXED
WITH M8 BOLTS

ROTATING MECHANISM: REFER TO DETAIL F.

100 X 50 X 6mm GALVANIZED STEEL HOT
ROLLED C-CHANNEL. FIXED TO H-COLUMN
WITH M8 STAINLESS STEEL BOLTS.

165 X 305 mm I-BEAM AS SPECIFIED BY
ARCHITECT.

305 X 305mm H-COLOUMN AS PER
ARCHITECT'S SPECIFICATIONS

165 X 305mm I-BEAM AS PER ARCHITECT'S
SPECIFICATIONS
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Figure 7.41: Design exploration of the element on which the textiles are exhibited. (author, 2012)

conceptual Development:

textile inspiRation:

the exh ib i t ion gr id :

Figure 7.42: Inspirational photos. (author, 2011)
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Steel wire rope is an appropriate material choice, because it very simi-
lar to yarn in its construction and nature.

the Design intention:

the textile inspiRation:

the mateRial selection:

the Design execution:

the intention with the design of the exhibition grid is to provide an un-
obtrusive element onto which the textiles can be exhibited in as many 
different ways as possible. the design of the element should not visu-
ally compete with the textiles being exhibited.

the stretched warp yarns on a hand loom (Figure 7.42) inspired the no-
tion of using steel wire rope in tension, spaced according to a specific 
grid. the steel wire rope exhibition grid can therefore be compared to 
the warp yarns on a loom and the textiles interweaving the grid can be 
compared to the weft yarns interweaving the warp yarns. this is an 
example of the metaphoric translation of textiles into interior architec-
ture.

the design notion for the exhibition grid is to function similarly to hoist-
ing flags. the exhibition grid consists of a series of pulleys, steel wire 
rope cables and elements on the cables onto which the textiles are 
fastened.  the grid structure incorporates fans to create a dynamic ex-
hibition, expressing the movement of textiles. Spotlights, on a track, 
are provided to illuminate the textiles either from the back or from the 
front. the initial design only allowed textiles to be hanged vertically and 
straight and did not allow for the celebration for various hanging config-
urations. the grid structure allows the textiles to be fastened at multiple 
levels to allow interesting hanging configurations. Figure 7.41 shows 
the design development of the structure. the sizes of the grid structure 
are based on the common widths of a loom, which is 600mm, 900mm 
and 1200mm (van Rensburg, 2012).       
      

the exh ib i t ion gr id :

metaphor

Figure 7.43: the textile exhibition grid. (author, 2012)

 
 
 



| 165 |chapter 7

the exh ib i t ion gr id :

Figure 7.44: Detail drawings of the textile exhibition grid. scale 1:5. (author, 2012)

DETAIL: G1_ ELEVATION
EXHIBITION GRID AND CEILING CONNECTION
SCALE 1:5

DETAIL: G2_ ELEVATION
EXHIBITION GRID HANGER DETAIL
SCALE 1:5

DETAIL: G3_ ELEVATION
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G5_ SECTION
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G7_ SECTION
FIXING POLE DETAIL
SCALE 1:5

DETAIL: G6_ PLAN
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G4_ PLAN
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G8_PLAN
FIXING POLE DETAIL
SCALE 1:5

8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE.
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the exh ib i t ion gr id :

Figure 7.45: Detail drawings of the textile exhibition grid. scale 1:5.  (author, 2012)

DETAIL: G1_ ELEVATION
EXHIBITION GRID AND CEILING CONNECTION
SCALE 1:5

DETAIL: G2_ ELEVATION
EXHIBITION GRID HANGER DETAIL
SCALE 1:5

DETAIL: G3_ ELEVATION
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G5_ SECTION
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G7_ SECTION
FIXING POLE DETAIL
SCALE 1:5

DETAIL: G6_ PLAN
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G4_ PLAN
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G8_PLAN
FIXING POLE DETAIL
SCALE 1:5

8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE.
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EXHIBITION GRID AND CEILING CONNECTION
SCALE 1:5

DETAIL: G2_ ELEVATION
EXHIBITION GRID HANGER DETAIL
SCALE 1:5

DETAIL: G3_ ELEVATION
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G5_ SECTION
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G7_ SECTION
FIXING POLE DETAIL
SCALE 1:5

DETAIL: G6_ PLAN
INFORMATION POLE DETAIL
SCALE 1:5

DETAIL: G4_ PLAN
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

DETAIL: G8_PLAN
FIXING POLE DETAIL
SCALE 1:5

8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE. DETAIL: G3_ ELEVATION

EXHIBITION GRID STABILIZING
DETAIL
SCALE 1:5

DETAIL: G4_ PLAN
EXHIBITION GRID STABILIZING DETAIL
SCALE 1:5

5mmØ  STEEL WIRE ROPE
WITH CLEAR NYLON
COATING
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER. FINISH:
POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE (CUT
IN 160 SECTIONS). BOLTED TO
STEEL FRAMEWORK WITH M8
BOLTS. FINISH: POWDER
COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED
TO M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD
STEEL HOT ROLLED
RECTANGULAR HOLLOW TUBE
FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER
COATED IN DULUX "NIGHT
JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE
WITH CLEAR NYLON
COATING AND STANDARD
ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X
4.5mm MILD STEEL HOT
ROLLED ANGLE.
WELDED TO STEEL
FRAMEWORK. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

160mm X 65mm X 6.5,
10.4mm MILD STEEL HOT
ROLLED C-CHANNEL
FRAMEWORK. ALL
MEMBERS IN THE
FRAMEWORK ARE
WELDED TOGETHER.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS".

the exhib i t ion gr id :

Figure 7.46: Detail drawings of the textile exhibition grid. scale 1:5.  (author, 2012)
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8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE.

the exhib i t ion gr id :

Figure 7.47: Detail drawings of the textile exhibition grid. scale 1:5.  (author, 2012)
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8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE.
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8M  CHEMICAL ANCHOR
BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL BASE
WELDED TO HOLLOW ROUND TUBE.
FINISH:  POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLT.

5mmØ  STEEL WIRE ROPE WITH CLEAR
NYLON COATING

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".
100mmØ X 6mm  MILD
STEEL BASE PLATE.
WELDED TO ROUND
TUBE AND CRUCIFIX
COLUMN. FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

M8 EYELET BOLT.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

HOLES DRILLED IN BASE PLATE FOR
POWER CABLE TO PROTRUDE

LED STRIP LIGHT FROM RADIANT
LIGHTING. PRODUCT CODE: LN201
HOLES DRILLED IN BASE PLATE FOR
POWER CORD TO PROTRUDE

8M  CHEMICAL ANCHOR BOLT

100mmØ X 6mm  MILD STEEL BASE
PLATE.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

CRUCIFIX COLUMN  CONSTRUCTED
FROM 6mm MILD STEEL PLATES
WELDED TOGETHER.  FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

100mmØ X 6mm  MILD STEEL PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

64mmØ X 3mm  MILD STEEL HOLLOW
ROUND TUBE WELDED TO CIRCULAR
PLATES.  FINISH:  POWDER COATED IN
DULUX "NIGHT JEWELS".

UNDERNEATH:
CRUCIFIX COLUMN
CONSTRUCTED FROM
6mm MILD STEEL
PLATES WELDED
TOGETHER.  FINISH:
POWDER COATED IN
DULUX "NIGHT
JEWELS".

100mmØ X 6mm  MILD
STEEL PLATE. WELDED
TO ROUND TUBE AND
CRUCIFIX COLUMN.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT TO FASTEN EXCESS
ROPE ONTO

100mmØ X 6mm  MILD STEEL  PLATE.
WELDED TO ROUND TUBE AND
CRUCIFIX COLUMN. FINISH:  POWDER
COATED IN DULUX "NIGHT JEWELS".

EXCESS WIRE ROPE ENCIRCLING
ROUND TUBE

STANDARD ALUMINIUM FERRULE FOR
5mmØ STEEL WIRE ROPE

STAINLESS STEEL BOLT SNAP HOOK

CUT OUT IN PLATE FOR
STEEL WIRE ROPE TO
PROTRUDE

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

160mm X 65mm X 6.5, 10.4mm MILD
STEEL HOT ROLLED C-CHANNEL
FRAMEWORK. ALL MEMBERS IN THE
FRAMEWORK ARE WELDED TOGETHER.
FINISH: POWDER COATED IN DULUX
"NIGHT JEWELS".

M10 EYELET BOLTS.

100mm X 50mm X 4.5mm MILD STEEL
HOT ROLLED ANGLE (CUT IN 160
SECTIONS). BOLTED TO STEEL
FRAMEWORK WITH M8 BOLTS. FINISH:
POWDER COATED IN DULUX "NIGHT
JEWELS".
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING. FIXED TO
M10 EYELET BOLT. TO BR
POSITIONED BEHIND THE BOLT
FROM ABOVE.
5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

100mm X 50mm X 5mm MILD STEEL
HOT ROLLED RECTANGULAR HOLLOW
TUBE FRAMEWORK. ALL MEMBERS IN
THE FRAMEWORK ARE WELDED
TOGETHER. FINISH:  POWDER COATED
IN DULUX "NIGHT JEWELS".

STAINLESS STEEL BOLT
SNAP HOOK

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING AND
STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

100mm X 50mm X 4.5mm MILD
STEEL HOT ROLLED ANGLE.
WELDED TO STEEL FRAMEWORK.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE ROPE WITH
CLEAR NYLON COATING

STANDARD ALUMINIUM FERRULE
FOR 5mmØ STEEL WIRE ROPE

M10 EYELET BOLT.

32Ø x 2mm  ROUND
HOLLOW MILD STEEL
TUBE TO HANG
TEXTILES ON.  FINISH:
POWDER COATED IN
DULUX "NIGHT JEWELS".

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

STAINLESS STEEL BOLT
SNAP HOOK

HAND WOVEN TEXTILE
PRODUCED BY THE
WARP + WEFT  TEXTILE
MAKERS. TOP AND
BOTTOM EDGED TO BE
FOLDED DOUBLE AND
SECURED WITH A
DOUBLE STITCH.
DOUBLE STITCH TO BE
LOOSELY STITCHED BY
HAND OR MACHINE.

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING

M10 EYELET BOLT.

8M  CHEMICAL ANCHOR
BOLT
125 X 75 X 25 X 4.5 mm
COLD FORMED MILD
STEEL TOP HAT PROFILE.
FINISH: POWDER
COATED IN DULUX
"NIGHT JEWELS"

5mmØ  STEEL WIRE
ROPE WITH CLEAR
NYLON COATING AND
STANDARD ALUMINIUM
FERRULE FOR 5mmØ
STEEL WIRE ROPE

100mmØ X 6mm  MILD
STEEL BASE PLATE.
FINISH:  POWDER
COATED IN DULUX
"NIGHT JEWELS".
STANDARD STEEL PULLEY

STAINLESS STEEL BOLT
SNAP HOOK

*NOTE: ALL WELDING TO BE DONE BEFORE
POWDER COATING IS APPLIED.

160mm X 65mm X 6.5, 10.4mm
MILD STEEL HOT ROLLED
C-CHANNEL FRAMEWORK. ALL
MEMBERS IN THE FRAMEWORK
ARE WELDED TOGETHER.
FINISH: POWDER COATED IN
DULUX "NIGHT JEWELS".

M10 WING NUT TO
ALLOW TEXTILE TO BE
SLID ONTO STEEL TUBE.

the exhib i t ion gr id :

Figure 7.48: Detail drawings of the textile exhibition grid. scale 1:5.  (author, 2012)
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the sta i rcase :

textile inspiRation:

conceptual Development:

Figure 7.50:  inspirational photographs. (author, 2012)

Figure 7.49: conceptual development of the staircase. (author, 2012)

Figure 7.51: Design development of the staircase. 
(author, 2012)
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the sta i rcase :

the Design intention:

the textile inspiRation:

the mateRial selection:

the Design execution:

the simplistic design of the staircase is desirable so that it can act as a 
neutral background to view the exhibited textiles against. the staircase 
allows viewers to view the textile exhibitions and textile making work-
shops at multiple levels.

the folds in the steel are inspired by the ability of textiles to fold and 
plead. this notion is an example of the translation of the unique cha-
racteristics of textiles into interior architecture. similar to a piece of tex-
tile, the staircase flows smoothly and continually through the space, 
with no evidence of interruption. this notion is an example of the meta-
phoric translation of textiles into interior architecture. 

the staircase is constructed in a simplistic manner with panels of bend 
steel forming the treads and risers. the support structure of the stair-
case is hidden by a steel mesh which creates opportunities for textiles 
to be hooked onto, thus making the staircase part of the exhibition 
structure. the staircase leads to landings which function as balconies 
that overlook the multivolume exhibition space. these balconies create 
the opportunity for viewers to pause and absorb the textile experience. 

Engineered strandwoven bamboo floor boards are used to provide a 
treading surface with a better slip resistance than bare steel. Bamboo 
is chosen because of its environmental responsibility (Bamboolands, 
2012). the layered fibers in the strandwoven bamboo boards are also 
an imitation of the structure of a textile. the steel mesh is chosen, not 
only for its functionality, but also because it does not have a scratchable 
surface, such as solid cladding material. it also provides an economical 
use of material. 

Figure 7.52:  explosion of the staircase. (author, 2012)

unique abilities.

hanDRail: 40mm x 40mm engineeReD 
stRanDWoven BamBoo FinisheD 
With RuBio monocoat.

FlooR BoaRDs: 14mm thick 
engineeReD stRanDWoven 
BamBoo BoaRDs FinisheD With 
RuBio monocoat.

8mm thick FolDeD milD steel suppoRt 
WelDeD to the stRingeR. Finish: one 
coat pRimeR anD tWo coats Dulux 
RooF guaRD. coloR: night JeWels.

100mm x 50mm x 5mm hot RolleD milD 
steel paRRalel Flange c-channel 
WelDeD to the stRingeR.  Finish: one 
coat pRimeR anD tWo coats Dulux 
RooF guaRD. coloR: night JeWels.

 250 x 100 x 8mm hot RolleD milD 
steel holloW RectangulaR tuBe.  

cochRane cleaR-vu mech  
FixeD the  c-channels With 
selF tapping scReWs. Finish:  
Dulux poWDeR coateD. colouR: 
night JeWels.
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DETAIL: F_ LONGITUDINAL SECTION
STAIRCASE
SCALE 1:10









COCHRANE CLEAR-VU MESH  WELDED TO THE  C-CHANNELS.
FINISH:  DULUX POWDER COATED. COLOR: NIGHT JEWELS

100MM X 50MM X 5MM HOT ROLLED MILD STEEL PARRALEL FLANGE
C-CHANNEL WELDED TO THE STRINGER. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

8mm MILD STEEL PLATE FOLDED TO BECOME THE TREADS
AND RISERS. FOLDED STEEL PLATE TO BE WELDED TO
STRINGER. FINISH: ONE COAT PRIMER AND TWO COATS
DULUX ROOF GUARD. COLOR: NIGHT JEWELS

100MM X 50MM X 5MM HOT ROLLED MILD STEEL PARALLEL FLANGE
C-CHANNEL WELDED TO THE STRINGER. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

SPACER: CUSTOM ANGLE MADE FROM 6mm BEND STEEL. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

STRINGER: 250 X 100 X 8mm HOT ROLLED MILD STEEL HOLLOW RECTANGULAR
TUBE. STRINGER IS BOLTED TO THE I-BEAMS ON EACH LEVEL. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS.

• • • • • •• • • • • • •• •• • • •• • •• • • • • •• •• • •• • • • •• •• • • • •• • • • •• • • • •• • •• • • • • • ••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
TOUCH UP PAINT TO BE DONE ON SELF TAPPING SCREWS ONCE IN POSITION.
FINISH: ONE COAT PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR:
NIGHT JEWELS

VARIATION 1: STRINGER
FIXED TO I-BEAM

VARIATION 2: STRINGER
FIXED TO GF SLAB

100MM X 50MM X 5MM HOT ROLLED MILD
STEEL PARALLEL FLANGE C-CHANNEL TO FIX
THE EDGE OF THE STEEL MESH ONTO.
POWDER COATED IN DULUX "NIGHT JEWELS".
C-CHANNEL FIXED TO CONCRETE FLOOR SLAB
WITH M8 CHEMICAL ANCHOR BOLTS
8mm BEND STEEL PLATE FIXED TO C-HANNEL
WITH M8 BOLTS

1900 X 190 X 14mm VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED
FINISH (PRESEALED).

165 X 305mm I-BEAM AS PER ARCHITECT'S SPECIFICATIONS
250 X 200 X 8mm STEEL PLATE WELDED TO
STRINGER AS A BASE TO FIX STRINGER TO I-BEAM.
STRINGER FIXED TO I-BEAM WITH M8 BOLTS

STRINGER: 250 X 100 X 8mm HOT ROLLED MILD
STEEL HOLLOW RECTANGULAR TUBE. FINISH:
ONE COAT PRIMER AND TWO COATS DULUX
ROOF GUARD. COLOR: NIGHT JEWELS.
6mm THICK STEEL PLATE WELDED TO
STRINGER TO ACT AS TERMINATION PANEL.

STRINGER FIXED TO THE FLOOR SLAB WITH
M12 U-BOLTS

1900MM X 190MM X 14MM VERTICAL, ENGINEERED CLICK LOCK FLOOR BOARDS FROM
BAMBOOLANDS. CARBONIZED FINISH (PRESEALED)
BEND STEEL PLATE FIXED TO WALKWAY CONSTRUCTION WITH M8 BOLTS.
REFER TO DETAIL C FOR WALKWAY CONSTRUCTION.

EXTENSION OF HANDRAIL: SUPPORTED WITH INTERNAL
STEEL PLATE. STEEL PLATE SECURED IN THE TIMBER
WITH GLUE.

8mm MILD STEEL PLATE FOLDED TO BECOME THE TREADS AND RISERS.
FOLDED STEEL PLATE TO BE WELDED TO STRINGER. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

152 X 76mm SA PINE BEAMS AS AN
EXTENSION FROM THE WALKWAY
STRUCTURE. THE BEAMS FUNCTION AS
SPACERS. FINISH: CLEAR GRIPSEAL WOOD
SEALANT.
100 X 100 X 5mm (50mm LENGTHS) MILD
STEEL ANGLE. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD.
COLOR: NIGHT JEWELS. ANGLE BOLTED TO
THE SA PINE BEAM WITH M8 BOLTS AND
WELDED TO THE STRINGER.

BEAM FIXED TO STEEL PLATE WITH 6mmØ
X 50mm COUNTERSUNK WOOD SCREWS.

Figure 7.54:  staircase and balcony design. (author, 2012)

the sta i rcase :

Figure 7.53:  staircase detail. scale 1: 20.  (author, 2012)
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DETAIL: F_ LONGITUDINAL SECTION
STAIRCASE
SCALE 1:10









COCHRANE CLEAR-VU MESH  WELDED TO THE  C-CHANNELS.
FINISH:  DULUX POWDER COATED. COLOR: NIGHT JEWELS

100MM X 50MM X 5MM HOT ROLLED MILD STEEL PARRALEL FLANGE
C-CHANNEL WELDED TO THE STRINGER. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

8mm MILD STEEL PLATE FOLDED TO BECOME THE TREADS
AND RISERS. FOLDED STEEL PLATE TO BE WELDED TO
STRINGER. FINISH: ONE COAT PRIMER AND TWO COATS
DULUX ROOF GUARD. COLOR: NIGHT JEWELS

100MM X 50MM X 5MM HOT ROLLED MILD STEEL PARALLEL FLANGE
C-CHANNEL WELDED TO THE STRINGER. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

SPACER: CUSTOM ANGLE MADE FROM 6mm BEND STEEL. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

STRINGER: 250 X 100 X 8mm HOT ROLLED MILD STEEL HOLLOW RECTANGULAR
TUBE. STRINGER IS BOLTED TO THE I-BEAMS ON EACH LEVEL. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS.

• • • • • •• • • • • • •• •• • • •• • •• • • • • •• •• • •• • • • •• •• • • • •• • • • •• • • • •• • •• • • • • • ••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••••
TOUCH UP PAINT TO BE DONE ON SELF TAPPING SCREWS ONCE IN POSITION.
FINISH: ONE COAT PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR:
NIGHT JEWELS

VARIATION 1: STRINGER
FIXED TO I-BEAM

VARIATION 2: STRINGER
FIXED TO GF SLAB

100MM X 50MM X 5MM HOT ROLLED MILD
STEEL PARALLEL FLANGE C-CHANNEL TO FIX
THE EDGE OF THE STEEL MESH ONTO.
POWDER COATED IN DULUX "NIGHT JEWELS".
C-CHANNEL FIXED TO CONCRETE FLOOR SLAB
WITH M8 CHEMICAL ANCHOR BOLTS
8mm BEND STEEL PLATE FIXED TO C-HANNEL
WITH M8 BOLTS

1900 X 190 X 14mm VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED
FINISH (PRESEALED).

165 X 305mm I-BEAM AS PER ARCHITECT'S SPECIFICATIONS
250 X 200 X 8mm STEEL PLATE WELDED TO
STRINGER AS A BASE TO FIX STRINGER TO I-BEAM.
STRINGER FIXED TO I-BEAM WITH M8 BOLTS

STRINGER: 250 X 100 X 8mm HOT ROLLED MILD
STEEL HOLLOW RECTANGULAR TUBE. FINISH:
ONE COAT PRIMER AND TWO COATS DULUX
ROOF GUARD. COLOR: NIGHT JEWELS.
6mm THICK STEEL PLATE WELDED TO
STRINGER TO ACT AS TERMINATION PANEL.

STRINGER FIXED TO THE FLOOR SLAB WITH
M12 U-BOLTS

1900MM X 190MM X 14MM VERTICAL, ENGINEERED CLICK LOCK FLOOR BOARDS FROM
BAMBOOLANDS. CARBONIZED FINISH (PRESEALED)
BEND STEEL PLATE FIXED TO WALKWAY CONSTRUCTION WITH M8 BOLTS.
REFER TO DETAIL C FOR WALKWAY CONSTRUCTION.

EXTENSION OF HANDRAIL: SUPPORTED WITH INTERNAL
STEEL PLATE. STEEL PLATE SECURED IN THE TIMBER
WITH GLUE.

8mm MILD STEEL PLATE FOLDED TO BECOME THE TREADS AND RISERS.
FOLDED STEEL PLATE TO BE WELDED TO STRINGER. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR: NIGHT JEWELS

152 X 76mm SA PINE BEAMS AS AN
EXTENSION FROM THE WALKWAY
STRUCTURE. THE BEAMS FUNCTION AS
SPACERS. FINISH: CLEAR GRIPSEAL WOOD
SEALANT.
100 X 100 X 5mm (50mm LENGTHS) MILD
STEEL ANGLE. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD.
COLOR: NIGHT JEWELS. ANGLE BOLTED TO
THE SA PINE BEAM WITH M8 BOLTS AND
WELDED TO THE STRINGER.

BEAM FIXED TO STEEL PLATE WITH 6mmØ
X 50mm COUNTERSUNK WOOD SCREWS.

Figure 7.55: 3D view of the staircase.. (author, 2012)

the sta i rcase :

Figure 7.56:  staircase detail. scale 1:20. (author, 2012)
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chRocane 
cleaR-vu mech  
FixeD the  c-
channels With 
selF tapping 
scReWs. Finish:  
Dulux poW-
DeR coateD. 
colouR: night 
JeWels.

FlooR 
BoaRDs: 
14mm thick 
engineeReD 
stRanDWo-
ven BamBoo 
BaoRDs 
FinisheD 
With RuBico 
monocoat.

s.a.pine 
suppoRt 
Beams

50mm x 50mm 
x 5mm hot 
RolleD milD 
steel equal 
leg angle.  
Finish: one 
coat pRimeR 
anD tWo 
coats Dulux 
RooF guaRD. 
coloR: night 
JeWels.

305mm x 
165mm x 
40mmuni-
veRsal i-
Beam. Beam 
cut into 
pRovile.

Figure 7.58:  explosion of the balcony. (author, 2012)

8mm MILD STEEL PLATE FOLDED TO BECOME
THE TREADS AND RISERS. FOLDED STEEL
PLATE TO BE WELDED TO STRINGER. FINISH:
ONE COAT PRIMER AND TWO COATS DULUX
ROOF GUARD. COLOR: NIGHT JEWELS

1900 X 190 X 14mm VERTICAL,
ENGINEERED CLICK LOCK FLOOR
BOARDS FROM BAMBOOLANDS.
CARBONIZED FINISH (PRESEALED)

1900 X 190 X 14mm VERTICAL, ENGINEERED CLICK LOCK
FLOOR BOARDS FROM BAMBOOLANDS. CARBONIZED
FINISH (PRESEALED).

8mm MILD STEEL PLATE FOLDED TO BECOME
THE TREADS AND RISERS. FOLDED STEEL
PLATE TO BE WELDED TO STRINGER. FINISH:
ONE COAT PRIMER AND TWO COATS DULUX
ROOF GUARD. COLOR: NIGHT JEWELS

COCHRANE CLEAR-VU MESH  WELDED
TO THE  C-CHANNELS. FINISH:  DULUX
POWDER COATED. COLOR: NIGHT
JEWELS

40mm X 50mm ENGINEERED STRANDWOVEN
BAMBOO FURNITURE BOARD.WITH VERTICAL
CORE CONSTRUCTION  FROM
BAMBOOLANDS. TOP EDGES OF MEMBER TO
BE ROUNDED WITH A 15mm RADIUS. FINISH:
CARBONIZED AND FINISHED WITH RUBIO
MONOCOAT.

100MM X 50MM X 5MM HOT ROLLED
MILD STEEL PARRALEL FLANGE
C-CHANNEL WELDED TO THE
STRINGER. FINISH: ONE COAT PRIMER
AND TWO COATS DULUX ROOF GUARD.
COLOR: NIGHT JEWELS

STRINGER: 250 X 100 X 8mm HOT ROLLED MILD
STEEL HOLLOW RECTANGULAR TUBE. STRINGER IS
BOLTED TO THE I-BEAMS ON EACH LEVEL. FINISH:
POWDER COATED IN DULUX "NIGHT JEWELS"
.

HANDRAIL FIXED TO C-CHANNELS
WITH 8mmØ THREADED ROD.
THREADED ROD IS BOLTED TO THE
C-HANNEL. WITH M8 NUT AND
WASHER.

DETAIL: F_ CROSS SECTION
STAIRCASE
SCALE 1:10

• • • • • •• • • • • • •• •• • • •• • •• • • • • •• •• • •• • • • •• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • •
20mm SELF TAPPING SCREWS. TOUCH UP PAINT
TO BE DONE ON SELF TAPPING SCREWS ONCE
IN POSITION. FINISH: ONE COAT PRIMER AND
TWO COATS DULUX ROOF GUARD. COLOR:
NIGHT JEWELS

GARMENT HOOK SOWN TO HAND WOVEN
TEXTILE TO HOOK ONTO STEEL MESH.

HAND WOVEN TEXTILE  HOOKED ONTO STEEL MESH.

50 X 50 X 5mm MILD STEEL ANGLE. FINISH: ONE COAT
PRIMER AND TWO COATS DULUX ROOF GUARD. COLOR:
NIGHT JEWELS. ANGLE BOLTED TO THE C-CHANNEL
WITH M6 BOLTS AND WELDED TO THE STEEL PLATE..

the sta i rcase :

Figure 7.57:  staircase detail. not to scale. (author, 2012)
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the Worksta t ion for  embel l i sh ing ,  pr in t ing and Dyeing :

Figure 7.59:  the conceptual explorations of the workstation. (author, 2012)

conceptual Development:

the Design intention:

the textile inspiRation:

the mateRial selection:

the Design execution:

Due to the fact that the embellishing workshops and printing and dyeing 
workshops cannot be equipped with traditional textile making equipment 
(such as looms and spinning wheels), a custom designed workstation is ne-
cessary. the aim of the workstation is to provide the textile maker with comfort 
and flexibility.

actual textiles did not inspire the design of the workstation, but rather the me-
thod a textile needs to be worked with. the main inspirational factor of work-
ing with textiles is the fact that a textile needs to be pinned down to the working 
surface.

the main feature of the workstation is the work top which can be used on both 
sides. the upper side provides a large hard surface with small soft areas onto 
which the textile can be pinned. the underside consists of the opposite; a large 
soft area with small hard areas. the large soft area is used to pin small textiles 
down, or to pin various areas of a large textile. the hard areas can be used to 
work on when a hard surface is necessary to press against. the hard areas are 
also provided with a groove to assist cutting the textiles. an element which 
assists with keeping the textiles out of the way when working is provided over 
and under the workstation. a textile roll can also be fixed onto this element. the 
height of the work top is adjustable. the credenza provides storage and an 
additional horizontal surface to place equipment on when the work top is fully 
occupied with a textile. the credenza in the embellishing workshop is provided 
with a top that functions as a pin cushion, whereas the credenza in the dyeing 
and printing workshops is provided with a tray-like top for equipment which is 
full of dye or paint.  

a solid core surface material is needed for the work surface, due to its durabil-
ity, non-porosity, its stain resistance, invisibility of the joints and its repair-
ability. the options for solid surface materials are corian, surinno and staron. 
although these materials have similar properties, surinno is the most appropri-
ate due to the fact that it is a South African product (techno surfaces, 2012). 
For the soft surfaces, recycled rubber sheets are glued onto the worktop. the 
rubber sheets are easily replaceable. 

Figure 7.58:  explosion of the balcony. (author, 2012)
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the Worksta t ion for  embel l i sh ing ,  pr in t ing and Dyeing :

Figure 7.60: the design execution of the workstation. (author, 2012)

economic use oF the 
stanDaRD mDF BoaRD siZe.
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Figure 7.61:  Detail drawing of the workstation. not to scale. (author, 2012)

the Worksta t ion for  embel l i sh ing ,  pr in t ing and Dyeing :
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Figure 7.62:  Detail drawing of the workstation. not to scale. (author, 2012)
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Figure 7.63:  Detail drawing of the workstation. not to scale. (author, 2012)
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through the explanation of the spatial narrative through the interior 
intervention, the detail design exploration and technical investiga-
tion, it is evident that the design problem is solved. the question of 
how to design with textiles for textiles has been explored and the pro-
posed solutions for the problem have been implemented into the inte-
rior intervention. it is evident that the differentiation between spaces 
which function as a background for textiles; and spaces or elements 
which express textiles has been successfully implemented. the five 
methods of translating textiles into interior architecture proved as an 
appropriate design method to create the spaces and design elements 
which express textiles. it is also evident that the architectural proposal 
has been improved through the interior intervention in terms of the 
spatial experience and functionality of the spaces.  

conclus ion :

 
 
 



T e c h n i c a l  i n v e s T i g a T i o n :  s e r v i c e s  a n d  s y s T e m s :

This chapter investigates the services and systems incorporated in 
the interior intervention as part of the technical investigation. The ser-
vices and systems investigated are:     
         
- sustainable material selection      
- natural and artificial lighting systems     
- Passive solar heating and cooling systems    
- natural ventilation systems      
- Water purification system      
         
other services and systems indicated are:     
         
- Water supply and drainage system     
- The gas supply system      
- mechanical ventilation      
- Waste removal and deliveries      
- access control point       
- vertical circulation       
         
The chapter concludes with the project’s contribution to the research 
field of Environmental Potential as well as Housing and Urban Envi-
ronments and Heritage and Cultural Landscapes.
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PROJECT ASSESSMENT
Project title: Community Workshop Date: 22-Sep-11
Location: Arts Department, University of Pretoria Undertaken by: Hendrieka Raubenheimer (van Wyk)
Interior type (specify): Workshop Company / organisation: Uneversity of Pretoria
Internal area (m2): 318m² Telephone: -
Number of users: 60 Email: hen3ka.vanwyk@gmail.com
Building life cycle stage (specify): Design

Social 4.0 Economic 4.0 Environmental 3.0

SUSTAINABLE BUILDING ASSESSMENT TOOL (SBAT- P) V1

0.0

1.0

2.0

3.0

4.0

5.0
Occupant Comfort

Inclusive Environments

Access to Facilities

Participation & Control

Education, Health & Safety

Local Economy

Efficiency

AdaptabilityOngoing Costs

Capital Costs

Water

Energy

Waste

Site

Materials & Components

Overall 3.6

PROJECT ASSESSMENT
Project title: Community Workshop Date: 22-Sep-11
Location: Arts Department, University of Pretoria Undertaken by: Hendrieka Raubenheimer (van Wyk)
Interior type (specify): Workshop Company / organisation: Uneversity of Pretoria
Internal area (m2): 318m² Telephone: -
Number of users: 60 Email: hen3ka.vanwyk@gmail.com
Building life cycle stage (specify): Design

Social 4.5 Economic 4.4 Environmental 3.5

SUSTAINABLE BUILDING ASSESSMENT TOOL (SBAT- P) V1

0.0

1.0

2.0

3.0

4.0

5.0
Occupant Comfort

Inclusive Environments

Access to Facilities

Participation & Control

Education, Health & Safety

Local Economy

Efficiency

AdaptabilityOngoing Costs

Capital Costs

Water

Energy

Waste

Site

Materials & Components

Overall 4.1

To compare the sustainability of the ar-
chitectural proposal before and after inter-
vention, the S-BAT analysis tool has been 
used. The charts in Figure 8.1 show the 
comparison. numerous social, economic 
and environmental issues have been im-
proved. This chapter will elaborate on the 
environmental improvements. The areas 
which have not been improved, are the 
areas which do not fall within the scope 
of the interior architect. The environmental 
aspects improved are the water, energy, 
materials and components as well as the 
occupational comfort.    
      
The water aspect is improved by the incor-
poration of a water purification system. 
This system is necessary for the water 
intensive dyeing process. Energy con-
sumption is reduced by the introduction 
of energy efficient lighting, passive heat-
ing and cooling systems and through the 
manual textile making processes, which 
do not require electricity. Gas is used at the 
dyeing process, where a high amount of 
energy is needed to heat the water. The oc-
cupational comfort is improved through 
the incorporation of natural light, passive 
heating and cooling systems and natu-
ral ventilation. Mechanical ventilation is 
incorporated in the dyeing and printing 
workshop, to ensure good air quality. Pre-
sented in Table 8.1 is the carefully selected 
materials, which improved the sustain-
ability of the materials and components 
aspect in the s-BaT analysis. 

improvement  on susta inabi l i t y :

s-BaT analysis:archiTecTural ProPosal:

inTerior inTervenTion:

Figure 8.1: comparison of the s-BaT analysis before and after intervention. (author, 2012)
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sTeel ProFiles:

meranTi Poles:

BamBoo Boards:

surinno:

recycled ruBBer sheeTs:

recycled denim acousTic 
insulaTion:

laFarge “ducTal” concreTe:

clear vu sTeel mesh:

PoWder coaTing:

ruBio monocoaT:

griPseal Wood sealanT: 

infinitely recycled/ recyclable material 
without down grading.   

low maintenance and high weather 
resistance option for exterior applica-
tion. infinitely recycled/ recyclable 
material without down grading (ces 
edupack, 2011).    

Plant material (s-BaT rating).  
carbon sequestration.  
downcyle-able.    
Biodegradable (ces edupack, 2011).

less material required (reduced 
weight and reduced volume) to 
carry the same loads. (ces edu-
pack, 2011).     
 

cutting bamboo stalks promotes 
faster growth - stumps are left be-
hind and can be re-harvested. Bam-
boo matures after 4 to 6 years, unlike 
hardwoods that may take decades. 
mao bamboo (species used for 
boards) is not the species eaten by 
pandas (Bamboolands, 2012).

locally produced option, comparing 
to corian and staron (Techno sur-
faces, 2012).  

recycled (ecosurfaces, 2011).

recycled (sound away, 2012).

less material needed.   
an exceptionally long life span with low 
maintenance. 
at the end of use able lifetime, the 
absence of passive reinforcements in 
constructions facilitates its recycling 
and reuse (ductal, 2012).

infinitely recycled/ recyclable material 
without down grading. less material 
needed in mesh than solid surface 
(author, 2012).    

requires no solvent therefore 
voc free. Produce less hazardous 
waste. (dulux Powder coatings, 
2012)  

allows local touch up of damaged 
areas or scratches. molecular bond 
creates durable, long lasting protec-
tion. Based on natural vegetable 
products without volatile organic 
compounds. second coat not re-
quired (rubio monocoat, 2012)

in accordance with international 
environmental and voc legislation.  
Product is water based. sustainably 
harvested ingredients/renewable 
sources that occur naturally (griP-
seal, 2012). solar vue laminaTed 

coaTed saFeTy glass:
glare reduction.    
medium solar control.   
high natural light transmission. 
uv protection (Pg glass, 2012).

FloWshield lXP   
selFleveling PolyureThane 
resin coaTing
solvent free and durable (acid resistant) 
(Flowcrete, 2011). 

sTeel circular holloW 
secTions (PoWder coaTed):

(Bamboolands, 2012)

Table 8.1: environmental responsible material and finishes selection. (author, 2012)

maTerials: maTerials: Finishes:

(griPseal, 2012)

(Techno surfaces, 2012)

(author, 2012)

(rubio monocoat, 
2012)

(cochrane Products, 2010)

 (Flowcrete, 2011).

(Pg glass, 2012)

(ductal, 2012)

(sound away, 2012)

(ecosurfaces, 2011)

(author, 2012)

(author, 2012)

(genisis steel, 2011). 
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Figure 8.2: longitudinal section showing the natural day lighting in the interior intervention. section not to scale. (author, 2012)

summer

WinTer

easTern lighT.   
direcT lighT in WinTer.   
diFFused lighT in summer

norThern lighT.   
direcT lighT in WinTer.   
indirecT lighT in summer

souThern lighT:  
soFT ThroughouT 
The year.

natura l  l ight ing :
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on each level the spaces 
are naturally illuminated 
by soft southern light.   
    
The workshops are illu-
minated by northern and 
eastern light. The northern 
light is direct in the winter 
and indirect in the sum-
mer. The eastern light is 
indirect as a result of the 
vertical extension of the 
ceiling panels.    
    
in the summer, the exhibi-
tion space is illuminated by 
diffused light from the east 
and screened light from 
the west, due to the solar 
screens. in the winter the 
screens eastern screens 
slide open to let in direct 
early morning light.   
    
    
  

natura l  l ight ing :

The naTural lighTing sysTem:

Figure 8.3: section through the exhibition space and workshop spaces showing the natural day lighting in the interior intervention. sections not to scale. (author, 2012)

WesTern lighT: 
screened ThroughouT 
The year.

easTern lighT:   
direcT lighT in WinTer.  
diFFused lighT in summer.

easTern lighT:   
indirecT ThroughouT 
The year

WesTern lighT: 
screened ThroughouT 
The year.

souThern lighT:  
soFT ThroughouT 
The year.
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ground 
Floor

FirsT 
Floor

second 
Floor

Third 
Floor

FourTh 
Floor

Figure 8.4: ceiling plans indicating the lighting in the interior intervention. Plans are not to scale. (author, 2012)

a r t i f ic ia l  l ight ing :

The arTiFicial 
lighTing sysTem:

The conceptual approach to the 
artificial lighting in the interior 
intervention is a functional ap-
proach. The luminaires are po-
sitioned to only illuminate the 
exhibition, or actions preformed 
in specific areas. however, the 
luminairs are positioned to simul-
taneously emphasise the design 
elements within the spaces. This 
approach ensures that no excess 
lighting is provided.   
   
Decorative lighting is only used 
in the rooftop lounge. The con-
cept for the standing lamps in the 
rooftop lounge is to commission 
different designers, from time to 
time, to design a luminaire which 
explores the possibilities of tex-
tiles and light.    
    
To save energy, the lamps used 
in the luminaires are carefully 
chosen. Where possible, warm 
white LED replacement lamps 
are used instead of conventional 
incandescent or cFl lamps. This 
has the added advantage of not 
having to replace the lamps of-
ten. The only lamps that should 
not be replaced with led lamps 
are the spotlights in the exhibition 
space. These lamps are rather 
12V halogen dichroics, to ensure 
the textiles are exhibited in excel-
lent colour rendering. 
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a r t i f ic ia l  l ight ing :

legend: luminaire: lamPs/ accessories:

LED T8 SubstiTUBE LAMP FROM OSRAM
uniform illumination
Wide beam angle: 120°
mercury-free and rohs compliant
energy savings of up to 60% (compared to T5 fluorescent 
lamp on ccg)
maximum resistance to switching loads
correct operation even at low temperatures
instant 100 % light, no warm-up time
ambient temperatures from –25…+60 °c
(osram catalogue, 2012)

LED “SET” DOwnLiGHTER FROM SPAZiO 
led downlight range with body in
die-cast aluminium. 1.2W/2.4W 12v led 
(spazio catalogue, 2012)

“SURFDECk”  STRiPLiGHT FROM SPAZiO 
Body and Base: metal. diffuser: opal acrylic
light sources: linear Fluorescent. T8
max: 2 x 36W/230v/g13  la/4436/13 Warm
complete with Ballast       
(spazio catalogue, 2012)

“BELLA 2”  SPOTLiGHT FROM SPAZiO 
Body and Base: aluminium c/w ceiling 
Base and Transformer  
halogen dichroic
max: 50W/12v/gu5.3__ la/8060/13 60°  
(spazio catalogue, 2012)

“THE STRiP” STRiPLiGHT FROM SPAZiO 
Body: Plastic
The strip can be connected in series using 
double ended figure 8 plug included. 
(spazio catalogue, 2012)

LED TAPE 5050 From sPaZio 
closed 1036.iP.5050.60.90 -Warm white
led's per m: 60
W's per m: 14W
cutting point: 5cm
max length 8m
lumens: 714lm   
(spazio catalogue, 2012) 

(LS582) GROUnD LiGHT   
recessed with 18W cFl   
(radiant lighting catalogue, 2012)

LED T5 SubstiTUBE LAMP FROM OSRAM
uniform illumination
Wide beam angle: 120°
mercury-free and rohs compliant
energy savings of up to 60% (compared to T8 fluorescent 
lamp on ccg)
maximum resistance to switching loads
correct operation even at low temperatures
instant 100 % light, no warm-up time
ambient temperatures from –25…+60 °c
(osram catalogue, 2012)

EUBiq GSS POwER TRACk FROM CABSTRUT   
(cabstrut, 2012)

“TOLOMEO” CLiP LiGHT FROM ARTEMiDE  
(artemide, 2012)

1.

2.

4.

3.

5.

6.

7.

8. LED SUPERSTAR CLASSiC A ADVAnCED 40 
8.5 w/827 E27 
nominal wattage 8.5 W 
nominal voltage 220…240 v 
claimed equiv. conventional lamp power 40 W 
nominal luminous flux 470 lm 
rated luminous flux 470 lm 
colour temperature 2700 K 
(osram catalogue, 2012)

Table 8.2: Table indicating the lighting specifications. (various) compiled by (author, 2012).
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DETAIL G1

DETAIL G2

DETAIL G3 +4

DETAIL G7 + 8

ADJUSTABLE
WORKSTATIONS:
 DETAIL E





















ADJUSTABLE
WORKSTATIONS:

CREDENZA:
STORAGE +
EXTRA
HORIZONTAL
SURFACE

HWB:
TAP
SUPPLIED
WITH
"AQUACLIC-
WATERSAVER"
FITTING.

CREDENZA:
STORAGE +
EXTRA
HORIZONTAL
SURFACE

CREDENZA:
STORAGE +
EXTRA
HORIZONTAL
SURFACE

ADJUSTABLE
WORKSTATIONS:

ADJUSTABLE
WORKSTATIONS:

ADJUSTABLE
WORKSTATIONS:

ADJUSTABLE
WORKSTATIONS:

HWB:
TAP
SUPPLIED
WITH
"AQUACLIC-
WATERSAVER"
FITTING.

HWB:
TAP
SUPPLIED
WITH
"AQUACLIC-
WATERSAVER"
FITTING.

HWB:
TAP
SUPPLIED
WITH
"AQUACLIC-
WATERSAVER"
FITTING.

RECYCLED
RUBBER
PINBOARD

RECYCLED
RUBBER
PINBOARD

SHELVES: STORAGE
FOR CRAFTING TOOLS

WORK SURFACE
WITH CUTTING
MAT INLAY

WORK SURFACE
WITH CUTTING
MAT INLAY

RECYCLED
RUBBER
PINBOARD

RECYCLED
RUBBER
PINBOARD

SHELVES: STORAGE
FOR CRAFTING TOOLS

WORK SURFACE
WITH CUTTING
MAT INLAY

WORK SURFACE
WITH CUTTING
MAT INLAY

RECYCLED
RUBBER
PINBOARD

RECYCLED
RUBBER
PINBOARD

SHELVES: STORAGE
FOR CRAFTING TOOLS

WORK SURFACE
WITH CUTTING
MAT INLAY

WORK SURFACE
WITH CUTTING
MAT INLAY

50mm
GALVANIZED
HOT ROLLED
STEEL FLAT BAR
AND STEEL WIRE
ROPE
BALUSTRADE

50mm
GALVANIZED
HOT ROLLED
STEEL FLAT BAR
AND STEEL WIRE
ROPE
BALUSTRADE

MECHANICAL VENTILATION
FOR EXTRACTING PAINT
AND DYE FUMES: "XPELAIR"
CEILING MOUNTED FAN.
PRODUCT CODE: CX10.
HOLE DIMENSION: 300Ø
mm. FAN IS FIXED TO
HORIZONTAL BAMBOO
BOARD.

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END LAPS,
SEALED TO PRIMER SURFACE TO FALLS
AND CROSSFALLS BY "TORCHFUSION".
COVERED WITH 20MM THICK FIBRE
CEMENT BOARD TO PROTECT AGAINST
BACKFILLING. ALLOW MIN FALL 1:50
TOWARDS FULL BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF
SHALL BE POLITERM BLU LIGHTWEIGHT
THERMAL INSULATING MORTAR, LAID TO FALLS
AT AN AVERAGE THICKNESS OF 100 MM
REDUCING TO A MINIMUM OF 50 MM AT
RAINWATER OUTLETS. PREPARATION, MIXING
AND CURING SHALL BE CARRIED OUT IN STRICT
ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL
THE POLITERM SCREED IS FREE OF RESIDUAL

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL

PAVERS: PLAZA
COBBLE 50 MOLDED
STONE. COLOLUR:
GRANITO 212 GRANITE
FROM C.E..L PAVING
PRODUCTS.

30mm X 400mm ENGINEERED
STRANDWOVEN  BAMBOO FURNITURE
BOARD, WITH VERTICAL CORE
CONSTRUCTION  FROM
BAMBOOLANDS. FINISH: CARBONIZED
AND FINISHED WITH RUBIO
MONOCOAT. BAMBOO FURNITURE
BOARDS TO BE FIXED TO THE CUT
OUTS IN THE SA PINE BEAMS. FIXED
WITH THREADED ROD AND GLUE
CONNECTION.

228 X 67mm SA PINE BEAMS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

6,76mm PVB LAMINATED SAFETY
GLASS: SOLAR VUE FROM PG GLASS.
(MEDIUM SOLAR CONTROL, LOW
REFLECTIVE APPEARANCE AND HIGH
NATURAL LIGHT TRANSMITTION. )

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

AS SPECIFIED BY THE ARCHITECT: 305X305
H COLUMNS 305X165 UNIVERSAL BEAMS.
NOTE: STEEL FRAME TREATED
WITH INTUMESCENT PAINT.

170MM POWER FLOATED REINFORCED CONCRETE
SLAB TO ENGINEERS SPECIFICATIONS. FINISH:
PREPARE SUBSTRATE AS PRESCRIBED AND APPLY
FLOWSHIELD LXP (FROM FLOWCRETE)
SELFLEVELING AND SOLVENT FREE POLYURETHANE
RESIN FLOOR COATING. (GOOD CHEMICAL AND
ABRASION RESISTANCE.) COLOUR: MID-GREY.

FRAMELESS GLASS PARTITIONING:  6mm
TOUGHENED SAFETY GLASS FRAMLESS
PANELS WITH DORMA UNIVERSAL PATCH
FITTINGS. FRAMELESS GLASS SLIDING
DOOR ON AGILE 50 DOORMOTION FROM
DORMA. THE SLIDING PANEL ON  IS
GENTLY CUSHIONED AND SMOOTHLY
DRAWN SPRING-AIDED  TO ITS END
POSITION.

ACOUSTIC ABSORPTION: ABSORPTIVE
SHEETS MANUFACTURED FROM
RECYCLED DENIM CLOTHING.

WALL DEFINITION TILED WITH
105 X 105mm MAT GRAY
CERAMIC TILES TO CREATE
SPLASH-BACK.

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM SOLAR
CONTROL, LOW REFLECTIVE APPEARANCE
AND HIGH NATURAL LIGHT TRANSMITTION. )
GLASS IN DORMA 2CS-802B SIDELITE RAIL.

STORAGE UNITS FRAMES: 40 X 40mm
HOT ROLLED MILD STEEL HOLLOW
SQUARE MEMBERS ALL WELDED
TOGETHER. FINISH OF STEEL: DULUX
POWDER COATED. COLOUR: "NIGHT
JEWELS 1"

� � 






� � 






6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM SOLAR
CONTROL, LOW REFLECTIVE APPEARANCE
AND HIGH NATURAL LIGHT TRANSMITTION. )
GLASS IN DORMA 2CS-802B SIDELITE RAIL.

AS SPECIFIED BY THE ARCHITECT:
COROBRIK DE HOOP MATT BROWN CLAY
BRICK PAVERS SLOPE 1:60 TOWARDS
STORMWATER TRENCH

AS SPECIFIED BY THE ARCHITECT:
REINFORCED TWO WAY SPANNING
WAFFLE SLAB ACCORDING TO
ENGINEER'S SPECIFICATION

SOLAR CHIMNEYS: MASONRY WALLS
PAINTED WITH ONE COAT PRIMER
AND TWO COATS BLACK PAINT TO
AID HEAT GAIN AT THE APEX OF THE
SOLAR CHIMNEY. NORTHERN WALL
OF THE SOLAR CHIMNEY: 6MM
TOUGHENED SAFETY GLASS. SOLAR
CHIMNEY PROVIDED WITH A WHIRLY
BIRD.

STAIRCASE LANDINGS: STEEL PROFILE
CONSTRUCTION COVERED WITH
COCHRANE CLEAR-VU MESH AND 1900 X
190 X 14mm VERTICAL, ENGINEERED
CLICK LOCK FLOOR BOARDS FROM
BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED).  SPECIFICATIONS SIMILAR
TO STAIRCASE.

165 X 305mm I-BEAM WITH CUT-OUT
DETAIL.

ILLUMINATED PERSPEX SLEEVES TO
CONTAIN INFORMATION ON
EXHIBITION.

"BELLA 2"  SPOTLIGHT FROM SPAZIO.
(BODY AND BASE: ALUMINIUM) WITH
HALOGEN DICHROIC LAMP
MAX: 50W/12V/GU5.3

'WOVEN' BRICK WALL: COROBRIK
MULTI-CORE FACE BRICK I N COUNTRY
MEADOW SATIN.

65mm X 429mm LAMINATED PINE
BEAM FINISH: CLEAR GRIPSEAL
WOOD SEALANT.

TEXTILE LUMINAIRE: OPPORTUNITY TO
COMMISSION DIFFERENT DESIGNERS TO,
FROM TIME TO TIME, DESIGN A
LUMINAIRE WHICH EXPLORES THE
POSSIBILITIES OF TEXTILES AND LIGHT.

GLASS SLIDING/
STACKING DOOR: 10mm
TOUGHENED SAFETY
GLASS IN FLEXIROL
MULTIDIRECTIONAL 135°
TOP HUNG SLIDING
DOOR SYSTEM FROM
HENDERSON.

STAIRCASE:
DETAIL F

MULTI FUNCTIONAL ADAPTABLE
EXHIBITION GRID. REFER TO DETAIL G.

HAND WOVEN
TEXTILE

HAND WOVEN
TEXTILE

HAND WOVEN
TEXTILE

HAND WOVEN
TEXTILE

HAND WOVEN
TEXTILE

HAND WOVEN
TEXTILE

INFORMATION
BOARD

STEEL RODS WITH
TEXTILE SAMPLE BOOKS

STEEL RODS WITH
TEXTILE SAMPLE BOOKS

STEEL RODS WITH
TEXTILE SAMPLE BOOKS

HAND WOVEN
TEXTILES HAND WOVEN

TEXTILES

TEXTILES DRIED ON STEEL WIRE ROPE
FIXED TO 152 X 152 mm H-COLUMNS

165 X 305mm I-BEAM WITH CUT-OUT
DETAIL.

SLIDABLE STEEL WIRE ROPE

DUCTAL
CONCRETE
TROUGH

DUCTAL
CONCRETE
WASH BASIN

STEEL GAS STOVE

DUCTAL
CONCRETE
WORK SURFACE

DUCTAL
CONCRETE WORK
SURFACE AND GAS
BOTTLE STORAGE

FANS FOR
DYNAMIC
EXHIBITION

PODS: AS SPECIFIED BY THE
ARCHITECT: STEEL STRUCTURE WITH
EXTERIOR COVER: 100% WATERPROOF
POLYAMIDE 380G
COTTON RIPSTOP CANVAS.
UV STABLE QUALITY S25
THREAD STICHING. iNTERIOR
CLADDING: STEAM BET PLYWOOD

GLASS BALUSTRADE
WITH BAMBOO
HANDRAIL AND
PLINTH

RAMPRAMP

norThern sun:     
direcT sun in WinTer.    
sun BlocKed in summer.

Figure 8.5: longitudinal section showing the passive solar heating and cooling of the workshop spaces. section is not to scale. (author, 2012)
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400.000

3985.000

7470.000

10955.000

14440.000

18203.000

100.000






17925.000

MECHANICAL VENTILATION
FOR EXTRACTING PAINT
AND DYE FUMES: "XPELAIR"
CEILING MOUNTED FAN.
PRODUCT CODE: CX10.
HOLE DIMENSION: 300Ø
mm. FAN IS FIXED TO
HORIZONTAL BAMBOO
BOARD.









"THE STRIP" STRIPLIGHT FROM
SPAZIO  (BODY: PLASTIC) THE STRIP
CAN BE CONNECTED IN SERIES
USING DOUBLE ENDED FIGURE 8
PLUG INCLUDED. FITTED WITH LED T8
SubstiTUBE LAMP FROM OSRAM
REFER TO LIGHTING SHEDULE FOR
MORE INFORMATION ON THE  T8
SubstiTUBE LAMP.

30mm X 400mm ENGINEERED
STRANDWOVEN  BAMBOO FURNITURE
BOARD, WITH VERTICAL CORE
CONSTRUCTION  FROM
BAMBOOLANDS. FINISH: CARBONIZED
AND FINISHED WITH RUBIO
MONOCOAT. BAMBOO FURNITURE
BOARDS TO BE FIXED TO THE CUT
OUTS IN THE SA PINE BEAMS. FIXED
WITH THREADED ROD AND GLUE
CONNECTION.

228 X 67mm SA PINE BEAMS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

ACOUSTIC ABSORPTION: ABSORPTIVE
SHEETS MANUFACTURED FROM
RECYCLED DENIM CLOTHING.

6,76mm PVB LAMINATED SAFETY
GLASS: SOLAR VUE FROM PG GLASS.
(MEDIUM SOLAR CONTROL, LOW
REFLECTIVE APPEARANCE AND HIGH
NATURAL LIGHT TRANSMITTION. )



WALL DEFINITION CREATED WITH 30mm
MDF BOARDS TILED WITH 105 X 105mm
MAT GRAY CERAMIC TILES TO CREATE
SPLASH-BACK.

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

TAP SUPPLIED WITH "AQUACLIC-
WATERSAVER" FITTING.

ALL UNITS IN WORKSHOPS ARE
ELEVATED ABOVE THE FLOOR SLAP TO
MINIMIZE CORNERS IN WHICH DUST
AND TEXTILE PIECES CAN COLLECT.

AS SPECIFIED BY THE ARCHITECT:
SMARTGLASS COOLVUE CLEAR GLASS IN
DORMA 2CS-802B SIDELITE RAIL 2670X1000
PANE SIZE 5,8 (W/M2).K U-VALUE 35 ISO

STORAGE UNITS FRAMES: 40 X 40mm
HOT ROLLED MILD STEEL HOLLOW
SQUARE MEMBERS ALL WELDED
TOGETHER. FINISH OF STEEL: DULUX
POWDER COATED. COLOUR: "NIGHT
JEWELS 1"

EASTERN TEXTILE SOLAR SCREENS
CONSTRUCTED FROM BLACK BATYLINE
TEXTILE. TEXTILE IS HOOKED ONTO HOOK
BOLTS AND CAN BE PULLED UP IN
WINTER TO ALLOW SUN TO HEAT THE
SPACE.

AS SPECIFIED BY THE ARCHITECT: 305X305
H COLUMNS 305X165 UNIVERSAL BEAMS.
NOTE: STEEL FRAME TREATED
WITH INTUMESCENT PAINT.

6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM
SOLAR CONTROL, LOW REFLECTIVE
APPEARANCE AND HIGH NATURAL LIGHT
TRANSMITTION. ) GLASS IN DORMA
2CS-802B SIDELITE RAIL.

ADJUSTABLE
WORKSTATIONS:
 DETAIL E

170MM POWER FLOATED REINFORCED
CONCRETE SLAB TO ENGINEERS
SPECIFICATIONS. FINISH: PREPARE
SUBSTRATE AS PRESCRIBED AND APPLY
FLOWSHIELD LXP (FROM FLOWCRETE)
SELFLEVELING AND SOLVENT FREE
POLYURETHANE RESIN FLOOR COATING.
(GOOD CHEMICAL AND ABRASION
RESISTANCE.) COLOUR: MID-GREY.

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END LAPS,
SEALED TO PRIMER SURFACE TO FALLS
AND CROSSFALLS BY "TORCHFUSION".
COVERED WITH 20MM THICK FIBRE
CEMENT BOARD TO PROTECT AGAINST
BACKFILLING. ALLOW MIN FALL 1:50
TOWARDS FULL BORES ON EASTERN

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY THE ARCHITECT:
COROBRIK DE HOOP MATT BROWN CLAY
BRICK PAVERS SLOPE 1:60 TOWARDS
STORMWATER TRENCH

AS SPECIFIED BY THE ARCHITECT:
REINFORCED TWO WAY SPANNING
WAFFLE SLAB ACCORDING TO
ENGINEER'S SPECIFICATION

"SURFDECK"  STRIPLIGHT FROM
SPAZIO. (BODY AND BASE: METAL.
DIFFUSER: OPAL ACRYLIC)
SUPPLIED  WITH LINEAR  LED T8
SubstiTUBE  LAMP FROM OSRAM.
REFER TO LIGHTING  SHEDULE  FOR
MORE INFORMATION.

LED "SET" DOWNLIGHTER FROM SPAZIO
LED DOWNLIGHT RANGE WITH BODY IN
DIE-CAST ALUMINIUM. 1.2W/2.4W 12V LED

TEXTILE
DOCUMENTATION
ARCHIVE

RAW MATERIAL
OVER FLOW
STORAGE

TEMPORARY
TEXTILE STORAGE
FOR EXHIBITION

STORAGE
UNIT FOR
FINISHED
YARNS

STORAGE
UNIT FOR
YARNS TO
BE DYED

STORAGE UNIT FOR
UNFINISHED TEXTILES

STORAGE
UNIT
FOR
YARNS

STORAGE UNIT FOR
UNFINISHED TEXTILES

STORAGE
UNIT FOR
YARNS
AND
STANDARD
EMBELLISHMENTS

DYE PIGMENT,
MORDANT AND
SAFETY
EQUIPMENT
STORAGE

STORAGE UNIT FOR
UNFINISHED TEXTILES

LIGHTING INCORPORATED INTO
STORAGE UNITS: LED TAPE 5050 FROM
SPAZIO -WARM WHITE. LED'S PER M: 60.
W'S PER M: 14W. CUTTING POINT: 5CM.
MAX LENGTH 8M. LUMENS: 714LM

ADJUSTABLE
WORKSTATIONS:CREDENZA: STORAGE +

EXTRA HORIZONTAL
SURFACE

CREDENZA: STORAGE +
EXTRA HORIZONTAL
SURFACE

LOCKERS:

LOCKERS:

LOCKERS:

LOCKERS:

UNDERNEATH: RAW
MATERIAL STORAGE

UNDERNEATH: RAW
MATERIAL STORAGE

HAND LOOMS HAND LOOMS

SPINNING
WHEELS

HWB:

HWB:

HWB:

HWB:

FRAMELESS GLASS PARTITIONING:  6mm
TOUGHENED SAFETY GLASS FRAMLESS
PANELS WITH DORMA UNIVERSAL PATCH
FITTINGS. FRAMELESS GLASS SLIDING
DOOR ON AGILE 50 DOORMOTION FROM
DORMA. THE SLIDING PANEL ON  IS
GENTLY CUSHIONED AND SMOOTHLY
DRAWN SPRING-AIDED  TO ITS END
POSITION.





THERMAL INSULATION OF CONCRETE ROOF
SHALL BE POLITERM BLU LIGHTWEIGHT
THERMAL INSULATING MORTAR, LAID TO FALLS
AT AN AVERAGE THICKNESS OF 100 MM
REDUCING TO A MINIMUM OF 50 MM AT
RAINWATER OUTLETS. PREPARATION, MIXING
AND CURING SHALL BE CARRIED OUT IN STRICT
ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL
THE POLITERM SCREED IS FREE OF RESIDUAL

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY




































 










































































































































































































































































 










































DETAIL D


DETAIL A + B

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL












PAVERS: PLAZA
COBBLE 50 MOLDED
STONE. COLOLUR:
GRANITO 212 GRANITE
FROM C.E..L PAVING
PRODUCTS.

100 X 50mm HOT ROLLED GALVANIZED
STEEL PARALLEL FLANGE C-CHANNELS
TO FIX TEXTILE SCREENS TO.
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6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM
SOLAR CONTROL, LOW REFLECTIVE
APPEARANCE AND HIGH NATURAL LIGHT
TRANSMITTION. ) GLASS IN DORMA
2CS-802B SIDELITE RAIL.

EASTERN TEXTILE SOLAR SCREENS
CONSTRUCTED FROM BLACK BATYLINE
TEXTILE. TEXTILE IS HOOKED ONTO HOOK
BOLTS AND CAN BE PULLED UP IN
WINTER TO ALLOW SUN TO HEAT THE
SPACE.

AS SPECIFIED BY THE ARCHITECT: 305X305
H COLUMNS
305X165 UNIVERSAL BEAMSNOTE:
STEEL FRAME TREATED
WITH INTUMESCENT
PAINT

AS SPECIFIED BY THE ARCHITECT:
COROBRIK DE HOOP MATT BROWN CLAY
BRICK PAVERS SLOPE 1:60 TOWARDS
STORMWATER TRENCH

AS SPECIFIED BY THE ARCHITECT:
REINFORCED TWO WAY SPANNING
WAFFLE SLAB ACCORDING TO
ENGINEER'S SPECIFICATION

SOLAR CHIMNEYS: MASONRY WALLS PAINTED
WITH ONE COAT PRIMER AND TWO COATS BLACK
PAINT TO AID HEAT GAIN AT THE APEX OF THE
SOLAR CHIMNEY. NORTHERN WALL OF THE SOLAR
CHIMNEY: 6MM TOUGHENED SAFETY GLASS.
SOLAR CHIMNEY PROVIDED WITH A WHIRLY BIRD.

'WOVEN' BRICK WALL: COROBRIK
MULTI-CORE FACE BRICK I N COUNTRY
MEADOW SATIN.

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL

TEXTILE LUMINAIRE: OPPORTUNITY TO
COMMISSION DIFFERENT DESIGNERS TO,
FROM TIME TO TIME, DESIGN A
LUMINAIRE WHICH EXPLORES THE
POSSIBILITIES OF TEXTILES AND LIGHT.

FRAMELESS GLASS PANEL:  6mm
TOUGHENED SAFETY GLASS FRAMLESS
PANELS WITH DORMA UNIVERSAL PATCH
FITTINGS.

STAIRCASE: CONSTRUCTED FROM
STEEL PROFILES AND COCHRANE
CLEAR-VU MESH . REFER TO DETAIL F.

STAIRCASE LANDINGS: STEEL PROFILE
CONSTRUCTION COVERED WITH
COCHRANE CLEAR-VU MESH AND 1900 X
190 X 14mm VERTICAL, ENGINEERED
CLICK LOCK FLOOR BOARDS FROM
BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED).  SPECIFICATIONS SIMILAR
TO STAIRCASE.

152 X 50mmSA PINE BEAMS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

165 X 305mm I-BEAM WITH CUT-OUT
DETAIL.

SEATING CONSTRUCTED FROM 40 X
50mmENGINEERED STRANDWOVEN
BAMBOO FURNITURE BOARD.WITH
VERTICAL CORE CONSTRUCTION  FROM
BAMBOOLANDS ON STEEL FRAME.
BAMBOO FINISH: CARBONIZED AND
FINISHED WITH RUBIO MONOCOAT.

WALKWAY
CONSTRUCTION WITH
TEXTILE-LIKE CEILING TO
HOST ACOUSTIC
ABSORPTION. REFER TO
DETAIL C.

ACOUSTIC
ABSORPTION:
ABSORPTIVE SHEETS
MANUFACTURED
FROM RECYCLED
DENIM CLOTHING.

MULTI FUNCTIONAL ADAPTABLE
EXHIBITION GRID. REFER TO DETAIL G.

DETAIL G1

DETAIL G2

DETAIL G3 +4

DETAIL G5 + 6 DETAIL G7 + 8

GLASS SLIDING/ STACKING DOOR: 10mm
TOUGHENED SAFETY GLASS IN FLEXIROL
MULTIDIRECTIONAL 135° TOP HUNG
SLIDING DOOR SYSTEM FROM
HENDERSON.













 















ILLUMINATED PERSPEX SLEEVES TO
CONTAIN INFORMATION ON
EXHIBITION.















"BELLA 2"  SPOTLIGHT FROM SPAZIO.
(BODY AND BASE: ALUMINIUM) WITH
HALOGEN DICHROIC LAMP
MAX: 50W/12V/GU5.3

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN
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AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY



















































 











  


















   




DETAIL D












DETAIL A + B

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL





PAVERS: PLAZA
COBBLE 50 MOLDED
STONE. COLOLUR:
GRANITO 212 GRANITE
FROM C.E..L PAVING
PRODUCTS.

100 X 50mm HOT ROLLED GALVANIZED
STEEL PARALLEL FLANGE C-CHANNELS
TO FIX TEXTILE SCREENS TO.
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MECHANICAL VENTILATION
FOR EXTRACTING PAINT
AND DYE FUMES: "XPELAIR"
CEILING MOUNTED FAN.
PRODUCT CODE: CX10.
HOLE DIMENSION: 300Ø
mm. FAN IS FIXED TO
HORIZONTAL BAMBOO
BOARD.









"THE STRIP" STRIPLIGHT FROM
SPAZIO  (BODY: PLASTIC) THE STRIP
CAN BE CONNECTED IN SERIES
USING DOUBLE ENDED FIGURE 8
PLUG INCLUDED. FITTED WITH LED T8
SubstiTUBE LAMP FROM OSRAM
REFER TO LIGHTING SHEDULE FOR
MORE INFORMATION ON THE  T8
SubstiTUBE LAMP.

30mm X 400mm ENGINEERED
STRANDWOVEN  BAMBOO FURNITURE
BOARD, WITH VERTICAL CORE
CONSTRUCTION  FROM
BAMBOOLANDS. FINISH: CARBONIZED
AND FINISHED WITH RUBIO
MONOCOAT. BAMBOO FURNITURE
BOARDS TO BE FIXED TO THE CUT
OUTS IN THE SA PINE BEAMS. FIXED
WITH THREADED ROD AND GLUE
CONNECTION.

228 X 67mm SA PINE BEAMS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

ACOUSTIC ABSORPTION: ABSORPTIVE
SHEETS MANUFACTURED FROM
RECYCLED DENIM CLOTHING.

6,76mm PVB LAMINATED SAFETY
GLASS: SOLAR VUE FROM PG GLASS.
(MEDIUM SOLAR CONTROL, LOW
REFLECTIVE APPEARANCE AND HIGH
NATURAL LIGHT TRANSMITTION. )



WALL DEFINITION CREATED WITH 30mm
MDF BOARDS TILED WITH 105 X 105mm
MAT GRAY CERAMIC TILES TO CREATE
SPLASH-BACK.

LOCKERS CONSTRUCTED FROM
"MELAWOOD". DOORS ARE SUPPLIED
WITH CYLINDER LOCKS.

TAP SUPPLIED WITH "AQUACLIC-
WATERSAVER" FITTING.

ALL UNITS IN WORKSHOPS ARE
ELEVATED ABOVE THE FLOOR SLAP TO
MINIMIZE CORNERS IN WHICH DUST
AND TEXTILE PIECES CAN COLLECT.

AS SPECIFIED BY THE ARCHITECT:
SMARTGLASS COOLVUE CLEAR GLASS IN
DORMA 2CS-802B SIDELITE RAIL 2670X1000
PANE SIZE 5,8 (W/M2).K U-VALUE 35 ISO

STORAGE UNITS FRAMES: 40 X 40mm
HOT ROLLED MILD STEEL HOLLOW
SQUARE MEMBERS ALL WELDED
TOGETHER. FINISH OF STEEL: DULUX
POWDER COATED. COLOUR: "NIGHT
JEWELS 1"

EASTERN TEXTILE SOLAR SCREENS
CONSTRUCTED FROM BLACK BATYLINE
TEXTILE. TEXTILE IS HOOKED ONTO HOOK
BOLTS AND CAN BE PULLED UP IN
WINTER TO ALLOW SUN TO HEAT THE
SPACE.

AS SPECIFIED BY THE ARCHITECT: 305X305
H COLUMNS 305X165 UNIVERSAL BEAMS.
NOTE: STEEL FRAME TREATED
WITH INTUMESCENT PAINT.

6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM
SOLAR CONTROL, LOW REFLECTIVE
APPEARANCE AND HIGH NATURAL LIGHT
TRANSMITTION. ) GLASS IN DORMA
2CS-802B SIDELITE RAIL.

ADJUSTABLE
WORKSTATIONS:
 DETAIL E

170MM POWER FLOATED REINFORCED
CONCRETE SLAB TO ENGINEERS
SPECIFICATIONS. FINISH: PREPARE
SUBSTRATE AS PRESCRIBED AND APPLY
FLOWSHIELD LXP (FROM FLOWCRETE)
SELFLEVELING AND SOLVENT FREE
POLYURETHANE RESIN FLOOR COATING.
(GOOD CHEMICAL AND ABRASION
RESISTANCE.) COLOUR: MID-GREY.

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END LAPS,
SEALED TO PRIMER SURFACE TO FALLS
AND CROSSFALLS BY "TORCHFUSION".
COVERED WITH 20MM THICK FIBRE
CEMENT BOARD TO PROTECT AGAINST
BACKFILLING. ALLOW MIN FALL 1:50
TOWARDS FULL BORES ON EASTERN

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY THE ARCHITECT:
COROBRIK DE HOOP MATT BROWN CLAY
BRICK PAVERS SLOPE 1:60 TOWARDS
STORMWATER TRENCH

AS SPECIFIED BY THE ARCHITECT:
REINFORCED TWO WAY SPANNING
WAFFLE SLAB ACCORDING TO
ENGINEER'S SPECIFICATION

"SURFDECK"  STRIPLIGHT FROM
SPAZIO. (BODY AND BASE: METAL.
DIFFUSER: OPAL ACRYLIC)
SUPPLIED  WITH LINEAR  LED T8
SubstiTUBE  LAMP FROM OSRAM.
REFER TO LIGHTING  SHEDULE  FOR
MORE INFORMATION.

LED "SET" DOWNLIGHTER FROM SPAZIO
LED DOWNLIGHT RANGE WITH BODY IN
DIE-CAST ALUMINIUM. 1.2W/2.4W 12V LED

TEXTILE
DOCUMENTATION
ARCHIVE

RAW MATERIAL
OVER FLOW
STORAGE

TEMPORARY
TEXTILE STORAGE
FOR EXHIBITION

STORAGE
UNIT FOR
FINISHED
YARNS

STORAGE
UNIT FOR
YARNS TO
BE DYED

STORAGE UNIT FOR
UNFINISHED TEXTILES

STORAGE
UNIT
FOR
YARNS

STORAGE UNIT FOR
UNFINISHED TEXTILES

STORAGE
UNIT FOR
YARNS
AND
STANDARD
EMBELLISHMENTS

DYE PIGMENT,
MORDANT AND
SAFETY
EQUIPMENT
STORAGE

STORAGE UNIT FOR
UNFINISHED TEXTILES

LIGHTING INCORPORATED INTO
STORAGE UNITS: LED TAPE 5050 FROM
SPAZIO -WARM WHITE. LED'S PER M: 60.
W'S PER M: 14W. CUTTING POINT: 5CM.
MAX LENGTH 8M. LUMENS: 714LM

ADJUSTABLE
WORKSTATIONS:CREDENZA: STORAGE +

EXTRA HORIZONTAL
SURFACE

CREDENZA: STORAGE +
EXTRA HORIZONTAL
SURFACE

LOCKERS:

LOCKERS:

LOCKERS:

LOCKERS:

UNDERNEATH: RAW
MATERIAL STORAGE

UNDERNEATH: RAW
MATERIAL STORAGE

HAND LOOMS HAND LOOMS

SPINNING
WHEELS

HWB:

HWB:

HWB:

HWB:

FRAMELESS GLASS PARTITIONING:  6mm
TOUGHENED SAFETY GLASS FRAMLESS
PANELS WITH DORMA UNIVERSAL PATCH
FITTINGS. FRAMELESS GLASS SLIDING
DOOR ON AGILE 50 DOORMOTION FROM
DORMA. THE SLIDING PANEL ON  IS
GENTLY CUSHIONED AND SMOOTHLY
DRAWN SPRING-AIDED  TO ITS END
POSITION.





THERMAL INSULATION OF CONCRETE ROOF
SHALL BE POLITERM BLU LIGHTWEIGHT
THERMAL INSULATING MORTAR, LAID TO FALLS
AT AN AVERAGE THICKNESS OF 100 MM
REDUCING TO A MINIMUM OF 50 MM AT
RAINWATER OUTLETS. PREPARATION, MIXING
AND CURING SHALL BE CARRIED OUT IN STRICT
ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL
THE POLITERM SCREED IS FREE OF RESIDUAL

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY




































 










































































































































































































































































 










































DETAIL D


DETAIL A + B

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL












PAVERS: PLAZA
COBBLE 50 MOLDED
STONE. COLOLUR:
GRANITO 212 GRANITE
FROM C.E..L PAVING
PRODUCTS.

100 X 50mm HOT ROLLED GALVANIZED
STEEL PARALLEL FLANGE C-CHANNELS
TO FIX TEXTILE SCREENS TO.
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6,76mm PVB LAMINATED SAFETY GLASS:
SOLAR VUE FROM PG GLASS. (MEDIUM
SOLAR CONTROL, LOW REFLECTIVE
APPEARANCE AND HIGH NATURAL LIGHT
TRANSMITTION. ) GLASS IN DORMA
2CS-802B SIDELITE RAIL.

EASTERN TEXTILE SOLAR SCREENS
CONSTRUCTED FROM BLACK BATYLINE
TEXTILE. TEXTILE IS HOOKED ONTO HOOK
BOLTS AND CAN BE PULLED UP IN
WINTER TO ALLOW SUN TO HEAT THE
SPACE.

AS SPECIFIED BY THE ARCHITECT: 305X305
H COLUMNS
305X165 UNIVERSAL BEAMSNOTE:
STEEL FRAME TREATED
WITH INTUMESCENT
PAINT

AS SPECIFIED BY THE ARCHITECT:
COROBRIK DE HOOP MATT BROWN CLAY
BRICK PAVERS SLOPE 1:60 TOWARDS
STORMWATER TRENCH

AS SPECIFIED BY THE ARCHITECT:
REINFORCED TWO WAY SPANNING
WAFFLE SLAB ACCORDING TO
ENGINEER'S SPECIFICATION

SOLAR CHIMNEYS: MASONRY WALLS PAINTED
WITH ONE COAT PRIMER AND TWO COATS BLACK
PAINT TO AID HEAT GAIN AT THE APEX OF THE
SOLAR CHIMNEY. NORTHERN WALL OF THE SOLAR
CHIMNEY: 6MM TOUGHENED SAFETY GLASS.
SOLAR CHIMNEY PROVIDED WITH A WHIRLY BIRD.

'WOVEN' BRICK WALL: COROBRIK
MULTI-CORE FACE BRICK I N COUNTRY
MEADOW SATIN.

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL

TEXTILE LUMINAIRE: OPPORTUNITY TO
COMMISSION DIFFERENT DESIGNERS TO,
FROM TIME TO TIME, DESIGN A
LUMINAIRE WHICH EXPLORES THE
POSSIBILITIES OF TEXTILES AND LIGHT.

FRAMELESS GLASS PANEL:  6mm
TOUGHENED SAFETY GLASS FRAMLESS
PANELS WITH DORMA UNIVERSAL PATCH
FITTINGS.

STAIRCASE: CONSTRUCTED FROM
STEEL PROFILES AND COCHRANE
CLEAR-VU MESH . REFER TO DETAIL F.

STAIRCASE LANDINGS: STEEL PROFILE
CONSTRUCTION COVERED WITH
COCHRANE CLEAR-VU MESH AND 1900 X
190 X 14mm VERTICAL, ENGINEERED
CLICK LOCK FLOOR BOARDS FROM
BAMBOOLANDS. CARBONIZED FINISH
(PRESEALED).  SPECIFICATIONS SIMILAR
TO STAIRCASE.

152 X 50mmSA PINE BEAMS. FINISH:
CLEAR GRIPSEAL WOOD SEALANT.

165 X 305mm I-BEAM WITH CUT-OUT
DETAIL.

SEATING CONSTRUCTED FROM 40 X
50mmENGINEERED STRANDWOVEN
BAMBOO FURNITURE BOARD.WITH
VERTICAL CORE CONSTRUCTION  FROM
BAMBOOLANDS ON STEEL FRAME.
BAMBOO FINISH: CARBONIZED AND
FINISHED WITH RUBIO MONOCOAT.

WALKWAY
CONSTRUCTION WITH
TEXTILE-LIKE CEILING TO
HOST ACOUSTIC
ABSORPTION. REFER TO
DETAIL C.

ACOUSTIC
ABSORPTION:
ABSORPTIVE SHEETS
MANUFACTURED
FROM RECYCLED
DENIM CLOTHING.

MULTI FUNCTIONAL ADAPTABLE
EXHIBITION GRID. REFER TO DETAIL G.

DETAIL G1

DETAIL G2

DETAIL G3 +4

DETAIL G5 + 6 DETAIL G7 + 8

GLASS SLIDING/ STACKING DOOR: 10mm
TOUGHENED SAFETY GLASS IN FLEXIROL
MULTIDIRECTIONAL 135° TOP HUNG
SLIDING DOOR SYSTEM FROM
HENDERSON.













 















ILLUMINATED PERSPEX SLEEVES TO
CONTAIN INFORMATION ON
EXHIBITION.















"BELLA 2"  SPOTLIGHT FROM SPAZIO.
(BODY AND BASE: ALUMINIUM) WITH
HALOGEN DICHROIC LAMP
MAX: 50W/12V/GU5.3

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN






DETAIL C
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ARCHITECT:
SS 'VASTRAP'
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AS SPECIFIED BY
ARCHITECT:
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WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY

AS SPECIFIED BY
ARCHITECT:
SS 'VASTRAP'
WALKWAY



















































 











  


















   




DETAIL D












DETAIL A + B

WATERPROOFING:
ONE LAYER DERBIGUM SP4
WATERPROOFING MEMBRANE, WITH 75
MM SIDE LAPS AND A 100 MM END
LAPS, SEALED TO PRIMER SURFACE TO
FALLS AND CROSSFALLS BY
"TORCHFUSION". COVERED WITH 20MM
THICK FIBRE CEMENT BOARD TO
PROTECT AGAINST BACKFILLING.
ALLOW MIN FALL 1:50 TOWARDS FULL
BORES ON EASTERN

THERMAL INSULATION OF CONCRETE ROOF SHALL
BE POLITERM BLU LIGHTWEIGHT THERMAL
INSULATING MORTAR, LAID TO FALLS AT AN AVERAGE
THICKNESS OF 100 MM REDUCING TO A MINIMUM OF
50 MM AT RAINWATER OUTLETS. PREPARATION,
MIXING AND CURING SHALL BE CARRIED OUT IN
STRICT ACCORDANCE WITH THE MANUFACTURER’S
INSTRUCTIONS. SUBSEQUENT APPLICATION OF
WATERPROOFING SHALL NOT COMMENCE UNTIL THE
POLITERM SCREED IS FREE OF RESIDUAL





PAVERS: PLAZA
COBBLE 50 MOLDED
STONE. COLOLUR:
GRANITO 212 GRANITE
FROM C.E..L PAVING
PRODUCTS.

100 X 50mm HOT ROLLED GALVANIZED
STEEL PARALLEL FLANGE C-CHANNELS
TO FIX TEXTILE SCREENS TO.
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The Passive solar heaTing  
and cooling sysTem:

serv ices  and systems:

Solar screens and over-
hangs are provided to con-
trol the heating and cooling 
of the interior spaces.   
   
The glazing on the north-
ern façade of the workshop 
spaces is provided with 
an overhang to block the 
summer sun and allow 
the winter sun to passively 
heat the spaces.   
   
The western façade is pro-
tected by a solar screen 
which blocks the un-
desired western sun 
throughout the year. The 
eastern façade is provided 
with a screen which blocks 
the warm summer morn-
ing sun, but can be pulled 
away in the winter, to allow 
the morning sun to heat 
the space. 

WesTern sun:  
screened ThroughouT 
The year.

easTern sun: 
BlocKed in The 
summer.

easTern sun: 
alloWed inTo 
The sPaces in 
The WinTer.

Figure 8.6: cross sections showing the passive solar heating and cooling of the exhibition spaces. section is not to scale. (author, 2012)

WesTern sun:  
screened ThroughouT 
The year.
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The exhibition space and 
workshop spaces are pas-
sively ventilated through 
cross ventilation and 
stack ventilation. This ef-
fect is enhanced by solar 
chimneys.   
   
Positioning the openable 
windows on the eastern 
side lower than those 
on the western side en-
hances the natural flow 
of rising hot air. The cross 
ventilation is increased by 
providing larger openable 
windows on the western 
façade (from where the 
prevailing winds in Preto-
ria will come) than on the 
eastern façade.   
   
on wind still days, solar 
chimneys provide ventila-
tion for the spaces. each 
solar chimneys is designed 
with a black surface be-
hind a glass panel and 
a whirlybird at its apex 
to instigate initial upward 
movement of air within the 
stack. 

cross venTilaTion and 
sTacK venTilaTion: 

Pass ive  vent i la t ion systems:

Figure 8.7: longitudinal and cross sections showing the cross ventilation and stack ventilation assisted by solar chimneys. sections are not to scale. (author, 2012)

solar chimneys are noT PosiTioned di-
recTly Behind each oTher so ThaT BoTh 
can receive norThern sun.

eXhiBiTion sPaceWorKshoP sPace

WorKshoP sPace

WorKshoP sPace

WorKshoP sPace

 
 
 



| 193 |chapter 8

The water purification system works on a 
simple principle initiated by Quiksilver (a-
Freak-a, 2012). despite the use of organic 
acid dyes which do not contain heavy 
metals and toxic compounds, usually as-
sociated with the mordants used in natural 
dyes, acid dye still impacts the environment 
(a-Freak-a, 2012).     
    
The dye water purification system is a 
closed loop system which reduces water 
consumption. rainwater is harvested on 
the flat roof and stored in an underground 
storage tank. This rain water is of optimum 
quality for the dye, because it is free of lime-
stone and minerals (a-Freak-a, 2012). lime-
stone and minerals usually disrupt the hold 
of the colour in the fibres (a-Freak-a, 2012).  
      
after the dye water has flowed through the 
trough which facilitates the merging of col-
our, the dye water runs down the building 
into a tank with limestone. The alkalinity of 
the limestone breaks the bonds of the acid 
dyes (a-Freak-a, 2012). The next step is for 
the dye water  to flow into a secondary tank 
filled with sea salt hermetic bags. Thereaf-
ter, the dye water is pumped to the rooftop 
where filtering and purification occurs in 
a tank with water plants planted in sand 
(a-Freak-a, 2012). The purified water then 
flows down the building again into the rain-
water storage tank. From there the clean 
water can be pumped up the building to be 
used for the dyeing process. The cycle is 
then repeated. 

Water  Pur i f icat ion system:

PuriFying The dye WaTer To  Be 
reused in The dyeing Process:

Figure 8.8: The rainwater purification system initiated by Quiksilver. (a-Freak-a, 2012)

Figure 8.9: diagram of the dye water purification system 
incorporated into WarP + WeFT. (author, 2012)

1. rain water harvested 
on flat roof.

2. rain water stored 
in submerged tank.
3. Water pumped to 
textile dying stations.

4. Water flowing to 
purification tank filled 
with  lime stone.
5. Water flowing to 
secondary purification 
tank filled with  salt 
hermetic bags.
6. Water flowing to 
tertiary purification 
tank filled water plants 
planted in sand.

7. clean water flowing 
to water tank. cycle 
rePeaT.
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WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

WATER SUPPLY 

ESCELATOR ESCELATOR ESCELATOR ESCELATOR

HEAVY WEIGHT PULLEY SYSTEM HEAVY WEIGHT PULLEY SYSTEMHEAVY WEIGHT PULLEY SYSTEMHEAVY WEIGHT PULLEY SYSTEM
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The oTher services and sysTems included 
in The inTerior inTervenTion:

Figure 8.10: The service and systems in the interior intervention. (author, 2012)
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Through the investigation presented in this dissertation, it is evident that 
the five methods of translating textiles into interior architecture is not 
only a valid answer to the design question stated in chapter 4, but also 
as a design methodology. The translation of textiles into interior archi-
tecture provides a method through which textiles can be utilized in in-
terior architecture on a more interesting and sophisticated level. The 
study shows that textiles can be used for its aesthetic value, but also as 
an inspiration for the appearance, structure, construction method or 
characteristics of a design.  Therefore textiles offer an excellent source 
of visual inspiration for the design of interior architecture on multiple 
levels.           
         
By demonstrating the value of a collaborative approach between the 
architect and interior architect, prior to construction, the dissertation 
adds value to the profession. likewise, demonstrating that two pro-
grammes can function simultaneously within one building and prov-
ing that intervention is possible within a contemporary unbuilt build-
ing, the possibilities of interior architecture is explored.    
  
since the weaving guild fulfils such an important function within the ar-
cadia arts and cultural Precinct, this project contributes to the research 
field of Housing and Urban Environments. The bridging between the 
first and third world paradigms, within the south african context, is an 
important social issue, which also positively contributes to the social 
component of the research field.      
         
Collaboration of different cultural groups within the guild is a contribu-
tion to the field of Heritage and Cultural Landscapes. The preserva-
tion and continuation of the traditional african textile making processes 
contributes to the heritage aspect of the research field.    
        
When one considers the statements mentioned above, it is clear that 
WarP + WeFT  is a positive addition to the interior architecture disci-
pline and the greater South African context.      
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Addendum A:  Woven Text i le  Insp i ra t ion :Appendix A

I n s p I r A T I o n  s o u r c e :  e x p l o r A T I o n 
o f  c o n T e m p o r A r y  T e x T I l e s .

The material presented in Appendix A is an exploration of contempo-
rary textiles. The exploration is executed by placing textiles in different 
scenarios or configurations and exposing textiles to different physical 
and chemical treatments. The textiles were then photographed and 
arranged to present interesting comparisons between the different ex-
plorations.  These explorations are crucial as a method to understand 
the characteristics and possibilities of textiles. The descriptions and 
comparisons of the textiles play an important influential role in the ex-
ecution of the design solution.    
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condensing      
obscuring  
Intensifying 

layers.    
Density

Text i les  +  l ight :

Figure A1: A textile illuminated from behind in three configurations. (Author, 2012)
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colour intensifies 
when light shines 
onto the fabric.

colour disappears 
when light shines 
through fabric.  
 

Tex t i les  +  l ight :

Figure A2: A textile illuminated from behind and from the front. (Author, 2012)
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print blocking light.  
light changes the colour. 
light reveals structure.  
reveals hidden pattern.  
 

Tex t i les  +  l ight :

Figure A3: Two textiles illuminated from behind and from the front. (Author, 2012)

 
 
 



| 213 |Appendix A

Text i les  +  connect ions :

overlapping  
folded    
stitched   
    
    
   

Figure A4: Textiles demonstrating different connections in textiles. (Author, 2012)
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Text i les  +  edges :

stitched    
   
Addition   
    
selvage   
    
Knots    
    
  

Figure A5:  four textiles demonstrating different edge finishing. (Author, 2012)
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Text i les  +  edges :

machine finished edge 
resembles a burned edge.

Figure A6:  A machine stitched edge compared to a burned edge on the same textile. (Author, 2012)
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Text i les  +  Burn ing :

BurnInG synTheTIc 
TexTIles resulTs In:  
    
Bubbles   
curls   
spikes    
Blobs

Figure A7:  four burned synthetic textiles showing different end results. (Author, 2012)
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BurnInG nATurAl      
TexTIles resulTs In:  
    
Ash   
powder    
colour Gradient 
Disintegration of thin yarns 
before thick yarns.

Tex t i les  +  Burn ing :

Figure A8:  The results of burning natural textiles. (Author, 2012)
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Text i les  +  unrave l ing :

Different colours revealed. 
yarn thickness revealed.  
 

Figure A9:  examples of textiles which have been unraveled. (Author, 2012)
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memory In yArns:  
    
 

Tex t i les  +  memory :

remembering 
the structure. 
  
remembering 
the pattern.

Figure A11:  Textiles showing the memory of the  unraveled yarns. (Author, 2012)
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conTrolleD 
unrAvelInG:  
   
   

Tex t i les  +  unrave l ing :

stitch to limit and control 
natural unraveling.

Figure A10:  examples of textiles where the unraveling processes are controlled. (Author, 2012)
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memory In 
fABrIcs:  
   
  

Tex t i les  +  memory :

Artificial memory 
made by equipment. 
   
natural memory from 
remaining in one 
position for a long 
period of time.

Figure A12: examples of textiles with memory. (Author, 2012)
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Text i les  and chemical  fading Agent :

fade   
Bleed  
flow  
vanish  
Blend   
 

Figure A14: Three examples bleached with Jig. (Author, 2012)
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Text i les  +  Abras ion :

Texture change softening. 
    
Thin yarns disintegrating 
first, creating a different 
texture.  

Figure A15: Two examples of textiles before and after abraded with sandpaper. (Author, 2012)
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Text i les  +  movement :

Quirky movement  
   
flowing movement  
    
Delicate movement.  
   
Aggressive movement 

Figure A13: Three examples of textiles in movement. (Author, 2012)
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Text i les  +  Abras ion :

Texture change . 
  
loosening of fibers. 
   
Disintegration.

Figure A16: The disintegration of a textile after abrasion. (Author, 2012)
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Text i les  +  Abras ion :

pulling the yarns open.  
    
creating strong flowing 
lines in one direction.  
   
creating a 3D effect. 

Figure A17: A textile of which the yarns have been pulled open.. (Author, 2012)
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Text i les  +  Abras ion :

contract  
Gather   
pull   
   
creating a 3D effect, 
thickness and loft. 
   
 

Figure A18: The effect of abrasion with sandpaper on two sheer textiles. (Author, 2012)
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Text i les  +  layer ing :

merging of colours.  
   
levels of translucency.

Figure A19: Two examples of the layering effect on sheer textiles. (Author, 2012)

 
 
 



| 229 |Appendix A

Text i les  +  layer ing :
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Appendix B

T e x T i l e  T e r m s  A n d  w e A v i n g  T y p e s :

The first table in this appendix presents the various types of textiles 
commonly available for interior applications. The table also gives a 
short description of each term. The quantity of terms listed in this table 
shows the rich variety of textile available and it confirms textiles as an 
important material for interior architecture. The second table lists the 
various basic weaving methods on which all textiles are based. This 
table shows the underlying construction principles, mathematics and 
rhythms which were influential to the execution of the design solution. 
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Antique Satin: A lightweight drapery fabric in a sateen or horizontal satin weave 
with slubs that imitate spun shantung silk. most antique satins are one colour, 
though the warp and weft yarns may be dyed different colours to produce irides-
cence; may also be printed. suitable for bedspread fabric if quilted.     
           
Armure: medium weight fabric in one colour with small woven repetitive dobby 
figures. plain-weave ribbed background cloth.        
           
Batik: light weight to medium weight hand printed textile. Certain areas are waxed; 
then the fabrics are dyed. For two or more colours, each preceding wax layer is 
removed, and wax is reapplied in a different pattern.  A crinkled pattern is achieved 
by crumbling the fabric and cracking the wax.      
           
Batiste: A thin semi sheer curtain or drapery fabric.      
           
Bengaline: A medium weight horizontal or weft-ribbed fabric produced with fine 
warped and piled or grouped yarns. strong and refined cloth.    
            
Bird’s-eye: A lightweight to medium weight fabric with small dobby woven all-over 
diamond patterns in one colour. Originally a towelling or linen fabric, cotton is used 
most often.           
            
Bouclé: medium weight to heavyweight woven or knitted cloth. looped bouclé 
novelty yarns gives a tightly curled, bumpy surface texture to the fabric.   
           
Bouclé Marquisette: Fine leno-weave sheer marquisette with bouclé weft or filler 
yarns. Originally glass curtains of nylon; today of polyester and used as lightweight 
casement fabric.         
           
Broadcloth: lightweight cotton plain taffeta with fine horizontal ribs. yarn twist or 
tightness is slightly irregular. Also a finely napped twill weave in various weights. 
           
Brocade: medium weight formal Jacquard weave with supplementary warp or weft 
woven into the fabric to give an embroiled, often colourful design. Background 
weave is often satin. Treads not tied down are carried as “floats” on the back of the 
fabric. Cut floats make broché brocade.      
          

Brocatelle: medium weight Jacquard fabric with slightly heavier and puffier surface 
than damask. Fine cloth with two sets of warp and weft.     
           
Buchram / Buckram: lightweight fabric, in width 3, 4, or 5 inches, stiffened and 
used as drapery heading interfacing. plain weave or nonwoven web of jude, linen 
cotton or synthetic fiber.        
           
Burlap: medium weight jude fabric in plain, loose weave; also called gunnysack, 
coarse texture, solid colours. natural and synthetic fibers imitate jude burlap.  
          
Burn-out: A method of printing designs into semi sheer or lightweight casement 
cloths.  Usually a cotton-polyester base cotton fabric with an acid design that eats 
or dissolves the cotton. edges around the burn-out area are often printed with 
pigment ink to seal edges. Also used to produce eyelet holes. Also called etch 
printing.           
          
Calico: lightweight cotton or cotton-polyester fabric similar to broadcloth. Usually 
printed in country-style multi- coloured floral patterns.       
          
Cambric: semi sheer to lightweight  plain weave cotton or linen fabric, often printed. 
may be finished in dull or soft or stiff with a sheen.  Also called handkerchief linen. 
           
Canvas: versatile medium weight to heavyweight cotton fabric in plain or twill 
weave. may be dyed any colour and have many uses, such as upholstery,  shades 
and awnings.           
          
Casement: lightweight to medium weight casual drapery fabric. plain or combina-
tion weave or needle-constructed fabric. interesting texture, colour and pattern 
through dyed novelty yarns and weave variations. may be semi sheer, translucent or 
opaque.           
          
Chambray: lightweight cotton or blend fabric in plain, balanced weave. yarns are 
slightly slubbed in both directions. Usually white warp and coloured weft yarns.  
           
          
Chenille: medium weight to heavy weight fabric with chenille yarns that are fuzzy 
and resemble soft pipecleanes.        

TexTiles FOr inTeriOr AppliCATiOns:
Table B1: Table of the textiles used in interior architecture. (nielson & Tylor, 2011: 348-356)
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Chevron: regular and repeated zigzag pattern, also called herringbone, formed by 
reversing the twill weave. natural and/or synthetic fibers, medium weight to heavy-
weight fabric.           
          
Chiffon: sheer very lightweight ninon or voile drapery fabric. Also a soft finish given 
to a fabric, such as chiffon velvet.       
          
Chintz: lightweight fine cotton or cotton polyester plain-weave fabric. solid colours  
or floral or exotic floral prints. most are sized or glazed- hence, glazed chintz. it is a 
multipurpose fabric.          
          
Corduroy: medium weight to heavyweight pile-weave cotton or cotton blend-fabric. 
lengthwise cords or wales are narrowed according to width. pinwale corduroy: 
narrow cords. wide-wale corduroy: wide cords.      
           
Crepe:  A fine yarn that is twisted so tightly that it gives a crinkled surface in woven 
fabrics. Crepe may be plain or satin weave.       
           
Cretonne: medium weight unglazed printed cotton fabric slightly heavier that chintz. 
versatile decorative fabric, similar to toile.      
           
Crewel Embroidery: medium compound fabric base cloth is base weave with 
cotton, linen or wool, with hand or machine embroidery of worsted wool. patterns 
are meanders of vine and floral motives based on english interpretations of the 
eastern indian tree-of-life motifs.        
           
Crinoline: same as Buchram.        
           
Damask: medium weight Jacquard fabric with reversible pattern, historically a large 
floral or renaissance design. Contemporary damasks are medium weight in a 
variety of designs; multipurpose fabrics.      
           
Denim: medium weight sturdy twill cotton or cotton-polyester cloth. navy coloured 
denim is jeans fabric; cream or white is drill.       
           
Dimity:  Thin very lightweight sheer fabric in plain weave with a crisp finish. vertical 
warp spaced ribs are dimed with heavier or piled threads. Checks may also be wove 
in. One colour or contrasting threads may form the chords, ribs or checks.   

           
Dotted Swiss: plain- or leno- weave swiss is sheer curtain fabric with tiny em-
broided or flocked dots or squares in spaced sequence.    
           
Duck: durable medium weight cotton fabric in oxford weave, similar to canvas. 
different-sized weft threads and the addition of coloured stripes may vary the 
appearance.          
          
Eyelet: lightweight cotton, cotton-polyester or other blend plain weave fabric with 
schiffli embroided designs and small burn-out or etched dots that are part of the 
design. The fabric is usually a solid white, cream or pastel colour with matching or 
accenting embroidery.          
           
Faille: A lightweight finely woven fabric generally of cotton, silk, acetate rayon or 
blends with horizontal or weft ribs that are slightly heavier and flatter that taffeta. 
when these ribs are pressed or calendered in a watermark design, faille becomes 
moiré.           
           
Flamestitch: A pattern originally from the early english renaissance that represents 
the flames in a fire and is loosely a chevron design. Flamestitch patterns are multi-
coloured and may be embroided, woven or printed or various weight clothes.  
          
Flannel: Any woven fabric which is brushed to create a soft nap.    
          
Foam back: loose adjective for a latex  or other synthetic coating laminated, flowed 
or sprayed onto the back of drapery or upholstery fabrics to increase energy effi-
ciency and/or dimensional stability.       
           
Frieze / Frisé: Heavyweight, sturdy nylon upholstery fabric with a looped pile. may 
be a Jacquard weave to achieve a sculptural or ribbed effect.     
          
Gabardine: steep pitched twill fabric woven of natural or synthetic yarns; light-
weight to medium weight. surface has obvious diagonal ribs that are tightly woven 
of fine lustrous yarns.          
           
Gauze: very thin (sheer or semi sheer) loosely woven fabric used for curtains and 
draperies.          
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Grenadine: Thin, sheer leno-weave curtain fabric. may be locked or swivel lappet 
embroided with small dots or design.        
          
Grosgrain: narrow trimming ribbon or textile with round, even, heavy ribs in the weft 
or crosswise direction.          
           
Herringbone: Originally a medium weight wool fabric. pattern is a novelty or com-
plex twill that is in a regular zigzag pattern. named after the spinal structure of the 
herring fish. may also be woven or printed on lightweight, medium weight and 
heavyweight fabrics and in a variety of natural and synthetic fibers.    
           
Homespun: Coarse, lightweight linen, wool or cotton fabric from early American 
hand-spun and handwoven plain weave textiles. Today in nearly any fiber, a textile 
that imitates this look. may be natural colours with flecks of vegetable matter. may 
also be simple stripes or checks.        
          
Hopsacking: similar to homespun, yet less sturdy. Usually woven in a loose, semi 
open basket weave and given a soft finish. lightweight casement fabric.  
            
Houndstooth: medium weight to heavyweight fabric with woven twill pattern in 
contrasting colour that resembles squares with projecting toothlike corners called 
four pointed twill stars. Originally a course provincial wool fabric now in a variety of 
fibers and may be woven in finer yarns.              
          
Interfacing: A lightweight, stiffened woven or nonwoven fabric that is usually placed 
between decorative and lining fabric to give body and firmness. white or solid 
colours.           
          
Interlining: A thick, lofty woven or nonwoven textile of natural or synthetic fibers, 
used to insulate against noise and heat and/or cold. may be a polyester batt or 
lambs’ wool batt, for example.         
          
Jacquard: Any textile woven on the Jacquard loom, which permits large designed to 
be machine woven. Used for both cloth and carpeting, Jacquard fabrics are brocade, 
brocatelle, matelassé, lampas, tapestry and moquette velvet.    
          

Khaki: multipurpose plain or twill weave fabric of a greenish, dusty, earthy beige. 
lightweight to medium weight cotton or blend fibers.      
           
Lampas: medium weight Jacquard with a plain or satin background and figures of 
contrasting colours in both the warp and weft in ribbed, plain or twill weave.   
          
Lappet: swivel or discontinuous (no floats carried on back) embroidery accom-
plished with an attachment to the plain or dobby loom.     
          
Lawn: Fine, thin fabric that is the base for batiste, organdy and printed sheer fabrics. 
Usually cotton, rayon, linen or blends.        
           
Leno: A variation of the plain weave in which pairs of warp threads are twisted in 
hourglass fashion as they interlock weft threads to give strength and texture. Used in 
thin, very lightweight marquisette sheers as well as lightweight casement fabrics.  
           
Lining: A lightweight support fabric (cotton, synthetic fibers or blends) in plain or 
sateen weave sewn onto or used as a separate backing for the decorative fabrics. 
          
Malimo: Casement, contemporary fabric where groups of weft yarns are chain 
stitched together in clear monofilament thread with multiple needles. groups of 
warp threads may also be laid and stitched into the top of the weft group.  
          
Marquisette: A thin sheer or drapery cloth of natural or synthetic fibers in a leno 
weave. slightly heavier that ninon or grenadine.     
          
Matelassé: A heavy weight fabric in Jacquard weave of two sets of warps and 
wefts.  Background surface appears puffy or cushioned since the sets of threads are 
woven together only where the pattern is. Also called double cloth or pocket weave. 
           
Moiré: lightweight to medium weight faille fabric embossed with a watermark 
moiré pattern. A versatile fabric.        
           
Muslin: Thin cotton cloth of a plain balanced weave similar to lawn, but stiffer. 
muslin forms the base for several cotton fabrics. may be natural (bleached or 
unbleached), dyed or printed.         
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Mylar: Trade name of the dupont Corporation for a clear or metallized extruded 
material. Use in flat sheets such as reflective wallpaper backgrounds or cut into 
ribbons, texturised and woven to achieve a novelty-textured fabric.    
           
Needlepoint: Heavy upholstery-weight textile of hand-stitched wool yarn on art 
canvas net.           
          
Ninon: very fine sheer drapery and curtain fabric in pair warp thread plain-weave 
variation. Usually in polyester in varying widths up to 118 inches seamless. it has 
excellent drapability, crisp body and a lusterous appearance.  sometimes called 
French voile, tergal voile or triple voile.        
          
Organdy: plain-weave sheer curtain and drapery cloth of natural or synthetic fibers 
(originally cotton), which is given a stiff, very crisp finish. A semi sheer organdy is 
called semi organdy.           
          
Ottoman: natural or man-made fibers woven into a medium weight to heavyweight 
fabric with broad, round weft threads that produce a horizontal rib. Fine warp 
threads completely cover the large-. even- or alternate-sized filling yarns.    
           
Oxford Cloth: A lightweight cotton or cotton/ polyester in an oxford variation of the 
plain weave: pairs of warp threads are grouped together and carried over and under 
a heavier filling yarn. Often used as a base cloth for decorative prints and may be 
woven with slightly heavier yarns to produce a medium weight fabric. Oxford cloth is 
traditionally a finely wove shirting cloth.       
          
Paisley: A printed or woven pattern in light weight or medium weight fabrics. The 
curved pear, leaf or water drop shape originated in india, but is named after a city in 
scotland where woollen paisley shawls have been produced for centuries.   
           
Pellon: stiffened interfacing fabric which is a trademark of the pellon Corporation.  
          
Percale: lightweight plain-weave cotton or cotton/ polyester fabric in a fine yarn 
and high thread count. Finely woven bed sheets are usually percale. percale is 
finished to a variety of lustres from soft to stiff or a given textured plissé finish.  
           

Pile Fabric: medium weight to heavyweight fabric with an extra set of warp or weft 
threads that are woven or knitted into the fabric to produce a deep surface texture. 
examples include velvets, terry cloths, friezes and corduroys.     
           
Piqué: lightweight to medium weight versatile cloth in a plain weave variation, which 
inserts cords, stripes or geometric patterns. The ribs or cords usually run lengthwise 
in the face of the goods. Types include: Bird’s-eye, goose-eye, dimity, rib cord or 
pinwhale, embossed piqué and waffle piqué.       
           
Plaid: lightweight, medium weight or heavyweight yarn dyed, woven or printed with 
a design consisting of stripes in both warp and weft directions that cross at intervals 
to form different colours in square or rectangular patterns. plaids may be pain or twill 
weave. variations include: Tartans (scottish clan plaids) and plaidback (reversible 
plaids).            
           
Plissé: A sheer, thin, or lightweight fabric given a blistered or puckered surface 
through chemical treatments.         
            
Poplin: lightweight to medium weight fabric with pronounced horizontal ribs. weft 
threads are heavier than warp often a base cloth for decorative print fabrics.   
          
Quilted Fabric: Any fabric that is lined and usually interlined with a lofty batt and then 
hand or machine stitched through so that stitches show both front and back.   
           
Rep/ Repp: A horizontally or vertically ribbed fabric in plain weave with heavier 
threads in one direction. durable medium to heavy fabric with many applications. 
High quality reps are often of wool.        
          
Sailcloth: same as duck, sometimes heavier.       
           
Sateen: A horizontal lightweight to medium weight fabric. Used for linings and 
printed  decorator fabrics in natural or man-made fibers.    
           
Satin: A basic type of weave where warp threads float over four to eight weft threads 
and then are interlaced or tied down with one warp thread. Fine thread yields a 
smooth lusterous surface. lightweight to medium weight. Types include: Antique 
satin, lining satin, ribbed satin, satin damask and upholstery satin.    
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Schiffli: Any fabric with machine embroided designs other than dotted swiss, 
eyeled and swivel or lappet embroidery.       
          
Scrim: very thin plain-weave cloth with loose construction. Types include: Theatre 
scrim and upholstery scrim.         
          
Seersucker: lightweight to medium weight cotton or cotton blend plain-weave 
fabric. Crinkled or puckered surface usually in spaced stripes or plaids, permanently 
woven. Or permanent puckers are formed in polyester by heat setting.    
           
Serge: lightweight to medium weight natural or synthetic fibers (originally silk) in 
durable, crispy finished twill weave.        
          
Shadecloth: plain-weave or plain-weave variation, such as canvas, poplin or oxford. 
medium weight to lightweight, it is stiffened to become rolled shade fabric. Also 
called Holland cloth.          
           
Shantung: Originally a spun silk fabric with slubs that formed interesting and exotic 
textures. shantung today is a lightweight fabric of natural or synthetic fibers. Fabrics 
that imitate shantung are antique satin and antique taffeta.     
           
Slubs: yarns with slight irregularities in diameter and profile. Originated with wild 
silk yarns, where filaments are knotted or joined.      
               
Strié: Also called jaspé, meaning shadow stripes, a sateen or satin weave with 
coloured warp threads that produce a finely blended vertical stripe. lightweight to 
medium weight multipurpose fabric in natural or synthetic fibers or blends.   
          
Suedecloth: A light weight to medium weight synthetic knit or woven textile with 
brushed nap that imitates genuine sued.       
           
Swiss: A very thin semi sheer curtain fabric of plain weave. it is a crispy finished 
fabric and may be finished with woven or flocked dots or figures. Originally from 
cotton, today it often from polyester. Also called swiss muslin.     
           
Taffeta: A plain balanced weave in lightweight fabric of natural or man-made fibers. 
weft threads are slightly larger, creating a fine horizontal rib. Types include: moiré 
taffeta, Faille taffeta, antique taffeta and paper taffeta.      
          

Tapestry: A plain weave technique used to produce heavy, complex, handwoven 
european  pictorial tapestries.  These are now most often Jacquard-weaves with 
multiple warps and wefts and are very heavy fabric.      
           
Terry: medium weight pile weave used for absorbent cotton terry cloth towelling. 
loops may be cut for a plush or velour surface texture, or left uncut as loops.   
            
Ticking: Originally a twill navy blue and cream vertically woven striped fabric used 
to make ticks (mattress and pillow casings). Today a woven or printed stripe in one 
colour on cream or white. multipurpose fabric. mattress ticking may also be a satin 
damask fabric, called damask ticking or ticking damask.     
           
Toile: A lightweight or medium weight cotton or linen fabric similar to muslin or 
percale in plain or sometimes twill weave. it is similar to a heavier unglazed chintz. 
Toils are typically roller or screen-printed in one colour. Types include: Toile de Jouy, 
federal toile, country toile.         
           
Tufted Fabric: A pile fabric that is formed by tufting a yarn into a woven back-
ground. All tufted carpets utilize this method. The textile may be tufted with a small 
handheld tufting gun or on a large machine that utilizes multiple needles, tufting 
entire sections in rapid sequence.        
           
Tweed: Heavy upholstery weight textile in plain balanced or variation weave or 
(originally) twill-weave variation. plain and twill weaves may also be combined. 
made first of wool in scotland. Today’s tweeds may be of wool, nylon or a combina-
tion of natural and man-made fibers in solid colours, a heathered effect, or plaid.    
           
Union Cloth: A coarse medium weight cloth that is approximately 50% cotton, 50% 
linen. yarns are calendered or flattened somewhat. may be dyed one colour or 
printed and often resembles a very coarse chintz. A versatility fabric with many uses.  
           
Velour: A heavy pile fabric with a soft, velvet-like texture that includes some velvets 
and all plush-pile surface clothes, such as velour terry.      
           
Velvet: woven pile fabric with a soft yet sturdy face. may be of one or more fibers, 
including cotton, linen, wool, silk, rayon, acrylic and nylon. Types include: Antique 
velvet, brocaded velvet, chiffon velvet, crushed velvet, electrostatic velvet, em-
bossed velvet, moquette velvet, panne velvet, plush velvet, upholstery velvet velvet-
een and printed velveteen.        
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TexTile weAving Types:

Table B2: Table of the different weaving constructions. (nielson & Tylor, 2011: 342)
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Appendix C
D o C u m e n t A t i o n  o f  t h e  f i n A l  

P r e s e n t A t i o n :

Figure C2: sectional model. (Author, 2012) Figure C4: sample board. (Author, 2012) Figure C6: the focus area of the presentation. (Author, 2012)

Figure C1: Prototypes showing the screen iteration. (Author, 2012)Figure C3: sectional model in the presentation. (Author, 2012) Figure C5: Prototypes in the presentation. (Author, 2012)
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Figure C7: Close-up of the sectional model. (Author, 2012)
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Figure C8: Photographs taken during the verbal presentation. (Petzsch, 2012)
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Appendix D
P l A n s  A n D  s e c t i o n s  o f  t h e 

A r c h i t e c t u r A l  P r o P o s A l .

Figure D1: section B-B. not to scale. (stegmann, 2008)
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Figure D2: section A-A. not to scale. (stegmann, 2008)
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Figure D3: Ground floor plan. not to scale. (stegmann, 2008)
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Figure D4: first floor plan. not to scale. (stegmann, 2008)
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Figure D4: first floor plan. not to scale. (stegmann, 2008) Figure D5: second floor plan. not to scale. (stegmann, 2008)
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Figure D6: third floor plan. not to scale. (stegmann, 2008)
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Figure D6: third floor plan. not to scale. (stegmann, 2008) Figure D7: fourth floor plan. not to scale. (stegmann, 2008)
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